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Abstract

The devastation enacted on the Italian nation bysddlini’'s ventennioand the Second
World War had cultural as well as political effead®mbined with the fading careers of the
leadinggenerazione dell’'ottantaomposers (Alfredo Casella, Gian Francesco Matasad
lldebrando Pizzetti), it led to a historical momeot perceived crisis and artistic
vulnerability within Italian contemporary music. trley 1953, dodecaphony had swept the
artistic establishment, musical theatre was begmm renaissance, Italian composers
featured prominently at the Darmstderienkurse Milan was a pioneering frontier for
electronic composition, and contemporary musicnalg and concerts had become major
cultural loci. What happened to effect these momiaiestylistic and historical transitions?

In addressing this question, this thesis providesraes of studies on music and the
politics of musical culture in this ten-year periddcharts Italy’s musical journey from the
cultural destruction of the post-war period toriage in the early fifties within the meteoric
international rise of the avant-garde artist agsitutgonally and governmentally-endorsed
superman. Integrating stylistic and aesthetic aslyithin a historicist framework, its
chapters deal with topics such as the collectivenarg of fascism, internationalism, anti-
fascist reaction, the appropriation of serialistthetics, the nature of Italian modernism in
the ‘aftermath’, the Italian realist/formalist déés, the contradictory politics of musical
‘commitment’, and the growth of a ‘new-music’ cuku In demonstrating how the conflict
of the Second World War and its diverse aftermatkcipitated a pluralistic and
increasingly avant-garde musical society in Itahis study offers new insights into the
transition between pre- and post-war modernisthaéiss and brings musicological focus
onto an important but little-studied era.
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Preface:
‘What will they do afterwards?’

| could be making a mental study of the detailshef attack, the dispositions of

weapons and squads. But | am too fond of thinkingué these men, studying

them, making discoveries about them. What will thiry ‘afterwards’, for

instance? Will they recognise in post-war Italy stilmg made by them? Wil

they understand what system will have to be used th order to continue our

struggle to better humanit/?
The ruminations of the partisan Kim in Italo Calvi® 1947 novellhe Path to the Spiders’
Nestsneatly encapsulate the basic question that prommmsstudy: ‘What will they do
“afterwards™?’ Nobody doubts the extraordinarilgwiptive and devastating effect that the
Second World War had on Italian culture, but whilsholarly attention has often focussed
directly onto the period of conflict, only recentlyas the ‘aftermath’ garnered any
significant historical attentioh.As soon as Mussolini’s twenty-year Roman empite (t
ventenni collapsed in July 1943, Italian society was plemhgnto a ‘terrible crisis® and
the next years would become crucial in determirtimg future of one of Europe’s most
prestigious civilisations, poised on the brink e¥olution and burdened with the knowledge
that it had created one of the most perniciouslatpes of modern times.

So how does a nation on the wrong side of histebyitd its artistic establishments
and networks; what creative subjects are born dubhe seeds of war, and how do they
constitute the beginnings of modern Italian soéleédalvino himself was one of the earliest
to attempt an answer to this question, setting thet motivations, contradictions and
privations of post-war Italian writers and attemptito dissect their literary achievemehts.
But musically, such a feat has not yet been attechpgtience this present thesis, the first on
Italian music in the immediate post-war period whimombines historical, stylistic and

analytical approaches; an attempt, however amlsifitmuachieve a synthetic narrative.

! Calvino, The Path to the Spiders’ Nesisi5.

2 See, for example, work by Anna Maria TorrigliaM@aWard, David D Roberts, Ruth Ben-Ghiat, Claudio
Pavone, Renatidolub andJonatharDunnage listed in the bibliography, the earliedtrdgfrom 1996.

3 GinsborgA History of Contemporary Itajyi.

* Calvino, 1966 preface fbhe Path to the Spiders’ Nes#30.
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Motivation: aims and boundaries

Calvino’s ‘What will they do “afterwards™?’ is, fahese purposes, too concise a question.

A less succinct but more detailed one could bdikeithis:

How did Italian music recover from the effects chrandventenniosocially,
politically and aesthetically, and how — in itsriséion to a thriving culture in the
early 1950s — was it produced by (and did it prejluis own era?

The initial motivations that prompted this line ehquiry were diverse and multiple.
Amongst them, an interest in the regrettably urefedied topic oftalian twentieth-century
music after Puccini must rank as the broadest amst important. At a narrower level, the
trope of the ‘post-war’ and all the cultural relolirlg that this entails quickly found its focus
upon lItaly as an extremely interesting and diveegemplum. Then there are the two
conflicting ideologies, fascism and socialism, tl@im large over this period, providing
fascinating touching-stones for debate about tharesaand function of art and the artist.
These could all be considered as the large-scaléyatty overlapping contexts in which
this thesis takes shape. Connecting them togetlmsvsaa historical locus to form around
Italian composition and musical life after Mussolinto the modernising 50s, a period
known in Italy asil secondo dopoguerrawith its many debates and contentions over
cultural rebuilding, the role of the composer, éinel place of Italian music within the wider
world in the shadow of such a dehumanising epoch.

But in dialogue with these contexts, and playingracial part in informing their
narratives, is the compositional and stylistic siian that marks Italian music in these ten
years: a rate of change both of practice and gejgaralleled in any previous or subsequent
decade of the century. Up to 1943, as Luigi Dadleplia recalled, ‘the only topic of
conversation waseo-classicism® and though at times this particular composer ofiisal
narrative leaves much to be desired, his pointrdisdly stands: the musical situation at the
fall of Mussolini reflects the fading dominance tbe generazione dell’'ottantaomposers
(Alfredo Casella, Gian Francesco Malipiero and Bldedo Pizzetti) who had lead Italian
musical life since the 1920s and whose (initialiv@enturous) style had concretised into a

rather mannered, idyllic and capricious moderatisplaying the ‘ambivalent historical

® Dallapiccola, ‘On the Twelve-Note Road’, 321.
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character of modernist classicism’ as Hermann Demjusiges if Assessing it thus is not

intended to constitute a value-judgement, but it@sessary to paint this kind of picture if
the vastly different high-modernism of Luciano BerBruno Maderna and Luigi Nono in

the early 1950s is to be seen for the revolutionas. By this point, a plethora of musics
displaying various continuities and discontinuitiegh pre-war culture lay alongside this
high-modernism, all only possible when considersdpart of an overall transformative,

experimental and transitional aesthetic. Theseriadttive’ modernisms, along with their
more radical counterparts, give clues to the canoéphe ‘national’ character and the
debates of the nature of musical style, functiod sathnique that give this thesis much of
its discursive material.

Why 1943-19537? The initial and most obvious redsorhis chosen time period is
the gap that exists between histories of music ufakeism finishing in 1945 and more
analytical discussions of emerging modernist mirstbe early 19505 This ten year period
is seldom assessed on its own merits, sometimesded as a musical backwater, and
neglected since it falls between two historiographtentre$.As a consequence these core
subjects of artistic rebuilding and stylistic traiog — well explored in other disciplines and
other nations — lie virtually untouched by the ncofigist? A ten year study gives enough
space to measure transition whilst ensuring a leveflepth appropriate to the overall
methodology and the complexity of the subjects peds It avoids an historical atomism
that could occur in a smaller time span wherebwdas only drawn to discontinuity (what
makesthis year special) rather than heterogeneity (how s pleriod located within — and
demonstrating rupture from — its historical confexthus historical continuity is as

important as anything else, in recognition thatséhgears do not exist in a historical

®Danuser, ‘Rewriting the Past: Classicisms of theriwar Period’, 275, specifically commenting oe thany
-ana compositions (Scarlattiana, Paganiniana eftithlegenerazione dell’ottanta

" See works by Nicolodi, Sachs and llliano ed. mbibliography on music under fascism, alongside
numerous other items focussing on composers frenmid-1950s.

8 There are three main exceptions to this lacktefdiure concentrating specifically on this peribde
volumeltalia Millenovecentocinquantaedited by Guido Salvetti and Bianca Maria Antolin1999, is a
collection of essays centring on all aspects oficanmaking between 1945 and 1955. This thesis diffeom

it in three respects: it explores only ‘new’ musicamposition, it presents a single-author nareatig opposed
to a collection of isolated studies, and it anadybe2 music considered. Roberto ZanettdsMusica Italiana
nel Novecentds a lengthy general ‘introduction’ to Italian tmteeth-century music published in 1985. Though
its second volume discusses this period in quiteesdetail, it introduces a vast range of compoaeds
therefore acts more as a reference work or a s&iwte readings. It also lacks any real analysigy Stenzl's
Von Giacomo Puccini zu Luigi Nono: Italienische Muk922-1952: Faschismus-Resistenza-Repufstikn
1990, likewise contains little analysis and is bfibough insightful) on the period in question.

° See Dunnage and Ginsborg on Italian post-waripsliforriglia and Shiel on film, Torriglia and Whon
literature, and Thacker on music in post-war Genr(ati in the Bibliography).

8
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vacuum; this in part explains the decision to begit943 instead of 1945. Of course there
is another reason for this start date: the desirerite about music in Italafter fascism
(Mussolini’s reign effectively ended in 1943 as tiAdliies invaded southern Italy),
recognising the importance of this moment in théonal self-consciousness. This also
prevents the privileging of the after-effects of thar over the after-effects of thientennio
Ending discussion in 1953 signifies the closuré sécondo dopoguertahe point at which
the government of Italy’s defining post-war leaddcide de Gasperi fell (1945-1953),
marking the beginning of the political turbulencasd economic ‘miracle’ of the 1950s.
Musically, moving into the mid-fifties is cotermine with moving into better-charted
historical territory, and by 1953 the crucial geaatemal shifts that mark the post-war period
— from the generazione dell’'ottanteof Casella/Malipiero/Pizzetti through the ‘middle
generation’ of Dallapiccola/Petrassi to the youngehool of Nono/Maderna/Berio — have
been clearly effected.

In writing history, it has to be acknowledged thgtincluding certain facts one is
simultaneously leaving out other ones. There wdsliderate circumscribing of boundaries
around this project in the decision to talk aba@w’ art music, not all music. Essentially, it
explores modernist music — and defining what tmbiguous label might signify in the
context of post-war Italy is itself a core motivati Areas such as the reception of older
music, performance trends, operatic productiorg, jiak and light music, are therefore not
addressed directly. Musical culture is of coursegosite and involves intertextual relations
between works, so the aim is not to expunge disouss any music that does not fall into a
narrow time/genre-frame, but simply to acknowledges fact that contemporary
composition in this period was a fairly homogenoealm of discourse from which the
historical critic can draw together resolvable atives. Sometimes discussion of pre-war
works is relevant (see the analysis of Dallapiceo@anti di Prigioniain Chapter 2), but
the focus is always on the ramifications in ‘thereneand now’ of 1943-53. Two
consequences of this should be noted. The oldepasens Gian Francesco Malipiero and
lldebrando Pizzetti are not discussed at any lemgthis thesis, though the first composed
into the 1970s and the second into the 1960s. Thdhgir music from these years is
valuable, it can be considered to belong stylififida a pre-war generation that does not
easily fit into the narratives traced out here.uittier study with different emphases would,

it is imagined, integrate them properly. SecondBiacinto Scelsi is another active
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composer not included; his isolation from conterappritrends, together with his nervous
breakdown in the middle of this era (due to whidathmg of substance is composed
between 1945 and 1953 except the cantataNascita del Verbaf 1948) leaves little

compositionally from this period, even if his pastious reputation is greater than some

other composers considertd.

Methodology: Syntheses and subjectivities

From the ‘what’ and the ‘why’ to the ‘how’. In itmethodology, this study attempts a
deliberate synthesis: it Hgstorical (that is, it arranges historical facts taken froistorical
texts and documents in order to demonstrate artuat@oint); but it is als@nalytical (that

is, it considers many of these texts to be musaad, assigns to them equal interpretative
value as non-musical ones). Thus analysis of mugsiederial forms a constituent part of
the discursive structure; with hindsight, it ocagpalmost half the thesis, though there was
never a hard-and-fast quota. So above all elsgjgta holisticallymusicologicalenterprise,

in Joseph Kerman'’s sense of ‘an amalgam of anadysishistorical studies’ flowing from ‘a
commitment to music as an aesthetic experietice’.

The challenges of writing what Michel Foucault Isbé&ffective history’ in the
‘postist’ era (post-modern, post-history etc...) sty and the issues are only complicated
by the interpretative variabilities of a non-seni@att form such as musté.Would it not
be better, therefore, to stick either to analysishistory — but not attempt both? The
dichotomy is, alas, flawed. It seems no longer adegto ask along with Carl Dahlhaus
whether the significance of music is aesthetic istohnical, or to conclude with him that
‘attempts to reconcile aesthetics and history with@sorting to devious methodology ...
are all doomed to failure by their very natuf€The very interplay and mistaking of one for
the other throughout the course of musicology beleir intractable linkage. The type of
history presented here tries to discern and teas¢he elements (both aural and written)

that constitute Italian musical culture in thisipdr evaluate them against one another, and

10 Additionally, there is no mention of Scelsi in awfythe hundred or so primary sources this thesis/s

upon, and no other composers — in correspondenicepoint — refer to him at all; he simply was npatrt of

the discourse. This is reflectedltalia MillenovecentocinquanteScelsi’'s name is mentioned only once. See
Reish, ‘The Transformation of Giacinto Scelsi's Nas$ Style and Aesthetic, 1929-1959' for an effeeti
assessment of his early music.

1 Kerman,Contemplating Music228, 115.

2 Foucault, ‘Nietzsche, Genealogy and HistoryTie Foucault Reader89.

13 DahlhausFoundations of Music Histong2. See Taruskiffhe Oxford History of Western Musig xv.

10
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arrange them in an order by which conclusions @asaonably be drawn on individual
elements and sum totalities. In this sense it epesses both Jean-Frangois Lyotambsit
récits and the ‘meta-narrative’ that he disavowed so edefously’* Coherence and
divergence; this is a deliberate mix, springing oluthe belief that while postmodernism’s
insistence on infinite historical subjectivities important, each individual subjectivity
cannot avoid having a logic that privileges thehats take on his or her subject: a story, a
thread, a narrative.

Narrative is not, in itself, hegemonic or disingeuns; certainkinds of narrative
inevitably are: those that might, say, seek teffitiventieth-century music through the lens
of the teleological myth of ‘progress’ towards teidal liberation. It was against this
‘mainstream’, ‘History-with-a-capital-H’ trend thatlicholas Cook and Anthony Pople’s
recent edited volum&he Cambridge History of Twentieth-Century Musas set, a book in
which multiple authorship and a highly diverse deoof subject topics enabled the editors
to state that ‘this book presents not so much ‘Thelistory’ of twentieth-century music, or
even ‘a history’ of it, as a series of complementaometimes overlapping, and often
competing histories that reflect the contested reaif interpretation’> Being within
history, having it as tangibly close as the twehtieentury, is threatening, and one might
salute Cook et al. for bringing to the fore coraésh and a degree of chronological
misshapenness. This thesis, in many aspects, i®nef accord with this sort of
historiography. It bases itself in what Keith Jerskcall the ‘starting point for the reflexive
historian’, an attitude that should deliberatelglfcovert attention to their own process of
production and explicitly indicate the constructedher than the found nature of their
referents*® Therefore there is no attempt at exhaustive, @rtdtive’ coverage of the
material — hence the (crucial) use of the worddes’ in the title — and whilst the chapters
are written so that for the most part historicalociology is maintained, the discussion is
predicated by the subject and not always by a reedemporal coherence between
chapters. This is in recognition of the fact thaere are several prominent ‘colliding

14 define postmodern as incredulity toward metaatives’, Lyotard,The Postmodern Condition: a Report
on Knowledgexxiv, 60. But tellingly, as Frederic Jameson amkledges, the postmodernist creed has a kind
of self-contradictory logic which dictates that éeything significant about the disappearance ofteras
narratives has itself to be couched in narrativexfoJamesonPostmodernism, or, the Cultural Logic of Late
Capitalism xi.

15 Cook, ‘Introduction: Trajectories of Twentieth-Gery Music’, 3.

16 Jenkins Rethinking History81.

11
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narratives’ in this period (see below), and invging these both individually and in their
interactions is preferable to the futile attemptatié abouteverything

The fact is, though, that the twentieth centurydeeqed as a series of contiguous
narratives just like any other period of time, dhis fact should be acknowledged by the
historian even at the expense of admitting ideclgcompromise. Hayden White even

argues that

the nature of this immanence in any narrative actotireal events, events that
are offered as the proper context of historicatalisse ... [is] real not because
they occurred but because, first, they were remesband, second, they are
capable of finding a place in a chronologicallyenat sequence.

One of the most powerful arguments for the contigurelevance of narrative within
historical representation is White’s assertion thath a value ‘arises out of a desire to have
real events display the coherence, integrity, &gdbhand closure of an image of life that is
and can only be imaginary®. Thus there is a synthesis to be achieved hereebet\@ook
and Pople’s ‘competing histories’ and another paradfor twentieth-century music
historiography: the final two volumes of Richardrdskin’s The Oxford History of Western
Music a univocal narrative that still preserves a combels, against-the-grain
‘hermeneutics of suspiciof’. Taruskin, as Charles Rosen avers, is attemptiag'first
history of music which not only relates what wasmeldut how and why’, a task that
presupposes narrative history, even if its productis inevitably prejudiced and one-
sided?®® Thus this thesis will at times narrate, and atesnjuxtapose; it will identify
historical cause and effect, without capitulatiogbjectivisation, for as literary critic Terry
Eagleton acknowledges, ‘reading, viewing and listgfinvolve constant focus-changirfg’.
Musical analysis does not simply fit into this castion: it is essential to it. The
balance between technical consideration of the enasid aesthetic/historical/political
discourse varies as the thesis progresses. Chdpgaerd 2 (paired together under the rubric
‘The early years: reconstruction and cultural barre$’) are almost exclusively composed

of the latter, whereas Chapters 3 and 4 (‘Musicakis’ and stylistic experimentation’)

" White, The Content of the Forr20.

% bid., 24.

19 See especially ‘The History of What?’, the operthgpter of TaruskirnThe Oxford History of Western
Musig v, ix-xviii.

20 Rosen, ‘Review oThe Oxford History of Western MugRichard Taruskin)’, 41.

21 Eagleton After Theory 93.

12
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consist primarily of the former. Chapter 5 focusesaesthetics, and, together with a mainly
analytical Chapter 6, encompasses the ‘Aestheticpatfitical debates’ section; Chapter 7,
moving the thesis to its historic end and demotisyahe extent of the stylistic transition,
then follows. But whilst there are some sustainasspges of pure analysis or history, often
they are integrated — meshed — because the gbathso demonstrate musico-stylistic and
musico-social aspects of this period. Therefordyarmais not (of course) done for its own
sake, but always seeks to precipitate or compleragnhistorical or aesthetic point. Far
from relegating it to a surface-level commentargwhver, often deep-level structural,
temporal, stylistic and pitch analysis of many mabkworks form the bulk of discussion; an
attempt at a rigorous and penetrating history nmhestaccompanied by rigorous and

penetrating study of the scores themselves asitstobjects:

The need for a distinct discipline known as ‘mukamaalysis’ is itself the result

of the increasingly urgent need to complement —taaeplace — the evidently
technical and theoretical aspects of all historicausicological studies. If

analysis prospers as a discipline concerned wahdérious study of the scores
themselves’, then the general musical historielater generations may come to
differ greatly from many of the histories, the #iv and works’, admired tod&y.

For a start, the complexity of the works discuskerte deserve such a treatment: musical
examples and simple structural labelling would dot justice to the various meanings
(political, stylistic, aesthetic) that they areity to enact. And then there is the fact that
many of the works addressed are, in a sense, wfitethe express purpose of analysis: the
type of detailed craftsmanship they contain onrthero-level was intended to play its part
on the macro-level in an historical drama of musictuence and stylistic transformation,
to the same or greater extent as any accompanysthetical statements or historical
circumstances.

That said, here musical analysis is conditionedhayindividual work, and rather
than privileging any particular method, analytit@bls are selected for their appropriateness
and ability to best examine the elements of ea@tepiin relation to the surrounding
discursive context. Thus they are by and large &nfrom standard musicological
practices: set-theoretic labelling is used wherrgmpate; formal proportion is considered;

some quasi-Schenkerian harmonic reductions are ;radlde done within the framework of

% Dunsby and WhittallMusic Analysis in Theory and Practjd& 7.
13
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standard post-tonal analytical thinkifiyThere is no intention to establish new analytical

paradigms; the old ones, in this context at leaitdo.

Meaning: colliding narratives

So both the social past and the musical past ae ihterrogated to provide clues to the
diverse meanings of musical culture in this peribue real conclusions sought are not hard
and fast rules, summed up in easy one-liners thitdown an entire era to one or two
dominant modes of thought. There will be a numbeguite individual subjects pursued in
the course of this study, starting with post-wacorery and post-fascist ambiguity in
Chapters 1 and 2, serial revolutions and alteraatmnodernisms in Chapters 3 and 4, the
aesthetisation and politicisation of musical c@ain Chapters 5 and 6, and the charting of
a technical transformation of style in Chapter hedJe topics are self-contained in one
sense. Yet the large-scale processes that link tteemot be denied, nor can the fact that
they all occupy a relatively similar discursive spiy There are, it will be seen, overriding
priorities that can be identified in the historydamusic of Italy after fascism that the
musicologist’s account cannot help but privilegeg &istorical continuities and growth that
cannot simply be circumstantial. Substitute ‘mugar ‘music history’) for ‘film’, and one

cannot avoid what the critic Sheila Johnson cals'subject position’

the way in which a film solicits, demands even, lasely circumscribed
reading from the viewer by means of its own fornwgderations. This
distinction seems fruitful, inasmuch as it acceptg different individuals can
interpret a text in different ways whilst insistitigat the text itself imposes
definite limits on their room to manoeuvre. In athgords, it promises a
method which avoids the two extremes of an infipiteralism which posits as
many possible readings as there are readers, eaeltlyelegitimate, and an
essentialism which asserts a single ‘true’ meafiing.

Such an intersubjective approach is utilised egualldealing with historical and
musical facts in this thesis: the plurality of stitt expressions and historical debates in Italy
between 1943 and 1953 cannot be interpreted obgbgtor definitively, but the nature of

21t should be noted at this point that all musiemples are quoted in C.
24 Johnson, (much) quoted in e.g. Clarke, ‘Subjestitfm and the Specification of Invariants in Mubic
Frank Zappa and P. J. Harvey’, 352.

14
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the ‘object’ itself imposes boundaries on the scibje reading, delimiting certain
conclusions and foregrounding others. What fornihdse kind of boundary markers take?
One answer to this question is found in what wdllabelled ‘colliding narratives’, entities
that permeate all of the chapters presented heteaahas a matrix through which the
discourse can be filtered:

fascism : antifascism
memory : myth
continuity : discontinuity
national : international
left-wing: right-wing
formalist : realist
serial: non-serial
tecnica : estetica
linguistic : stylistic
background : foreground
autonomy : engagement
individual : collective

These colliding narratives — specificalipt binary oppositions, for they interact — form a
thread that weaves through the different historgilations and diverse expressions of
musical art. So for example (to take the first ipal, whilst the oppositional relation
between fascist and post-fascist culture is masdrah the political purging and collective
disowning of the musical past in the years 194R-6an be traced out into the later stages
of the 40s and beyond in determining the drive tsioal discontinuity and differené.
Likewise in the fourth pairing, whilst the consttien of national identity in relation to the
international was of paramount concern straigherattussolini’'s jingoistic era, the
conception of national traits and a uniquely ‘Hali facet to musical developments (in
dialogue with the global) is traceable in the edr®b0s in several different ways. These
threads and narratives are not where the discaiests (otherwise they would be meta-
narratives imposed onto the study) but they emasy¢he thesis develops, and they will
structure the conclusion with which it ends.

% To give one obvious, overarching example, JohneWaiuse argues that Maderna, Nono and Berio were
‘motivated almost from the start by the urge taateea post-war musical culture utterly differemwinfiralmost
anything that had existed in Italy before 1945’.tévhouse, ‘Since Verdi: Italian Serious Music 18835’ in
The Cambridge Companion to Modern Italian Cultus20.
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Chapter 1:
1943-1945: The years of Italy’s (musical) darkne8s

It is, as Richard Lamb puts it, a ‘brutal stotyrhe two year protracted conclusion of ltaly’s
Second World War was the worst of all ends for whadl already been a catastrophic
conflict. The crumbling edifice of Mussolini’s datbrship, defeated in Africa and deeply
unpopular at home, collapsed in July 1943 and #ebatsued between the Allies invading
up from Sicily and a German counter-offensive ie thorth, wreaking destruction on
swathes of Italian economic, architectural and stidal infrastructure as it went. Its various
regions spent this period simultaneously in stategwvasion, co-belligerency, coalition,
partisan revolution, civil war and liberation, attius Italy represents the paroxysm of
violence which was the Second World War in microcos

This chapter gives an outline of this period (apprately September 1943 until
December 1945), providing both a sketch of thetisali background necessary for this
thesis and an account of musical life in the fipsist-fascist’ years. The decision to start
this whole project in 1943 — as opposed to 194as-lieen explained in the preface and as
the various political, ideological and materialccimstances of these initial two years are
discussed here, it will become clear that manyhef ticissitudes of the wholgecondo
dopoguerraperiod had their roots in the years 1943-1945ijfyiisg an evaluation of these
years even given their rather limited aestheticrandical products. Most importantly, these
two years are crucial in forming the trope of tpest-war’, its general instantiation within
Italian culture and, specifically, its musical nfastations. The rhetoric that accompanies
such a category — ‘rebirth’, ‘reconstruction’, ‘esmal of culture’ and so on — is to be
interrogated throughout. These concepts are, tertain extent, constructs of a modernist
version of historical reasoning, put together bysth composers whose sought legitimacy
for new types of musical experimentation; but theary prominence in later historical
discourse points towards truth amidst ideologyfalet, it would be naive to deny that the
emotional and human cocktail of despair and hopbeend of World War 1l produced a

sense of ‘precipice’ thinking, quite separate tdd3mar propagandist idioms:

Never has our future been more unpredictable, neses we depended so much
on political forces that cannot be trusted ... lagssthough mankind had divided
itself between those that believe in human omnipm#e (who think that

! The subtitle of hisVar in Italy 1943-1945
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everything is possible if only one knows how toanige masses for it) and those
for whom powerlessness has become the major exger& their lives.

But there remains also the truth that every endistory necessarily contains a

new beginning: this beginning is the promise, thiy amessage’ which the end

can produce. Beginning, before it becomes an evetie supreme capacity of

man; politically, it is identical with man’s freedt’
Such a juxtaposition (the opening and closing pageldannah Arendt’sThe Origins of
Totalitarianism first published in 1951) powerfully dramatisesvalespread sense of a
post-war expectation in which the political andtotdl rupture of the most devastating war
in history was paradoxically considered the apexmai’s liberty to create new cultural
forms: amidst devastation lay the room to creatgoat powerful ‘newness’ Whatever the
eventual results of such post-apocalyptic thinkihgjr power cannot be denied; as will be
seen that throughout this era in Italy’s historyeddt’s ‘beginning, before it becomes an

event’ was a determining cultural and historicakinagion.
War and liberation

The background and historical narrative of Italyest-war fortunes will be discussed
briefly in purely military/political terms before docus is bought on the musical
reconstruction of Italy’s musical institutes ane #ctivities of composers in the 1943-1945
period.

By 1943 Italy lay beleaguered, having suffered disfen its African colonies, the
bombing of Rome by the British, an embarrassingbychbed invasion of Greece, and
increasing subservience to a vindictive Adolf Hitllm June the weakness of its navy in the
Mediterranean arena had left the Allied armiesdyamn ominous 20 miles to its south on
Malta and on the "9 of July the first Allied battalions landed on $jciOn the 24, the
fascistGran Consigliomet and voted their leader out of office by ninatgetes to seven;
this decision, part of a coup conceived by the Kifitprrio Emmanuelle and Marshall

Badoglio, led to the installation of the lattertamporary Prime Minister and the arrest of

2 Arendt, The Origins of Totalitarianispvii and 479.

3 See the famous 1964 preface to Calvino’s 1947 BtekPath to the Spiders’ Nesesid Simone de
Beauvoir’s recollections of the potentialities @B in the summer of 194&prce of Circumstangel7; even
T.W. Adorno, in his 1945 essay ‘What National Stem has done to the arts’, cannot hide a soresblute
pugnacity in the aftermath of the ‘politicisatigprppagandising, collectivisation and commoditisatd art’
under the Nazi regime: ‘all these dangers can eomg by a strength of resistance surpassing amython-
conformist artists ever had to muster before’. AdgEssays on Musj&86.
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Mussolini, and was greeted with rejoicing on theeetls of Italy amidst a general
expectation that this turn of events would leadhmediate peac&Optimism soon turned
to despair. Allied hopes for full unconditional sader without invasion did not account
for Italy’s stubbornness, nor its inability to taklecisive governmental decisions without
Mussolini at the helm. Instead, negotiations foy paace took far too long, in which time,
according to Giuseppe Mammarella, ‘German forced been pouring into Italy as a
precaution against the collapse of the ltalian &ty a ‘remarkably swift, efficient and
massive response, flooding the entire area nortRarhe with ten new division§’ The
Italian army, ‘left without orders, without evencammander, resisted the Germans for a
few hours but was then forced to surrendefhe bulk of Italy was, by October 1943, in
Nazi hands.

The progress of the Allies upwards through 194Bhistrated in Example 1. 1, was
painfully slow. The Germans wanted at all costdébend their Austrian Border in the
North, whilst the Allies, preparing an invasionffince from the beginning of 1944, were
under-resourced and in no hurry to commit furtleops; in fact, Italy was used by them
‘to draw German forces into the peninsula and saker their chances of resisting an
invasion of France®.Due to the perceived treachery of Italy in thewee period, Britain in
particular held an indifferent stance to the pemli@'s security: Churchill famously advised
the House of Commons in July 1943 that Italy mssew in her own juice’ for a while.
Little land was gained above Naples in the wintel®43 due to the ‘Cassino’ line in the
difficult fighting terrain of the Neapolitan hillotvns; the line held until May 1944, and
when it broke Rome and Florence fell quickly, imduand August respectively. By this
point, the effects of a partisan anti-fascist tesise in the north had begun to be felt.
Conducting guerrilla raids with surprising efficaop the occupying German forces and
working with the Allied liberators, the resistanbegan to have a serious effect on the
conflict in mid-1944. Even so, the final push frome Allies had to wait until the dying days
of the war, when a severely weakened German artmngated within 20 days from the Po

valley upwards across the Alto Adige and the Aljigsilantly liberated Venice and Turin.

* Mack Smith,Modern ltaly, a Political History412-414.
> Mammarella/taly after Fascismi943-196525.

® Ellwood, Italy 1943-19454.

" Mack Smith,Modern Italy, a Political History 417.

® |bid. 419.

° Lamb,War in Italy, 13.
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Ex. 1. 1: The Battle for Italy 1943-1945 (Allied territorjaewn in grey). Dates and geographical information

taken from HarrisAllied Military Administration of Italy 1943-1945.
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The rule of Italy in this period divides as a matiecourse across the boundaries of
the conflict. The northern, Axis side is simplerriegotiate; to all intents and purposes,
Hitler and the German war machine controlled nijitgolitical and social life from Naples
upwards. This belies the ‘official’ position of tlmation, which was as the ‘Second Fascist
Republic of Italy’, more commonly known as the ‘Réfic of Salo’, after the village on the
shores of Lake Garda where the administration ednfrwith a rescued Mussolini as its
titular head (in reality as a puppet ruler, conelby Hitler), the German regime within
Italy brought with it many of the horrors of Nazisfiven enough time and the necessary
circumstances, the ‘Final Solution’” would have beeacted on Italian Jewry in the same
abhorrent fashion as Poland suffered. Still, maalah Jews and anti-fascists were shot by
rampaging German forces; others were internedaimft concentration camps such as at
Bolzano, Fossoli and Borgo San Dalmazzo (of whiedré were twenty), and 8,369 people

were deported to Auschwitz and DacHau.

Date Prime Minister Liberated areas City Nation Status

Sep 1943 Pietro Badoglio Naples and South Brindisi Under Allied Military Governance
June 1944 Ivanoe Bonomi Florence and South  Brindisi Under Allied Militarv Governance
June 1945 Ferrucio Parri Whole of Italy Fome Under Allied Militarv Governance
December 1945 Alcide de Gasperi Whole of Italy Rome Republic of Italy

Ex. 1. 2:Liberated Italy’s Governance

In the south, the governmental situation passedutir a number of stages
(Example 1. 2). June 1944, after the liberatio®Rome, saw the first political shock of the
new lItaly. The rise of the left-wing and communfsictions within the anti-fascist
resistance, the Committee of National LiberationN; toppled Badoglio’s ramshackle
and ex-fascist led government. In its place watilesl a coalition of six parties under the
leadership of Ivanoe Bonomi, which included Sostafpoliticians such as Saragat, the
Italian Communist leader Palmiro Togliatti, as wadl Liberals, Actionists and Christian
Democrats such as Alcide de Gasperi. The rang®ldfcal viewpoints was a progressive

step for Italy, and perhaps even more encouragiag thve clearing out of elements from

19 See LambVar in Italy, 23-33.
1 Meir Michaelis estimates that 7,682 Italian Jevesidn the Holocaust, over 20% of Italy’s Jewish
population. Quoted in LambVar in Italy, 52-3.
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Mussolini’s regime, with the government united behithe anti-fascist background and
outlook of its key players. In terms of administratpolicy decisions in liberated territory
during the 1943-1945 period, whilst the respecligkan governments took up more power
as the months advanced, little was accomplishediqadly without the sanction of the

Allied Military Government (AMGOT), based at Salernt is also clear that control was

exercised by the British side of the Anglo-Ameri@diance. David Ellwood argues that

It was in fact the British who for the most timeopided the senior men and

much of the soldiery in Italy concerned with ‘ciaffairs’, who sent over a

stream of important figures either to observe otigipate in the running of the

country and whose Prime Minister showed the keeimgstest in what went

12

on.
However instability was endemic: in June 1945, rafteis forces had exited Italy (leaving
behind only their administrators and politiciang the reconstruction) the anti-fascist
coalition broke down: first the wave of populariiyr the resistenzaswept the partisan
leader and socialist Ferruccio Parri, into goveminthen in December Alcide de Gasperi
of the Christian Democrats began an eight-year @msimip. Reconstruction henceforth
moved at a much greater pace, helped in no smallbyaa billion dollars of aid from the
United Nations Relief and Rehabilitation Adminisiba (UNRRA) rebuilding programme

(the forerunner to Marshall Aid).

The idea ofresistenza

At this point — before exploring Italy’s musicakamnstruction — a brief diversion to consider
the potent idea afesistenzas necessary. There had, throughout Mussolingsme, been
underground (and sometimes even overt) oppositoRascism from intellectuals such as
Benedetto Croce and Antonio Gramsci, especiallynfithe left. As the Italian military
situation worsened into 1944, the key oppositiasugrwhich had maintained its core even
through oppressioriiustizia e Libertagrew in strength, and had begun to develop regional
CLNs. The key enemies they targeted, with guer(dlad later outright) warfare, were both
Hitler's troops and the troops of tReepubblica Sociale Italiandhe remnant of Mussolini’s
army based at Salo. Upwards of 250,000 peoplecgzated as resistance fighters: on the

smaller scale sabotaging military manoeuvres andhpting factory strikes, on the larger

12 Ellwood, Italy 1943-19458. See HarrisAllied Military Administration of Italy 1943-1945
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scale sparking civic uprisings in some small toygueh as Ossolo in the North and Imperia
in the West), setting up local provisional governtsebehind enemy lines, and even at the
end of the war liberating whole cities (such asajf*>

This partisan action was a crucial component offéfeat of the Nazi forces in Italy.
The ‘idea’ ofresistenzahowever, extends further than its military orgyisnd — sublimated
into a sense of national pride that inevitably mif&ct and fiction — became a fixed point of
point of cultural referral, celebration and conientin Italian society from its birth to the
present day* Italy had been no stranger to movements of natipride and liberty that
embedded themselves on class consciousness astieapédame of reference, and the
spectre of the nineteenth-centiRisorgimentchovers over any discussion of its twentieth-
century parallel. And indeed, compared to the apatiown by the Italian population to
some of Mussolini’s worst policies, the partisamisipg that helped to bring down Hitler’s
encroachment onto Italian soil was undoubtedly sitpe force. Yet the simplistic reading
of ‘resistenzaas liberty’ — a view of the movement as a heraid aoble era where any
groups from any side of the political spectrum sgrap and joined together to undermine
the Nazi occupation — runs into complications undeser inspection” As David Ward

writes,

After more than half a century of intense specatait is hardly surprising that
the historiography of the Italian Resistance hasemdled, and continues to
resemble, an explosive minefield of competing iptetations that see it now as
post-war lItaly’s original virtue, now as its originsin. In view of the crucial
importance assigned to the anti-fascist strugglehasfoundation on which
Italy’s first republic was built, it is no surprigbat the resistance legacy came
under the closest scrutiny from opposing ideoldgitandpoints?®

Given that the partisans helped to bring down treziNegime in Northern Italy and
destabilise Mussolini’'s Republic, thus helping todethe war and lessen the effect of
holocaust on Italian Jewry, few could argue wita thstorical merits of the resistance; yet

ascribing a quasi-legendary status to it disregeedsin inevitable questions. As Ruth Ben-

13 For statistics, see in particular Delzéyssolini’s Enemies: The Italian Anti-fascist Resmise 261-314.

4 Much recent study on thresistenzdas emphasised its contradictory and ambiguousena®ee in
particular TorrigliaBroken Time, Fragmented Space: a Cultural Map fostPVar Italy Dunnage ed After
the War: Violence, Justice, Continuity and Rendwdilalian Society Ward, Antifacsisms: Cultural Politics in
Italy 1943-1946

15 For classic examples of this view, see Wiskeméaly, after 1945 2; Mack-SmithModern Italy, a
Political History, 421.

8 Ward,Antifascisms: Cultural Politics in Italy 1943-19483.
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Ghiat argues, a multitude of motivations can beilasd for participation in the liberation:
‘patriotism, class biases, rebellion against autjiopersonal vendettas, hatred of the Nazi
occupiers, anti-fascist political beliefs, and thesire to avoid conscriptioft’. Ultimately,
the problem lies in untangling thesistenzdrom less-than-neutral socialist, communist and
Christian Democrat ideologies, both at the time iarslibsequent decad¥sThis difficulty,
according to Ward and Torriglia, is related to thistoriographical mistake made by
Benedetto Croce, whose historicism theorised fas@s virus or parenthesis, ‘something
foreign and “exogenous” to ltalian history’, atonéat by the partisan action which
demonstrated Italy’s essential goodness and resalite ‘resume the threads of its pre-
Fascist liberal tradition*? Recent historians have repeatedly disavowed dfictithat see
fascism in terms of rupture’; that is, a movemeithweither precedent nor antecedhnt.
Theresistenzgrovided a chance for cultural as well as politiealewal, and in fact
it could be argued that the real victor in Italp@st war struggle was the flourishing artistic
endeavour inspired by anti-fascism. ‘What spiritimfiovation and, in a certain sense, of
unity there was in the resistance’ according to sbeialist theorist Norberto Bobbio
‘survived not in politics, which was soon struck foggmentation ... but in culture’, going
on to identify this renewal of integrity in the Gadening of cultural horizons beyond Italy’s
frontiers’ and ‘a new awareness of the role ofitttellectual within society®* The number
of Italian intellectuals involved within the resasice, answering the veteran anti-fascist
pioneer Giovanni Pintor’'s famous charge in Novemb@43 that ‘musicians and writers
must renounce our privileges in order to contribioteéhe liberation of all ... intellectuals
must be capable of transferring their experienceéhto terrain of common utility’, was

huge®? According to Sergio Pacifici,

By 1955, no less that one hundred and seventywin&s of fiction, poetry and
autobiographical accounts had been directly indpiog, or in some ways

7 Ben-Ghiat,Fascist Modernities, Italy 1922-194803.

18 Claudio Pavone famously cast this era as oneiwf tgar’ between right and left, suggesting thiistis the
key to negotiating its plurality and its continuipgesence in the instability of Italian politicsttos day.
PavonelUna Guerra Civile. Saggio sulla Moralita nella Retginza

¥ Torriglia, Broken Time, Fragmented Space: a Cultural Map fostPWar Italy xi. See also Roberts,
Historicism and Fascism in Modern Ital§8-80.

20\Ward, Antifascisms: Cultural Politics in Italy 1943-19483.

21 Bobbio, Ideological Profile of Twentieth-Century Italy59.

% pintor,Sangue d’Europa (1939-194347.
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treated, one of the phases of the war, the undengrcor the agonising period of
adjustment following the war.

The founding of the left-of-centre intellectual joals|l Politecnicq Il Ponte Liberta and
Societain 1945 provided an outlet for more impassioned medchant debate and writing
on political matters than the country had seenesife firstdopoguerra® A Marxism
radically inflected by the priorities of Antonio &nsci, a burgeoning existential movement,
and the work on neo-positivism by Ludovico Geymoaktdate to this era. The realist
novels of Italo Calvinoll Sentiero dei nidi di Ragnd. 947) and Cesare PaveieQarcere
1949) and the war-accounts of Carlo Le@riéto si e fermata a Ebglil945) andPrimo
Levi (Se questo € un Uomd947) springing from aesistenzaideology of protest,
represented a new confrontation with the real ardhreroic aesthetic of a disenfranchised
culture, in contrast with the fascist ‘society pestacle The birth of neo-realist cinema —
films such as Vergano® Sole Sorge Ancorand Rossellini’'sRoma, Citta Apertdéshot in
Rome only a few weeks after the Germans had lefcity) — was rooted within the desire
to escape this propagandist ideology, though islbomwith the past may not have been as
thorough as it consciously claim&l.

Relatively few Italian musicians were involved hetmilitary resistenzaMassimo
Mila, Fedele D’Amico, Mario Zafred, Riccardo Malgsb and Bruno Maderna make up the
short list?” Mila, who was to become one of the foremost masiics and aestheticians of
the post-war years, was perhaps the most actiedl,afventually becoming Commissioner
of War for the Cavanese-Val di Lanzo regf8nAll that is known of the musicologist
D’Amico’s role is that he edited a Catholic-Commatniesistance paper ‘Voce Operaio’
between 1943-4, whilst records of the participatudrzafred and Malipiero are lost, and
neither made reference to their partisan daysiit.ptBruno Maderna’s involvement began

with his conscription into the Italian army in 194éhd whilst there, his encounters with

2 pacifici, ‘From Engagement to Alienation: a Viev@ontemporary Italian Literature’, 245.

% These journals, of course, were joined by the madal communist newspapetnita and journal
Rinascita

% See Falasca-Zampoifiascist Spectacle

% See the arguments of Torriglia, who establishigskawith the ‘narrative realism’ of 30s cinemataghy.
Broken Time, Fragmented Space: a Cultural Map fostPVar Italy 3-39.

27 At this point a distinction should be noted to iaviater confusion: that betwegenerazione dell'ottanta
composer Gian Francesco Malipiero and his nephewaoung serialist Riccardo Malipiero.

2 An interview Mila gave to Harvey Sachs in the g&0s is an important document of this period. Sach
Music in Fascist Italy48-54.

% See Gianturco and Gialdroni, ‘Fedele D’Amico’Gmove Music On-lineSartori,Riccardo Malipierg 1957.
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partisans from thd-ronte di Liberazionded to his arrest in February 1945 by the SS.
Escaping the Germans’ clutches, he joined withi®nese partisaris.

Over the next decade the motif of thesistenzafrequently acted as muse and
subject for much new music, even if, in Guido Stiligawords, there was a ‘wavering
between simplistic equations ... and artful metapfibiGompositions that use resistance
texts, imagery or melodies are numerous in the-pastera:

Marno Zafred: Sinfoniano. 4 T onore della Resistenza’ (1948)
G.F. Ghedini: Concerto Funebre per Duccio Galimberti (1948)
Vittorio Fellegara:  Lettere di condannati a morte della Resistenza Raliana (1954)
Eruno Madema: Music for the Radio drama Poegsia della Resistenza (1946)
Quattre Lettere (Kranichsteingr Eammerkantate) (1933)
Luig Nono: Epitaffio a Federico Garela Lovea (1952)
La Victoire de Guernica (1934)
I Canto Sospese (1953)
Diario Polacco "38 (1959)
Tntolleranza 1960 (1960)
Glacomo Manzomt  Cingue Vicariote (1958)

Ex. 1. 3:Works by Italian composers related to thsistenzal945-60>

As can be seen, the largest and most prominerftedstonfrontation with theesistenza
was in the music and thought of Luigi Nono. Nonmé&elf was only obliquely involved in
partisan activity: according to Nuria Schoenbergibldhe and his sister hid arms and other
important items such as metal stamps for countguéeises®® But his later membership of
the Partito Comunista Italiano(PCI) and particular interpretation of artistimpegno
(engagement) led him to take on tlesistenzaas almost a self-designating mantle in the
1950s* It is clear that by the 1960s Nono conceived itrdmbiting the whole of Italian
music’s moral aesthetic, motivating an engagemaetit the social problems of oppression

and war:

The resistance, as a concrete revolutionary attisHfandamental to our lives
necessitates and provokes precise, conscious aogdtive choices. This was

30 See MilaMaderna Musicista Europed 11-116; Baroni edBruno Maderna: Documentv0-80; Fearn,
Bruno Maderna332; see also, Nielinger, ‘The Song Unsung: Ldigho’sll Canto Sospesp93.

%1 salvetti, ‘Political Ideologies and musical postin 20"—Century Italy’, 148.

32 Néller includes a similar list in hiSngagement und Forr80. On Maderna’s music for the Radio drama
Poesia della Resistenzae Nielinger, ‘Between Memorial and Political Masto: Nono’s Anti-fascist
Pieces, 1951-1966, 5.

33 As reported in Nielinger, ‘The Song Unsung: Luigino’sll Canto Sospesp93.

34 See Salvetti, ‘Political Ideologies and MusicakRes in 26'—Century Italy’, 148. As Nielinger
demonstrates, the high-profile premiéredl @anto SospesandIntolleranza 1960in West Germanyflying
in the face of the autonomy of Darmstadt and irnngrthe wrath of Stockhausen and Adorno, were gerha
the musico-political event of the decade from alidh perspective. ‘The Song Unsung: Luigi Nond'€dnto
Sospeso’, 83-100.
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not only limited to the time of the armed fight,tbalso involves its complex
continuation ... [it is] an unceasing battle and avrmnscience, continually
pressing for subjective action and objective preessspringing from the ideals
and principles for which many fell and were assesid’

Likewise Massimo Mila would also prescribe a conéince of theesistenzaexperience for
his contemporary generation, and wrote of the iga position that period must occupy

within the Italian musical establishment:

We are musicians, and we are people entirely cotadnib the historical fact of
the resistance; we have produced it and been peddog it ... Other musicians
can be as passionate for other values as we atbdaesistance ... But, as is
said, the resistance entails the total commitm&ntpconsciencé®

For many Italian musicians, including Mila, Nono,atlerna, Mario Zafred and later
Giacomo Manzoni, the framework of resistance iseadly associated with Italian
communist identity’, and indeed Nono commented thahgages in an ‘elimination of the
ubiquitous ‘oppressive boot’ of neo-capitalist stgj to make way for socialist liberatidh.
Thus it is clearly a highly ideologised motto, anghroblematic subject to interpret. It also
has technical ramifications, most obviously in thalectic of resistenzaphilosophy and
‘adequate technical means and new possibilitfe$his whole topos will be much further
explored and developed in Chapters 6 and 7. Hdrasitbeen enough to demonstrate how
deep the legacy of the 1943-5 era ran in Italiastqa@r music, a music which, as Andrea

Estero concludes, was born into ‘humanism and nterslion’®

Musical reconstruction

The inevitable disruption of musical activity caddey the Axis/Allied land battle during
the 1943-1945 period was accompanied by an oftggrising will-to-reconstruction within

both existing musical institutions and novel artishitiatives. The following two sections
focus first on Allied governmental structuring aidkology, before moving on to the

activities of composers during this era.

% Nono, ‘Musica e Resistenza’ Scritti e Colloquivol. 1, 144 and 147.

3 Mila, ‘Capolavori per l&Resistenzgn.p.].

37 Nono, ‘Musica e Resistenza’ fBcritti e Colloquivol. 1, 145. See also the discussion in Nielingenge
Song Unsung: Luigi Nono’s Il Canto Sospeso’, 94-5.

% Nono, ‘Musica e Resistenza’ Scritti e Colloquivol. 1, 145.

3 Estero, ‘Il Musicista-come-Intellettuale nel SedorNovecento Italiana: tra Politica e Ideologia53
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Governmental policy and propaganda

There was no coordinated approach to music ‘adimaien’ in post-war Italy: music was
administered (when it was thought about at allabgonfusing combination of Allied civil
servants, an embryonic Italian government, estaddisnusical institutions such as opera
houses, conservatoires, and annual festivals wieonpted to resume normal musical life
within the strictures of finance, facilities andrganality. It is thus impossible to attempt to
construct an account of a coherent Allied ‘musitiqyg as is the case in Germany at a
similar point*® However, exploring the way the nation’s musicé lvas rebuilt in these
two years gives the lie to a common, apoliticablieg that would simply cast the surviving
Italian musical institutions as troop entertainmentil 1945, at which point things returned
to a pre-war state of affaifS.In fact the speedy resumption of operatic productvas a
specific Allied (and overwhelmingly British) ide@signed as much for the Italian public as
for the troops, and has its own underlying pollti@cets. This policy, which recognised
music as a key element within the nation’s psyd®) be seen in one of the earliest
documents available on post-Mussolinian musical kn army officer’'s account of music
in Palermo through the winter of 1943-44, immedjetellowing the Allies’ invasion.

Capt. Gettel starts by identifying ‘definite tendes towards fatalism and despair’
in the Sicilians’ ‘social thinking’, and warns th#te importance of music in restoring
morale must not be underestimated: ‘music is cthss® a necessity, and therefore
musicians attempting to reclaim their art and iivebd from the ashes would benefit from
the whole-hearted support of their populace-atdatgHe reports on an initial concert,
funded by AMGOT: the Palermo Opera company at thas$mo cinema (with ‘the
inevitable program of Verdi, Puccini and Mascagndpen to the civilian population in
general. By November, the Allies had repaired ittkeddamaged Massimo Opera house for
its company to return to public use. Meanwhile, @enservatorio, ‘thoroughly bombed
out’, was reopened on January the 15th, its ProfeslsMusicology being presented with
reams of new, up-to-date scholarship. ‘Rapidly’cading to the Captain, concerts were
‘assuming peace-time proportions’, and includedksday Respighi and Sibelius along with

Boito and Verdi. Even given the lack of materiatiggersonnel, the quality of performances

0 See ThackeMusic after Hitler, 1945-195518-39.
“1 For example Fearftalian Opera after 19451-2.
“2 Capt. De Gettel, ‘From Palermo’, 358-9.
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is noted as improving throughout the year; accgrdonthe chief conductor on the island,
Maestro Raccuglia, ‘all the first chair men’ in tbechestra were fascists, but ‘now my
formersecondchair men occupy thiérst-chairs’.

That this local demonstration of the Allies’ suppéor the rebuilding of Italian
musical culture was a national phenomenon is diean the records kept of the British
Council’'s work in Italy between 1943 and 1946. Tlmuncil, working with the
Psychological Warfare Board (PWB), came quicklyhite conclusion that music was vital:
‘In a country where rich and poor alike are capaiflsaying “as we can’t get a meal, let's
go to the opera”, music assumes an even (reateoriamge than it possesses

intrinsically.*®

Whilst the Allied forces and the military providea-house concerts and
arranged performances, it is clear from the Foré&dfice records that the Council as an
institution was the conduit for more complex antdibdate cultural and artistic propaganda
into Italy, propaganda firmly oriented in the ditiea of British art and literature. In early
1944 the need for such actions had been identifjethe (PWB) of the Allied Government

working in the liberated zones. Their report spdakstself:

The cultural hegemony of the Germans which swagit intellectuals has had
profound political consequences ... [it has] resuitea far reaching influence
on the best Italian minds which gave them autoralyica bias in favour of
things German and in some cases went further togoe them in favour of
Nazism ... the present time when the Hunnish furgre/oking such a violent
reaction in classes of Italians, would be a gooektio start an effort to break the
German domination over intellectual circles andbting the fruits of Anglo-
Saxon culture to the Italian peopfe.

The revival and rebuilding of the work of the Bshi Council was essential to a ‘de-
Germanification’ of Italy; from the appointment @in ambassador to Rome after its
liberation, the British Council was up and runnipog early 1945, re-staffing the British

School at Rome and setting up council offices itahli Turin, Florence, Rome and Palermo
(much early work centred on the dismissal of presiemployees deemed unsuitable for
their connection to the fascist regime). Music \@asntegral part of the Council’s mission,

and the orientation was decidedly towards Britiglsimin a way that sometimes showed an

“3‘“Mr Kennedy-Cooke, report on ltalian culture te@tRoreign office’, FO folder 924, 9.
“4‘Report on Italian-German cultural relations’, F&der 924, [n.p.].

29



Chapter 1

underlying imperialist mentalit}, In this situation the peninsula was at the cultararcy
of the liberator’s pride; thus it is not surprisitiysee the privileging of British works in the

programming of the Army Welfare concerts:

Lieutenant Royalton Kitsch in doing all he can poesd a knowledge of British
music, it is wisely not forcing it. His method wighnew orchestra is to conduct it
in its first concert in well-known standard workehen he introduces a small
British work (Delius’Cuckooand Heming’sThrenody for a Dead Soldiere his
usual ‘spearheads’) into the next concert ... lat@idh works will occupy up to
half the programme, but never méPe.

Over the 1945-6 period, whilst the Allied admirgsion was still operating in conjunction
with the Italian Government, this tendency spreadher, with the performances of the

following works being reported:

Arnold Bax Tintagel Edward Elgar Cockaigne Overture
Arthur Bliss Things to come Edward Elgar Symphonic Variations
Frank Bridge Two Entr’actes William Walton Viola Concerto
Frederick Delius ~ Walk to the paradise Garden ~John Ireland Piano Concerto
Frederick Delius On hearing the first cuckoo ~ William Walton Belshazzar’s Feast
Robert Heming Threnody Benjamin Britten  Michaelangelo Sonnets

Benjamin Britten  Sinfonia da Regiuem

Ex. 1. 4:British works performed in Rome from April 1945Narch 1946

As can be seen, the emphasis on British works tegbuh a surprising amount of new
music, works conceived within a reasonably ‘prognes idiom such as Britten’Sinfonia
da Requiemon the programm®.This is in stark contrast to the lack of attentgiven to
modern lItalian music, a concern presumably buriedhle early conclusion of the Foreign
Office that ‘they have had little of merit to shaince the death of Puccidf.The only
reference in Kennedy-Cooke’s April 1945 report desimates his Rome-bias, only
mentioning composers based in that city: ‘The legditalian composer is said to be

Petrassi, who has founded a new society called ddusfiva, which is about to give

“> For instance, a Foreign Office report suggestslthan musicians apparently ‘knew just enouglthaf
modern British composers to believe that in thiBaitain at present leads the world’, surely adiemtious
judgment with hindsight (or at the time). ‘Mr KerdyeCooke, report on Italian culture to the Foreidfice’,
FO folder 924, 9.

“|bid., 19. Harry Beard, in an ongoing corresporeein The Musical Timesften bemoaned the quality of
British performance and works chosen to ‘keepdtaliircles up to date with English musical trentdysic
in Rome’, 138. See especially issues of the jourmn@lct. 1944, May and June 1945.

*" Ronald Bottrall, ‘Report on 1 year of British Cailrwork in Italy April 1945-March 1946’, FO folde¥24,
6.

“8 ‘Mr Kennedy-Cooke, report on ltalian culture t@tRoreign office’, FO folder 924, 19.
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concerts. Casella is elderly and very ill. Mascagiolder still and completely in

retirement 4

Whether or not these biases left a permanent wrardkalian musical culture
after 1945 is debateable, but it is certainly thgecthat certain British composers (especially
Benjamin Britten) enjoyed a healthy post-war repatain Italy. Britten subsequently had
pieces performed at the Venice Festival Internad®i Musica in 1946, 1958 and 1953,
several operas stagddeter Grimesat La Scala in 1947 he Rape of Lucretiat the Rome
Opera in 1949Turn of the Screvat the Venice festival in 1954) and toured Bisven
Sonnets of Michelangelmith Peter Pears in 1948.

Whilst the Allied attitude to music control was g@Botish and anti-German (see
below for further evidence of this second stanite)approach to complicity with Fascism
on the part of Italian composers was much morei@masit There is no mandated line from
the British Council papers on the issue, and theadt one gets to official policy is found in
British Broadcasting Corporation records. Operatiom the BBC were dispatched to
Rome following liberation to supervise the Italieedio network, and in a report from
February 1945, Captain Peter W.A. Moyes states

It should be remembered that very few existing qaatities were absolutely
blameless under fascism and such was the positiodays gone by that
practically every musician who wished to continue bareer or even earn a
livelihood through music was forced to accept fasciand condone its
principles. Under this system of blackmail, it isry hard to find positive proof
against anyone but we may take it for granted thatyoung composers and
musicians were all of necessity fascist, especittiy so-called progressive
modernistic or futurist groups which fascism agslgb further its own ends, and
to add verisimilitude to its propaganda of progresgLastly,] little opportunity
was presented to these musicians to collaboratethét German?’

A list of names included by Moyes reflects his gesid and pragmatic judgments: only
Adriano Lualdi, Franco Casavola and Ennio Porrin® @rohibited, leaving Dallapiccola,
Petrassi, Malipiero, Riccardo Nielsen, RiccardokRangiagalli, Umberto Giordano and

(more surprisingly) Casella and Franco Alfano tistas ‘not unduly connected with

49 |ja:

Ibid., 20.
0 Moyes, quoted in Levi, ‘The Reception of Contengpgitalian Music in Britain During the Fascist Eira
llliano ed.ltalian Music During the Fascist Perio@6-7.
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Fascism’; thus Erik Levi concludes that ‘Italianngoosers escaped the taint of complicity
which had affected their colleagues in Nazi Germahy

In the North of the country, in German hands fogrear and a half, the Republic of
Salo had little economic muscle, nor will, to cahtartistic production. The Ministry of
Popular Culture (MinCulProp), central to Mussoléncultural control in the fascist period,
nominally continued to fund and administer musidal but its ignoble unseating from its
Rome base in the autumn of 1943 to Venice, witHdhe of most of its employees, resulted
in curtailment of its previous powers. Fiamma Nazblshows that from 1944, among the
opera houses only La Fenice in Venice survived vi#tlsubsidies intact (being the closest
geographically to the MinCulProp), resulting in tleglundancy of operatic players in such
places as Rome and FloreriéeThey were ‘organised into cooperatives’ and ‘ateep
difficult transfers to cities that had theatres, ecaded to other institutions’ and thus
performances were effectively reduced to a mininiti®n the night of the 15 August
1943 structural damage was incurred by eatro alla Scalain Milan after Allied
bombing, rendering it unusable until its memoratadstoration and the return of Arturo
Toscanini in May 1946. The same fate befell Floegmdeatro Comunaleand Genoa’s
Teatro Carlo Felice With the lack of money to pay the players and lawdience
attendance, it is hard not to agree with John \WMatese that in these places ‘professional
musical life virtually ground to a haft’ Yet Harvey Sachs points out that even given the
‘reduced circumstances and makeshift conditiong tmperative of ‘sheer economic
necessity’ and ‘the morale of the populace’ ket ttheatres in business if and when they
could> One thing that did not cease was Mussolini's by fexcklustre attempts to control
aesthetic taste to ends that would glorify the megi For example, during the Nazi
occupation of Rome in January 1944, Arturo BonueciFascist functionary) wrote to

composers offering a prize of 30,000 lira for tkesto

hymn to the fascist republic or a March to the samthe first must be solemn,
severe, quasi-religious (in the German manner)s#wend instead in a military

*L |bid., 36.

*2 La Fenice, in fact, provides one of the few exampif an operatic premiere in these years, Mabisdra
Vita & SognoWaterhouseGian Francesco Malipiero, The Life, Music and Tinéa Wayward Geniy$4.

3 Nicolodi, ‘The New Republic: Reconstruction and titonsumer Society’, 208.

** WaterhouseGian Francesco Malipiero54.

%5 SachsMusic in Fascist Italy201. The conductor Vittorio Gui argued for thissjtion,'Per la Vita Musicale
di Domani’, 308-314.
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style, swift and youthful ... the theme of the hymrmwarch could very well be a
treatment of a theme from our grand ltalian claddieritage’®

In the south of the country, liberating slowly fralre Nazis, the nascent Brindisi
government (later seated at Rome) made tentates sio start supporting the arts. In
December 1943 the decision was swiftly taken im@pile to disband the remnants of the
Ministry for Popular Culture, with its associatiomsth fascist spectacle; the Badoglio
government was to ‘distribute its relative servides various existing departmentd’.
However, as Marcello Ruggieri shows, the precidaneaof its replacement was the subject
of much disagreement. The original plans of May 1944 proposed a devotutof ‘the
services of internal and foreign press to the Migi®f the Interior, that of tourism and
radio to the Ministry of Communication, and thatariematography and the theatre to the
National Education’, and they met with staunch gipen from many who believed this
action disadvantaged unity of decision-making iehéin a one-organisation model. Some
argued forcibly for the ‘creation of a new cenwadanisation’ akin to the old Ministry: ‘the
various branches of activity assigned to the resipdity of the Ministry of Popular Culture
are evident ... rendering opportune and useful theiitary coordination on the
administrative terrain®? This is in stark contrast to the protests of ath@rotably the
Minister for Education, Adolfo Omodeo), who feltaththe control of foreign publications
by the Ministry of the Interior could be seen adesire ‘to conserve a police control on all
that pertains to the cultural arena, and that islestly contrary to the principals of
liberty’.®° In June 1945, within the pagesIibMondo, Guido Gatti similarly warned against
the continuance of the “abuses” and “cabals” otifam: in the future, he argued ‘any
democratic state must not occupy itself with suhgs’

Eventually, in the Parri governments of 1945, the were put under the temporary
supervision of the ‘General Association for the f®@nance Industry’ before reaching a
more permanent home in the ‘Under-Secretariat fis And Performance’ in 1946. The

‘Scoccimarro decree’ was introduced in this yeamanting 12% of performance tax

%6 Bonucci, autograph letter to Petrassi, 14 Jan 19443.

" Ruggieri, ‘Lo Stato e le Organizzazione Musiced: ‘Rappresentanza” e “Governo degli Interessi’2@-9
1948)', 436.

%8 |bid.

%9 1944 governmental decree, quoted in ibid.

0 Omodeo, quoted in ibid., 437.

b1 Gatti, ‘Organizzazione del nostro teatro lirich3.
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revenues t@nti autonomi‘autonomous institutions’) such as the Accademézibinale di
Santa Cecilid? The conservatories themselves saw a large scalgamisation: as early as
the Badoglio government, lldebrando Pizzetti wasnimated to preside over a study
commission whose job it was to make provisionstlier reorganisation of the conservatory

system™®?

This was an offshoot of the new government’s helirted attempt at a kind of
‘de-fascistisation’, encouraged by the Allies, whisought to remove from public office
those who had structured the country and held palwerto their adherence to Mussofihi.

Thus in 1943, Giuseppe Mulé, the boss of the Fa&hison of Musicians and one of
Mussolini's closest allies, was sacked from hiserals Director of the Santa Cecilia
Academy in Rome, as was Adriano Lualdi, memberhef Eascist Chamber of Deputies,
from his similar position at the Naples conservatior 1944°° Yet this process threw up
some large contradictions. For instance, whilstz&iz, in charge of leading the rebirth of
the conservatory system, had enjoyed a favouratd¢éionship with Mussolini and had been
a signatory of the 1932 fascist ‘Manifesto of kali Musicians for the tradition of
Nineteenth-Century Romantic Art’, Gian Francescdiplaro (one of the intended targets
of this manifesto) received the opposite treatmentl945, as a letter to Guido Gatti

demonstrates:

Ten days ago | received a purgative papyrus in lwiiy expulsion from the
conservatory is proposed ... on the grounds thatdl lbeen an exponent of
Fascist music, that | have had money from fascigmtie performance of my
works ... allegedly | have written music as an apiadgr Fascisni®

Even worse luck was to befall Pietro Mascagni, cosep of Cavalliera Rusticanaand a
devout Mussolini follower, who, according to Sachliged out his last years in Rome
‘gratefully accepting lunches sent him by Pope PXIE.°" Dallapiccola and Petrassi
maintained their professorships at the FlorenceRuome conservatories respectively; in the

%2 See Salviuccil.a Musica e lo Stat®01-205.

83 SachsMusic in Fascist Italy201.

% That this process was for that most part a faibare be seen in the fact that by 1948 many forrascibts
were back in their old positions in government anctultural committees, and as early as 1946 dammst
party (theMovimento Sociale Italiaricdhad been formed. See Dunnage/Adter the War: Violence, Justice,
Continuity and Renewal in Italian Sociefyb.

% SachsMusic in Fascist Italy204.

% etter from Malipiero to Gatti, 9 October 1945 oted in Waterhous&ian Francesco Malipiero59 (the

matter was later dropped). Malipiero was himseifffam ‘uncompromised’ by fascism; see Sad¥ssic in

Fascist Italy 205, Waterhous&ian Francesco Malipiero58-59.

67 SachsMusic in Fascist Italy201.
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case of Dallapiccola, with his burgeoning anti-faisceputation (see Chapter 3) this is
unsurprising; the musical elite had presumably dtdsn Petrassi’'s employment by the
Ministry of Press and Propaganda in the 30s, odéEoyment as a delegate in Germany at
the ‘Permanent Council for the International Coafien of Composers’, the Nazi
sponsored opponent to the International SocietyClamtemporary Music (ISCM), in 1942.

Such ambiguity in ‘cultural memory’ will be explaten the following chapter.

Concerts, composition and ‘la fervore di ricostimze musicale’

In this period, optimism and pessimism aboundeddnal measure: whilst the composer
Alfredo Casella, writing in the last few monthsho$ life, did not shy away from bemoaning
‘the miserable conditions that befell our musicé lin the 1943-4-5 years’, he then

concluded

but Italy is equipped with almost limitless res@s@s regards creative energy
and the power to recover. Therefore the musicabsdn in the last two years
has shown a most clear and satisfactory improvemeittanks to this strength,
Italy will be able to again take up its place am&tirtfe great musical nations and
to makes its contribution to the cause of civilisat®®

Amidst his problematic national/international opiioss, Casella demonstrates a sentiment
which fits the facts. For while the large ‘prestiggents of contemporary music, like the
Venice Biennale and the Florence ‘Maggio Musicaléd, not re-emerge until late 1946 and
1947 respectively, musical activity at a local lewas beginning to re-emerge even after
the summer of 1944 — especially in the south ofcthentry. Example 1. 5 shows a timeline
charting the inevitable and destructive gap inifett and events after June 1943, but also

demonstrating some of the new initiatives emergiigte 1944.

%8 Casella, ‘L’avvenire della musica Italiana’ in Zdf, La Musica Italiana nel Novecenfi®62-1663.
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Rome Performance

W )
of Wozzeck et al Ist International Re-opening of

i .|
If’ﬂ.’ Venice VIII Venice e Festival of Rome  La Scala
Biennale Biennale . !
Invasion  Musica Viva IX Venice Maggio
Maggio Maggio Maggio COnCEris Biennale Musicale
Musicalel Musicale Musicale 4 4

1040] 1941] 1042] 1943 1944 1945 1946 1947
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Ex. 1. 5: Timeline of concert activities in the years sumdiung 1943-1946

Performances have already been described in Paléhe@arliest major musical centre to
be liberated, from November 1943. Its conservatwohestra reformed in 1944, as did the
Filharmonia Laudamo in Messina and the Bellini theand Lyceum in Catanfd.In
Naples, the Teatro San Carlo and the Conservatan Pietro a Maiella’ were offering
‘popular operas’ (the former) and regular orchéstomcerts (the latter) by the summer.
Late 1944 saw the famous Accademia Musicale ChégianSiena recommence its work,
alongside the Bergamo Societa del Quartétfthe quickening of the pace of recovery was
really felt in 1945, where by the end of the yediies were regaining the ‘festival’ and
‘association’ culture that was so prevalent in pBssorgimentolife. Example 1. 6
demonstrates this, showing a timeline of the re&diom and birth of certain musical and
concert events (many of them new-music orientatd@d went on to establish an

international importance in the post-war period.

%9 Ruggieri, ‘L’Assetto Istituzionale e il Sistemad@uttivo’ in Italia Millenovecentocinquanta43; Beard,
‘Music in Italy’, 313. Ruggieri’s article in Salvétand Antoloni edsltalia Millenovecentocinquantalong
with Bianca Maria Antolini’s on ‘L’Attivita Concerstica’, provide a wealth of details on the expansof
concert societies and civic music from 1946-1954.

% Ruggieri, ibid.

36



January —
February —
March —
April —
May —

June —

July —
August —
September —
October —

November —

December —

Marcello Ruggieri identifies a

Chapter 1

Amici della Musica Taranto

Gruppo Artisti Aguilani  L'dgquila

Societd del Quartetio Milan
Societd amici dell'arte Forli
Pro cultura Turin
Pomeriggi Musicali Milan
Societd del Quarteatio Brescia
Polifonica Bari
Amici della Musica Udine
Societd Filharmonica Genova
Societd Filharmonica Trento
Amici della Musica Verona

Ex. 1. & Musical societies born or reformed in 1845

‘fervour of reconsttion’ in which ‘the defence of an

identity, of ‘tradition’, the proud affirmation o& strong civilization in the face of the

violence that had devastated the country, interegawith the drive to a “spiritual even

before a material reconstruction™.

The priority @fltural life — well demonstrated in the

Milanese saying ‘first bread, then La Scala, thending’ — was both a relief for a nation

still in conflict at the beginning of the 1945 aad attempt at a cultural stimulus to aid the
economic and political woes of post-Mussolinian ggmance. Performances were given
with rushed rehearsal, and often caused controvdreycareers of many musicians were in
the balance, and the political vacuum left by thd ef theventennioled to a vivid and

contestatory atmosphere:

Last summer [1944] there was ... a mad musical franzRome. There was
great demand and a ready supply. A discordant wake sometimes sounded
when political accusations were used as backstagg@ons to silence rivals; and
many voices have shouted themselves hoarse inojpestthat they might get a
hearing in Americd?

Italy’s national obsession, opera, followed a samikeconstruction pattern to concert

music. The impossibility of performance in late 33ghve way to a reopening of theatres in

" bid., 43-4.
2 Beard, ‘Music in Italy’ (May 1945), 158.
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1944 and to a more complete return to normality thkt year in the 1944/45 season. In
1944, the majority of references made in operawemws are to ‘popular opera evenings’ —
i.e. arias and numbers instead of whole works peréd — and there was a large element of
troop entertainment in these concerts. Yet BoilMé&fistofelewas performed in a summer
season at Rome’s Teatro Reale dell'opera, andnitbeaassumed this was not an isolated
incident”®> Come 1945, only the smaller provincial houses ahMa, Verona, Bari, Lecce
and Cagliari failed to produce a season (alongiige Teatro Reggio at Turin, a more
illustrious theatre); La Scala staged a respectbhdanty-five operas without its roof on
(having sustained extensive damage, it was onlgnscaucted in the close season of 1946)
and La Fenice in Venice, fifteen worksPeople flocked to watch these performances, and
Guido Gatti reported that ‘the opera theatres as¢hcities which have been liberated, from
Florence to Palermo, are crowded. It is said tbaefery performance they are fabulously
packed out, as high an attendance even as wasvedsar few years ago for a big
international meeting in footbalf®

But did this post-war hype inevitably lead to a mo@and bust scenario? Gatti
certainly seemed to think so; the people attend@irayiataandGianni Schicchiwere ‘naive
and uncultured’, the ‘new rich’ flashing ‘Allied mey’. ‘a transient public, therefore,
destined to liguefy one way or another in a monthaoyears time’. The Roman critic
proposed that the culture of state intervention tx@&ted an operatic system of privilege
and abuse, not open to ‘intelligent amateur’ lovefsopera. Whilst the state must be
‘interested in the national education of the natida make known the best work produced
in Italy and outside Italy’, it naturally tends $ee the works produced as a commodity, and
works not in the best interests of art, but to eiplThe solution proposed: ‘the state must
limit its intervention to a few theatres and ondy & fixed time’, giving room for the private
and civic sectors to step into the bredtfthe conductor and anti-fascist fighter Vittorio
Gui vociferously agreed with this sentiment, wigfithat ‘as soon as [the state] starts work it
becomes the oppressor ... it is difficult to escdpgeinference of that terrible disease called

“political protection™.”” Gatti and Gui faced their own critics, howeverd amthe pages of

3 Beard, ‘Music in Italy’ (Oct 1944), 314.
" See Ciancio, ‘La Produzione dei Teatri d’Operétalia: 1945-50", in Salvetti and Antoloni edsalia
Millenovecentocinquant&8-83.
'S Gatti, ‘Organizzazione del nostro Teatro Lirich3.
76 [
Ibid.
" Gui, ‘Per la Vita Musicale di Domani’, 310.
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Teatro Goffredo Petrassi argued that musicians coulddeotvithout ‘the auxiliary of the
state’ for ‘the job security of many categoriesspkcialised workers: men of culture, and
artists’”® Whilst the principles of those who tried to prattaly from Fascist-style cultural
appropriation were commendable, they faced thel ceadity (expressed by Petrassi) of an
Italy whose pre-war exploitation of Toscanini andr&@o for foreign prestige would be
surpassed by revenue generated from Callas anthiGiuthe post-war period.

The programmes undertaken by the opera companiégse two years were for the
most part conservative, and few twentieth-centunrke were heard — one could have
viewed La Traviatain 15 different Italian cities in the year 1945, wsll as 13 separate
productions ol.a Bohemegl12 ofll Barbiere di Sivigliaand 8 ofPagliacci— but only in the
culturally progressive city of Milan did La Scaltage works such as Stravinskyw&avra,
Giorgio Federico Ghedini’sa Pulce d'org and Strauss'’s expressionlome’® The latter
was somewhat of an exception to the marked ladkesimano-Austrian opera in the 1945
season, and indeed the only other performanceeimtiole of the year was Wagnebse
Meistersinger von Nurnber@gain at La Scala. Thus the emphasis on Germaicnder
Mussolini, felt with increasing force after the POBact of Steel, receded quickly. There is
less evidence that Italian theatres censored ¢ivair composers with as much rigidity, and
there is no truth in the assertion that Guido Pemmeade in a British journal at the end of
1944 that ‘Mascagni has been banned’: the eldesipposer ofCavalleria Rusticana
complicit with Fascism to the last, had his magmyuas performed in seven ltalian opera
houses in 1945, and 48 times in the 1945-1950 g&tio

It is at this point (1945) that the penchant fadical ‘intellectual journals’ prevalent
within pre-war Italy sprung up again, in fact sigeseling previous efforts. Example 1. 7
shows that of the six main music journals publighiuring the conflict, all ceased
publication between December 1942 and Septembe. Rdista Musicale ItalianandLa
Rassegna Musicaldtaly’'s most prestigious reviews, were re-relebge 1946 and 1947
respectively; the others faded from view entireigsurprisingly in the case of tiRassegna

Dorica and Musica d’Oggj the first of whose ‘articles demonstrated a tetdherence to

'8 petrassi, ‘Cronache Musicale’ in PetraSsititti e Interviste63-64.

9 Ciancio, ‘La Produzione dei Teatri d’Opera inilall 945-50, in Salvetti and Antoloni edsalia
Millenovecentocinquant&8-83. In fact Ballo identifies these operastastative’ exceptions to the trend
towards ‘natural conservatism’ that had been eefblry fascism on normally avant-garde Milan. Béla,
vita musica a Milano’, 13.

8 pannain, ‘Music in ltaly’, 313; for statistics s€&ncio, ‘La Produzione dei Teatri d’Opera iniiall 945-
50, in Salvetti and Antoloni edHalia Millenovecentocinquant&8-83.
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fascist ideology’ and the second of which had ‘mrati ties to the regim&.But alongside
the more established papers, a plethora of smalaalupublications were founded in 1945
and 1946, some of which lasted only a year andrgttiet laid down firmer roots. Milan
and Rome were the principal bases in this regdmmligh Florence also played its part.
Filled with reviews and opinion pieces, these jalsrconstructed much musical reception
and thought in the post-war period; in the 1944efiqu they also provided much needed
news from cities that, for practical reasons, weaed to visit from the north (for instance,
columns such as Domenico de Paoli’s ‘Vita MusichlRoma’). Notable too is the extent to
which musical criticism was included on an equaltifoy with the other arts in non-music
specific publications; in this regardtl, Mondo was particularly strong, and Dallapiccola
alone wrote 31 articles for thRassegna di lettere, scienze, arti, musiedween 1945 and
1947, alongside contributions from other musicismsh as Gatti, Petrassi, Fedele D’Amico
and Luigi Cortese.

1939 1940 1941 1942 1943 1944 1945 1946 1947 1948
T T T T T I O IO O I A

La Rassegna Musicale |
1 I

Rivista Musicale Iraliana
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Musica: rivista mensile d'arte
Musica (Milan)

became X 2
. Musica e dische

Corriere Musicale

0 Il Mondo Musicale
I

| Radiocorriere
] 1

0 Il Mondo
I 1

non-music
| 1l Cosmopolita specific

I
Ex. 1. 7:Italian music journal publication 199-1948

81 Conti, ‘Introductions tdRassegna DoricandMusica d’Oggi on-line (accessed 29 Jan 2009).
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By 1945 this new ‘fervour’ for music after years ainflict had swept through the
nation; but even if, as Ruggieri asserts, it ‘knew geographical, social or generational
bounds’, it is possible to locate it most strikingh certain cities that, as for many centuries,
had stood as cultural powerhouses and rival artigtigemonies, and again resumed their
position up-stream of cultufé.In Milan, Turin and Rome especially, the driverémewal
was keenly felt. Ferdinando Ballo, later commissiofor music at the Venice Biennale and
an important Milanese critic, reported in Novemld&45 a general cultural malaise
whereby the city had ‘been reduced to the levea &fmall provincial French or Balkan
town’. The young music critics ‘desired to renovdte programs towards a more
accentuated modernity’, and the absence of thentotpresence of La Scala through bomb
damage acted as a catalyst on the Milanese cowsctewards such an endeavour. This
turn to modernity was concurrently a turn to chambesic, as the creation of the Societa
del Quartetto, the Camerata Musicale and the PaggerMusicale testifies. The last of
these, under the direction of the prestigious cotafu-ernando Previtali, gave concerts ‘led
by Italian and foreign performers and with the abdration of the very best artists of
European fame, who presented programmes focusedmemporary musi¢ These kinds
of concerts were a huge public success, which,alloB opinion, made a strong case for
the privileging of chamber music above opera iuf@tMilanese life. In October the last
Italian city to be liberated, Turin, saw a newlyrfeed association named Pro Cultura give a
concert sponsored by the Radiofonica Audizioniidted (RAI) devoted solely to modern
works by Barték, Hindemith, Busoni and Milhatidin the pages ofl Mondo Massimo
Mila noted the positive reception accorded to thusigy where in contrast to the reactionary
attitude shown by Italian audiences to such conmsasdearing theventennio there was ‘not
even a shadow of the bourgeoisie mad fear of bemgked the minute they don't

understand something; no prideful condemnatiorhasty rejection®

82 Ruggieri, ‘L’Assetto Istituzionale e il Sistemad@uttivo’, 42.

8 Ballo, ‘La musica a Milano’, il Mondo, 13.

8 Nicolodi, ‘The New Republic: Reconstruction ane titonsumer Society”, 208. At the time, the RAlsva
a privately owned public service broadcaster crkatehe Allies’ request from the remnants of thagcfst
controlledEnte Italiano Audizioni RadiofonicHEIAR) on the 28 October 1944. Administered by the British
Psychological Warfare Board for around a yearagsed into Italian hands on thé"1d July 1945. It also
sponsored a listings and review journal entifRatliocorriere See Giuliani, ‘La Musica alla RAI: dagli Anni
della Reorganizzazione al Terzo Programma (19431 &% Salvetti and Antoloni eddtalia
Millenovecentocinquanta 75-209.

8 Mila, quoted in Nicolodi, ‘The New Republic: Reatruction and the “Consumer Society” 209.
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However, in many of its aspects, Rome providesntiost interesting examples of
innovative new musical life after its liberationdaone 1944. The 1944-1945 chamber season
at the Accademia Filharmonia Romana gave the cityesh energy’ under the direction of
Virgilio Mortari, and in November the RAI sponsoresh ‘Autumn Cycle’ of concerts
including ‘programmes dedicated to French, Rusaiah Anglo-American musi¢® Harry
Beard commented that the whole season ‘was indecafithe desire to make up for the lost
years of the war and hear in a few weeks all thasienthat had been excluded for four
years'®’ Indeed, this was the express aim of one aftermomert in the summer season,
which had the provocative title ‘Music prohibited Germany’; though nothing more is
known of its contents, it shows that as early assiimmer of 1944 some elements of the
musical establishment were acknowledging the negaibliticising of art by totalitarian
culture in the preceding years, and attemptingtomea for Italy’s part in it® During the
‘Autumn Cycle’, Dallapiccola’sSex Carmina Alcaehad their first performance under the
baton of Previtali; as Kamper notes, the abilitytied composer to travel from Florence to
Rome to attend was in itself a miracle, at a tinfeewv one could ‘only move with the
permission of the Allied authoritie&’.

One of the most interesting developments was tkation by Petrassi, with the
assistance of Nicola Costarelli, Vieri Tosatti, @erLauricella and Guido Turchi, of an
exciting (though short-lived) artistic venture. ‘Sloa Viva’ was a concert society that in
practice functioned in a similar manner to Schoegle ‘Verein fir musikalische
Privatauffihrungen’ (1919-21) though its privateduna was more a result of desperate
circumstance than deliberate exclusion. Concertee vggven of new music and works
discussed over a number of months at the end of kB4 spirit of deliberate reaction to the
violence and destruction of culture endemic in nfiddle two-thirds of Italy at the time.
Petrassi later wrote almost bemusedly that ‘the diyhe liberation of Rome was an
unimaginable day, such was the chaos. | therefareght that in this chaos it was somehow
necessary to save musi¢’The urge to act even with limited resources andllsambitions
gave this venture a surprisingly un-ideologisedd(aefreshingly) disorganised air, as
Petrassi’s account shows:

8 Beard, ‘Music in Rome’, 158.
87 -
Ibid.
8 |bid.
89 Kamper,Luigi Dallapiccola, la Vita e 'opera98.
9 petrassiScritti e Interviste324.
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| took the initiative, with four or five other yognmusicians, to found a group

called Musica Viva, with the aim of promoting comfgorary music. We

organised, to start with, 8 concerts ... Our concesse diverse: | recall that

Casella and Suzanne Danco perfornids Bich der Hangenden Gartdry

Schoenberg and StravinskyGctet as well as some Hindemith, new music by

Nino Rota played by Gatti Aldrovandi, and there &b a pianist who played 5

or 6 of my ‘Invenzioni’. We encountered some dieepersonalities in Rome at

that time, because the city was isolated from madl eollaboration could not go

beyond the local. Of the eight concert programmmg 4 or 5 proved possible in

the end; we begged for finances from many partes, | recall that 8000 lira

came from my pocket in 1944. This was the expertroéMusica Viva®*
Petrassi’s group gave the Italian premiere of dliyesstablished works from the modernist
canon such as the Schoenberg song-cycle, mixecerbfewith contemporary Italian
chamber works by young Roman composers such asoNramiagallo, Riccardo Nielsen,
Virgilio Mortari and Gino Contilli, as well as pianworks by Petrassi and Turchi. The
ambition to explore the repressed modernist canas thwus linked to the cause of young
composers, to the task of ‘discovering new voicashission which ‘now, more than ever
... acquires the nature of extreme urgency’, as Bstt®mmented at the tinie.

Evaluating Musica Viva is a difficult task; docuntation is lacking, few reviews
exist, and those that do demonstrate that the wiesleure caused not a little bemusement:
one critic concluded simply ‘Performance: perfegtiblic reception: good; critical
reception: no-one has understood it, and the sleswthve stayed silerit Petrassi himself
understood that not all would ‘get it": a year fabe wrote that the ‘many important artistic
manifestations to have come from Musica Viva wamittedly “trendy”?* Seen purely in
terms of its objective musical content, the corscevere the most significant venture in
progressive art music during the years of Italy’ssival reconstruction. Petrassi’s efforts
certainly increased his renown, enough to leadisodesignation as the ‘leading Italian
composer’ in the previously mentioned British FgreOffice report. The catalytic impact
of the organisation was enough to inspire MattemkSI's 1946 series ‘L’'ora di Music’
(‘The music hour’), a wide-ranging series of Ronecancerts that would later be linked with

Carlo Maria Giulini and the RAP Yet in its brevity — only 4 or 5 concerts — Musk@&a’s

1 RestagnoPetrassj 28-29.

92 Petrassi, ‘Un nuova Musicisti: Guido Turchi’linCosmopolita 19th July 1945, 6, reprinted Bcritti e
Interviste 56.

% de Paoli, ‘Vita Musicale in Roma’, 13.

9 petrassi, ‘Cronache Musicale’ Stritti e Interviste63-64.

% See Zanettil.a Musica Italiana nel Novecent128, fn. 59.
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potential was frustratingly unrealised. Petrasainsed that ‘naturally after it had recouped
all its outgoings the organisation dissolved, beeail could not go forward any more; it
was of no more benefit and help’; one cannot hegirfig, however, that the abrupt ending
had something to do with the fact that the roomdu® the concerts doubled as a
‘gambling hall’®® And artistically the initiative received criticismof elitism — ‘True love
for art, or just snobbism?’ was de Paoli’'s provawat- and indeed, Petrassi had commented
in print the rather boastful assertion that theietgchad been ‘followed by the most
intelligent and well-prepared public today in Rofe’

By the summer of 1945, Musica Viva gave way to kogather larger initiative for
Petrassi, who along with Casella and Gatti wasluain forming a committee to organise
the First International Festival of Cinematic, Dettio and Musical Art in Rom& The
committee divided its festivities, which were tatlfrom September until December of that
year, into constituent artistic categories: thusRhimo Festival Internazionale di Musica
‘First International Festival of Music’ took platetween the 8 of November and the 14
of December. The Accademia di Santa Cecilia andRA& provided the funding and
orchestras, and the concerts were held in the de&diriano. The very concept of the
initiative was ‘post-war’ in its essence: ‘an app@athe Bonomi government was made in
March 1945 by a group of intellectuals and cultpetisonalities not involved in the conflict,
postulating the artistic rebirth of the capitalahgh a festival®® So, as Maria Grazia Sita
argues, the festival was ‘directly born from th&ata@essation of conflict’; as already seen,
‘rebirth’, ‘born from the conflict’ are familiar épes in the rhetoric adfecondo dopoguerra
musical events, and would reach their zenith inghblicity surrounding the re-launch of
the Venice Biennale in 1946 (see Chaptel3).

The programme of the Rome festival sought to chiera high art audience and
though its focus was not on any particular percmhtemporary music played a major role.
Whilst the opening three concerts were all mastegs from the classical canon —
Beethoven'sMissa Solemnisind two operas (MozartBon Giovanniand Verdi'sOtello)

% RestagnoPetrassj 29. That ‘Musica Viva’ was accused of being serdor illegal activity can be
suggested from Petrassi’s assertion in 1986 (a lidb defensive given the gap of 40 years) thabthined
this hospitality supposing to serve no one but wsiiva'.
" de Paoli, ‘Vita Musicale in Roma’, 13; PetrassiSicritti e Interviste63-64.
z: See CosulichRoma 45: Il Risveglio delle Art8, for a list of participants.

Ibid.
100 5ee Sita, ‘I Festival’ in Salvetti and Antolonisettalia Millenovecentocinquantd,20 and 122-123 for a
full programme of the festival; also, see Zanéii Musica Italiana nel Novecentt122-1123, whose
narrative of musical life ‘after the catastropbegins with this festival.
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the next was a ballet — utilising the novel ‘dodec&’ — by Roman Vlad, which ‘aroused a
great attention’ in being one of the earliest majerial works of the post-war periéd.La
Dama delle Camelievas produced by the renowned choreographer Auriébddialongside
Bartok’s ballet The Miraculous Mandarinand both were adventurous undertakings on
behalf of the programmet?? The festival's other works included the ltaliaremiéres of
Milhaud’s Le Pauvre MatelgtHindemith’sSymphonic Metamorphosasd aSerenataby
Marting, all of which might have fared badly under the Bhlgian climate of censorship.
A projected performance of StravinskySymphony in Cwas cancelled due to the
impossibility of obtaining parts for the orchestwhich would have disappointed an Italian
audience with a well-known love for the Russian poser'®® The rest of the new music
was ltalian, and the premieres or first major peniances were given of works by ten
writers: Vlad, Ghedini, Petrassi, Pizzetti, Casefeevitali, Alfano, Vittorio Rieti, Vergilio
Mortari and Vincenzo Tommasini. By including copsoamounts of Italian new music, this
festival demonstrated both a emerging vitality @amposition and a public receptivity to this
kind of art.

But a less positive reading of the festival, whastknowledging its openness to
contemporary trends, would note the absence of ltaiah contemporary music;
Hindemith, Milhaud and Bartok aside, Zanetti argudsere was ‘not much to add
plausibility to the internationalist boas? This is an important point, not least because it
was one made at the time by Luigi Dallapiccolaame missing from the programme. In a
quiet extraordinary polemic written on the™&f December 1945 (the day after the festival
finished), the Florentine composer vented his aageainst the festival, claiming that he had
only heard of the event though a ‘poster on a w&lé went on to attack its apparent

internationalism, drawing doubt over whether itldoeven declare itself ‘national’:

101 7anetti,La Musica Italiana nel Novecentd124. See Alberto Savinio’s account of the Beethp Mozart
and Verdi performances iRoma 45: Il Risveglio delle Arti92-196.

192 Bart6k’s The Miraculous Mandarihad been included in one of the most extraordinancert series of the
war years, in which many works banned in Nazi Gewyrguch as Berg'¥/ozzecland Busoni’s opera
Arlecchinowere played without censure at La Scala in Milad ainthe Teatro Reale in Rome in the autumn
of 1942. See D’Amico, ‘Lettere da Roma’, 335-9; aés NicolodiMusica e Musicisti nel Ventennio
Fascista 25-6. Its return to Rome in 1945 may have besynabolic gesture towards this ‘moment’ of
modernist liberation or, perhaps, simply due toftet that parts for the orchestra were readilyilaisée and
well-rehearsed.

103 5ijt4, ‘I festival’, in Salvetti and Antoloni edkalia Millenovecentocinquantd 21.

104 Zanetti,La Musica Italiana nel Novecentt124.
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Looking at the programme and seeing the names abfarit contemporary
composers represented, we find Ottorino RespigbliogheseResident in Rome
and dead since 1936, lldebrando Pizzetti, Parnfessident in RomeéAlfredo
Casella,Resident in RomeVirgilio Mortari, Lombardian,Resident in Rome
Goffredo Petrassi, ZagaroliaRgsident in Roméd-ernando PrevitalResident in
Rome Roman VladResident in Romeésiorgio Federico Ghedini, the only one
who cannot sayivis romanus sunghe was born in Cuneo and lives in Turin)
seems to have been invited to play the part of gber Lazarus ... one is
astonished and dismayed to see that Venice, Bologlmmence, Genoa and
Naples have produced nothirahsolutely nothingworthy to be presented ... If
Rome, at least in regards to its music, would tixedemonstrate that it is no
longer the capital of a fascist state, its consmeshould start to feel a certain
responsibility*®°
The force of Dallapiccola’s vituperation is striginHe goes on to argue that in the future,
music festivals would have to reach beyond thendérs to fully represent the rebirth of
post-war culture, and in the course of doing seags$ for the renewal of Italy’'s membership
of the ISCM. As shall be seen in the next chagterhimself was acting as the progenitor
for this move, and thus occupies a less-than-algpisition in relation to his charges. But
this little episode is far from trivial and cannsimply be explained away in terms of
parochial rivalries; indeed, it evidences a verypamant element of post-war musico-
political contention.

The accusation of ‘Rome-centricity’ was a fractiazlaim in 1945: the extent to
which the myth of the ‘eternal city’ defined fasoisind the way in which this image was to
be expunged from national consciousness was siligbdebated®® Simonetta Falasca-
Zamponi convincingly demonstrates the power of ‘fegnantically-rich Roman myth’, in
which ‘Rome teleologically announced the comingFafscism and its empire’ and the
subjective, selective interpretation of Rome’s dngtgave legitimacy to military and
cultural expansion’” Many had acquiesced in Mussolini’s declaratiort tRme is our
departure and reference point: it is our symbolifoypou wish, our myth ... we dream of
Roman lItaly i.e. wise and strong, disciplined amgerial’ and this had thus tarnished the
moral image of the capital® But the simple fact is that, in 1945, the cityll stixisted,

traded and formed a major part of the nation’stali soul and artistic economy, and

195 Dallapiccola, ‘Quia Nominor Leo’, 13.

198 This debate took its place amongst the opposistpar readings of fascism in Italy as virus (Bestenl
Croce) or autobiography (Carlo Levi). See Wakdtifascisms: Cultural Politics in Italy 1943-194827).

197 See Falasca-Zampoifascist Spectac)@0-5; also Visser, ‘Fascist Doctrine and the ®fithe Romanita’,
5-22.

198 Mussolini, quoted ifFalasca-Zamponkascist Spectac)é2.
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therefore was a problematic but unavoidable enfitye necessity of at least gesturing
towards an alternative and post-fascist realitpulgh concert programming had obviously
irked Dallapiccola who, invoking one of the founslerf fascist philosophy, wrote elsewhere
that ‘those who stated that “Rome was a differéntfoom all the others™ were ‘childishly
messing around endlessly with the permutations @MR-AMOR dear to Gabrielle
d’Annunzio’**®

Beyond all of this lies a larger point, emphasisedngly by various musicians at
the time including Dallapiccola: Italy must ‘go ofitom its isolation into internationalist
cooperation — an argument not without complicatidfswhile such rhetoric portrays
Fascist Italy as an autarkic state modelled on @erstylevolk-nationalism, in truth the
complicated motivations of the regime’s ill-definedoctrine gave rise both to
internationalism and hermeticism, the first in orde appropriate, export and influence
outside cultures, the second to ensure an inteerade of artistic superiority. As Ruth Ben-
Ghiat shows, the various intellectual and critipaths taken by the fascist intelligentsia in
the late 1920s and early 1930s (for instance, ihergence in belief of th&trapaeseand
Novecentoschools) held common the idea that Italian cultobeeded to encompass and
explore all manifestations of international modgrin order to re-compose them inside
their own borders into what she labels ‘Fascist &ady’ — then to export back to the
world this new artistic direction; thus effectingkénd of cultural colonialisni** The
equation of fascism with either internal or extén@fication was too simplistic, both on

ontological grounds and simply because lItalian iBasgvas a badly managed contradiction:

tensions between protectionism and internationadisavere exacerbated rather
than resolved by the fascist regime ... admonitianskéep Italy Italian’ co-
existed with incitements to adopt an ‘imperial’ soiusness founded on a
belief in fascism as a universal rather than sonatiphenomenot?

199 pallapiccola, ‘Per una rinascita della S.I.M.Q, The antipathy between Rome and other artisyitadis
well-funded cities can be seen in, for example ritery between the two radio broadcasting cendfgsost-
fascist Italy, Rome and Turin. See Petrassi, ‘CcheaMusicale’ inScritti e Interviste69. Anna Maria
Torriglia argues that ‘international’ in a widerlzural sense often meant America, though musidallyope
was still the dominant influence. TorrigliBroken Time, Fragmented Space: a Cultural Map fostPVar
Italy, 79-117.

11%See Casella’s already-quoted assertion that ‘ltallybe able to again take up its place amongstgieat
musical nations and to makes its contribution sadause of civilisation’. ‘L’avvenire della musittaliana’ in
Zanetti,La Musica Italiana nel Novecentt662-1663; the statements of Dallapiccola in ‘Pea Rinascita
della SIMC’, 12; ‘Uomini al Festival della SICM’,0Land his contribution to the column ‘La Ricostnrs
Musicale in Italia’(related in chapter 3); and aPetrassi, ‘Scuola di Composizione’, 10.

111 Ben-GhiatFascist Modernitiesespecially 1-45.

"2 bid., 11.
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Mutatis Mutandisin the post-war period, the politics of interoa@lism are thereby
problematised; when musicians talked of such cascélpe line is not clear between those
who wished to contribute to world music and thode®wished Italy to regain an artistic
‘greatness’ amongst the nations. Thus when Gajedistate intervention in the running of
the opera houses, he coyly acquiesced to the semfotidse categories, even if he is far
from arguing for a return to the fascist politidstioe international: ‘Intervening, the state
not only justifies such legalities, but favoursraquction — if I can use such a commercial
expression — that, exported, will not only be ukefor prestige, but for national
economics®'® Another complicated and contradictory example coinem Vittorio Gui,
who, having served the anti-fascist cause agaesGermans in 1944, wrote with almost
tortuous reluctance in 1945 of how lItalian artist®ded to become cultural exporters in the
German manner in order to demonstrate culturaliftgland (in a Crocean sense) ensure

the country’s essential health:

After the 1918 defeat, a few months on from thatyreof Versailles, German
artists descended on the neutral and victoriousitc@s, imposing themselves
on the attentions, and often admiration, of theyteqe ... thus Germany rapidly
recaptured the path of reconstruction by means@fgganda carried out by its
artists. But must we really cite this example todieym the people that have
ruined Europe; will only this help us understandhsteasoning? Must we take a
lesson from those who have destroyed Europe? ARdAIB we not be able to
remind the world that the native country of RossBellini and Verdi has not
been destroyed by fascism, has not fallen witf'ft?

That Gui would draw on such an example is remagkablthe climate of resistance and
anti-fascism (and even more so given its authoghows that the cultural intersubjectivity
of national consciousness was far from neutraltoeyr at the end of 1945; as Ben-Ghiat
puts it, ‘for two decades, fascism provided theternfor the reception of messages about
Self and Other, Italy and the world, that wouldttensformed in the post-war peridd®
Such politically complex issues were soon to berestkd practically in the first major test
of Italy’s new dawn, and the next chapter expldhes issue further in the arena of the first

post-war ISCM festival.

113 Gatti, ‘Organizzazione del nostro teatro lirich3
114 Gui, ‘Per la Vita Musicale di Domani’, 309.
115 Ben-GhiatFascist Modernities211.
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Chapter 2:
Dallapiccola in London: internationalism and cultural memory in post-war ltaly

This chapter has as its starting point the stgile sense of self-image latent within Italian
society after 1945. Three human catastroplestennio war andresistenza -had imbued
culture with a ubiquitous politicisation surroundithe near past; fascism had entailed
‘fascist spectacle’, the war had ensured artistadation, and theesistenzaan ambiguous
plethora of anti-fascisms. In Anna Maria Torrigiavords,

Painters, writers and intellectuals were all deplimith the uneasy task of

confronting the nation’s fascist heritage and wergrapped in an effort of

almost promethean dimensions. On the one hand, wleeg striving to erase

their individual and collective pasts; on the othibey were willing to construct

a better present and, possibly, future for theneseénd the country ... In such a

scenario, ‘culture’ constituted the place of a guesrenegotiation between the

personal and the public spheres ... [it] represemtetocus’ where a new

assemblage of the national identity could happen.
Modern Italian music was struggling to define itsagjainst the past, and felt a similar
uneasiness in its relation to the outside world taneiternal cultures and ‘internationalism’.
In 1946, the year on which this chapter focusésew assemblage of national identity’ was
being constructed, and an impulse to demonstrésti@openness and adventure included a
strong affirmation of theglobal nature of modernism’s grand project, alongsiddaaly
deliberate attempt by many musicians to get asafay as possible from the stultifying,
insular and naive environment of Mussolini’s Italfhe vicissitudes of this trend will be

the focus of the current chapter, and rather thahiek description’ of the subject, in the

! Torriglia, Broken Time, Fragmented Space: a Cultural Map fostPWar Italy xi-xii.

2 The political exigencies of an artistic establigminthat at once tried to impose Nazi-style cultura
conservatism on its composers and permitted tHenpesince of Berg'$Vozzecland Bartok’sThe
Miraculous Mandarinin 1942 prompt caution in evaluating the so-caledarchic’ nature of war-time Italy
(Nicolodi, Musica e Musicisti nel Ventennio Fasci®b-6). Much post-war use of this term comes feom
desire in Guido Salvetti’'s words to wear ‘the bad§anti-fascism’ and overemphasise opposition and
discontinuity between fascist nationalism and pust-avant-garde trends (Salvetti, ‘Political |degés and
Musical Poetics in 2BCentury Italy’, 147). Roberto Zanetti goes muctttar than Salvetti in emphasising
the cultural effects of any kind of autarky: ‘theension of the autarchic concepts of Latin andrsoiyths (in
short, provincialism) to the artistic and musigatheres ... carried the Italian people to the margiribe
international artistic arena’; Zanettia Musica Italiana nel Novecent2109-1110. Salvetti’s criticism of
writers that ‘naively’ narrate the historical bigaf autarky-reinternationalisation would surelydieected at
large-scale histories such as Zanetti's. Howeverdality is somewhere in between these polarisstib it is
impossible to claim that the Fascist regime creatbdrmetically sealed cultural space, it is alsw@rse to
deny it had any effects on national image-makingj iaternational relations, and did not render carphe
idea of nationhood in the post-war period.
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manner of the preceding chapter, a single uniqae saudy will provide the framework for
the discussion: the readmission of an Italian eactio the International Society for
Contemporary Music (ISCM) in July 1946, and the ateb that surrounded this event.
Additionally, the work intimately tied to this momee— Dallapiccola’sCanti di Prigionia
(‘Songs of a Prisoner’, composed 1938-41) — will dmalysed against the grains of
internationalism and ‘cultural memory’, in order $how how both Italy and the world
struggled with the near past, the pre-war periagy they interpreted this era; and the effect
on post-fascist musical politiédn narrating this historical tale (which will beged in part
on unpublished archival sources) the idea is t@ hgd as a paradigm one of the most
politically charged musical incidents in the postrwperiod and to interrogate it both
musically and historically, to find out what it denstrates of the position and importance
of the ‘international’ in Italian musical life artitie process Italian music underwent to try

and redefine its present in relation to its past.

‘La ricostruzione musicale’: the foundational ambiguity of ‘internationalism’

Musical culture has almost universally questionieel tole of national boundaries within
matters of artistic form and styfeOne example of this process, coming just at thg ve
moment lItaly was picking herself up and (materiapeaking) rebuilding infrastructure
after the Second World War, is found in a columnthe first issue of a new journal,
Musica entitled ‘La Ricostruzione Musicale’ (‘Musical Benstruction’), published in
March 1946. The editors, amongst them the conduigtatteo Glinski, had written to

several prominent Italian musicians to ask two tjaes:

1. What are, in your judgment, the current need#tadian musical life as a
consequence of the war?

2. In the eventuality of an active foreign intergsthis matter, of which some
signs can already be seen, in what form do youktitinvould preferably be
realized?

% The concept of ‘cultural’ memory is taken from therk of historian Pierre Nora, who uses it to defa
kind of constructed collective memory (distinctrfréhistory’) which a society uses to cope withidentity
after a major historical shift has occurred. NdGeneral Introduction’ tdRethinking France: Les Lieux de
Memoire i, vii-xxi

* Taruskin, ‘Nationalism’ irGrove Music On-lindaccessed 18 Mar 2010) provides a useful intréoiito
such debates.
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The answers given are as illuminating as the questivere leading. Almost all contributors
were eager to establish their ‘internationalistdergials’, and some of their opinions are

worth quoting at length.

The outside world will welcome our best works amd most valued artists. This
cordial hospitality is encouraging and excitinguBlyy, it will be returned by us

as soon as possible. The splendid consequencéaliahlsuccesses in foreign
lands are well knowrL.udovico Rocca

The positive help that could come from outside came therefore purely good-
natured and simply financial; it should be in tbeni of subsidies for orchestral
engagements, concerts or tours outside of Italindu part of the year ... thus
providing the moral satisfaction of being known appreciated outside one’s
own countryFernando Previtali

It is to be hoped that outside interest is not cetimed only in contributory acts
to restore the material elements of Italian musitld. Beyond scores,
instruments, institutions, there are people, theme artists who have all the
incredible suffering and misery and disablemenught about by the war. Is it
too much to ask that a human interest accompamdssastains the artistic
interest?uigi Ronga

Concerning help coming like rain from outside @yt | do not believe that to
be a practical solution: the monetary contributibat affluent tourists can give
as their contribution is embedded in the very traohel nothing more is needed
Vittorio Gui

What could the outside world do for our musicaéifMuch indeed, | believe,
beyond the fact that it wants us to return to cestibyed theatres again. But it
could also, with little expense and difficulty, méarce us abundantly with

musical editions — orchestral parts and scores tinguus at the level of

knowledge of the most recent production of the mammposers resident in
America, in England and Franddassimo Mila

After seven years of suffocating within the confingf their own country, the
only salvation [for artists] is that which is opeéa all: to go out into the
international arena. In not doing this our musidal will become increasingly
restricted, and disputes will become more acugeptivincialism more perilous.
The time should have passed in which autarky eXaitself amongst
intellectuals Luigi Dallapiccola®

From these statements, four main points arisetlfirnghilst they demonstrate a mainly
positive reaction to externalism, there is a disable sensitivity that this should take the

form of cooperation, not aid; there was a ‘humamehsion to the recovery, in the words

5 ‘La Ricostruzione Musicale in Italia’ in Zanettia Musica Italiana nel Novecenf®50-1655.
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of the critic Luigi Ronga. This aversion to beingea as a neutral territory for the
consumption and propagation of an American imperials certainly seen in Vittorio Gui's
dismissive reply. Secondly, the idea of internadlmm-as-prestige, noted in the close of
Chapter 2 within the writings of Gui and Guido Gat still very present, and the views of
Rocca, Ronga and Previtali seem to envisage thagengent of Italian orchestras with the
international concert industry as a chance foryltal recover status. In contrast, thirdly,
Massimo Mila urges amput of foreign aesthetics and trends that would havéadising
effect on ltalian composefsFourthly, all the respondents seem reluctant tofroat
cultural memory head on; the exception being LOigilapiccola. In an attempt to construct
a musical morality based on fascist-rejection, &aticola produced a plethora of articles
and public statements similar to his replyNtsica appearing in diverse periodicals in
1945 and 1946. They form the most cogent and sestatcritique from a composer of a
supposed ‘autarky’ that had damaged Italy’s muditsglalongside one of the more specific
proposals for a solution. And it is in enactingsthgolution himself that Dallapiccola
emerges as the main player in the internationatisbates: his ideologies and their practical
outworking will form the core historical narratifer this chapter.

In the summer of 1945 Dallapiccola was on the mmargif a Florentine literary
circle that included the critic and poet AlessanBamsanti, the editor-in-chief of the left-
leaning papeidl Mondo. Bonsanti engaged Dallapiccola as a music wraed through
regular columns the composer found a readily ablglautlet for his musico-political
views! In total Dallapiccola wrote twenty nine articlesr fthe journal between™7April
1945 and B October 1946; his very first takes as its startpuint the ‘music-public
antimony’ by which modern music is either politeis to a party's own ends or
marginalised as a decadent affair: ‘the fact tmdy the spectacles of the fair can be counted
on for effective public participation (and theredayn conspicuous proceeds), shows we are

not a public fit to listen tanusic(less than ever contemporary musfcThe consequence of

® In this regard, the Milanese critic is joined kewsral other important voices in 1946. Goffredar&ssti, who
had never really closed his ears to ‘foreign’ modgr used his columns ith cosmopolitaand Teatroto write
extensively of foreign composers and their latestks in 1945-6: Ravel, Walton, Stravinsky, Blocimda
Honegger are all covered with an acumen and ingigbtrassi,Scritti e Interviste 36-81). An article by
Malipiero from 1946 in the widely read French joairba Revue Musicaléocuses on composers from Russia,
Great Britain, Spain, ‘the Schoenberg School’, Eeaand America (Malipiero, ‘Prométhée Enchainél-24
243). Alfredo Casella’s approach to this approaat dlready been noted in the previous chapterviierire
della musica Italiana’, in Zanettia Musica Italiana nel Novecent®662-3).

" See Kampet,.uigi Dallapiccola: La Vita e 'Opergep. 129.

8 Dallapiccola, ‘Per una Rinascita della SIMC’, 12.
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such musical barbarism was, in Dallapiccola’s pharathe ‘coquetry of home-bred
institutions’, i.e. nationalism. In searching fora@ute out of this, the composer turned to a

prescient historical moment:

Twenty years ago German avant-garde musiciangadsif compromising with
their own art, for the first time — after an agenationalism — hastened to belong
to all Europe; maybe to all the world: they turiedook beyond the confines of
their country, no longer to display to the worl@ithown activities, as happened
ordinarily in the international 1700s, but to addréo their musician colleagues,
working with the same faith as them, words of peswe of fraternity.

Dallapiccola refers to the formation of the Intdimmal Society for Contemporary Music
(henceforth ISCM) in Salzburg in 19Zhe composer goes on to give a brief history of the
organisation and argued for its primacy and netessimusical life. He posited that the
ISCM was necessary as much for social as musiesbres, and he gave a passionate plea

for its restoration:

Now people have finished their destruction, astfesa are opened, composers
that keep the faith envisage a revival of the I.BL.Qor a society with a similar
intent and organisation. It is inevitable that thdical differences between men
will be rendered more difficult but for a frank me@ry of contact. Perhaps the
revival of the I.S.C.M., with its annual rapprochamh of artist and of people,
could initiate the end of the isolation that was the slightest of our suffering in
these last year$.

In the following months it became clear that th€Ms was Dallapiccola’s chosen
vehicle with which to tackle the perceived crisi§ ‘self-other’ identity that Italian

composers facett. But the status of the ISCM and its past historg-&vis ltaly

problematised such a categorical proposal.

% Ibid., 12.

10 Dallapiccola, ‘Per una Rinascita della SIMC’, 12.

1 Ben-Ghiat,Fascist Modernities211. In total Dallapiccola wrote eight articleslialian journals on the
ISCM between April 1945 and July 1947: ‘Per unaaRiita della SIMC’, I{ Mondo 7" April 1945); ‘Societa
Internazionale di Musica Contemporanga/fondo, 6™ July 1946); ‘Uomini al Festival della SIMCII (

Mondag 3 August 1946); ‘Festival di LondraL& Nuova Stampa" August 1946); ‘Musica Contemporanea
a Londra’ (a Lettural0" August 1946); ‘Musiche al festival della S.I.M.Q Mondo, 7" September 1946);
‘In Margine alla S.I.M.C.’ [ Mondo Europeal® July 1947); ‘Il XXI festival della S.I.M.C’I{ Mondo
Europea 15" July 1947).
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Italy and the breakdown of the international beforethe war

Between its inception in 1922 and its waning ofuahce after the Second World War, the
ISCM was one of the foremost voices and means pé&ios behind musical modernigfrit

was born into what was, according to Peter Frankia

exuberantly crusading, contestatory, and deceninagical-cultural enthusiasms

of the early 1920s ... [These years] spawned a praliibn of groupings,

associations, specific-interest festivals, andnalg. The International Society

for Contemporary Music (1922), Varése’'s InternagiorComposers Guild

(1922), the modernist Donaueschingen Chamber MEsstival (1921), the

high-status and relatively conservative Salzbusgial (1920), and the journals

Musikblatter des Anbruch(Vienna, 1919)Music and Letter§London 1920)

andMelos(Berlin 1920) all came into being in the early fposr years->
The ISCM was founded on three key principles: themild be an annual festival that
moved from country to country every year (see EXaniy 1) as the centrepiece for the
society’s activity; it would be directed by an imational umbrella organisation which
connected together individual national sectiong] @s activities were to be as equal as
possible, even providing in its constitution a skuguaranteeing the fair treatment of
members ‘regardless of aesthetic trends or themelity, race, religion or political views of
the composer? Thus the ISCM excelled above all others groupsnfiare than twenty
years in its internationalist pretext. Additionalthe society often outdid its competitors in
its capacity as the platform for important premérE924 saw Schoenberdzswartungand
1925 Stravinsky performing his owBonatafor piano; in 1927 Berg'€hamber Concerto
and Bartok’sFirst Piano Concertavere heard for the first time; in 1934 Weber@encerto
for Nine Instrumentsand in 1936 Berg'sViolin Concerto Even this short list of
compositions demonstrates that the ISCM certaialyried with it various political and
musical implications. Its attempt to work for thetherance of ‘new’ music across cultures
resulted in it becoming the locus for many wideagrelisagreements over what should

constitute new musical style; attacked on one &idécussing too heavily on atonal music,

12 A general history of the organisation can be foiménton Haefeli’sDie Internationale Gesellschaft fiir
Neue Musik (IGNM): ihre Geschichte von 1922 bis@agenwartA one-off journal of the societ)lusic
Today was published in 1949 and includes Edward Ddmtef history ‘Looking Backward’. See also Zanetti,
SIMC: Storia della Societa Internazionale di Mus@antemporanea

13 Franklin, ‘Between the Wars: Traditions, Modernssand the “Little People from the Suburbs”, 190.

14 Dallapiccola, ‘Per una Rinascita della SIMC’, S2e Evans, ‘The Salzburg Festival’ in Masical Times
September 1922, 628-631; Dent, ‘Looking Backwand¥iusic Today October 1949, 6.
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and on the other for being a prominent proponernheftype of mediocrity Adorno called
‘music festival music’, the ISCM’s stated desirejadge music on the basis of merit was
often challenged since a performance at one dés#vals often signalled that a composer
had entered the mainstrearCertainly, there was an ISCM ‘type’ of music cedtaround

a modernist (though still ‘expressive’) teleologgnd Peter Franklin argues that the
organisation ‘played a part in the institutionaliaa of the modernist musical discourse of
tonal ‘collapse’ and stylistic ‘experimentationfych of the relevant critical oppositions and

exclusions™®
1923 Saldbuwrg  Castslnuove-Tedesco; 1033 Amsterdsm  Petrazed
. Busomi 1934 Florence  *

1924 Prague Rieti; Malipere 1935  Prarue Dallapiccola; Peirassi

19233 Prague Bus=oni; Rieti; Malipiero 1036 Barcelona R

1925h  Venice Rizti, Labroca, Malipiem 1937 Paris Malipiero, Casella, Dall.

1926 Zurich  Caslla 1938 London Mielsen

1027  Frankfurt  Castelmove-Tedesco 193¢  Warsw Dallapiccola

1928  Siena Tomassini, Alfano 1041 New York

1920 Geneva  Lwmldt 1942 San Francisco Risti

1930  Liege Casella, Versth 1946 Londen Dallapiceola
Brussels o _ 1847  Copenhagen Zecchi, Pizetti, Negri

1931  Oxford Pilati, Mortarti 1248 Amsterdam  MElipiero b
London o 1949  Palermo Contilli, Casella,

1932 Vienna Riett; Malipiero Maderna

*concert of Italian orchestral music given on 2th April: Dallapiccola, Alfine, Malipiero, Casella, Mile;

concart of [ialian chamber music givenon 7* April: Labroca, Gorini, Castslnuove-Tedesco, Mislzen,

Pizeth.

Ex. 2. 1:1SCM Festivals 1923-1949, with Italian composess§f@rmed

Into such contentious territory, the Italian sectad the ISCM could not have started
in a more inauspicious manner, launched at a ngeaitd in 1923 at the villa of Gabriele
d’Annunzio, poet, visionary and fascigersona importantdy d’Annunzio, Casella and
Malipiero under the nam€orporazione delle Nuove Musicf€DNM).}” The rhetoric of
triumphalism and the sacralisation of art so prantrin Italian fascist culture is replicated
in the inaugural booklet published by the corporatin 1925, which — in declaring the
formation of the society by a ‘unanimous will’, ardy vouchsafing its exclusively

‘spiritual’ aims — sets a particularly Nietzschemme!® The fact that the origins and

15 Adorno, ‘The Ageing of the New MusicEssays on Musjd.82.

18 Franklin, ‘Between the Wars: Traditions, Modernssand the “Little People from the Suburbs™, 190.

17 See Waterhous&ian Francesco Malipiera24, 33-5.

18 \What is the “Corporazione delle Nuove Musichehat has it already done and what does it intertth®,
EJD 2/8/7, 3. It was released simply as a CDNM jgakibn, though one can reasonably assume its auth®
Casella. Simonetta Falasca-Zamponi speaks at lefigtte importation of the sacred into the aesthieti
Italian society under Mussolini’s influence, leagineavily on Walter Benjamin. Falasca-Zampéiiscist
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founders of the CDNM were deeply rooted in fascidture is revealing: whilst it does not
necessarily implicate the organisation morally ve regime, it shows the presence of a
complex and ambiguous national doctrine from thrgirbeng.

Through into the late 20s and early 30s, the @latiip between the ISCM and the
CDNM, under the leadership of Casella, flourishigaly hosted an international festival of
chamber music at Venice in 1925, a full festival 1828 at Siena, and a particularly
successful festival at Florence in 1984t home, theCorporazioneorganised many events
(17 concerts across Italy even in its first yetr most prominent of which was the 1924
tour of Schoenberg'®ierrot Lunaire across the country and Stravinsky conduclieg
Nocesin 1928 (at which point the CDNM became known dyvgs the ‘Italian section’ of
the ISCM)?° By the middle of the 30s however, all was not weéthin the central ISCM.
The German section in 1933 was banned byReiehsmusikkammemid accusations of
‘Kulturbolshevismus’ (cultural bolshevism). Insteddd by Richard Straus, the Germans
staged two festivals of what was titled the ‘PeremnCouncil for the International
Cooperation of Composers’. Composers were invitethese events from countries that
Germany considered appropriate (Germany, Austidy, |Finland and Sweden): Adriano
Lualdi, who had entered the Italian bureaucracy asember of the Fascist Syndicate of
Musicians in 1929, was invited to the Vichy festiira1934. Italy retained its membership
of the ISCM for a longer period, but by the late8Q8 its section, still led by Casella, was
facing the pressure to disband. No ltalian artistse represented at all at the 1936 festival
in Barcelona, following the Anglo-American sancsomposed in response to Mussolini’s
Ethiopian campaign. These sanctions had the conaotreffect of hardening attitudes of
autarkic nationalism amongst the music intelligentsand there were short-lived and
variously unsuccessful attempts to control thegraténce and teaching of foreign muSic.
So it is unsurprising to find that Casella was éualty forced to write a letter of resignation
to Edward Dent on behalf of the Italian sectiontba 24" of March 1939, two months

before the ISCM festival in Warsaw:

Spectacle9-14; Benjamin, ‘The work of Art in the age of Blenical Reproduction’ in Arendt ed.
llluminations 211-245.

19 Dent later commented that ‘few festivals of ouaséabeen so enjoyable as those of Venice, Siena and
Florence’ ... ‘The three Italian festivals ... were lp@ps the most generally successful of all our mgsti
EJD 1/1/1/2, 6; Dent, ‘Looking Backward’, 15.

20 See Parrino, ‘Casella, D’Annunzio and the ItaRaemiere oPierrot Lunaire.

Z15ee Waterhous&ian Francesco Malipiero54; SachsMusic in Fascist Italy144-145, SlonimskyMusic
Since 1900398-399.
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With real sadness | must communicate to you that Munister of Popular
Culture (on whom depends, without exception as loaw, all that which
concerns our musical dealings with the outside @yonas refused the funding
that in other years has enabled our section tmdttee annual festival of the
ISCM. The minister explained this refusal by thsufficient space given to our
composers in other years and the jury’s part is. thast year, for instance, Italy
was represented in London by only one solitary wékd this year the same
situation has been repeated, the circumstance lagjgavated by our country
occupying on the program at Warsaw the same meriAientina, while
Belgium and Holland each receive three performaircédse same programme ...
| am therefore obliged to tell you that our sectibas permanently and
irrevocably withdrawn from the ISCK#.

It appears that as with most instances of repreasier Mussolini, the ISCM was
given its marching orders not by a direct ban fibBuce but by the personal artistic mores
of certain fascist administrators; on this occasiibom Giuseppe Mulé, a composer and
president of the Fascist Union of Musicians, andoli de Pirro, cultural tsar and head of
theatre administration. They argued that it wasvmable, in the years of the Pact of Steel
and the increasing politicisation of art for propada purposes, to tolerate a society that
failed to garner prestige for Italy and allowed rapting external influences into the
country. Besides, it was frankly not in Casellaiterest to be leading the ISCM any more.
The elderly composer had by this point felt thedh&® demonstrate his adherence to a
widespread ethnocentricity, writing an article iabFuary 1939 denouncing certain Italian
composers for their “internationalism”, calling thenusic “the product of international
Judaism™? It seems that Dallapiccola, however, was furiobsua the decision, and he
urged Casella to mount a legal challenge over thastry’s actions; when he didn’t, he
accused him of bias and of distancing the Italiaction from the ISCM since 1935%.So
Italy’s resignation in 1939 was a politically ambays and contested affair, as ‘the dynamic

agit-propthat for a time had touched Italy now grabbed tudli’. 2

The 1946 ISCM Festival

After the fall of Mussolini, however, questions mditional identity and international spirit
were oriented in the opposite direction, and tlecgsses that led to the readmission of the

22 Quoted in Fiamma NicolodMusica e Musicisti nel Ventennio Fascise®5.

% n Le Arti, 256-64, quoted in SacMusic in Fascist Italy187-8.

24 casella, autograph letter to Dallapiccola, 2 JL@%1, FLD; Corti, autograph letter to Dallapiccdalune
1941, FLD.

% Nicolodi, Musica e Musicisti nel Ventennio Fasciss5.
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Italian section to the ISCM in July 1946 in Londonder Dallapiccola’s leadership are a
remarkable example of how cultural re-engagememk&ebin practice.

Though the American section had entertained tha aléholding an ISCM festival,
Edward Dent had persuaded them that it was syndiglionportant to hold the first post-
war festival in Europe. Venues proved exceptiondifficult to find in war-torn Britain, but
the effort was judged to be worthwhff®Edward Dent had maintained correspondence with
Casella during the war, and in March 1945, Cagelhenquired of him ‘What is the ISCM
doing? Do you believe that she will be reorganiaed in what form? From all directions
one hears of post-war initiatives that wish to atétour old and glorious Society ... We
|1'27

wish it wel Guido Gatti wrote to Dent also:

| am pleased that you have resumed the presiddribg ¢SCM, and that you are
prepared to give new impulse to this always-vale@anusical association that
surely, in the best of times, represents the veglidst standard of international
musical life. | will be eager to collaborate in wger way | can with the
reconstitution of the Italian section, togetherrnsbme new members that could
be selected by general agreement, with particelgand to thdtalian political
situation®®

The ‘ltalian political situation’ was, however, pvove delicate and complex, as documents
from the time demonstrate. In January 1946 Dentevm Casella asking him to send recent
ltalian music for consideration by the ISCM, a resjuCasella received enthusiasticaily.

He quickly gathered material and replied to Denthwa list of scores of suitable

compositions ‘demonstrating the best current teaigsrin our school®

Alfredo Casella Sei Studi per Pianoforte
Invenzioni per Pianoforte

Goffredo Petrassi Cori di Morti

Luigi Dallapiccola Tre Canti di Prigionia
Cingue Frammenti di Sappho

Federico Ghedini Concerto d ' Albatro

Guide Turchi Trio

Mario Zafred Secondo Concerto per due Pianoforti
Camillo Togni Fantasie per Pianoforie

Ex. 2. 2:Work list sent by Casella to Dent, March™1946

26 See the minutes of an ISCM meeting held on 1916, folder 50.1000.

" Casella, autograph letter to Dent, 3 March 194%) B/77:1.

2 Gatti, autograph letter to Dent, 7 June 1945, EIB56: 2 [italics added).

# casella, autograph letter to Dallapiccola, 9 Fe#6] FLD. Dent later admitted that, given the sgosat
circumstances, this letter was premature. DallapéccPersonal Report to the Committee of the draliSCM
section’, L.B13, 6.

%0 casella, autograph letter to Dent, 17 Mar 1948i€i050.1000, 1.
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At almost exactly the same point Dallapiccola waakimg contact with some prominent
musicians, amongst them Gatti, Alberto Mantelli,e@imi, and Riccardo Nielsen, with a
view to reforming the Italian section of the sogieThus the two composers who had
famously fallen out over the ISCM in 1939 both baearivals in its resurrection. Casella
began making reformulation plans under the banh&etrassi’'s ‘Musica Viva'. His letter

on March the 1% announces this to Dent, and notes his displeaguballapiccola’s similar

plans, which to him demonstrated that a gap wasiongebetween the Roman and non-

Roman elements of society:

How are the preparations for the festival going@pe to at least be able to send
a delegate. | await your response on the merith@fproposition to make the
Musica Viva the ltalian Section of the ISCM. | dotrhave information on
Dallapiccola’s attempts to create on its behalftahan Section. | have to say,
with all frankness, that his motion to totally exaé from the section the Roman
elements, and in particular Petrassi and |, wasveoy nice. But | am this
miserable provincial who seems to illustrate to paor Italy the best of years
gone by**

Before long, however, it was clear that the ISCMuildonot favour Casella in their
decision making. Dallapiccola wrote to Paul ColléerBelgian musicologist active in the
ISCM) on the 18 of January to tell him that his group would tuither to Casella or
Malipiero to be its presidenit.Collaer swiftly replied coyly that the ‘prevailingew’ in
London was that ‘younger musicians’ should be ermged to take the ledd Dallapiccola
consulted Mantelli and Ghedini, and replied on 288 of February, asking what Collaer
meant to imply by this suggestih.The Belgian's rather surprising response was that
Casella’s fascist past would not permit his apprdsathe Society’s delegatés Hearing
that Casella’s past was well known by the ISCM shdwe Italian musicians gathered
around Dallapiccola, who was later to recall thatwas ‘astonished at the accuracy with
which the outside world has been informed of ey@rysical and ideological movement of
ltalian intellectuals during the years of the WArA letter from Dallapiccola, Ghedini and
Mantelli to Gatti on the Bof April reveals that a change of plan was beiagsidered; the

group had decided to inform Casella of Collaertteleand to dissuade him from pursuing

31 bid.

32 Dallapiccola, autograph letter to Collaer, 16 1846, FLD.

3 Collaer, autograph letter to Dallapiccola, 1 F&B6, FLD.

3 Dallapiccola, autograph letter to Collaer,® 1946, FLD.

% Collaer, autograph letter to Dallapiccola, 25 N846, FLD.

% Dallapiccola, ‘Personal report to the Committe¢hef Italian ISCM section’, L.B13, 1-2.
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the presidency of the Italian section. They wrate ‘do not believe it possible for him to
return to the ISCM after his dealings with the Miny for Popular Culture ... can things
really return to the way they were before and bmiaidtered by Fascists? Gatti was
charged with breaking the news to Casella, andiileeagreed that the composer would
only play a part in an honorary committ&e.

This decision was soon vindicated. The ISCM did imanreach out to Italy for
cooperation, but the eventual invitation to the dom festival (from Edward Clark, and
coming at the end of May 1946), was to Dallapicdnktead of Casell&. It asked him to
attend as a delegate and to hear a performancdaso€dnmti di Prigionia — a work
presumably brought to the attention of the Sodmtyts inclusion on Casella’s list. And in
fact, the ISCM was treating Italy with relative iwlency: whilst no other Italian works or
delegates were chosen, nobody at all from Germawgtria, Japan, or Finland were
included; thus Italy was favoured amongst the Ax@svers in even having a delegate
invited to the Festival. These events prompted dpadcola to go ahead with forming an
official Italian section to propose to the delegat¢ the London Festival, here reported
publically on the & of July 1946 inl Mondo:

In many places in Europe and America ... variousonali sections have been
reconstituted and, amongst them, the Italian natisection. Its committee of
honour is composed of the engineer Enrico CarnadaMaestri Casella, Gui and
Malipiero; the managing committee is composed oidGatti, Dr G. Alberto
Mantelli and the Maestri Cortese, Dallapiccola, @hg Nielsen and Petrassi.
The general secretary for this year has been naetres Luigi Dallapiccol&’
So on Friday the'of June, Dallapiccola arrived in London. The féeit he could get there
at all was improbable, given the circumstancediatrich Kamper notes: ‘the controls at
Dover were severe: ltaly had as yet still no treatypeace with England and the visa
concessions must have been granted as a specifeption?’ The ‘special cards and
photographs for foreigners’ Dallapiccola had toambtieft him anxious over the reception

he was to receive as an lItalian; he later wrote‘thead not forgotten that Italy had declared

3" Dallapiccola, autograph letter to Gatti, 8 Apr G9ELD.

3 Gatti, autograph letter to Dallapiccola, 19 ApA&FLD.

39 See the letter from Casella to Dallapiccola repdrin Nicolodi edSaggi, Testimonianze, Carteggio,
Biografia e Bibliografia 71, and Dallapiccola’s reply, which constituteittpersonal resolutions to the
argument.

“0 Dallapiccola, ‘Societa Internazionale di Musican@mporanea’, 10.

1 Kamper,Luigi Dallapiccola: La Vita e 'Operg139.
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war ... and that in July 1946 we still did not haveeace treaty. | thought it my duty to
maintain my dignity: to be pleasant with everyoné to smile at no-oné&

The festival programme Dallapiccola would have bkeanded (seen in Example 2.
3) did not shy away from reminding him of Italy’saertain position. Their section, along
with that of Germany and Japan, was not listed, l@dvas present, as the jury minutes
regarded him, only as an ‘observer’. Dent’s intrciduy note would have done little to
reassure him that the war would go unmentioned:

Even before war broke out political troubles begaraffect the Society. Our
German section was dissolved by the National-Sstigbvernment soon after it
came into power, and although the Fascist goverhrhad sanctioned the
festival at Florence in 1934, our Italian sectioasworced to withdraw from the
Society in 19342

This openness to the past characterised the fedtiva less measured tone than Dent, the
national dailyNews Chroniclgsponsors of the event) enthusiastically repotiedfestival

as the musical equivalent of V.E. day:

For seven years the nations of the world have lim@ated. The exchange of
ideas was succeeded by the exchange of bombs. Ttaapendulum swings
slowly back to sanity, and the artistic soul of &ue is released from its long
nightmare of oppression... From the formerly occupiedntries and from all

over the world leading musicians are coming to landrhey will meet in an

atmosphere where the stifling influence of politiaad racial discrimination is

but an evil memory of the pabt.

“2 |_etter to Edward Clark, quoted in LutyeAsGoldfish Bowl167. The ‘peace treaty’ Dallapiccola refers to
was the official application of the Potsdam confeeeconclusions specific to the Italian nationpitsders
and foreign policy, which was not signed until ¥ of February 1947 and did not come into effectluht
31% of July that year. See Mamarellly after Fascism: A Political History 1943-196560.

3 ‘Programme of the XXth Festival of the ISCM, Lomdb946’, 7.

4 News Chroniclg6 July 1946, 2.
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Programme of the 20th ISCM Festival in L.ondon, July 1946
Saturday 6th July 3-5pm ENROLMENT OF MEMEERS Novellas, 160 Wardour Street
6.30 pm RECEPTION OF DELEGATES BY Waldorf Hotel
THE WEWS CHRONICLE'
Sunday Tth July 3 pm FIRST ORCHESTRAL CONCERT: Royal Opera House
Richard Mohaupt (Germany-USA)  Town Piper Music (1940)
Elizabeth Lutyens (England) Three Symphonic Preludes  (1944)
FRobert de Roos (Holland Pianp Concerto (1943-44)
Elsa Barraine (France) Second Symphorny (1935)
Sergei Prokofiev (US.SE.) Ode to the End of the War (1943)
Monday 8th July Tpm FIRST CHAMBER. CONCERT: Goldsmiths Hall
Jerzy Fitelberg (Poland-USA) Fifth String Quartst (1943)
Albert Moeschinger (Switredland)  Somnating (1944)
Sten Broman (Sweden) Second String Quartet
Luigi Dallapiccola Songs From Captivity
Izor Stravinsky (France-USA) Sonata for two pianos (1943-44)
Paul Hindemith (Germany-USA) String quartet in Eb (1943)
Tuesday 9th July Tpm CONCERT OF MUSIC BY HENRY PURCELL  Goldsmiths Hall
(1639-1695)
Wednesday 10th July 7pm SECOND CHAMBEEE. CONCERT: Goldsmiths Hall
Emst Krenek (Austria-USA) Seventh String Quartst (1944)
Josef Zavadil (Czechoslovakia) Suite for Vielin and Piano
Olivier Messiaen (France) Quatour pour la Fin du Temps (1940)
Amold Schoenberg (Austria-USA)  Ode to Napoleon Buonaparte (1944)
Thursday 11th July 10.45 am ASSEMBLY OF DELEGATES Novellos, 160 Wardour Street
7 pm PERFORMANCEBY THE BAILET RAMBERT Sadlers Wells
Friday 12th July 10.45 am ASSEMBLY OF DELEGATES Novellos, 160 Wardowr Street
7 pm CHAMEER ORCHESTRAT CONCERT : Goldsmiths Hall
William Schuman (USA) Symphory for Strings (1943)
Andizej Panufhik (Poland) Five Foll-Tunes
Anton Webern (Austria) Ist Cantata (1940)
Tibor Harsanyi (Hungary-France) Divertimento No. 2 (1543)
Sunday 14th July 3 pm SECOND ORCHESTRAL CONCERT: Roval Opera House
Alan Rawsthome (England) Corteges Overture (1943)
Raymond Loucheur (France) Nocturne for Orchestra (1941)
Roman Palester (Poland) Vialin Concerto (1939-41)
Bela Bartok (Hungary-USA) Concerto for Orchestra (1943)
7to 9 pm RECEPTION OF DELEGATES BY 74 Brook Street
THE BRITISH COUNCIL

Ex. 2. 3:Programme of the 30SCM Festival (schedule taken from pages 9-34).
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Dallapiccola’sCanti di Prigioniawere performed by the B.B.C. singers, conducted
by Ernst Ansermet, on th&'®f July. The work was enormously successful, &edacclaim
for its composer resounding: Dallapiccola writeat tthe cordiality noted before the concert
increased even more after the execution ofGhati di Prigionid.*> The composer later
gave this moment an aura of personal rebirth, mgithat when he was given the honour of
being especially invited onto the stage, ‘I presdmhyself to the public; and it was thus that
my new life started*® The ‘first great cultural conference since the 'wiwus lent
Dallapiccola’s music a rehabilitative quafifyaided by the unequivocal praise given to him

by the London reviewers of the festival:

the festival threw up two or three compositions ckhivere worthwhile and
appropriate to the occasion. Firstly, Dallapiccel&Songs from Captivity’, a
fascinating and lively essay in unusual sonoritieis. written expertly ..

of the younger composers who brought chamber musiigi Dallapiccola is
outstanding. HisSongs from Captivityor chorus, a large group of percussion,
two harps and two pianos are settings of senteinoes Mary Stuart, Boethius
and Savanarola. They gave one a new and thrilkpgrence... Dallapiccola’s
music is ‘like’ nobody else’s. He has the gifts ahé authenticity of the real
composer, and such are few and far betv/@en.

That this was the first real public contact anid@almusician had with the international
musical establishment, in particular the Anglo-Aro&n world, and that it resulted in such
acclamation for one of Italy’s most prominent corsgxs, demonstrates the symbolic power
this event holds in an assessment of post-waaitathusic.

However, the internal wrangling behind the scenkshs festival paints a less
positive picture of the musico-diplomatic scenaiwen after the success of tGanti di
Prigionia, Italy was still not a member section of the ISCMgd&allapiccola had tasked
himself with re-negotiating their entry. The Assdynbf ISCM Delegates was held on
Thursday 11 of July at Novello's publishing house, and itsiletations are documented in
full by means of a private report Dallapiccola tedfon his return to Italy. The minutes of
the meeting show that ‘a letter was read from Ligllapiccola reporting the formation of

a group of notable young Italian musicians whiclsige to be accepted as the Italian

“ Dallapiccola, ‘Personal report to the Committe¢hef Italian ISCM section’, L.B13, 1.
“ Lutyens A Goldfish BowtL67.

*”News ChronicleMonday July 8 1946, 3.

*® Frank, ‘The 1.S.C.M. Festival’, 234.

9 Boys, ‘London Festival of the International Sogitsir Contemporary Music’. 18-19.
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section of the International Sociefi’.Edward Clark (ISCM secretary) had privately
indicated to the composer that there would be oblpm in readmitting the Italian section,
but in Dallapiccola’s words, ‘the matter was nob®so simple® He was, as seen above,
‘astonished at the accuracy with which the outsid®ld has been informed of every
physical and ideological movement of Italian irgetuals during the years of the war’, and
in particular he was surprised at the negativityaals Casella shown in conversation with
Manuel Rosenthal and Jacques Ibert and occasionedspeech Casella had made at the
French embassy in Rome in 193®Dallapiccola was sent out of the meeting room26r
minutes, and when he was brought back in, Edward Déormed him that the majority of
delegates took exception to the inclusion of twees in the Italian section: Casella and
Petrassi. Dallapiccola was then asked to defentl ga¢urn, beginning with the elderly

Roman composer.

| spoke at length of the illness that has beseelZasver the last 4 years; |
insisted on the influence that an imperfect stdteealth can have on the moral
attitude of a person; | recalled that Casella -ina Jewish wife — believed it
necessary to render the life of his wife less diiffi, at least. From the bottom of
the table a voice (maybe it was Alan Bush) repte@dhe that others had Jewish
wives and yet did not descend to the compromisesl@amade. [Alois] Haba
claimed Casella ‘governed aggressively’; variouggigtes thought that it would
not be possible for them to work with a man thad behaved so lowly. Then |
pointed out that Casella would not have much tomtb the delegates of the
various sections, firstly because he is alwayseyaM and secondly because he
was taking part in the ‘committee d’honour’ and mothe executive committee.
All were agreed that the ‘Comité d’honneur’ hadyoal ‘decorative’ function;
but the name of Casella would not be acceptecen thsisted that for the young
Italian school: [in French] ‘there is a time befd@asella and a time after him’.
[Robert] Sanders replied that, whatever Casellaesgmted in ltaly, a clean
moral behaviour had to be demanded from him ... [BleRoland-Manuel was
the first to speak ... He recommended that the adgemalve all faith in me, and
accept my deliberations and my assurances thaell@asould absolutely not
harm the ISCM’ ... But Alan Bush rose up (who Dentsvater to define as “a
most passionate communist, but who we don’t takg seriously here), to hold
a long discourse speaking of ‘the executor’, thersgcutor’, the ‘torturer’. |
responded that Casella had killed no one, denounceahe or tortured no one
. But the attempt of Roland-Manuel had failed. Ak tbeginning of the

*0 ‘Minutes of the 1946 ISCM General Assembly of Dgites’, folder 50.1000, 8.
*1 Dallapiccola, ‘Personal report to the Committe¢hef Italian ISCM section’, L.B13, 1.
52 :

Ibid., 2.
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afternoon, it seemed to me necessary to assumensbpity myself, or to
eliminate Casella, or see the non-admission oftgian section

Politically speaking, there are several importararsgls to this debate. Firstly, the
ISCM members were anxious to demonstrate a ‘cleaakb with anything to do with
Fascism and the Axis regimes; this much is cleaitdblater official charging of the Italian
sections with ‘a thorough cleansing of its membig‘shand by the treatment of the
returning German section in 1928So Casella, the public face of the rift betweea th
ISCM and ltaly in 1939, connected with racist statats and imbued with a Fascist way of
handling external relationships, was not acceptdblehe international compositional
community. Secondly, the lack of categorical défm (in terms of ideology) latent in
Italian Fascism is acknowledged, but the ISCM waarc whether out of self-interest, the
pressure to conform or actual spiritual adhesioRascist doctrine, any working association
with the regime would not be tolerated. Thus on ititernational level, Dallapiccola’s
attempts to portray and interpret fascism as a ifdaylered and culturally insidious
phenomenon, involving the collective as mass-inntsxavere unsuccessfil.

Thirdly, Alan Bush’s intervention (from the far-tebf the political spectrum)
demonstrated that a Kafkaesque narrative of faseibimh depicted a symbolic world of
‘the executor’, the ‘persecutor’, and the ‘tortin@nder Mussolini had powerful resonances
outside of Italy. Whether or not anyone ‘took hierisusly’, the images he invoked would
have been potent enough for Dallapiccola, who wathe time working on an operd (
Prigioniero) that explored all three of these categories (thhothe personality of the
Jailer/Grand Inquisitor; see chapter 6). Fourttilg, ISCM’s policy towards Casella was not
framed in terms of a difficulty working with the mposer on a personal level, but with
what he symbolised — and defining this was thearedsr the debate which lasted, by
Dallapiccola’s estimation, for 35 minut&sAnton Haefeli argues that Casella was seen to

*3 |bid., 4-5.

% Two rival applications for readmission were sentrf German sections to the Society in 1947; theyewe
both told to return the next year having purgedrttreembership of radical elements and Nazis. ‘Masubf

the 1947 ISCM General Assembly of Delegates at Ardsim’, folder 50.1000, 7.

%> Even some in the international community wouldéhakiared such sentiments: see Collaer, autogrtiph le
to Dallapiccola, 284ar 1946, FLD.

%6 |_etter from Dallapiccola to Fedele D’Amico, 3 AilgSaggi, Testimonianze, Carteggio, Biografia e
Bibliografia, 73.
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be just too closely linked with Fascism; many relgdrhim ‘the cultural figurehead Casella,
the senior ISCM functionary: Mussolini’s "right ldaman" and musical prophet'.

The discussion on Petrassi had a more positiveomédor the Italian section. Some
ISCM members were worried about his involvemerthas 1942 meeting of the ‘Permanent
Council for the International Cooperation of Comgrss the Nazi sponsored opponent to
the ISCM founded by Richard Strauss in 1934. Howeballapiccola’s arguments in the

composer’s favour were this time successful:

The right side of the table (Egypt, Denmark, Halazechoslovakia), put to
me their very generic questions about Petrassidnitbed that he was in
Germany with Malipiero and Pizzetti in 1942, ‘bu try to improve the
conditions of modern music with respect to the Nagime'. It seemed that my
words did not convince all. And now | put a questio them: ‘Is there someone
here that knows that the music of Petrassi wasndefin Germany?’ Sanders,
who was standing (evidently to object to somethsegf)down and replied in the
negative. In five minutes the ‘Petrassi case’ béexer and came to be considered
non-existent’

The lack of a link between Petrassi and an offipr@nouncement of fidelity to the regime
seems to have been the determining factor in tissudsion. The ISCM delegates were
prepared to accept the likelihood that a composetdcbe used by a Fascist state for its
own ends. They would have been aware that Pesassisic, along with that of Malipiero
and Dallapiccola, was in fact banned at some pamtSermany for aesthetic reasons, and
that the composer had shown no tendencies to fieeafreactionary anti-Europeanism that
marked the end of Casella’s life. Regarding thamhposer, Dallapiccola’s only option was
clear to him: Casella had to be struck off from rhership of the honorary committee of
the Italian section. In the afternoon session efrtteeting, this was done:

Resuming discussion of the Italian applicationtrarsgy recommendation that the
Italian section be charged with a thorough cleapsints membership was made
and that Signor Casella should retire from the G@é&md’honneur, Mr
Dallapiccola gave this undertaking and it was thpom proposed by Hugo
Weisgall (U.S.A.), seconded by Johan Bentzon (Dekjmand unanimously
carried, that the application made by Luigi Daltapila for the re-admission of
an Italian Section to the Society should be acckfte

" Haefeli, Die Internationale Gesellschaft fir Neue Musik (I@N ihre Geschichte von 1922 bis zur
Gegenwart286.

%8 Dallapiccola, ‘Personal report to the Committe¢hef Italian ISCM section’, L.B13, 5. Petrassi Hyie
recalled this festival in a later interview: Sadusisic in Fascist Italy142.

%9 ‘Minutes of the 1946 ISCM General Assembly of Qites at London’, folder 50.1000, 9.
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The dual aspects of this debate — the positiveooutcfor Italy and the convoluted
and negative discussions needed to reach it — toebd taken together as complementing
factors, facets of a delicate re-navigation of Hoeindaries of ‘nation-state’ and cultural
memory in light of the tarnishing effects of thec&ed World War. It has been useful in
particular to reveal how politicised this event wasthis regard, Charles Maier and Karen
Painter’s statement as recently as 2004 that ‘Gadeputized Dallapiccola to renew Italy’s
representation at the ISCM’ is shown as simpliatid incorrect by the sources drawn upon
in this chaptef® Yet the complex ideologies surrounding post-waovery seen at the
1946 ISCM festival are given a further level of mieg when theCanti di Prigioniaare
themselves interrogated, demonstrating how the galligiambivalent and the historically

politicised fitted together in a unique way in tieeinternationalisation of Italian music.

The ambiguous cultural memory of Dallapiccola’sCanti di Prigionia

Given what is now known of the debates at thevaktn 1946, it is important to reconsider
the Canti di Prigionianot just as an example of Dallapiccola’s well kmowrotest-music’
genre (as it has been conventionally interpretad) ds a work that fulfilled a specific
function in a specific historical context, a furctithat is in part determined by its musical
content®® The overwhelmingly positive reaction that greeted Canti has already been
shown, and it can be argued that in 1946 Dallapasanusical pronouncements counted as
much as his verbal ones in demonstrating a renefvidhlian musical culture — a moving
beyond Fascist aesthetics. This perception dondniater histories. In the 1950s, British
and American commentators were pointing to the dational status of the work in post-

war Italian music:

Dallapiccola has deeply impressed himself on myscmusness with his
magnificent 'Canti di Prigionia’, and this greatlaarrible score, twelve-note or
no, has convinced me that Italy is once more bacthe musical maff

Both the Canti and the oper&Prigioniero] reveal Dallapiccola as a prodigious
musical personality, a man of high intellect andagmation, formidable

60 Maier and Painter, ““Songs of a Prisoner”: Luigal@piccola and the Politics of Voice under Faséism
llliano ed.ltalian Music during the Fascist perip871

®1 The Canti di Prigionia consist of three ‘songs”: ‘Preghiere di Maria $tiza (‘Prayer of Mary Stuart’),
‘Invocazione di Boezio’ (‘Boethius’s Invocation®Congedo di Savanarola’ (‘Savanarola’s Farewell’).

2p J.P’, ‘Review of Vlad|uigi Dallapiccola, 310.
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technique, and broadly cultivated humanity. His aisgenuinely new and
important voice in contemporary musfc.

And even later, historians have often stronglyifiest to its rehabilitative effects at the
ISCM in 1946: William Austin writes of the ‘most garising and stirring work on the
programme’ whilst Anton Haefeli argues tliae Canti di Prigionieroacted powerfully in
being ‘one of the few works which reacted to thecsls of class pursuit, race hatred and
holocaust, of fascism and National Socialism comtifi* In Italy, it is no overstatement to
say that theCanti proved talismanic in post-war musical rehabildati attested to by the
central place it played in the resurrection of tienice International Festival of
Contemporary Music in September 1946, its perfograat the Sagra Musicale Umbra in
1948, and at the 1949 Maggio Musicale Fiorentthtze work also toured America in the
early 19508° and in 1952 it appeared at the importai@euvre du XXe siécleestival in
Paris®’ The idea of theCanti as the first part of an anti-fascist triptych gjed later byll
Prigioniero, 1949-50 and th€anti di Liberaziong1955) was a potent one beyond 1946,
and since this becomes a dominant hermeneuticaitieaugh which scholars automatically
interpret Dallapiccola’s music, it seems (quitehtig) natural to ascribe th€anti’s power
at the first post-war ISCM festival to this chastic: in essence they were received as a
work of ‘musical diplomacy®® All this is strange, because, as will be argukd Qanti di
Prigionia is anything but a post-war, rehabilitative work. dhything, its identity was
constructed after its composition in 1938-41, battithe 1946 ISCM festival and in Italian
musical life in general. Substituting an ontologiemalysis of the work for the more
common a posteriori investigation sheds light on two rather problematiistorical
constructions surrounding ti@anti di Prigionia

The first is historical: the idea that the work wesnceived in antagonism to

fascism, and therefore the songs were, to quotdaetola, ‘buried by men and

% Goldman, ‘Current Chronicle’, 405.

8 Austin,Music in the 20th Centur14; HaefeliDie Internationale Gesellschaftifileue Musik (IGNM):
ihre Geschichte von 1922 bis zur Gegenw2389.

% See Sita, ‘I Festival’ in Salvetti and Antolinigdtalia Millenovecentocinquantal 17-137.

% Goldman, ‘Current Chronicle’, 405.

67 See CarrollMusic and Ideology in Cold War Europk9, 61.

% For example, see Raymond Fearn’s discussion o, Luigi Dallapiccola 56-66. Much of this
hermeneutical lens was built on the basis of Dataga’s article ‘The Genesis of ti@anti di Prigioniaand
Il Prigioniero: an Autobiographical Fragment’, which appearedlie Musical Quarterlythus ensuring a
wide Anglo-American readership) in 1953. A reviseghslation can be found in Shackelfobllapiccola on
Opera 35-60.
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circumstances ... after their creation in Rome in11921n fact, the conception of tH@anti
came as Dallapiccola was only just ending a fiftgear political adherence to the fascist
party, albeit shallow, and thus it is deeply ambiggias a completely anti-fascist work. The
much-quoted assertion by Goffredo Petrassi thatapiakcola was, until 1938, ‘a fervent
fascist — so fervent that he sometimes annoyedeassifies to this, as does the fact that
Dallapiccola firmly took Mussolini’'s side againgtet economic sanctions during Italy’s
invasion of Ethiopia in 1935 Jurg Stenzl and Fiamma Nicolodi both argue forhsac
historical reading> Other scholars, such as Mario Sperenzi and Bere Edmave
increasingly come to the conclusion that the opémdo di Notte — the very work
Dallapiccola broke off composing to start tBantiin the September of 1938 — is inherently
fascistic’®> Earle’s insights into the ideology of the operamdestrate three important
things: firstly, Dallapiccola’s dramaturgy deperms mechanized, hyper-realist models of
d’Annuzian inspiration and fascist spectacle; sdbprthe Airline director, the hero-god
Riviére, identifies directly with Mussolini; anditdly, the structure o¥/olo di Notteis both

a microscopic and macroscopic ‘crescendo-cathamsiion towards the death of the pilot
(Fabien) for the cause of modernity, symbolising tgo-annihilating absorption into the
individual collective subject of fascisrf®. Sperenzi's argument revolves around his

reluctance to introduce himself to Dallapiccolagterformance d¥olo di Nottein 1964:

| remember well that afterwards, having anxioushkaited the performance of
the work with interest, | was left disconcerteccauld not understand the fact
that Dallapiccola, known for his anti-fascist viewsd written an opera that at
first sight seemed to me, if not an apology for tegime, at least strongly
ambiguous in its exaltation, through the persoyalit Riviere, of the figure of
the ‘leader’ of invincible will. Now, 30 years aftéhe performance in 1964, |
freely admit the simplicity of my equation ‘RivierMussolini = Airport: Italy’;
but therein lies the enigma of this wdfk.

%9 Letter to LutyensA Goldfish Bowl 167. Dallapiccola made a similar remark in ‘Then@sis of th&€anti di
Prigionia andll Prigioniero: an Autobiographical fragment’ (origin®usical Quarterlyversion, 365): ‘after
the Rome performance, personalities and circumetabarred the way for tiganti di Prigionid.

"0 Quoted in Sach#/usic in Fascist Italy146.

1 Stenzl Von Giacomo Puccini zu Luigi Nono. Italienische Muk922-1952: Faschismus — Resistenza —
Republik 153-9. NicolodiMusica e Musicista nel Ventennio Fascjs289-90.

2 See Sperenzi, ‘L’enigma del “Volo di Notte™ Dallapiccola. Lettere e Prospettiv@59-275; Earle, ‘The
Avant-Garde Artist as Superman: Aesthetics andiP®lin Dallapiccola’s/olo di Nottéin llliano ed.Italian

Music during the Fascist perio@57-716.

3 bid., respectively pages 692, 683 , 687.

4 Sperenzi, ‘L’Enigma del “Volo di Notte™ in de Sts (ed.)Dallapiccola. Letture e Prospettiy@59-60.
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It is impossible to deny that th€anti were conceived within this problematic
context. So the composer’s testimony, which famoisgioke of the work as a direct
response to the racial laws, needs to be re-cdgfhinof the piece’s historical proximity to
other ideological motivations:

How should | describe my state of mind when | ledrfrom the radio of the
decisions of the Fascist Government on that fadépt&nber afternoon [1938]? |
should have liked to protest; but, at the same,timeas aware that any gesture
of mine would have been futile. Only through musiould | express my
indignation’®

And if the Canti are the first signs of a turn from Mussolinian o@g— and how this itself
might work will be explored later on — they wer@eg such a status by the composest
facto, so to speak, in the hey-day of 1950s anti-fasa@swh through the exigencies of a
particular type of post-war selective memory. Givimeight to this assertion is the fact that
the work was not received in Fascist Italy in angywconsistent with Dallapiccola’s
conception of its political message. Whilst ewolo di Nottewas publicly accused by
Alceo Toni, one of the regime’s more zealous adlicomposers, of lacking the appropriate
glorification of heroisni? the Canti - ostensibly the opposite type of work - madees t
composer admits a ‘terrific impression’ at theisfiperformancé’ That the premiére could
take place in 1941 in a prominent Roman theatrelected by Fernando Previtali — on the
day of the declaration of war against America rgs le is testament to this. As Bjorn Heile
ruefully notes, ‘it is open to question how far arlwpremiered in Rome in December 1941
with no particular repercussions can be seen tesistant”® And the idea that the pieces
were ‘immediately buried by the authorities’ isalguickly dispelled. If so, why after its
radio premiere was Dallapiccola invited to subrnéRreghiere(the first of the thre€anti

to be composed) to the prestigious and, by thiatgmslitically controlled Venice Biennale
in 19407° How could Mussolini himself towards the end of liie be found commenting

‘we can expect good things from [Luigi] Dalla Pita6® If so, why in 1941 would

S Dallapiccola, ‘The Genesis of ti@anti di Prigioniaandll Prigioniero: an autobiographical fragment’
(original Musical Quarterlyversion, 362-3).

® See FearrL,uigi Dallapiccola 39.

" Dallapiccola, ‘My Choral Music’ ilThe Composer’s Point of Viewd. Hines, 165.

8 Heile, ‘Review of Raymond Fearn, “The Music of guDallapiccola™, 152.

9 Letter [on paper headed ‘Festival Internazionalelasica Contemporanea della Biennale di Venezia’]
Dallapiccola, 8 February 1940, FLD.

80 SachsMusic in Fascist Italy15-16.
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Dallapiccola be invited by Giuseppe Bottai (Minrsteor Education in Mussolini's
government) to sit on a committee dedicated toesyatically eliminating non-Italian works
from conservatory curriculd?Why, as late as April 1943, was the composer wesgb
urged in the press by Vittorio Mussolinil (Duces son) to write a patriotic Fascist
symphony® And why, as Earle notes, would it be that ‘thé¢ &if Dallapiccola’s [Italian]
commissions and performances from 1940-1943 isdsgive’$® None of these revelations
sit easily with the image of a reputation ruinedtbg anti-fascism of th€anti at the first
performance of the first movemenRteghiere(1938), nor the whole work (1941). The early
post-war commentator on the work, Gianandrea Garazonly serves to reinforce this
point: writing in 1946, he spoke of ‘the numberapitics that have written of [th€anti]
with congenial affinity’ and ‘the favour it has mamongst listeners of different moral and
aesthetic attitudes, both musicians and f6n’.

So however much th€anti are protest music now, the Italian musical comnyunit
did not understood it as such at the time — andditbthe Fascist authorities. The origins of
the Canti di Prigionia rather than being found in a subversive protgatrest fascism, were
instead very much entangled with the regime. Thas wot the image of the work or of the
composer that the ISCM was given in 1946, whenptlogramme note to th@anti in the
festival brochure proudly boasted of their rootgéaction to the racial laws of 19%8In
this sense, then, at the very core of Italy’s m&#ionalist project in the post war period was
a work with compromised origins.

And even if the work is considered as an autononamtisy, it does not function as
an uncomplicated act of protest against totalitasia. Compared to Italian works from this
period that are often seen as springing from tlemgke of theCanti, and that specifically
write about fascism, liberty and freedom — Luigi Md¢s Epitaffi per Federico Garcia
Lorca, his Il Canto Sospes@nd Bruno Maderna'Kranichsteiner Kammerkantatéor
instance — th€anti are much less overt. No wonder: Dallapiccola cawdtiof course have

written a clear ‘anti-Mussolini’ work in 1941 anedele D’Amico recognised this when he

8. See NicolodiMusica e musicisti nel ventennio Fasgi$98-9.

82 Quoted in D’AmicoCanti di Prigionig 92.

8 Earle, ‘The Avant-Garde Artist as Superman: Adstiend Politics in Dallapiccola¥olo di Nottein
llliano ed.ltalian Music during the Fascist peripd13.

8 Gavazzeni, ‘Dai Canti di Prigionia a Rencesvai¥usicisti di Europea204.

8 ‘Programme of the XXth Festival of the ISCM, Lomdb946’, 19-20.
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pointed out as early as 1945 that the songs ‘comtaipolitical or social reference€ So
the texts of theCanti di Prigionig (seen at Example 2. 4), rather than protestiragnag
Fascism (a problematic interpretation; they dowrtually ‘say’ anything so specific), are
inextricably linked to the fluctuation of their kisical moment, described above. If

anything, they are acting as Dallapiccoledsmfessional voice

Prayer of Mary Stuart (from Stefan Zweig's biography of the Queen)

O Domine Deus! Speravi in Te. O Lord my God, I have hoped in Thee,

O care mi Jesu! Nunc lbera me. O dear Lord Jesus set me free,

In dura catena, in miseria poena, desidero Te. Despite my hard chains and misery, I desire Thee
Languendo, gemendo et genu flectendo, I languish, and groaning bend my knee,

Adoro, imploro, ut iberes me. Adoring, imploring Thee to set me free.

B oethius, from The Consolation of Philosophy

Felix qui potuit boni Happy the man whose eves once could
fontem visere lucidum Perceive the shining fount of Good;
felix qui potuit gravis Happy he whose unchecked mind
terrae solvers vincula Could leave the chains of earth behind.

Savonarola, Meditation on the Psalm “Inthee, O Lord hene I put my frust”™

Premat mundus, insurgant hostes, nihil timeo Let the wotld oppress, let the foe rise up, I fear nothing:
Quoniam in Te Domine speravi, Forin thee, O Lord, have I trusted,

Cuoniam Tu es spes mea, For thou art my hope,

Cuoniam Tu altisimun posuist refiugium tuum For thou hast placed thy refuge on the summit.

Ex. 2. 4: Texts of theCanti di Prigionia

How is this claim to be supported? For a startwioeds are all taken from those
imprisoned forheresy Mary Stuart because of her Catholic faith, SewexiBoethius by a
Byzantine tyrant, and Girolamo Savonarola by thedigiebecause of his Florentine
reforms. That all three went on to be executedtlieir outspoken beliefs is perhaps the
most overt anti-authority move in ti@anti, for which Dallapiccola deserves admiratfdn.
But their exoneration is not the point, rather thailnerability; and their fulfilment is in

internal redemption, not in a vindication of theghts, as Fedele D’Amico wrote:

8 D’Amico, ‘Canti di Prigionia’ inSocieta 95. Goldman makes a similar point in 1951, wgtihat theCanti
‘are not songs of documentary captivity; they conte allusions to circumstance’. ‘Current Chroaich06.
87 Alongside this, it is provocative that the ‘Pregjfe’ of Mary Stuart is quoted from a book by SteZaveig
(a prominent Jewish author whose libretto to SsaBie Schweigsame Frded to the banning of the work
in Hitler's Germany).
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The ‘prisoners’ of Dallapiccola evidently are nagd in the socialist sense (not
even in the sense of the Christian democrats, thotlgy are certainly
Christians). They are simply prisoners that affitmeir own exile and fetters.
Their protest is an act of elementary humanityested with only an interior,
religious redemption. But this does not make thess kolemn or believatfig.

Secondly, in invoking a pre-modern world and ugimg ‘universal language’ of Latin, they
act as an escape route for the composer from tastisth century, simultaneously letting
Dallapiccola turn to religion (and to the symbatmmmunity of the Catholic faith) which, it
can be seen, steadily replaced nationalism aspinieusl muse in his lif€° Thirdly, Mary
Stuart’s verse expresses a bodily agony that egjwatd the claustrophobia and crisis of
spirit that overcame Dallapiccola during the conifgms of the Canti; D’Amico, again,
touches on this when he speaks of a ‘revolt (inaaded terms) from the society and the
conditions in which th&€anti were born, from the individuation of strength thas revolt
calls us from?° Fourthly, and paradoxically, Boethius’ verse enates Dallapiccola’s
tendency towards Platonistic conceits, separatiody band soul and holding that if one
could only think well enough, one could escapeltbdily realm. The ‘higher good’ of the
mind is an empyrean of intellectual, literary amtistic autonomy, and the power to seek
refuge in an art uncontaminated by politics is eanbd; in essence, Dallapiccola offers
salvation through the liberal arts. In all of thise emphasis is on something less established
than ‘protest’: more rightly, a confession of weeks; a ‘coming to one’s senses’; and an

escapist mentality.

Underneath several layers of historically interpedameaning then, th€anti di
Prigionia is a multivalent work where such musical and hisedrambivalences engage in
an extraordinary fusion. The re-inscription of tiverk as a ‘work of confession’, in
opposition to the conventional ‘work of protestnaenstrates how thoroughly history itself
changed this music and its remarkable flexibilityfitting the trope of the ‘post-war’, as
Gavazzeni and D’Amico both observed in 1945:

This exact period of history and the mass of ithgosite elements has truly laid

on this work a weight and an intensity of intersahtiment, the strength of an
individual moral and emotive existente.

8 D’Amico, ‘Canti di Prigionia’, 96-7.

8 Fearn Luigi Dallapiccola 224. By 1941, th€anti were Dallapicocla’s most religious work to date.
° D’Amico, ‘Canti di Prigionia’, 96.

1 Gavazzeni, ‘Dai Canti di Prigionia a Rencesvai¥usicisti di Europea203.
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The Canti di Prigioniais really the retrieval of this content: it is th@ment in
which the metaphysics of Dallapiccola finally digecs its ‘terrestrial veil’ in
which it is born and by which it is liberated: tek by whichit inserts itself in
the human history of our tinié
All these hermeneutical moves are confirmed in &aticola’s major symbolic act:
the use of the Gregorian setting of the dark tamtk-century judgment-day poem that sits

at the heart of the Requiem mass: the ‘Dies Iraes Dla’.

3!:::-

- - —.’ -

Di-es ir- ae Di-es il - la Sol-vet Sae-clum in  fa - vi la Tes-te Da-vidcum sy- by lla

Ex. 2. 5:Plainchant melody of the ‘Dies Irae, Dies llla’

In the Canti this melody is prominent from the very beginniagd appears in one form or
another on (almost) every single page of the scBweh heavy reliance on musical
borrowing cannot fail to be without significancendahere the theoretical work of David
Metzer and J. Peter Burkholder on musical apprbopnras useful. Metzer argues that in

twentieth century music

[borrowed material] stands apart by virtue of beiogt of context. Such
conspicuity intensifies the engagement betweenaalti new ... Once inside, it
continuously points outside, as the prominencéeforrowing prods us to look
back to its origins ... transformation never assufpesnacy” over the original

or provides the exclusive “framework” by which @rc be understood ... [the
new work] cannot so easily control, let alone fstrihose associatiors.

Metzer’'s fundamental point is that the appropriatdgect always carries its cultural
discourse with it, and moreover the dialectic befweld and new creates a novel type of
work based on an aesthetics of non-integratioutitiral collision. Thus the ‘Dies Irae’, in
this scheme, carries the monastic world of medi#agl into theCanti di Prigionia further
reinforced by other medievalisms such as the ugeaddllel organum (the multitudinous
bare fifths) and cori spezatti (the spilt ‘choirbmoach of the third movemerif).
Dallapiccola’s cultural agenda and his life-longdmation with the world of Brunetto

92 D’Amico, ‘Canti di Prigionia’ inSocieta 98-99 [italics added].

9 Metzer,Quotation and Meaning in Twentieth-Century Music3.

% Stylistically, these traits are hallmarks of Dpltzola’s early music, evidenced in works suchhesSei
Cori di Michelangelo Buonarroti il Giovanef 1933-6 and th&re Laudiof 1936-7. See Fearfihe Music of
Luigi Dallapiccola,28-38.
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Latini, Dante Alighieri and Jacopone da Todi makis kind of ‘discourse transference’ the
most likely one, though nineteenth-century impl@as of the ‘Dies Irae’ within music (as a
more specific reference to death and morbidity)ncarbe ignored when considering the
work on its own terms. But do either connotatioasénanything directly to do with anti-
fascist oppression? More correctly, their signifiedeanings are fundamentally
metaphysical: death culture, the dark self-modiicn of medieval monasticism, the
apocalyptic and imminent judgement of the world &he idea of divine eschatological
wrath. Colliding with the circumstances of tR&anti’'s composition - portentous times, a
shift in personal beliefs — Dallapiccola’s use o€ls associations suggests that @anti di
Prigionia is more a confessional-work responding to the caliejpentance rather than a
protest. It represents the composer’'s sudden ‘tlaptsobia’ under a regime he is unsure
of.%® Thus Dallapiccola does not quote the ‘Dies Iraefraich as wrestle with it. The extent
to which the Canti tussle with their cultural associations is obvidtisone considers
Burkholder’s ‘taxonomy of borrowing’. Out of his Tategories of borrowing, a full seven
can be identified in Dallapiccola’s use of the ‘Dieae’:

Burkholder's Borrowing 'Type’ Instrument Bar
Modelling structure on the borrowed material Multiple Movt. IT b 132-183
Paraphrasing Pn. I<11 Hp. I+11 Movt. TIT, b. 4-5, 7-8 etc.
Setting to new accompaniment Multiple Movt. L b 1-4
Using as a cantus firmus Pn. I+IL Hp. 1411 Movt TIL b. 73-75
Stylistic allusion Vb. Movt. IL b. 49-56
Programmatic quotation aligned with a text Multiple Movt 1T b. 1-132
In a patchwork texture alongside other melodies Series/Dies Illa throughout

Ex. 2. 6: Borrowing ‘Types’ in DallapiccolaCanti di Prigionia®

The transitional and ideologically confused natofethe Canti is demonstrated in its
imaginative and plural use of the ‘Dies Irae’ chasta negative motif of judgement and the

realisation of doom. This is furthered by the knedge that the melody was not originally

% Dallapiccola noted that others had applied thisdto hisCanti. Dallapiccola, ‘My Choral Music’, 162.
% Burkholder, ‘The Uses of Existing Music: MusicabiBowing as a Field’, 854.
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intended as a symbol of ‘outcry’ at the outset %38 simply because it wasn’t used then: it
is a later addition to the music, coming into tleenpositional process in July 1939. As the
composer’s sketchbooks in the Archive of the Gabin®iessueux in Florence show, the
work originally started in bar 26 and made no n@nbdf the Dies Irae melody. Only half a
year later did Dallapiccola compose the first 26skas an introduction, which, almost as if
to make up for its lack in the latter stages ofjifexe, features the chant more dogmatically
than any other section of the watkTherefore the case for seeing this work as a gfadu
process of ‘repentance’ and ideological transitionthe composer is strengthened. John
Waterhouse suspected as much: ‘Dallapiccola’s dwming urge to put his Fascist past
firmly behind him may itself have been an importaiving force behind those justly
famous political protest works ti@anti di Prigioniaandll Prigionierd’.*®

If the constructed identity of th@antiin the post-war period rested in part upon the
symbolic freight of the'Dies Irae’, it was also backed up by Dallapiccola’s staunch
reputation for a burgeoning modernism that repriesecompositional ‘freedom’ in the face
of reactionary political repression. So the facttthe Canti were seen as Dallapiccola’s
first serial work is important. And the debt to AntWebern in theCanti is heavy; they
began to be written in 1938, the same year Dallayac was so impressed HWyas
Augenlichtat the London ISCM festival and penned his longe&pbsition of what he found
irresistible in Webern’'s music: sonority, timbrepldnes of sound’, and the use of
canonicism and combined canons as pure music §near of an orchestral textur€)One
section of theCanti in particular is heavily redolent of the Secon@&nhhese composer: the
central section of th€ongedo di Savanaralavhich is constructed as a rigorous multiple
canon. Example 2. 7 shows that there are two on@hegoupings: one of a ‘choir’ of 16
singers, four on each part, and one of an ‘orchesfrthe instruments plus the remaining
members of the chorus in four parts. The first greings a double canon: between the
contralto and the soprano (Canon 1), initiallyhat fifth and changing to the fourth in bar
50, the soprano offset from the contralto by fiwed) and between the bass and the tenor
(Canon 2), a shorter canon with the bass offset fitee tenor by a minim, and inverting the

tune, starting at the interval of a tritone.

" See the autographs in the Fondo Luigi Dallapigasgaecially LD Mus. 43.

% \Waterhouse, ‘Review dfDallapiccola on Opera. ‘Selected Writings of Lubgillapiccola” by Rudy
Shackelford’, 439.

9 ‘Anton Webern “Das Augenlicht™ ifParole e Musica225-230.
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Ex. 2. 7:Canonic structure in bars 33-66 of Dallapicc&anti di Prigionig ‘Congedo di Savanarola’
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The second grouping (labelled as the ‘Orchestra’egy rise to the Schoenberg-‘Die

Mondfleck’ comparison made by Roman VI&8,as the three canonic parts (Canon 3)
reverse on the third beat of bar 49 and play timaiterial in retrograde (Example 2. 8); thus
this entire section has a mirror-like constructiamder-girding it in its most prominent

texture, that of the orchestf3.
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Ex. 2. 8:Retrograde point (piano 1) bars 48-50, DallapicoBknti di Prigionia '‘Congedo di Savanarola’

The combination of these three textures, a vocalbo canon and an instrumental
retrograde canon, achieve the kind of contrapuptaity’ which Dallapiccola so admired
in passages such as this fr@as Augenlichta single straight/retrograde canon followed by

a double one:
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Ex. 2. 9:Bars 47-57 of Weberias Augenlicht

199y/lad, Modernita e Tradizione nella Musica Contemporar@6.

101 K amper calls it ‘Fiamminghismo’ (‘Flemishnesshough he does not acknowledge the Webernian
connotations of this phrase. Kémplewjgi Dallapiccola, La Vita e 'Opera205; see also Weberfihe Path to
the New Music22-23.
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Yet Dallapiccola’s canons are infrequently seriaflecting theCanti as a whole.
Serialism forms part of a dialectic, a well-defir@gn system. Creating a hierarchy of value
and function between the serial and the modal eltsnef the work — between row and

‘Dies Irae’ — was something Dallapiccola was kezhighlight in his ‘Genesis’ essay:

The twelve-tone system intrigued me, but | knevite about it! Nevertheless,
| based the entire composition on a twelve-toneéesegrand, as a symbolic
gesture, counterpointed a fragment of the ancienmgical sequenceDies irae,
dies illa... 1 was convinced that the use of tHaiés iraé in the manner of a
cantus firmusvould facilitate the comprehension of my idé¥s.

The problem is that the aesthetic binary presehezd - serialism as structural, ‘Dies Irae’
as symbolic - is hardly borne out by analysis @& thusic:® In fact, there is an indefinite
spectrum between these two positions, creatingeég problem of classification, and thus

the sense of fusion, that t@&anti present. This is most obvious at the very opening:
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Ex. 2. 10:Bars 1-4 of DallapiccolaZanti di Prigionia ‘Preghiere di Maria Stuarda’

Some simple note-counting traces out the row aadDfes Irae’: what is heard above all is
not a linear set but a series of two four-note gsoand a tetrachord woven around the
familiar chant. This is facilitated by the constion of the 12-note series (Example 2. 11)
which can be divided either into 3 distinct linéatrachords or, if displaced by one note and

treated circularly, three diminished sevenths. $&Bes contributes distinct harmonic and

192 pallapiccolaDallapiccola on Opera4?.

193 See a letter from Dallapiccola to Wladimir Vogglioted in FearrLuigi Dallapiccola 60, where the
composer admits as much.
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cellular groupings to the composition, as does‘Ehes Irae’, in contrast to providing an
ordered pitch set in a strictly serial way. Anceratstingly, though Dallapiccola specifically
designated the ‘Dies Irae’ as a Cantus Firmushatdpening this label is much more

applicable to the serial line: it is the slower nmavand lower melody.

a

" je b
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Ex. 2. 11:Row of DallapiccolaCanti di Prigionia

This indefinite spectrum between serialism and liein needs some deeper
analysis to tease out its details. Across the whet®mnd movement, one might think at first
glance that the serial method does here strudterenusic and offsets against it a symbolic
chant. Dallapiccola uses a nested ternary formeinstomary ABCBA arch that sets up an

expectation of neat units of phrasing and repetitié

B
[ 1
A b c b A
Presio 3 | Melte Mosse 7 5 4 ' Tranquillo 41 Impetuoso 7 5| Prestissimo 3
d=124 41J=144 442, 2, 4 4| Tempal 4
=p| _ (cjh.tmn:.Jx P - o rop
: X Instrumenis
Instrumennts Choir Instrumenis -

Felix qui potuit boni 1 Felix qui potuit grawis o Felic qui potuit grawis | (Choir - complete text,

foritem visere lucidum ) tetrae solvere wincula | terrae solvere wincula | in unison interjections)
Bars: 1-132 133-156 ! 156-168 ! 169-183 184-320

Ex. 2. 12:Form in DallapiccolaCanti di Prigionia ‘Invocazione di Boezio’

The opening A section consists of flights of fastving crotchets echoing between the two
pianos, underlain by chords and melodies. The piam is constructed from various
transformations of the row, and thus the seriagtilised to produce waves of continuous
motion, in a common configuration that sees thenprform followed by the retrograde or

inversion:

104 See FearnThe Music of Luigi Dallapiccola236 on Dallapiccola and symmetry.
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Ex. 2. 13:Bars 1-6 of DallapiccolaCanti di Prigionia ‘Invocazione diBoezio’

Row choice is predicated on the linking intervaltween waves, to ensure that all
connections (there are 27 in total) are minor andsequently preserve the ordered
intervallic content of the row. The ‘Dies Irae’ mdl is interspersed throughout this section
in the manner seen at Example 2. 14, veiled byedsstral placing and a second, off-beat
bass line, and obscured by dissonant harmonisamonseveral ‘false entries’. All these
factors, aided by the fragmented and divided ptaani the chant, can be taken as
Dallapiccola’s attempt to embed the “Dies Iragito the already pre-existent score, giving

it the sense of being an allusion to a past world:
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Ex. 2. 14:Occurrences of the ‘Dies Irae’ Melody, bars 1 38 bf DallapiccolaCanti di Prigionia
‘Invocazione di Boezio’

81



Chapter 2

However, this is not the full story, as there aeemkr-scale links between the
harmonic basis of this section (or, at least, vibatapiccola called the ‘polarity’ of certain
pitch class sets) and the harmonies implicit is thielody'® As the D-centred plainchant
melody is so firmly rooted round its centre, itéakon something of a tonic at the opening,
and after the breakdown of the pianos in bar 8&owes to a Dorian centred on A, acting as
a kind of dominant. This D-A structure is therkial by voice-leading towards the C major
tonality that finishes the section. Thus the onitghes that achieve a sense of harmonic
centrality are derived from the modal chant; iapgarent that Dallapiccola’s argument for a

symbolic/structural dualism between the ‘Dies Iraed the row cannot here be sustained.

Ex. 2. 15:Harmonic movement in bars 1-133 of Dallapicc@anti di Prigionia ‘Invocazione di Boezio’

As soon as this has fully unfolded, the use ofsiges becomes immediately less obvious,
and suspicions over the efficacy of Dallapiccokymbol/structure hermeneutic are further
confirmed. The reduction of the middle ‘B’ sectiof the movement (Example 2. 16)
demonstrates that its chordal harmony cannot beveterdirectly from the series, but
elements of the row can be found within, in pattcthe two four-note cells marked on the
diagram as ‘a’ and ‘b’ (which are tetrachords fréime row), and embedded on both the
vertical and the horizontal level. Thus the seigesymbolised within the harmony by
recalling its most memorable units but not quottrgdjrectly. Meanwhile, the choir’s line in
the outer sections is stylistically based on‘Dies Irae’ whilst swerving away from it, as if
the chant was at the outset only the starting gombDallapiccola to set up a sound-world in
which he could structure later ideas. Added to, tiie cadential harmony is given direction
by voice leading, which crucially happens withimmmdal C-Gm framework, whilst any

fundamental line that can be traced seems to beveotionally reducible to an

‘unsuccessful’1 2 1% followed by a ‘successful’ 21. So, from initially seeming to quote

or allude to a monastic chant in the midst of rog@r serialism, the structure/symbol roles

are in fact entirely reversed.

19 Dallapiccola, ‘On The Twelve-Note Road’, 325-6.
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So it is clear that a reading of tkkanti di Prigioniaas an essentially serial work
overlaid with symbolic resonances of blatant oppasito Mussolini’'s regime simply will
not do. This was the image created by the workatl®46 ISCM, and is part of the reason
why its act of ‘musical diplomacy’ was so succebksithrough these explorations, both
historical and analytical, of Dallapiccola’s roleliondon in 1946, it is hoped that the more
general conclusion can be drawn; that both theonadf the past and of the international
were equivocal ‘others’ within Italian musical awé in the post-war era. The engagement
with these concepts was necessary but — more thféennot — contradictory, politicized and
filled with ambiguities, the result of what Torriglcalls ‘an incapacity to reconcile a pre-
war and post-war self®® The necessity for cultural renewal was univers@en-Ghiat
talks of ‘images of purification, absolution, arebirth’ occurring throughout literature of
this time — but it was heavily complicated by thest®” The questionable status of the
Canti di Prigioniaas a constructed work of ‘protest’ attests to bialusly ‘clean’ status for
Italian music come 1946. The result is that pret post-war Italian music cannot be seen as

separate, wholly distinct entities:

Not withstanding intellectuals’ declarations abatleir thorough post-war
renewal, it is possible to notice a substantiatiooiity between the culture of the
twenties and thirties and that of the forties, le=tw ‘before’ and ‘after’ the war.
How could intellectuals possibly claim their estyaments from theentennio’s
experience and from the cultural implications dttbxperience? ... They did it
precisely by claiming that post war culture was stinmg radically new, fully
unrelated to the one developed during the interyears'®®

Interestingly, though the claim to radical newnesstainly was ideological in
Dallapiccola’s case, the very act of attemptindusion’ presented a new way to deal with
serialism, a view of the series as a kind of etastaterial that can perform both a structural
role and achieve a kind of musical semiosis. Timespoliticised nature of both the ‘Dies
Irae’ and dodecaphony are subverted and questiameal way that demonstrates the
composer’s strong expressive language. Serialismidcact not as a means of nullifying
musical expressivity but as an outlet for the harim@otential released by the rejection of

diatonicism: an influential aesthetic dictum thatieipates the following chapter.

198 Torriglia, Broken Time, Fragmented Space: a Cultural Map fostPWar Italy xi.

197 Ben-Ghiat,Fascist Modernities203.

198 Torriglia, Broken Time, Fragmented Space: a Cultural Map fostRvar Italy 3, 6. For more on post-war
continuity, see Dunnage eéfter the War: Violence, Justice, Continuity andh&sal in Italian Society

84



Musical ‘Crisis’ and Stylistic Experimentation



Chapter 3:
‘Un’estetica 0 una tecnica?’ Reformulating dodecapbny in the music and debates of

the later 1940s.

Modern music has divided itself, in a very obviaguanner, into two camps:
those who believe that the dodecaphonic techniglidevthe usual language of
the future and those who consider it outmoded neffactual.

Humphrey Searle, December 1946

This chapter starts with an ending. In 1944, as ¢hed of the Second World War
approached, Alfredo Casella, the most influentrad aontroversial Italian composer of his
generation, was suffering from an undiagnosed éxioss illness that was to end his life in
early 1947. Shocked and embittered by the horridvgisions of the end of Italian Fascism
— a cause that he had served with ample (if ire@gyu@nergy but that had turned on him in
persecution for his Franco-Jewish wife — he perwleat was to be his last work: tiMissa
SolemnisPro Pace’Op. 71.

But rather than write a valedictory, Casella hahack in store for his audience. At
the centre of this work, while the semiquaver ggirof thelncarnatusfade into the

Crucifixus the lower instruments begin to intone a low binggassacaglia ground bass:
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Ex. 3. 1:Bars 1-4 of the ‘Crucifixus’ from Casellllissa Solemnis ‘Pro Pac®p. 71

! Searle, ‘Webern’s Last Works’, 5.
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The same neo-classical Casella who had abandoreddical musical explorations of the
1910s in a search for ‘ananiera lItaliana’ in the 20s and 30s, and whose dealings with
Schoenberg had over the years turned increasinogiy sere writes his first, and last, full
twelve note-row’. Admittedly, it is as nearly tonal as a series gan(a perfect fifth, two 4-
note chromatic scales and a voice-leading semitoriimish), but symbolically it means a
great deal. Standing as it does in the gap betweenera and the next, in the broader
picture of Italian twentieth-century music it aets a prolepsis — a prophecy of the future, a

giving up of the past — from one of its central amaist colourful characters.

Crisis and conversion

This prolepsis was to have a swift fulfilment, forthe following decade Italian
music went though an astonishing ideological, texdinand aesthetic revolution with
regards to the dodecaphonic practice of the Seddednese School. To paraphrase
Whittall, 1943-53 was ltaly’s ‘serial decadeBefore 1945, the availability of scores,
manuals and performances of serial works was, amany other counties, poor (though
there are notable exceptions), and the numberrmaposers using the technique snialhe
post-war era marked the start of a rapid apprapnaif information, debate and discussion
of serialism and, almost as immediately, the usth@ftechnique in a multitude of works by
the most prominent young composers, 15 of whichewiell or partial serialists by 1953
(see Example 3. 2)The story of Italian music increasingly becomesrfed and defined by
a compositional technique with an infamous potémtiacause adulation and scorn in equal

measure.

2 One can also find serial elements in Casella'vipus and penultimate work, tHéoncertoOp. 69. The
composer openly expressed his horror at this oenae to his pupil Camillo Togni, writing ‘as youesehe
VIRUS has attacked even this champion of diatomitlis (Dec 1944), quoted in TognCarteggi e Scritti di
Camillo Togni sul Novecento Italian220.

® Whittall, Serialism 16.

* On the dissemination of the works of Schoenberytas school in pre-war Italy, see Nicolodi, ‘Luigi
Dallapiccola e la Scuola di Vienna. Note in Margiena Scelta’ it©rizzonto Musicali Italo-Europea 1860-
1980 231-283; Conti, ‘La Scuola di Vienna e la Dodecsd nella pubblicistica Italiana (1911-1945)".
Whether this absence was due merely to an antipattards the technique in the prevailing stylistends or
the result of ‘autarchic’ late fascist ideologyeisontentious issue. See Zanéiti,Musica Italiana nel
Novecentp1153 for a statement of the latter view; Conterd a more balanced assessment, arguing that
reception of the twelve-note technique was hamplkyethe stereotype of Schoenberg’s archaism opptse
the youthfulness of Italian works’ and other ‘aesithtendencies dominant amongst Italian musidcstiais
well as ‘fascist nationalist ideology and the gahelimate of censorship’, 155.

> Amongst those who did not were the older Malipianal Pizzetti (the first receptive to the technighe
second hostile to it), Ghedini (though serial eletaare found in some works from 1945-50), Valemtin
Bucchi, and Petrassi, whose serialism dates froen 2053 and is highly idiosyncratic.
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Ex. 3. 2Composers taking up dodecaphony in post-war l@bngside important contextual events
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This is not to immediately imply the idea of anlita ‘Stunde Null’ or ‘Zero hour’
in 1945 or thereabouts. A better — and less idecddly loaded — locus of the discourse is to
be found in the foreboding rhetoric of a perceil@sis’ within musical language and the
supposed ‘directionless’ mood in the face of th@urelancy, even ethical ambiguity, of
returning to pre-war trends. It is within the codtef the immediacy of such aesthetic
concerns and compositional problems that the eriatiin serialism grew up.So, for
instance, the influential new music jourha Rassegna Musical@ened its first post-war
issue in January 1947 with Luigi Rogna’s inflammmgtarticle ‘Crisis of Orientation’; the
Quinta Congresso di Musica at Florence in 1948 Iseldsessions containing the words
‘crisis’ or ‘problem’ in their titles; and the deshtion that issued from thé' International
Dodecaphonic Congress in 1949 (discussed in detélw) was based on the premise that
‘in the confusion that reigns today, the congreas Mmanifested its purpose to clarify
musical problems’. Even composers who recognised this category dallsoconstructed
and in some way dangerously self-fulfilling gaved®nce to a particular challenge for

young musicians:

Italian music is not in crisis, as the crows lowerépeat; or, at least if one can

speak of crisis it is not in the negative and peauis sense that has been alluded

to up till now ... but we do need to renew the threéd lost faith, to overcome

the pessimism and the infidelity that have startegrode our freshest energfes.
If it is to be asked why the turn to serialism vgassudden and universal — or better, what
the protagonists of this era hoped to gain frone ‘thethod’ — then it is clear that all the
fractured discourses — the relevant musical wakd the endless debates in festivals,
journals and congresses — must be considered withiframework of a perception of post-
war Italian music as inherently unstable: a ‘gungewfactory’ between atonal and tonal
music, as Massimo Mila termedit.

Since this corporate ‘conversion’ to dodecaphony wat the birth of an artistic

trend but the appropriation of one which had alyeactrued a fair amount of aesthetic and

historical baggage, Italian composers were predenith a problematic set of musical and

® This was of course the era characterized by Adamihat of the permanent alienation and angst of
Schoenbergianism caused by the ‘dialectic of loesls’ inherent within modern compositid?h{losophy of
Modern Musi¢ 41-46); his 1953 essay ‘On the Contemporary Relship of Philosophy and Music’ starts by
referring to ‘the crisis of modern music, which dsao introduction’. Adorndzssays on Musjd 35-61.

" Malipiero, ‘Storia di un congresso’, 12.

8 Petrassi, ‘Un nuova Musicista: Guido Turchi'Suritti e Interviste56.

° Quoted in Smith-Brindle, ‘Review of Vlatijodernita e Tradizione nella Musica Contemporanéal.
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political choices. How to keep an individual vo@med an Italian spirit when serialism was
steeped in the ruins of post-romantic German aftTddrse, the situation was hardly
unique to Italy.Across the world, and especially in Europe, compose the post-war

period were transforming Schoenbergian techniquethiir droves. That the process
happened especially fast, early, and universallytaiy, allied to the sheer quantity of
debate and open critique of the Schoenbergian methaes however give an indication of
the distinctive nature of Italian compositional adigrse at this time. Additionally,

dodecaphony was implicated in the formalist/realgbosition that was being built into the
very fabric of post-war art, defining the politicahd ethical battle over music’s meaning
and priorities in Cold War Europe. It is crucial $ee how both sides of this dichotomy
ironically sprang from the common ideologies ofi-appression (and, in the case of Italy,
anti-fascism), and how both saw themselves asailmgy forces that were to save music
from the aforementioned ‘crisis’ of the breakdowh aultural authority through the

devastation of the war.
Venice, 1946: the ‘rebirth’ of the new

The resumption in September 1946 of the most imaportalian festival for new music —

the Venice International Festival of Contemporarysid — was a seminal moment in the
history of Italian serialism, and its receptiondafdecaphony is an important indication of
the overall trend. The political nature of thistieasl was clear from the opening words in its
programme, written by none other than Giovanni RP@nChristian Democratic Senator in

de Gasperi’s newly formed coalition government Bnekident of the Biennale:

This year the Venice International Festival of @onporary Music, after the
cessation of hostilities, is reborn from the deHae Biennale, to whom much of
the initiative Italy’s artistic and spiritual retfir has been entrusted, intends to
recapture and continue its annual musical manifests thus giving through its
activities a valid contribution to the internatib@atistic scene ... Therefore, this
year’s festival assumes an almost symbolic valuegimg back, even amidst a
still dark and gloomy era, the most serene andtfeshtions of peac¥’

19«Booklet of the IX Venice Festival of Internatidridusic’, September 1946, 1.
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Emphasis was, therefore, devoted to the internaltiomage of Italy; specifically, an

‘ambition to see eleven countries representedpmtieg to David Leonardi

| eonardi, ‘Il Festival Internationale di Musica @emporanea di Venezia (1946-54)’ in Salvetti and
Antolini eds.ltalia Millenovecentocinquantal40.
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Ex. 3. 3: Cover of the programme for the ‘IX Festival Intazionale di Musica Contemporanea
1946’ at the Venice Biennale
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Put more radically, this festival was anti-fascsstowmanship at its best, a ‘pleasing
spectacle to the public’ prompted indirectly by theearly political and financial
aspirations of the de Gasperi government to rehaieilltalian cultural reputatiort.So the
fact that, as Goffredo Petrassi put it at the tiftteg grand protagonist was dodecaphony
and central to all the polemics were the mysticattyrs of the twelve tones’, demonstrates
the sudden leap of serialism to the top of thdcalitand compositional agenfazanetti
also argues convincingly that at the festival ‘dmafghony certainly constituted the major
revelation for many** In fact, the idea and metaphor of a ‘battle’ omeistic hegemony
was taken up by many critics, amongst them Mas$Wit@, who argued that serialism was
engaged in a fight ‘against other modern forceseg@ly derived from stravinskiana and
hindemithiana’. Mila himself would remain neutral the topic (for now), adding that ‘it is
clear that everyone can write music that seems ¢goddem...what is important it to see
what works, whichever system pleases to elevatauhwne™>

This ‘elevation of the humane’ ensured an enthtisiasception for Dallapiccola’s
triumphantCanti di Prigionia,aided by a long article in the festival programnriten by
Alberto Mantelli (one of Dallapiccola’s ISCM assatds) entitled ‘Luigi Dallapiccola and
the dodecaphonic language’. The author's most prgsoncern was to establish that the
evolutionary path by which Dallapiccola came to tise twelve-note technique was not a
‘conversion experience’ but a gradual assimilatibh:should be affirmed that Luigi
Dallapiccola’s adhesion to dodecaphonic practicesdnot constitute a fracture in the
development of his personality, but rather a spwaas passage of evolutidi'The idea
of stylistic fusion and the embedding of objectitechnique within subjective tonal
language was thus the image created ofGhati, and it resulted in a highly successful
reception for the work. Serialism obviously seem$asitive feature here. However,
reception of Webern’s Symphor@p. 21 (programmed in the same concert as Glaat)
elicited an overwhelmingly negative reaction frame tcritics. Matteo Glinski, editor of the
newly established journaMusicg declared that ‘notwithstanding thirty years of
dodecaphonismic propaganda, it becomes more undapf than ever. The public

awareness of the still obscure Second-Viennese aesenpwas dire and with no helpful

2 bid., 140.

13 petrassi, ‘Il IX Festival Musicale di Venezia’ @ofreddo Petrassi: Scritti e Intervist@9.

14 7anetti,La musica Italiana nel Novecentb140.

15 Mila, ‘Il IX Festival Internationale di Musica agnezia’, 3.

16 Mantelli in ‘Booklet of the IX Venice Festival dfiternational Music, September 1946’, 29.
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article to explain what theghouldbe thinking, the audience’s reaction was as maathot
with unfamiliarity as distaste. Mila’s verdict onéldern — though showing a more rounded
perception of the music — still amounted to a @stn of it, a criticism located again within
the nature of the content rather than its orgaioisatit is not incoherence or an absence of
connections between ideas that induces the maatif@ss of our scepticism towards the
true greatness of this composer, but rather thbtyehthese ideas: their extreme misery. If
only, therefore, it could be incomprehensible musis it seems to the public! But its
emptiness is all too apparehf'Thus the Webernian turn had decidedly not readtadidn
audiences by this point.

This fact probably explains the disastrous receptibthe penultimate night, given
over to a group of chamber compositions that eneahédccording to its title) from thié
giovane scuoldthe ‘young Italian school'}® The programme, conducted by a young Bruno
Maderna contained few familiar works, all of theavimg been composed very recently in a

post-liberation Italy:

Bruno Maderna Serenata per dodici strumenti (1946)

Riccardo Malipiero Piccolo Concerto per pianoforie e orch. da camera (1944)

Valentino Bucchi ‘Ladoice Pena’ per voce e nove strumenti (1946)
Guido Turchi Trio per flauto, clarinetto e viola (1943)
Camillo Togni Variazioni per piangforie e orchesira (1946)

Ex. 3. 4:Programme of the ‘giovane scuola’ concert at theis& Biennale, 1946

Four out of these five pieces were serial, and wenmmost progressive styles (ironically,
considering the course history was to take, Madermow lost Serenatawas not
dodecaphonié? A typical reaction was that of the critic GiovarBarblan, describing in

inflammatory tones a ‘squalid soirée, representimg of the most sore failures of the

" Mila, ‘Lettera da Venezia’ quoted lra Musica Italiana nel Novecenta140.

18 This label could have been a commonplace Itallage simply meaning ‘some young Italian composers’
implying no official pedagogical or stylistic corstns (see Casella’s use (in 1923), Nicolddiisica e
Musicisti nel Ventennio Fascistd5). However, using the phrase in the context oakem would have been
something of a statement.

19 See the composer’s programme note in the ‘Boaildte IX Venice Festival of International Music,
September 1946’, 62.
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festival’, at which the composers, ‘appropriatedostever’s formula and with it set about
to resolve the creative probleth’

The accusation of jumping on a ‘musical bandwagoould be interpreted as
simplistic and reactionary rhetoric; an obviougl#iithat had been directed towards the
techniqgue on previous occasions. It has at itstheéwr charge that these composers
somehow wrote outside of their own inspiration. ldeer, the idea that composers could be
prompted directly by a technique scandalized evda, Mhose musical aesthetics found a
delicate balance between expression and form (kepté 5). Having implored composers
to ‘elevate the humane’, and thus finding an engs$nof content in Webern, he concluded
that ‘in the work of these young composers one sfegl naive enthusiasm for a
compositional practice in itself, the illusion thatusic can be born from enacting its
elements, without the urgency of real necessityarointerior world that pursues and that
wants at all cost the light to confé’.This repeated demonstration — from Italy’s most
cogent musical aesthetician — of a metaphysicairsin post-war Italian musical thought is
important. The fact is, many critics were arguirigr (various and often unconsciously
political reasons) for Mila’s ‘urgency of real nssdy’. They were seeking what will be
described as a ‘humanistic synthesis’: ‘humanigticthe sense of an artistic conscience
through which the composer’s main preoccupatioiméshuman condition, and ‘synthesis’
through which such concerns find their voice indiedectic of subjective expression tied to
an objective technical novelty.

Mila was at heart an opponent of the deterministicdencies implicit within
conventional serial rhetoric, a rhetoric gainingugrd in Europe through the work of René

Leibowitz, as will be seen further on.

Leibowitz is typical of those who, having accompéd the dissociation

between the spiritual reality of art and the motpbizal aspects of the musical
language, reverse the arbitrary nature of thatodiafon, and assign all
absolute truth in the work of art exclusively t@mlents of musical language,
and in the process create an historical determirtizah — with hindsight —

hypostatizes imaginary deterministic laws usingraaginary evolutiorf?

20 Barblan, ‘Quo vadis musicaquoted inLa Musica Italiana nel Novecentt143.
21 Mila, ‘Lettera da Venezia’ quoted lra Musica Italiana nel Novecentt143.
% Mila, L’esperienza musicale e I'estetj@®.

95



Chapter 3

Such ‘militant Hegelianism’ (as Taruskin judgesvias at the heart of tH&art pour l'art
scientism endemic in this peri6tiThat it met resistance in ltaly this early on, ahat the
tendency towards a pure, autonomous music in thielewof a ruined culture was defied in
some quarters, gives an initial indication as t® timique make-up of Italian culture into
which serialism was colliding, as well as to sorhéhe more imaginative outcomes of such
a clash seen in Italian music of the 1950s. FeD&enico, writing in 1948, held up Bartok
as the model for a young, progressive composenda€urope’s moral crisis by appealing

to a similar priority:

Bartok was definitely facing into the future, buédause the contemporary

world did not offer any pretext to build this mag&érfuture, his mediation

between different stylistic and contemporary exgaes (in which he was

totally unaware of any philological need to pleaberomes an icon of an

anxiety that transcends its circumstance ... Baridk this typical feature: he

does not know the poetic of the ‘art as researchtipely because there is

nothing further from him than the ethic of thedliés researci”
Serialism, by this view, was not to be opposed, talken in its aesthetic context as an
influential but not self-fulfillingconstituent of compositional potential. The probleith
the “expositors and interpreters” of dodecaphaiieory’, declared the composer Guido
Turchi, is that they ‘seem to converge more or lagantionally upon more disparate and
contradictory formulations of amntologicaldemonstration of this ‘creed’, and typically of
its dogmatic natur&

But even given Turchi's fierce denunciation of suahstance (and Mila and
D’Amico’s more modest arguments), the recourse tdology would have a not

inconsiderable outing in post-war Italian music.
Milan, 1949: serialists at congress
Whilst the next significant ‘dodecaphonic event'snta occur three years later in 1949, the

intervening years saw the publication of two wotlkat, for slightly different reasons, are
important. The first introduces onto the scenefitnere of Leibowitz, a man designated as

% Taruskin,The Oxford History of Western Musig 16; see Carroll, Music and Ideology in ColdiWa
Europe, 141-164.

24 D’Amico, ‘Il compositore Moderno e il linguaggio Osicale’, inAtti di Quinto Congresso di Musica,
Firenze 22-3.

% Turchi, ‘Critica, Esegesi e Dodecafonia’, 174.
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the ‘St John the Baptist of Schoenberg’s “religioby French critic Claude Rostand
(slightly confusing his biblical chronology), andase philosophy of modern music was as
influential, if not as developed, as Adorno’s inspwar Europé® His first article in an
Italian journal came in 1947 iMusica entitled ‘The Structural Rules of Twelve-Tone
Music’, and the emphasis on the global imperativeéhe serial ‘problem’ is clear from the

introduction:

The problemof dodecaphonic music, which can understandablyldemed a

most important one, has unexpectedly resumed aigrosif topical significance

in various countries of Europe, since many of trestsignificant composers of

the younger generation have declared themselviesvimis of the Schoenbergian

ideal?’
Leibowitz’s assumption that the tonal system igrigis allows him to take a typical route
through a practical analysis of serialism’s captéd, divided according to parameter
(harmony, melody and structure), which is thus #dnas a solution. This was applied to
Schoenberg’'s Suite for Piano Op. 25 — the compsdast completely serial work and
therefore the urtext of dodecaphony — which dematest the self-sufficient, autonomous
properties of serialism to create ‘in a magistewaly ... elements of musical articulation
capable of sustaining themselv&5This position echoes the one taken by the wideadr
Schoenberg and His Schaanl 1946 (available in Italy from 1948), where Levatz argues

for the universal value of serialism, presentirgjased-system reasoning:

In fact, if all twelve-tone composers handle a camntechnique in a common
way, the technique acquires a collective qualityurdversality, which is

indispensable to every real language. We can saly ath composers of this
school use 1) the total resources of chromaticBng disciplined organisation

% Quoted in CarrollMusic and Ideology in Cold War EuropE04. Taruskin contrasts Adorno and
Leibowitz’s work around 1949 ifthe Oxford History of Western Musig 15-18. Adorno’s presence in this
period (and therefore this thesis) is minimal;ihffluence was really only felt in Italy in the mid-late 50s,
and especially after the publication of Giacomo kari’s translation oPhilosophy of Modern Musia 1959
with a famous introduction by Luigi Rognoni (thoutltere were reviews of the German volume as early a
1950: Vlad, ‘Recensione a Theodore W. Adorno, ‘@®ophie die Neuen Musik™, 361-364). For further
details see Marino, ‘La Ricezione dell’Estetica Mate di Th.W Adorno in Italia’, PhD diss (acces&Mar
2010).

27 |eibowitz, ‘Le leggi Stutturali della Tecnica dioBlici Suoni’, 212. Arved Ashby convincingly
demonstrates the extent to which Schoenbergiannibdtinged on the assumption that ‘musical contpmsi
in analogy to science, was not an aesthetic projactather a kind of problem solving ... Twelve-tone
techniques gained their very historical and intglial legitimacy to the degree that they offeredtsons to
an ongoing composition&roblemgeschichteor historical problematic’. Ashby, ‘Schoenberguiez, and
Twelve-Tone Composition as "ldeal Type’, 585.

% | eibowitz, ‘Le leggi Stutturali della Tecnica dioBlici Suoni’, 215.
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of this material, 3) devices which enable this igtte to engender certain

sound-forms, or idioms, that — quite aside fromvittial differences in talent

and temperament — belong to the common syntaxroposition?®
The emphasised necessity of the ‘total resourcehmmaticism’ as musical material, and
thus the need for a law to act as regulator, amanoon Schoenbergian constructs.
Furthermore, both Leibowitz and Schoenberg posélia aesthetic tradition at wobkefore
serialism thatof chromaticism, and the goal of serialism is tesgnt the complexities of
twelve notes and their relations in a manner sinidathe way diatonicism presented the
relations of eight notes within the classical espren.

Leibowitz’s work quickly became available in postwitaly, and was received
positively by Luigi Magnani, a prominent critic fba Rassegna Musical@nd a supporter
of the serial movement. In acknowledging that Leibowitz sees the ‘dodecayh
techniqgue as the foundation of the contemporaryicaldanguage’, Magnani has no
problem with the conclusion that ‘the followers safch a school are situated at a higher
level than other composers’. What he does argtletsin truth this music is too much in a
phase of life and progression to have itself lock&d definitions’, thus following the
critical line given by writers such as Dallapiccoldere serialism is seen as living ‘truth
content’, leaving more to dafter the adoption of serialism which, as living techuggmust
evolve?!

Dallapiccola himself defended Leibowitz as ‘notliean enfant terrible but a
young enthusiastic man ... who | personally admirehis ingenuity, for his total lack of
cunning’®* The ltalian composer reads inGzhoenberg and His Schaible intermediate

nature of Leibowitz's pedagogy, claiming that ‘h@ed not presume to have exhausted his

29| eibowitz, Schoenberg and His Schpab6.

30 Leibowitz, of course, also worked the other siflthe proselyte patch in promoting Italian dodeaaph
outside the country: see ‘Luigi Dallapiccola’, 122-

31 This of course leaves room for appreciation of-serial modernism, an appreciation in short supply
Leibowitz’s writing but considerably stronger imlly. The most obvious case is that of Stravinshky, as later
chapters will show, he maintained an important fomsin Italian musical life after the war. The paty
between Schoenbergian expressionism and Stravarskyiti-expressionism in Adornd®hilosophy of New
Music(1949) was debated lra Rassegna Musicabes early as 1947, where Mantelli argued that,dhou
serialism was ‘the most legitimate parabola of rmalsévolution’ theRite was still music of inherent worth
(‘lgor Stawinsky e le sue Opere piu Recenti’, gdate R.C., ‘Review of Periodicals’, 203-4). Aft&849, see
Roman Vlad's rescue of Stravinsky in the same jaldiated 1952 (in part a response to Adorno), ‘Le
Musiche Sacre di Stravinsky’, reprinted in VIadipdernita e Tradizione nella Musica Contemporank2s-
139, and Guido Turchi's 1953 criticism of the ‘egalical either-or’ in the Stravinsky-Schoenbergateb
‘Critica, Esegesi e Dodecafonia’, 173-180; on ttieoside, see Brunello Rondi’s pejorative labelifig
Stravinsky, Barték and Hindemith as the ‘the thyesnd “evasives” of the twentieth-century’ in ‘Craanento
sulla Dodecafonia’, 7.

32 Dallapiccola, ‘Schoenberg et Son Ecole’, 288.
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subject, but only to have shed first ligfit'.Indeed, it is perhaps Dallapiccola’s most
frequently protested principle that serialism i$ th@ guarantor of musical expressivity, but
is the fundamental facilitator, as he argued inelsisay ‘On the Twelve-Note Road’ of 1951:
‘each twelve tone work raises new problems andsuifcessful, finds new solutior'.
Much of the theoretical appropriation of twelve-@¢échnique within Italian music came to
be filtered through this conceptual lens.

Carlo Jachino’s 194®odecaphonic Technique: a Practical Treatméntin the
same Leibowitzian vein in its abstraction of cobenmeecessary laws from selective history
(though even the kindest critic would have to ackiedge it as a more modest work). It has
the distinction of being the first Italian book @erialism, and in taking the form of a
‘practical treatise’ (see Example 3. 5) it follows the footsteps of works such as Ernst
Krenek’sUber Neue Musilof 1937% The preface establishes that as a consequenbe of t
expansion to twelve notes from eight, the categooé ‘repose’ (tonic, dominant and
subdominant) and ‘movement’ are jettisoned, astaeof ‘dissonance’, ‘consonance’ and
‘cadence’: ‘in this sense it can be asserted that dodecaphonic style is absolutely
atonal'*® The chapters that follow, with the inspiring titléDodecaphonic Scales —
Dodecaphonic Melody — Dodecaphonic Harmony — Doglecaic Counterpoint —
Dodecaphonic Composition’, give strict guidance ro@woiding tonal references and
ensuring consistency between compositional elemémtsrder that ‘the theme will thus
come to be destroyed in its traditional architeztdosing its symmetrical parts...and the
unity of composition will be given its coherencerfr the stylistic procedures of the
dodecaphonic principle that should always be aghése®” Jachino’s treatise is perhaps
naive and overly ‘neat’, and the rationale usedustify serialism is peculiar to the
particular brand of zero-hour philosophy that halsvags dogged dodecaphony
(Schoenberg’s ‘fin de siecle’ becomes Boulez’s tpoar’ and so on). But this is precisely
the point: it was taken up avidly by Italian comeissin this era, and therefore cannot be

ignored.

% |bid, 289.

3 Dallapiccola, ‘On the Twelve-Note Road’, 330.

% |n fact, an advertisement for an Italian transkatof Krenek’s 1940 booStudi di Contrappunto Basati del
Sistema Dodecafonide found on the back flyleaf of Jachino’s book.

% Jachino Tecnica Dodecafonica. Trattato Prattio®.

* Ibid., 19.
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Ex. 3. 5:Jachino;Tecnica Dodecafonica. Trattato Pratticb0




Chapter 3

If the minor critic Jachino is an all-too-easy &trdor a theory that posits a heavy
Leibowitzian influence in post-war Italy, other exples can be found that enunciate a
similar viewpoint. The most clear is Roman Vlad, osa 1953 essay ‘Metaphysical
elements in Schoenbergian poetry’ culminates whiih assertion that ‘at the apex of its
course the Schoenbergian tendency turned itseil@mown: the absolute and antirational
subjectivity of the expressionist period surrendeligs position to a hyperrational
objectivity, equally absolute, that was made cotecire the formulation of the dodecaphonic
method’®® According to Vlad, this concept is at the very meaf a ‘metaphysics’ of
dodecaphony. The term ‘hyperrational’ sums up swatlyi the angle at which such writers
came at serialism: atonality remains disengagedusec of its antirationality; serialism
solves this by embodying the rational. It is a prst construct, not least because it
engenders a musical style that seeks rationalstimprehensibility. The debate over
linguaggio musicaleconsidered in Chapter 5, was currently raging, the influence of the
idea of dodecaphony as a new ‘language’ — a coetsta instantiation of a much-maligned

tecnica— can be seen in RiccarMalipiero’s article ‘La Dodecafonia come Tecnica’

from the old trunk of traditional tonality that hbttle by little, as has been seen,
lost its qualities, springs an apparently new fthdt is called the technique of
twelve-tones ... dodecaphony represents an histocimalinuity that no other

technique seems to give ... Dodecaphony has vareasons, in my opinion, to

speak of itself as the heir of musical techniqus:discipline of sounds, its

dynamic of sounds, its foundation for the basicqueness of musical

composition, and its lexical principle. For thisasen the technique of twelve
tones is the unique technique that makes possithigcaurse that continues what
was initiated by the modal system and furtherethieytonal oné?

The idea of a ‘lexical principle’ or a ‘new gramrh#lrat has all the expressiveness of the

composer’s ‘voice’ without the worn-out vocabularfytonality was attractive to a number

of composers. It enabled them to appear ‘humahetid to use the twelve-notes: Camillo

Togni expressed the idea in another way when héewtioe adoption of the dodecaphonic

principle does not create an abstract construativizut the objectification of the expressive
» 40

ideal’.”™ With this new language, tracts such as Jachintésea the dictionary, Leibowitz’s

teleology offered the justification, and the pieeésrost wrote themselves.

38 Vlad, Modernita e Tradizione nella Musica Contemporanay.
39 Malipiero, ‘La Dodecafonia come Tecnica’, 288.
% Togni, Carteggi e Scritti di Camillo Togni sul Novecentalibno, 223.
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In 1949, these debates precipitated the converfitigeof Dodecaphonic Congress
in Milan, organised by Malipiero and Wiadimir Vogdél

Proocramme of the 1st International Congress for dodecaphonic music
Milan, 4-7 May 1949

4th May 14:00  First Council. Nomination of the president of congress. Notification of the order of events

17:30  Orchestral Concert: Dallapiccola - Cingue Frammenti di Sappho
Liebhermann — Baudelaire
Wallingford Riegger — Symphony no. 3

21:30  Second Council; official inauguration of Congress
Rene Leibowitz - 'The Genesis of Dodecaphony'

Sth May 10:00 Third Council
Wladimir Vogel - 'Ts dodecaphony a technique or an aesthetic?

17:45  First chamber music concert: Schoenberg — Suite for Pigno
Togni — Tre preludi per Piano
Krenek — Kaflmlieder for Soprano and Piano
Paz — Tre composizione dodecafonica per Clarinet and Piavo
Jelinek — Quattro invenzioni per Piano
Jemnitz — Romantic pieces and anecdotes from Recueil
Apostel — Quartetio a fiati

6th May 14:30 Fourth Council
Riccardo Malipiero - 'The possibility of founding an International society for dodecaphonic music'

17:45 Second chamber music concert: Berg — Lyric Suite
Hauer - Jeu Dodecaphonigue
Vogel - Varietudes
Hartmann - Quartet

21:45 Fifth Council
Luigi Dallapiccola - 'Possibilities and developments for dodecaphony'

Participants Humphrey Searle (England)
Hans Eric A postel (Austria) John Cage (America)

André Sours o

Pierre Froidebise (Belgium) Wladimir Vogel

Camille Schmitt Rolf Liebermann (Switzerland)

Alfred Eeller

Hans Kollreuter (Brazil) . .
Lug Dallapiccola

René Leibowitz (France) Mario Peragallo
Georges Duhamel Adone Zecchi (taly)
Kar Amadeus Hartmann Riccardo Malipiero
JosefRufer (Gerlnﬂn}') Bruno Maderna

} Camillo Togni

Ex. 3. 6: Programme of the®linternational Dodecaphonic congr&ss

“L1n fact it was not the ‘First’ international cargs of its kind at all: a ‘Festival de la Musique
Dodecaphonique’ had been held in Paris in 1947 ttf8eememoirs of Humphrey Searle, ‘Quadrille with a
Raven’, on-line (accessed 21 April 2008).

2 Assembled from Piccardi, ‘I pionieri della dodemaify’ items no. 3, 28, 29, 31.
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The opening gambit quoted above (‘to clarify mukipeoblems’) is by now
familiar: the philosophic imperative giroblemgeschichtéaung over the discourse, thus
legitimating it with the possibility of a solutiohe terms in which the 1949 congress
summarised this ‘problem’ are especially revealiMalipiero, reporting on the event,

famously set up the antithesis betwestetica e tecnicaeen in the title to this chapter:

Is dodecaphony an aesthetic (and therefore liniitets language to a particular
moment) or a technique (and therefore amenabledgrgss)? The declaration
concluded that each of us must continually seanthfend new possibilities of

expression beyond the ground rules dictated byibanese School, subject to
other principles staying immutable. This, practigasignifies giving to artists

the maximum freedom and disproves beyond doubtehend created in our
times that dodecaphonic music is a cold notion. d@aghonic music, which is
the consequence of an evolutionary history, takesplace amongst the
complexities of contemporary music of which it ciitases one of the strong
forces®

The debate boiled down to whether serialism shd@ddseen as a specifically Viennese
idiom or whether it could be transplanted outsidebirthplace. The answer was, it seems,
the second, and, as Guido Salvetti points out,wais ‘if for no other reason, then for self-
preservation®* That the congress found dodecaphony best expressednica a series of
technical rules rather than an expressive influgsliews a de-historicising approach to the
method, universalising its principles accordindrémbowitzian priorities.

But given the usual triumphalist proclamations wéls an ideology, the consequent
emphasis on plurality of expression and serial do@e discernable in Malipiero’s
‘declaration’ is interesting. In describing sersati as 6ne of the strong forces’ of
contemporary music, it is no wonder that this kofdalk elicited criticism from hard-line
dodecaphonists such as Herman Scherchen, who sigoglgcriticised the declaration in
Melos ‘the resolution declared that the twelve-tonentegue, just like other methods of
composition, represented only one of the possaslittor musical creation. The first
conference for twelve-tone music thereby in eftimtlared itself superfluou§®. The reason

for this curiously paradoxical situation is polélc argues Doris Lanz, who links the

“3 Malipiero, ‘Storia di un Congresso’, 12-13. Thi®hcluding declaration’ was also published in the
Milanese dailyLa Corriere di Serand in French and German music journals.

4 Salvetti, ‘| compositori tra tecniche ed estetidheSalvetti and Antolini eddtalia
Millenovecentocinquani&59.

> Scherchen, ‘Die Gegenwarlige Situation der Modemdessik’, 257-259.
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congress with the Zhdanovian pronouncements ofPitzgjue Manifesto of 1948.Lanz
diagnoses the source of the vague and vacillatomg tof the closing statement as a
compromise reached between two conflicting ide@sgihat of the formalism of Leibowitz
and the proto-socialism of Vogel. The former saes dkrial method as a totalising force, an
inevitable product of the evolution of music thepresented the art in its most advanced
and perfect form; whilst the latter argued for thistorical constructed-ness of the twelve-
note technique, which always needed to justififfiiseterms of serving the masses through
cultural meané’ A high profile resignation from a member of thgamising panel of the
congress — the French socialist composer Serge, Migg judged that ‘certain positions of
principle [i.e. socialist realism] have taken thesitons of others’ — ensured that
autonomous ideologies of serialism came into falllision with the ideologies of the
European leff?

Cold War politics will be given further treatmerttalater point in this thesis. For
now, it is clear that ideological and aestheticxprioties to the Second Viennese School
were the major concern for early ltalian serialisSihe very ability of serialism to be
transported, its cultural malleability, was posgommpositional confusion in a new, post-war
situation. Maintaining a sense of originality wasaial, and any tendency to be seen as a
mere ‘disciple’ or ‘follower was, quite excusablig be avoided for social and political
reasons. Yet these composers had discovered afweaynposing that, for them, heralded a
way out of the stylistic dead-end of post-operdttddian music, and could give them the
tools to build a new language. They were enthraligdts universalising power, as the

booklet that accompanied the 1949 conference @mritty Malipiero) shows:

The spreading of such a [twelve-note] theory in yndorms, in different
countries according to civilisation and sensibjlitpften spontaneously
germinating amongst the young, should demonstratg tlodecaphony is
something which has a logic and necessity of ita.5w

“8 Lanz, ‘Der Erste Internationale Zwélftonkongress $pannungsfeld von Asthetik und Politik’. See ¢hap
5 and CarrollMusic and Ideology in Cold-War Europ&7-49.

“" Interestingly — Lanz does not point this out —rsaaebate cannot simply be reduced to the fortnalis
antiformalist binary, for Leibowitz himself was fizlly a supporter of aspects of the Prague regsiuSee
Carroll, Music and Ideology in Cold-War Europg22-3.

“8 Autograph telegram from Serge Nigg to Riccardoiplato in Piccardi, ‘I pionieri della dodecafoniitem
no. 14.

“9 Piccardi, ‘I pionieri della dodecafonia’, item r0.
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But, as Carlo Piccardi argues, nobody really beliethat the serial procedure ensured
compositional success; there were still aesthetgcistbns to be made under the

‘superstructural’ surface:

For this generation, the adhesion to dodecaphorsendéslly signified a
superstructural choice: under the dodecaphoni@aseyfthe drive of functional
discourse still continued, and the force of theas@hoice could only bear the
equilibrium of the here and now in individual forlations, not in the sense of
dictating rules and motivating a synthe¥is.

It is therefore necessary to turn to the musidfiteeinterrogate how debates over
the historical appropriation and dissemination @fiad ideas in Italy in the late 40s were
incarnated into concrete musical structures. A alicimy has arisen in this historical
narrative between the hyper-rational and the hustiarapproaches, a dichotomy diagnosed
early on by Massimo Mila, who identified within‘é violent aspect which reminds me of
the wars of religion, owing to the concomitancette# choice of a spiritual position and a
technical fact®* Therefore, a two-part analysis framed around shisitual-technical axis

will provide the framework for the rest of the ckap

The ‘hyper-rational’ approach to the twelve notes

This category has been appropriated from the wgstiof Roman Vlad, so it seems
appropriate to start with an early work of his befadiscussing other musi&Studi
Dodecafonici(1943) is an ‘ideal type’ for this hyper-ratiorsah, in which serialism, seen as
a comprehensibility principle, is a linguistic ruté law that replaces the tonal system.
Dodecaphony ‘ensures’ unity and creates a languwdugeh fulfils every expressive need:
hence Vlad uses a cerebral approach to the seaigrial, which is laid out almost in a self-
explanatory rational and logical manner:

*0 piccardi, ‘Tra Ragioni Umane e Ragioni EstetigH2odecafonici a Congresso’, 249.
*1 Mila, ‘Summary of “La Dodecafonia e la sua offemsi, 7.
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Ex. 3. 7:Bars 1-23 of VladStudi Dodecafoni¢cimovt. |

The engagement @tudi Dodecafonicwith the serial principle is at first glance singly
naive. When the first movement is reduced to acttral diagram, an almost total lack of
series transposition can be seen (Example 3. §)lokrg further, indeed, the composer
uses only the three transformations of the senig¢kair original form throughout the whole
piece; had series-transposition reached the faeshdf Italy by 19437

2 There are two exceptions: R(1) is used in bar6%%movt. 1) and R(7) in bars 34-37 (movt. 2).
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Ex. 3. 8:Structure of VladStudi Dodecafonigimovt.1) showing row use.

This very restriction, however, demonstrates anoirtgmt analytical point. Vlad is
forcing a focus in onto the material itself, theetwe notes as invariant order, and he does so
for a reason. Looking at the row, one can seethigatonsecutive intervals are all consonant
(save the last semitone) whilst the alternate waderare often dissonant. This internal unity
has one of its most surprising effects in what banlabelled the ‘retrograde invariance’
between the prime form and its inversion, the fnstl second rows in Example 3. 9. There
are three separate invariant cells which are adtated directly by retrograde, a relation
involving ten notes of the twelve-note series. Hynseem that the more obvious point is
being missed here: that this causes an invariameteeen P and RI transformations.
However, Rl is not used in this work, but rathex {more Stravinskian) IR; and as there are
also no transpositional processes, the actual segqu# RI is never achieved (Rl would in
fact be equivalent to IR (10)). Therefore the twad five- note invariance that does occur

is always invariant in retrograde.
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Ex. 3. 9:P, | and IR forms of the row for Vla8tudi Dodecafonici

Vlad harnesses the row’s invariant properties withoeducing the amount of
material at his disposal, and simultaneously fayegds the series itself. The restriction on
transposition is a rationalist's construction oé thighest order: the impression is of a
composer mining the 12-note row for additional edats of unity and coherence beyond
the unifying properties already provided by a figfnii use of serialism. TheStudi
Dodecafonicidelve further into serial operations through thentowity of un-ordered
tetrachordal subsets, in a manner similar to Haueon-ordered trop€s.As can be seen
clearly in Example 3. 7, the first movement ofteagrments into 4-note groupings, and

Example 3. 10 demonstrates that this is also trag@rge proportion of other movements:

%3 See Covach, ‘The Zwélftonspiel of Josef Matthiasier, 149-184.
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Ex. 3. 10:Bars 5-10 movt. lll, bars 31 and 35 movt. |V ofd|Studi Dodecafonici

The sets are guaranteed a kind of ‘hyper-unitythmsir intervallic invariance. Example 3.
11 shows the 9 possible ordered tetrachordal ssilodehis series; there are seven uses of
the 000210 vector, containing two ic4 and one iobwhat is termed the consecutive

interval vector, which classifies the three lingaervals contained within the tetrachdfd.

Consecutive Consecutive
Notes interval vector Notes . interval vector
1,2,3, 4% i 000210 5,6,7,8 :@blz!: 000210
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Ex. 3. 11:Invariance in the nine tetrachords of the serieSfadi Dodecafonici

** The modification of Allen Forte’s ‘interval vectdiThe Structure of Atonal Musit3-18) to ‘consecutive
interval vector’ is perhaps only useful in suchextreme cases of uniformity such as these.

109



Chapter 3

One can find a similar rationalistic agenda on ldigjin Camillo Togni’s 1944 set of
Piano PreludesOp. 21, again with a tetrachordal basis. The pidw@ge a unity and
regularity to them deriving from a very strict ajgption of serial thinking to consistent and
uniform gestures. David Osmond-Smith argues that 1940, [Togni] was making
Schoenberg's ‘cellular’ thinking his owr?,and this is abundantly clear in the second
prelude, where the series is divided into tetragalbocells:
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Ex. 3. 12:Series and derived tetrachords for Togigno PreludeOp. 21 no.2.

Providing thereby a platform for the vertical adlves the horizontal, Togni keeps a sharp
distinction between tetrachordal groupings, whioh kept separate even when note groups
are stretched to five. The effect is of an oftemsitory thematic patterning, and a high

degree of unity between harmony and melody:
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Ex. 3. 13:Bars 13-17 of TogniPiano PreludeOp. 21 no.2, showing tetrachordal divisidhs.

> Osmond Smith, ‘Togni, Camillo’ iGrove Music On-lingaccessed 27 Feb 2010)

%6 Score and annotations by Moressi: ‘Tradizionerm¥azione: l&/ariazione per Pianoforte e orchesta.
27 (1945-1946) di Camillo Togni’ in Dalmonte, Rosaaand Russo, Marco eduno Maderna: Studi e
Testimonianzel82.
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Even more regulated, however, is the transpositi@h@ice. At this juncture,
Togni's own analysis of the second Prelude, pubtisin Alessandra Moressi’'s essay on the
Variazioniop. 27 and presumably included amongst the sketicnghe work, demonstrates

the procedure:

Bar:
i & A
T T = AR O AT A Y sl Trn T 7 a il B
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Ex. 3. 14:Analysis of TogniPiano PreludeOp. 21 no.2 by the composer

One can see the cellular thinking in full operatitime tetrachords are kept intact whilst
ordered in either prime, retrograde or, later okjna of inversion form, and occasionally
extended towards the end of the work. The seriegdut in a clear and logical manner in
prime and retrograde, before descending by senaistah each new statement, at the rate of
approximately a bar. After the twelfth transpositios reached, Togni begins
experimentation with overlaying the series and mditegy over the metrical regularity of a
bar line; so, simultaneously he restricts himselfptime form to maintain transparency.
Moressi comments that this ‘suggests a view ofwbek as forging a relationship with the
fundamental rules of the dodecaphonic system, frohich technique it cannot be
abstracted without losing its very reason for befig

Riccardo Malipiero’Quattre Poesies de Paul Elua(ii948) for soprano and piano,
based on four separate poems of the French sstreaiter, provides another angle on this
‘aesthetics of materiality’, in a novel and curioesperimentation with row addition. The

second movement demonstrates this from the outset:

5 Included in Moressi, ibid.
%8 |bid., 183.
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Lento (J = 38 circa)
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Ex. 3. 15:Bars 1-8 of MalipieroQuatre Poesies de Paul Eluanshovt. Il

The initial row is built solely of minor thirds aseding stepwise; the only way this can be
achieved is by alternately moving in whole-tongste

nWhole tone I
p 4 yn
F 4

| K] 1 f - - f [ ]
Whole tone ]Ir |

Ex. 3. 16:Row of Malipiero,Quatre Poesies de Paul Eluanshovt. Il

?;

il

As Example 3. 15 shows, another voice enters insband acts as an unsettling counter-
subject within the texture: a cycle of 5ths (12a)ptvhich of course alternates whole-tone

collections in an identical way to Malipiero’s tweknote row:

Shole tone T

ﬁq -uﬁﬁ"“‘—ﬁr_é
L S S A—

Thole tone TT

Ex. 3. 17:The cycle of fifths as alternating whole-tone ssal
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The shared whole-tone properties of the row andctfobe of fifths are unlikely to be a
coincidence, and is another example of a creasvalslesign and experimentation with the
number games of dodecaphony. However whilst in ¢l&tudi Dodecafonidihe clarity of
the initial material is maintained, Malipiero precks to systematically cloud and layer his
material by the interaction between the three pimb one vocal parts. The progress of the
movement through P, R, | and RI transformationghef series, with the cycle of fifths
entwined within it, is designed to raise the registf the piano and vocal line until a peak at
fortissimo in bar 17; thus moving from P(0) at thgening to P(7), then P(3) an octave
above, and so forth. Retrograde often follows priraed retrograde inversion follows
inversion: this gives an arch-shape to the steadycltet movement. By bar 17 the
dissonance has become so great that the effethislwomatic aggregate. Then the energy
of the movement dissipates, the tessitura gets ryithee syncopation stops, and the
dissonance fades into a majét. & return is thus heralded to the clarity of tpening, and

accordingly the 8 and whole-tone derived content lies at the baskeofexture:
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Ex. 3. 18:Bars 19-24 of MalipieroQuatre Poesies de Paul Elugnahowt. Il
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The Sonata per Due Pianofortf 1953 by Riccardo Nielsen demonstrates a later
example of the hyper-rational aesthetic, and by pint, other commentators were noting
the trend: ‘Togni and Nielsen ... applied and appby technique rigorously, staying faithful
even in their personal style to Schoenbétgrhis bombastic and dissonant work displays,
with crisp efficiency, the properties of its basatemial, and as Zanetti writes, it is its clarity

that is most striking:

In this Sonatais found, as in other music of the period, a ligitd open
structure, a neat and rich instrumental taste x@nessivity that knows how to
emerge from the seriousness that is undoubtediseptan the entire central
mov%nent and reach a real self-confidence in itxguures and clarity of
tone.

It opens with a double canon between retrogradepante forms of the row:

R(0)
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e | L TF s ‘:
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.
P 1
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o & 7Thpie T | [ gl S e e
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Ex. 3. 19:Bars 1-5 of NielserGonata per Due Pianofortmovt. |

In fact, this canonic motion interweaves through téxture for the totality of the movement
(‘extremely complex canonic forms are applied’ thgbout, in the words of Zanetti) though
the statements of themes are never clear afteogbaing®* The material threatens at all

time to descend into chromatic chaos, with sev@ations showing fragmented semiquaver

%9 Unpublished lecture by Maderna from 1953-4, repdrin VerzinaBruno Maderna: Etude historique et
critique, 45.
€0 Zanetti,La Musica Italiana nel Novecent®259.
61 H
Ibid.

114



Chapter 3

motion. Yet the work is pulled back from the briok the outworking of the canon which,
as the conclusion is reached, demonstrates a temsand clear return to the retrograde-

prime duality, giving a sense of unity betweentsaad finish as reverse formations.
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Ex. 3. 20:Bars 47-49 of Nielser§onata per Due Pianoforti

The pieces discussed under the rubric of ‘hypeomatity’ have demonstrated a
relationship to the serial technique that vestspibwer of their aesthetic value in the pre-
compositional material itself: they seem entranbgdhe method, dominated by it at the
expense of other forms of artistic expression. Tiveye, of course, searching for this kind
of musical autonomy in the first place, as has lEmonstrated by earlier discussion. The
Leibowitzian influence that drew these Italian carsgrs to focus on the self-sufficiency of
the material must be seen within its context of plst-war cultural matrix, as Taruskin

argues:

Because it seems to deal only with ‘purely musicalationships of structure
rather than with ‘extra musical’ considerations expression, [serial] music
seemed incapable of being commandeered for purmdgE®paganda. Its only
political stand seemed to be the rejection of msliend the affirmation of the
right of the individual to turn away from the coiee public spheré&?
Caution should be used in ascribing political int&s a motivating factor in these
compositions, almost as a hermeneutical filter imcl to carry out analysis: there is a
certain naivety in this music which mitigates agaithe accusation of strong ideology. It is
also dangerous to venture a reading of the workeady discussed as totally

‘expressionless’. However, it is fair to say thiaé imusical results of this de-subjectivising

%2 Taruskin,The Oxford History of Western Musig 17.
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move spring from a type of serial reasoning vergtipalar to this era, an aesthetic that
faded away in part due to fierce and pointed ¢siticby other composers that sought a less
individualised future for Italian music:

A sense of isolation and a constant defensive @@gdiis responsible for the
‘mindset’, the intellectual, spiritual, cultural @mpsychological constitution, of
Schoenberg himself; an isolation that causes extremasperation and is a
definitive rational crystallisationof titanic individualism, of desolate and
inaccessible solipsism, springing from German aituce of the turn of the

twentieth century and culminating in the way in @hhihe ‘serial’ method has
concluded its particular interpretation of Wagner@daromaticism. With its own

hands, therefore, it builds itself a cage wherestdes .. °

The musically humane and a ‘lyrical synthesis’

A very different music was emerging from other iial writers with a relationship to the
serial procedure, simultaneously more self-consciand less willing to disengage with
humanistic concerns. At base, the music in thisose@ccategory of dodecaphonic
reformulation posited itself as arising metaphylsycaot from the method but from a more
intrinsic musical expression. Dallapiccola, whoggeswill be explored here along with that
of Maderna and Turchi, formulated it thus: ‘gredt.a fully realises the expression of an
inner truth, of a universal truth, which grips thbole of humanity®* This sense of musical

compulsion arose from the conscience of the ddrsiMaderna, and he argued that twelve-

note technigue was for him merely a historical cay@ncy in need of subjective
expression:

there was a feeling of something new, but | newaiebed serialism was the
only road open ... music cannot be anything othen #ra expressive thing: a
sound evinces a response, and sounds are only asmeatake Op. 27

[Webern]: if we perform it with the greatest seiigd it is a marvellous work,

but if we realise it according to so called objeityi it is an idiotic machine,

whose series go forwards, then backwdrds.

8 Turchi, ‘Critica, Esegesi e dodecafonia’, 179.
% Dallapiccola, ‘Die Moderne Musik und ihre Bezielguzu den iibrigen Kiinsten’, 44, quoted in Earle,

‘Dallapiccola and the Politics of Commitment: Redéengll Prigioniero’, on-line, (accessed 18 Feb 2010),
11.

5 pinzauti, ‘Conversation with Bruno Maderna’ in Be®Bruno Maderna316, 318.
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The ‘lyrical’ voice

Dallapiccola’s Tre Poemi for Voice and Chamber Orchesth 1949 (originally titled
Variations for 14 Instruments) provide the cleamsample of a circumstantial nexus, or
overlap, between the lyrical concern and the Au&eoman serial ‘mainstream’. They were
dedicated to Schoenberg ‘for his"7Birthday’, and the completion date of the work is
given as the 18 September, the day itself. The piece came as we domposers
commenced a period of correspondence that lastednittently until Schoenberg’s death,
starting from the letter Dallapiccola wrote propasihe idea of the dedication. Schoenberg

replied positively, adding:

From what | can understand, you write to show treatiness is not necessarily

engendered, apparently, from the dodecaphonicssérlgs is something | also

try to achieve; where | do not succeed completelyhe future | hope that the

hardness will not be seen, as today we do notteeddrdness in Wagner. Or

that it will be acceptetf
It is eminently plausible that Dallapiccola’s laok ‘hardness’ (harten) was the first thing
Schoenberg had heard about the Italian composemgasitional style, especially if he had
read René Leibowitz's 1947 article linArche praising Dallapiccola’s turn to serialism but
chastising him for his ‘lack of harmonic controlhedonistic concern’ and ‘decorative
elements’. Leibowitz had suggested that Dallapecaias ‘dominated by the material
instead of bringing it under the control of his qmsitional knowledge’ and advised ‘an
attentive examination of Weberf.Schoenberg’s agreement (contra Leibowitz) with the
attempt to distance serialism from ‘hardness’ (irexise meaning of which is frustratingly
vague in this context but can be taken to mearyrtical) would have made an impression
on Dallapiccola, who held Schoenberg in the deepegard. It also shows Italian
‘reformulation’ of serialism in the late 40s worgin reverse, with a unique glimpse from
the heart of the Viennese school (the ‘Urtext’, iaswere), of the reaction to this

experimentation.

% Schoenberg, letter to Dallapiccola, 16 Sep 194Saiggi, Testimonianze, Carteggio, Biografia e
Bibliografia, 79.
87 Leibowitz, ‘Luigi Dallapiccola’, 123.
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Ex. 3. 21:Reduction of Dallapiccold,re Poemj movt.1
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How do theTre Poemieschew this ‘hardness’? The subject of Dallap&sol
‘Mediterranean sensuousness’, his twelve-notengsft’, is a perennially complicated one,
as it relies on a number of aesthetic configuratithrat, within the post-war era at least, are
decidedly undetermined. Ben Earle sets out an dafppoal chronology of the concept,
whereby it is used to stereotype Dallapiccola amsbtige ISCM in the 30s, pronounced as a
universal by Mila and D’Amico in the 40s, denoundsdthe post-Webernians in the 60s
and buried by Montecchi and de Santis in the 8@sleEhimself mounts a cogent ‘defence
of the old critical line ... to provide an appreatatiof the richness and complexity of the
synthesis of stylistic, technical and expressieengints of Dallapiccola’s musit®.

Earle devotes much discussion to melody, attemgtrgdjscern a vocatantabilita
in the Cinque Frammenti di Sapphaf 1943% The same principles he adumbrates in that
work can be seen in the melodies of the first maamnof Tre Poemi Verdian ‘emotional
crescendos’ (for example the quintuplet-sextupigurés in bars 7 and 14); layers of
phrasing (such as in bars 11-12.3), melismas atagies, and concentrated, differentiated
articulation. However it is arguable that the maosginative, expressive element of fhe
Poemiis the integration of the horizontal with the veali A reduction, following the one in
the score, is given at Example 3. 21. Dallapiceol@rmonies manage to acquire the quite
remarkable distinction of containing dissonancetheauit sounding dissonant. Even his
tritones (labelled ‘t") have a certain sweetnessualbhem. There is little in the way of tonal
reference going on here, but rather a careful tatemno the placement of intervals; for what
soon becomes clear is that the composer, eventveéping to a strict observance of the
series order, is working within tension and relepagerns, setting up dissonance, moving
stepwise and resolving onto a major second or th.8§XThe clarity of these is ensured by
the constant grouping of the pitch-class colledianto tri-chords containing a note from
the vocal line and two from the instruments. If dpening bars are split into gestural units

with the trichords marked as pc-sets, this carcea slearly:

% Earle, ‘Dallapiccola’s Early Synthesis’, 36.

% bid., 10-15.

0 Even the tension generated by the numerous tstsnsubsequently dissipated by other factors asdhe
resolution of the Ab in bar 3 to a G, or the adufitof the Ab in bar 6 to turn a tritone into a doamt seventh.
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Ex. 3. 22:Bars 1-6 of Dallapiccolalre Poemji movt.1

The effect is heightened by a careful coordinati@tween gesture and harmony, most
clearly seen in the formation of three identicalgses at the outset. Rhythmic compression-
expansion (triplet-quaver or semi-quaver to quavresrotchet) is matched by a move from
a dissonant pc-set to a semi-consonant one. Thagiistained throughout the passage, with
a bifurcation between ‘tension’ pc-sets [036], [P2and [014] and ‘release’ sets, which
contain one tone and one other interval (typicaltyitone, forming [026], with its dominant
seventh resonances).

What is also evident in these few bars are a nurmbectave relations or identical
pitches that are semi-adjacent (within a quavegawh othef! Taken alongside the tension
release patterns, the effect is what the compos&igates ‘polarity’: for a brief moment,
pitches are given a certain gravity and prominemcethe sense of a centre, through a

" Though seemingly trivial, the use or avoidanceaifive doubling was a topic of deep controvershiwit
serialist aesthetics. See Schoenb8tgle and idea219-220. Both Leibowitz and Schoenberg conderramid
accordingly, Malipiero and Vlad argue to curtadl itsage in their writings of this period. Howeewy Italian
composers made a conscious effort to thoroughattse’ their works of this tendency, and many abvééh
Maderna’s critique of Leibowitz’s views as ‘Talmaot{quoted in FearnMladerng 316). Dallapiccola himself
only accepted the limitation in his later, strictesrks (see Natham;ragments from Conversatip@29).
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sensitivity to note placement and duratférwhilst the effect is not a tonal hierarchy, the
feeling is defined by the suggestion of such agmate
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Ex. 3. 23:Octave relations at the opening of Dallapiccdla Poemj movt.1

And if the work is never conventionally diatonit,dioes rely on scalic patterns of another
kind. An aspect particular to the melody in thisrkves its octatonicism, a technique that
plays a crucial role in Dallapiccola’s post-war tivi).”* The row of theTre Poemidivides

into a 5-note and 7-note octatonic set, as carebe 5 the opening soprano melody:

3
4 =T = e B
[ 5= TF Lo henitl 7
= - = ﬁ ; %
| | |
01 02

Ex. 3. 24:Octatonicism in the opening bars of Dallapiccdl@ Poemj movt.T*

This renders a continuous division of the row iBtd octatonic collections across the work,
using all three forms of the scale:

2 Dallapiccola, ‘On The Twelve-Note Road’, 325-6.

3 Eckert, Michael. ‘Octatonic Elements in the Musit Luigi Dallapiccola’, 35-48; Alegant and Levy,
‘Octatonicism in Dallapiccola’s twelve-note musi89-88.

" The octatonic scale can be transposed twice; Berelesignates the scale starting C-D, O2 sta@@y,
03 starting C#-D.
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Voice Ins.
Verse 1 501 7 ©2) 701 5O
7(03) § (02 5(03) 702
7 03 5 © 503 T
5 (03) T © 5 (03) 702)

70350

Verse 2 703 30D
5(02) 7 (O
53 7 ©n
7 ©3) 5©n

Ex. 3. 25:Octatonic collections in Dallapiccolare Poemj movt.1

There is therefore a sense of linear unity runtimgugh the melody of this work,
confounded at times (as in the first two bars efrtilovement, which group the phrase into a
group of 8 and of 4) but a constant harmonic thréazteates, for example, vertical chains
of subsets (such as ending with O2 in verse 1)matthing (such as that between voice
and instrument in the first verse). Dallapiccola&atonic practice, relying as it does on
‘deformations’ of the octatonic scale into 5 andofe subsets, forms an important if subtle
constituent of thdre Poemieven if, as Alegant and Levy argue, ‘one remamsoavinced
about the purity of these octatonic collectiofts’.

TheTre Liriche Grech€1948) by Bruno Maderna, together with their narkesay
Nono in the same year and Berio in 1946, all satdliterations of Greek poetry by the
contemporary Italian writer Salvatore Quasimodd(jsihed in 1940), and act somewhat in
response to Dallapiccola’s initiation in his seatnfr 1942-5. They all also mark the very
beginning of their respective composer’s affiliativith serialism (an affiliation which, for
Berio at least, was an ambivalent and short-livikaira see chapter 7). Maderna’s debt to
the Dallapiccolian oeuvre was clearly formed by asype to thd.iriche Greche and it is
not surprising therefore to be able to find an édpigel of expression in his settings of the
text.”® A letter from Maderna at the time shows him prajsBchoenberg’s ‘re-evaluation of

the means of expression’, but crediting DallapiatoLiriche with an ‘evolution of these

S Alegant and Levy, ‘Octatonicism in Dallapiccold@svelve-Note music’, 78.
8 Borio, ‘L’Influenza di Dallapiccola sui Composiidtaliani nel Secondo Dopoguerra’ in de Santis ed.
Dallapiccola. Letture e Prospettiy887.
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principles’; the songs were of ‘unquestioned beawtgyd ‘ingenious”’ Of course

Maderna’s aesthetic background lay not in the makithese composers, but rather in the
Venetian mannerisms of his teacher Gian Francesalipidro and the modern classicism
that predominated in thgenerazione dell’'ottantawith its finely crafted conventional
forms, emphasis on picturesque depiction, ltalenséntiment and intuitive sense of
lyricism.”® This mix of characteristics was welded by Malipiém the 30s and 40s to what
Waterhouse calls a symphonic ‘rationalism’: a sesfdealance and proportion in form and
a tight, often polyphonic control on harmonic laaga’® Such a synthesis, in its motivation
rather than its results, is reflected for Mademdhie integration of serialism into already
existent aesthetics, a stance rather at odds héttabula rasareputation that marked other
serialists.

Using similar instrumental forces to Dallapiccolaisiche, Maderna conceives the
row as a melodic and canonic device in the first tird of the songs, whereas in the third,
he breaks it down into less conspicuously ‘romantigts. The opening of the first song,
‘Canto Mattutino’, is seen at Example 3. 26. Otlg soprano and two flutes are used, and
all three parts have a sometimes canonic, sometitelsgato relationship. The writing is
overwhelmingly melodic, but the conjunction of lmamtal and vertical elements is far from
accidental. Initially, flute 1 trails the sopranasching line, taking pitches from it almost
absent-mindedly (in a heterophonic fashion) to famsons that either anticipate or follow
the vocal line, and therefore come in and out @au$o— essentially, oscillating between
consonance and dissonance. The second flute entersanon with the soprano in bar 5,
and jointly they supply the pitches for the firkité, thereby creating ever more transient
and veiled unisons. The shattering of a melody piexes which are distributed between
parts is a favourite Madernian tactic from his yg@eriod, and can be seen most obviously
in theComposizione no. om 1951, which uses the ancient ‘Greek Epitajpp8ekilos’ as

a base-materi&f

" Maderna, letter to Dallapiccola, 22 July 194%amgi, Testimonianze, Carteggio, Biografia e Bitpafia,
75.

8 For more on this artistic relationship, see thieive Malipiero Maderna 1973-1998d. Paolo Cattelan,
especially Noller, ““Quando gli strumenti cantanMalipiero, Maderna, la Metafisica e il Concetto
d'Espressione nel Novecento’, 229-244.,

9 WaterhouseGian Francesco Malipiero255.

8 Fearn,Bruno Maderna56-68.
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Ex. 3. 26:Bars 1-13 of Madernd,re Liriche GrecheéCanto Mattutino’



Chapter 3

The soprano herself displays a fic@ntabilita quality. A short slurred phrase, with
an upward seventh (giving plenty of scope for pogato) broken by a quaver’s breath, is
followed by a repetition in rhythmic diminution, érthen prolonged by a melismatic
flichtig quintuplet that rises and falls onto the lowesenand fades. This vocal ‘type’ can
be seen in other situations:

A5 .
(Y] 3 1 e
a5
mf
b. T
f) - - - » g , " | |
e e e e e e e e e
Fi— I I 7 ;
5 | —
I ———

Ex. 3. 27:Flute 1, bars 14-18 and 38-40 of Maderfa, Liriche GrechéCanto Mattutino’

This is all aided by the physiognomy of the rowjetihproduces consonant intervals
and both major and minor triads. Additionally, Matkgs attitude to register is relaxed and
scope is given to widen the tessitura greatly, Bmglleaps within chains of 7ths and 6ths
(e.g. bar 27).

Ex. 3. 28:Row of MadernaJre Liriche GrechéCanto Mattutino’

The row does not continue to be followed in a sganse (though it dominates the writing
in the third movement). Instead it begins to berethaamongst the parts in bar 10, and by
bar 13, chromatic half-steps cloud what Raymondriealls the ‘mellifluous’ harmonies
of the initial measure¥. Some of the basic building blocks (especially le form of
tetrachords, labelled x and y, and quintuplets) mentained, and the melodicity and
expressive phrasing are kept intact, but the roundtsis lost:

8 |bid., 28.
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Ex. 3. 29:Bars 28-32 of Maderndre Liriche GrechéCanto Mattutino’

The logic behind pitch choice therefore has anothetior integrated with that of the series,
and it is familiar one: the tension-release pattesaen in Dallapiccola’$re Poemiare

present in, and possibly motivate, Maderna’s wd¥niero Rizzardi has commented that

Maderna ... constantly utilized a system of integatlontrol that permitted a
precise measurement of the expressive qualiti¢eeomaterial ... the principle
Is that of putting every interval into the relief @ different grade of calm or
tension

So the idea of an oppositional ‘tensio-calmo’ (Rizi’'s words) is an external aesthetic
factor that derives from a property of the row:ttisa the ability to form thirds, triads and
perfect fifths. Example 3. 29 provides a good tlason of this. The overlap of parts and
irregularly grouped quintuplets creates a sensdythmic dissonance, which is confirmed
in the harmonic palate. The tension is resolvedugalty (the gradual breakdown into trills
leading to a fermata) but is also upheld by culmmaonto a minor third. A number of

equivalent configurations can be seen using théegtefifth as a moment of harmonic

82 Rizzardi, ‘La Nuova Scuola Veneziana, 1948-1951Borio, Gianmario, Morelli, Giovanni and Rizzardi
Veniero edsLe Musiche degli Anni Cinquanté.
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release at the beginning of the work, as markedxample 3. 26. Additionally, the two
fermatas used in the work to mark structural donsi to which the music gravitates — bars
20 and 33, both occur on minor thirds. And ultinhgtat the close of the work, the three
parts are to arrive through canonic and serial aifgers on an F# major triad in second
inversion (bar 41).

The lyricism and expressive nuances of the harmamittng also engage with the
subjective on the level of the text. Fearn hintthat‘evocation of a pastoral and primordial
“greenness” within the text’ which is reflectedtire setting” but this goes beyond a simple

referentiality into the realm of explicit word-p&img:

Canto Mattutino: Musical gestures:

The golden birds with high voices, entry of two "birds' (flutes)
and one high voice' (soprana)

make a confused lament freely the serias is obscured and hidden

through the lonesome wood to the
tops of the pines;

one begins, another delays, another flute 1 begins; flute 2 delays
calls towards the mountains

imitation af bird call - staccato tvills,

0--e--a--a
flurtered guintuplets

and the echo, unending and friendly in downward movement from high

the void, repeats it from the depths register to low (vallevs)

of the valley.

Ex. 3. 30:Text and Gesture in Maderrigre Liriche GrechéCanto Mattutino’

Guido Turchi's enigmaticConcerto Breveof 1947 for string quartet is a classic
example of Mila’s ‘inner necessity’ with regardsthe serial procedure: dodecaphony is an
aesthetic which combines with an already existempositional motivation and forms a
synthesis with alternative stylistic tools. Likel@aiccola’s music, the technical aspects of
the work, though strong and well-conceived, do oadrride other aesthetic influences; for
Dallapiccola, Schoenbergian developing variatioee(delow) and tonal tension—release

patterns are the model, whereas for Turchi,Gbacerto Breves the point at which Italian

83 FearnBruno Maderna28.
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serialism meets most clearly the stylisms of Bartbke composer to whom it is dedicated
and who Turchi held up as a paradigm for post-wasioal directiond? The comparisons
between the Hungarian composer’s unique quartéé gparticularly the height of his
progressivism, the R} Quartet) and Turchi's effort are manifold: the alag, often
percussive effect of the rhythms; the use of chesktechromatic chords; the compact and
highly economic use of material; the symmetricaltclpiscale construction; the
horizontal/vertical equivalences in the harmony] abhove all a degree of complication that
Taruskin terms ‘maximalisn> Yet Turchi’'s dissonance goes beyond anything the
Hungarian composer conceived, and his quartet isnats frighteningly expressionistic in
its harsh timbres and lack of gestural resolutidiie opening of the work — a slow moving
‘Elegia’ — uses the sustained chromatic cluster #ABA (henceforth 1-2-3), and as the
following example shows the other notes of theat@aow combine to form similar clusters
that at times threaten to fill out the aggregat&iating passages from Bartdk such as the
opening of the 8 Quartet:

Molto Lento J = 22

serial/chromatic aggregate
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Ex. 3. 31:Bars 1-5 of TurchiConcerto Brevemouvt. |

The row Turchi uses provides much of this dissoaame a starting point, and in
addition to the 1-2-3 cell it contains three triéggnand is based on three octatonic
collections: these contribute to the complete latkny tonal or scalic hierarchy (and thus
continuity) in an opposite manner to Dallapiccolare Poemiwhich uses octatonic sets as
melodic entities to bring about unity). The identibf the first pentachord to the

8 See Turchi, ‘Critica, Esegesi, Dodecafonia’, 1B8-1
8 Taruskin,The Oxford History of Western Musig, 402-421 provides a lengthy analysis of theQuartet,
demonstrating its symmetrical pitch axes.
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‘Schoenberg’ motif in Berg’sChamber Concertshould be noted — such ‘extra-musical’

allusions are a hallmark of Turchi’s style, as Ehalseen further on:

Schoenberg motif (-1)
[ 1

® c H B E G
== 7 T — b
5 f— i "
[ +
1-2-3 unit
[ | [ |
Octatonic collection: 2 01 03

Ex. 3. 32:Row of Turchi,Concerto Brevemouvt. |

When it comes to the application of the row, @ancerto Brevés initially cautious.
In fact, Vlad’s self-limitation to the prime formf ¢he row in theStudi Dodecafonicis
mirrored in the first movement. However, unlike Risman counterpart, Turchi’s use of the
series is not an instance of crystal-clear ratismabut in fact a complicated (and ultimately
incomplete) matteiGiordano Montecchi comments that Turchi’'s musi¢hi$ period came
‘close to the 12-tone system without embracing holeheartedly’, and displays ‘a
constructivist and contrapuntal rigour without exthg the use of expressive, non-serial
motivic material®® Example 3. 31 has already shown how a vertical hodzontal
presentation of the row initiates the piece, areb¢hbars are followed immediately by a
chaotic two bars in which the rhythmic scotch-sgepture is maintained along with the 1-
2-3 motive, but the actual order of the seriegtiisoned. A similar effect is achieved in the

next bars:

8 Montecchi, ‘Turchi, Guido’, inGrove Music On-lindaccessed 27 Feb. 2010). Turchi himself stateis ‘it
possible to exercise an objective and serene aritisntrol towards dodecaphony without needingalefarm
to its dictates, without fidelity to the prescripts of its doctrine.” Turchi, ‘Critica, Esegesi, @aafonia’,
178.
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Ex. 3. 33:Bars 67-68 of TurchiConcerto Brevemouvt. |

The simultaneous use of the row on both axes (bota and vertical) hints at
crucial fact: Turchi, besides being influencedttirs work) by Bartdk, is a Schoenbergian,
aesthetically speaking. In tl@&oncerto Brevehere is a high level of thematicism and late-
romantic use of motto rhythms (see Example 3. 34ve a number of tortuous and
yearning melodies suggestinfin-de siecle Vienna, the compression of conventional
concerto form (the sequence of tempi ‘Elegy — Alleg Elegy’ forms a ternary first
movement, which is followed by a ‘Rondo’ to closedo its most intense configuration,
frequent use of adumbrated unison passages, amassiccrecourse to Bergian ‘wedge’
shape chromaticism (found in the Allegro). Turchi@nception of Schonbergianism was
that

‘from this preordainedmaterial, or better from thistuitive fulcrum Schoenberg
derivessuch a crop oéxpressive elementisat demonstrate how life and fertility
now expands the musical imagination of composersutih the new
technique®’
Though he held an ambivalent attitude towards dieelbgies behind this view, it rings true
with the derivative material found in tl@oncerto Brevgiterative melodic cells originating
from the row and subsequently abstracted (makingslialong the way with Bartok’'s

modernist tendency towards ‘dissection of the mirizits elementary particles:

8 Turchi, ‘Critica, Esegesi, Dodecafonia’, 176.
8 Taruskin,The Oxford History of Western Musie, 418.
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11-12:

4-5-6:

1-2-3:
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Ex. 3. 34:Extracted figures from TurchGoncerto Brevemovt. |

So at heart, this work is predicated on the notbnomantic organic unity (hence

the reference in print to ‘life and fertility’) anthe Weltanschauunghat proponents of

tecnica wanted to delimit in the post-war period, placiigrchi fully in the camp of

estetica This can be seen most clearly in an apotheotssaige towards the end of the

‘Elegy’ in which a rigid 3-voice serial canon culmaites onto a synthesis of many of the

elements so far discussed: a tormented dedo cantatomelody using the scotch-snap

motto rhythm (and underpinned by the 1-2-3 and &-¢ells abstracted from the series)

builds up into a motoric breakdown as the postposttement of the 2pitch class

signals a conclusion:
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Ex. 3. 35:Bars 17-24 of TurchiConcerto Brevemovt. |
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The dénouement of the entire work occurs wherpigstse makes its appearance. In
the midst of the chaos of the Allegro — in impedga®econd-Viennese fashion — Bartok’s

name is picked out by the first Violin:
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Ex. 3. 36:Bars 104-7 of TurchiConcerto Brevemovt. Il

Structural imagination, serial fragmentation

Formally, both Dallapiccola’®oemiandMaderna’sLiriche exhibit a degree of purpose and
sophistication beyond Turchi€oncerto BreveTre Poemican be seen as three different
explorations of the concept of ‘variation’ (andsths born out by the original title for the

set, ‘Variations for 14 instruments’), with a unifg feature of all three sections being a

reliance on a dialogic of contrasting textures:

Movement | - Variations on a Series
Movement Il — Canonic Variation form
Movement 11| - Obbligato Variation form

The idea of a ‘variation on a twelve-note seriesfives from the Schoenbergian principle
of ‘developing’ (Schoenberg) or ‘perpetual’ (Leibibxy variation outlined for the first time
in the Austrian composer's 1917 treatise ‘CoherenCeunterpoint, Instrumentation,
Instruction in Form’. It is a very specific tropleat centres on the teleological narrative of
serialism, which (corresponding to the sense ofrAds negative dialectics) claims to have
boiled sonata form down to its most Hegelian, itddie development section (the clash of
thesis and antithesis). Schoenberg’s conceptioth®fprocess focuses on ensuring that
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musical ‘changes proceed more or less directly tdwhe goal of allowing new ideas to

arise’®® Ethan Haimo gives a neat, dialectical schemaekplins the practice:

1) An initial motivic figure is stated.

2) This is followed by another figure that reta@mough of the features of the first to
be recognised, but with significant changes.

3) Those changes effectively create new musicaligurations which can then be

subjected to further developmeéfit.

Within the first movement of th&re Poemithe precedence is set by the text, taken
from Joyce’sPomes Penyeadh the Eugenio Montale translation (seen at Exan®l37).
There is a kind of prototype ‘developing variatidorm on display here. Following the
critical apparatus of Haimo, there can be discerakminents of one dimension being
retained — the rhythmic continuity achieved by tise of ‘che’ at the beginning of the third
line, the separation of the sub-clauses in lineas@ 4 with the single syllable preposition —
and of another dimension being developed — theidgpaut of ‘Gracile rosa’ to ‘Fragile e
bella come rosa’, which then gives freedom to extkmther with ‘e ancora piu fragile’.
These characteristics inherent in the text are ffiagnin the music. Example 3. 37 also
shows the soprano line of the two verses in pdralle can be seen, development is
occurring even within the first verse, in termsgetures with similar rhythm and contour
patterns but with certain features, such as interwaverted. The second verse has moments
of continuity with the first, the most prominentwhich (from an aural perspective) is the
opening 5 note group, unmodified in rhythm/underémyd similar in pitch. Other ideas
taken from the first verse, such as the seven-oelleon ‘strana meraviglia’ (bar 11), are
out-workings of previous ideas, while sections sastiche veli ne’tuoi occhi’ rely solely
on one aspect of previous material (dwelling onupwards semitone) while forming new

gestural patterns.

8 Schoenberg, ‘Coherence, Counterpoint, Instrumiemtainstruction in Form’, quoted in Haimo ‘Develog
Variation and Schoenberg's Serial Music’, 350.
% bid., 355.
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Ex. 3. 37:Developing variation in the music and text of @pitcola,Tre Poemj movt. |
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These two vocal stanzas are also cast in develongtion form in terms of their

hexachordal invariance, linking the technical arpressive spheres neatly:

Verse 1
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Ex. 3. 38:Hexachordal Developing Variation in Dallapiccolag Poemj movt. |

Here the transformations are chosen to give comgirthrough their partial hexachordal
invariance. Using all four forms of the row, butandifferent order in the second verse,
Dallapiccola’s row choice leads to identical condre hexachords of 4 and 6-note
invariance, a quite deliberate and calculated naesgned to bring about melodic unity.
The use of different row forms between verses, ewemeans that even given the pitch
invariance, the order is dissimilar and therefdi@ens diversity of material.

Formally, the second movement is altogether differkardly surprising, given the
move from the poignant and wistful Joyce to thevdiic and torpid Michelangelo. Earlier,

the tendency of each of theB®emitowards dualism was noted, and this is especially
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apparent in this particular case. The division leetvheavily canonic sections and more

fragmented passages explores aspects of timbheimost detailed way. However it is the

canonic writing that carries the structural weight:

bars. 17-22

23-40

41-61

62-79

Canonic Variations

Chivngue nasce a morte arriva
nel faggir del tempo, &'l sole
fniuna cosa lascia viva.

Timbral Variations

Manca il dolce & quel che dole
e glingegni e le parole

e le nostre antiche prole,

al sole ombre, al vento un fume

Canonic Variations

Come voi uomini fiumo,
liete & tristi come siete;
=

terra al sol, di wita priva.

ed or stam, come vedete,

Timbral Variations

Gié fiar g occhi nostn mten
conla luce in ogni speco;
or son votl, orrendi e ner,
e cid potta il tempo seco.

Ogni cosa a motte arriva.

Ex. 3. 39:Form of DallapiccolaTre Poemj movt. Il

As the structural crescendo is reached towardsniltglle of the movement (bar 49),
Dallapiccola augments the notes of the second Wbath® canon to provide jarring
syncopated rhythms, and he chooses his row tranaf@ns to increase the tension by
clustering entries on the octave (harp bar 41),niagor second (clarinet bar 44) and the
major 7" (oboe bar 45). As fortissimo is reached, and nmjthvalues diminish to triplets,
there is a sudden moment of clarity as the sopnmatomes ‘fumo’, and the canon reverses
and is taken up by the instruments in retrograde.

The last movement’s dualism lies in the dichotoreymeen chordal textures and a
canonic/obbligato writing. The framework for therieéion of a gradually expanding set of
ideas can be seen in this formal chart; by addiiovoices, the binary subsections increase

in intensity until the final two utilize four simneous melodies:

b. 81-84? 85-87 88-89.3 89-92 9293 9497 98-100
2 L Subject Subject |
= ; ! :
W i S“b-]e(:t (developmentI) : (development IT)
L A : ; A :
iSubject
Z . ont
5 . i Obbligato
< ! | i Subject | (subject dew :
g Chords; Obbligato {Chords + | + Chords | Winversion) i Chords
= | (et iObbligato|Obbligato | (inzpart | pato | (adaart
E inversion) ! - ! (subject canon) ! Obb]ll_c__’ﬂfﬂ ! canen)
inversion) -gsub]el.:‘l
inversion)

Ex. 3. 40:Form of DallapiccolaTre Poemj movt. Il
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The opening chords are simple and elegant in theisi-tonality, but as they are developed,
first of all with an obbligato line, secondly withtwo-voice canon and finally with a four-

voice canon, dissonance emerges:
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Ex. 3. 41:From initial to final ‘Chords’, bars 81-81 and 2890 of Dallapiccolalre Poemj movt. IV

The first movement of Maderna®e Liriche Grecheas has been seen, forms itself
around the build up of tension and release patteongsponding to the literary movement

of the text. However the third (‘Stellato’) is theost serially and structurally determined:
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Ex. 3. 42:Reduction of Madernd,re Liriche Greche'Stellato’

The 10-note row (no G/Bb) acts somewhat aargtus firmususually occurring in a
prime-retrograde configuration and hovering arotimel build up of sustained chords — a
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tactic seen often in Dallapiccola’s mugicThe second-inversion B major chord in bar 4 is
clouded by a second-inversion D minor, both of Wwhascillate around the text in the
chorus parts while the series is unfolded and etlhetveen the piano and flutes. Over this
static texture, the soprano solo intones ‘througlio& night’ (spoken) as a rhythmic drone.
Around bar 17, the stasis ends, as the chorus es@rtp a canonic exploration of the row,
designed to draw out the parts onto the A-B-C#htirid seen in Example 3. 42 (even
creating a hocket-like texture so the canons mafckxactly into the chord in bar 21). As
the canonic motion transfers to the instrumentatspaoth in diminution and in its
normative state, the lower chorus adds the cr@iBb dyad, unused in the movement until
this point, which completes the 12-note pitch Séte most sophisticated aspect is the
dovetailing, both in pitch and structural balaneadh section being around 5 bars in length)
between canon and harmony, and the control witlchvtiie graded move from consonance
to chromatic aggregate is carried off.

The middle movement (‘Le Danaids’) is even morerfally ambitious, containing
hints towards novel techniques of serial fragmémathat will be further explored in
Chapter 7. The serialization of rhythmic gestureghie most obvious early example of
Maderna’s experimentation with independent paramétinking, a new direction which
sprang out of the composition courses hosted bynden Scherchen in Venice in 1948.
Nono also took part in these courses, and latexlest'Scherchen had me study the new
rhetoric of Dallapiccola’s musical thinking: indeqkently articulating relationships
between pitches — time periods — timbres — phasietidynamics; not just the mechanical
development of academic twelve-note linguisticd, fawerful, independent fragments of
infinite worlds.®? Example 3. 43 shows the nascent use of serialjgplieal to rhythm:
prime and retrograde rhythmic cells, easy to spibhimv the pitched timpani, are also

present in contour within the un-pitched tambura.

1 In fact the allusion to the elder composer gog@be this in the opening gesture: the row is accamigd
on its path by a shimmering and sustained B majad in the upper chorus parts, a device very resogmt of
passages in Dallapiccola®e Laudi(1937),Volo di Notte(1938) andUlisse (1968), where the associated
image in the text is of stars (the triad represgnthe background of the firmament and the sesab@bright
stellar sparks; see Fearnyigi Dallapiccola 34) Thus the title of Maderna’s third Greek lyfistellato’,
starry) suggests a rather obvious musical borrowthmgyintentions of which are unclear.

%2 Nono, ‘Con Luigi Dallapiccola’ in Restagno ddong 246.
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Ex. 3. 43:Ostinato rhythms in bars 1-14 of Maderieg Liriche Grechg‘Le Danaidi’
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The base material used as a resource to be drasmhypthe instrumental parts is a
twelve-note row. It is only found once in its eaty, in bars 19-21 in the piano part
(Example 3. 44), but even before this point cerig@stures are removed from it, most
prominent of which are the 5-note ‘wedge’ shapeireg. Bars 4-7, for example, contain
these shapes within the melodic lines of Clarineantd the Bass clarinet, as well as

providing interjections by Clarinet 2 and Flute 1.

X : Xin) X(ir) : X0

‘wedge' shape

Ex. 3. 44:Base row material (pf. Bar 19-21) of Madereg Liriche Grechg‘Le Danaidi’

Hereafter, the pitch processes progressively fragrie row, drawing upon it for melodic
and decorative resources in the filigree texturghef woodwind semi-quaver lines. The
handling of this line increases in complexity whire latter sections of the piece are
considered. The structural and dynamic climax ef dktinato/filigree texture is in bar 47,
henceforth, the choral enunciations of the text tato pitched notes and melodies, and the
instrumental melodies turn from their fast semiggrawmotion into longer lines. By bar 64,
these lines are derived from a fragmentation oftbthee serial material, shown in Example
3. 45. Raymond Fearn’s work in the Archivio Brunadé&rna (Universita di Bologna) in
the 1980s uncovered sketches which demonstrate the@v composer formed the
instrumental melodies by extracting notes fromliage material one semi-quaver at a time,
each pitch being held on until the next and thusiiog rhythmic as well as melodic shape.
In effect, 7 separate lines are produced with #mees‘ghost’ pitch set hovering overheAd.
Even more adventurously, Maderna then joins the=evetl lines to form one arching
melody given to the soprano soloist as an extersiéal that brings the work to a close.
Maderna is taking the twelve-note procedure heneetw levels of potentiality/abstraction,
and, it is fair to say, to a new era in ltalianigésm that will be considered further in
Chapter 6 and 7.

9 FearnBruno Maderna45-48.
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"Master' serial
material (found
in sketches,

X0
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Fearn: Muderna
p-47

Material divided vertically to form melodies used
in hars 64-70
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Ex. 3. 45:Derivation of instrumental lines from base matefidaderna,Tre Liriche Greche‘Le Danaidi’
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Chapter 4:
Alternative approaches to style and technique in wils by Ghedini and Petrassi

As the central, stylistic section of this thesis@eps, this chapter brings a focus to bear on
two crucial non-serial works written within thisrpel. Both represent the pinnacle of their
composer’s post-war achievements, and both disghistic and technical characteristics
that strongly pertain to an understanding o™ muisieadernism in this era. Simultaneously,
they fulfil two further functions in the progres$ this study. Firstly, in being non-serial
works they balance out the emphasis on the methttki previous chapter, and in so doing
they hopefully put dodecaphony in its right plaget as a hegemonic ‘end-stage’ of Italian
composition in this period, but as a plural cultureeme that inserted itself into the gamut
of other possibilities in post-war art. Secondlgydting a chapter to these two pieces gives
space for a longer and deeper consideration ofrithsic itself’ than has previously been
possible, allowing the content of two large-scabetéd works to provide the interpretative
framework for aesthetic debates. They thus willthe means of revealing and exploring
several new compositional directions, external uefices, continuities with pre-war
aesthetics and specific Italian mannerisms; in $kisse, they act as representative ‘types’,
as such trends that can be found in contemporanemugs by other composers.
Additionally, one work hails from 1945, the otheorh 1950, and therefore they go beyond
merely static historical examples of artistic mettemd illustrate aspects of continuity and
change in these years. Moreover, they document thanltalian context, at least — the
shifting of balance within one particular aesthdtinary that shaped much of twentieth-
century art music, in that the first foregroundssioal style and the second reconfigures
musicallanguage

Ghedini’'s new tonal stylistics: theConcerto dell’Albatro(1945)
Born in 1892, Giorgio Federico Ghedini hailed fr@uaneo in the north (he taught for many

years in Turin and Milan), and remained on thegesiy of musical fame for much of his

life. As the fascist regime turned to war, and heeeed his sixth decade, few expected that
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his music would be of more than local interest iifite® 1940s. Yet between 1940 and 1950
Ghedini’'s work underwent a transformation that sisggl many, and in this creative spring
he embarked upon a ‘stylistic turn’ (as Stefanadeanas labelled it) that brought his well
established manner into collision with moderrit@ianandrea Gavazzeni was one of the

earliest commentators on this volte-face:

today, no longer physically young (in fact, in téder years), [Ghedini] finds
himself in a period of vigour within his musicalost, far away from a
crystallisation of a stylistic position, from beihgld by the limits of a manner;
and he demonstrates to all the surprises of sucttation that can happen in the
fervour of an inventive musicality.

Ghedini grew to maturity as a composer within ¢¥ieatennioyears, surrounded by
the latent neo-classicism of Casella, the hedanisimanticism of Respighi and the
capricious dramas of Malipiero. Stravinsky wasmapartant model; national character and
Latin aestheticism the muse. Above all, music wdsniselystylised and the invocation of
manner, whether it be renaissance, baroque, orntenaogether with an emphasis on
cleanness of instrumentation, shaped Ghedini’'s gnynmusical language. None of these
artistic creeds is abandoned in the 1940s, butuhegrgo a metamorphosis into something
novel. As documentary research by Parise has shihvrgatalyst for this change was the
physical displacement and exile brought on by teeo8d World War itself. A sense of
artistic isolation, wedded to a melancholy brougiitby an observation of suffering, firmly
affected Ghedini’'s compositions of the middle 4@sd Parise goes so far as to express
such war time experiences as producing ‘a profaexistential fracture in the musician’s
life’.# The fracture was one of style and genre, brougéther with a new vigour that
Gavazenni in 1946 called ‘an impetuous musicaligyid producing a ‘redefinition of the
coordinates of the Ghedinian languagyéh some ways it involved a confrontation with

more international compositional models: more &f thusic of Stravinsky, and that of

! See Parisaziorgio Federico Ghedini: I'Uomo, le Opere attraserle Letterdor a discussion (‘through his
letters’) of the composer pre-1940; other authsush as Zanetti, begin their discussions of Ghedinusic
with Architteture(1940); La Musica Italiana nel Novecent&060-1074.

2 Parise, ‘Una Svolta Stilistica nel Secondo DopogueSiorgio Federico Ghedini’ in Salvetti and Alid
eds.Italia Millenovecentocinquante271-82.

% GavazzeniMusicisti d’Europea182.

* PariseGiorgio Federico Ghedini: 'Uomo, le Opere attraserle Lettere8. See also Ghedini’'s comments in
‘La Ricostruzione Musicale in Italia’ in Zanettia Musica Italiana nel Novecent®650.

® GavazzeniMusicisti d’'Europea188; Parise, ‘Una Svolta Stilistica nel Seconap&guerra: Giorgio
Federico Ghedini’ in Salvetti and Antolini edtalia Millenovecentocinquante271.
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Bartok, Hindemith and the twelve-note composerausTtvhat Zanetti labels as a ‘hard,
intelligent modernity’ appears in Ghedini as a esponding shift to the ‘opening out of
national boundaries, the ‘advance into the intéonat arena® The musical results were
the orchestral worlArchitetture (1940), the vocal cantat@oncerto Spiritualg1943), the
Sette Ricercari(1943) for piano trio, the operae Baccanti(1944) and theConcerto
dell’Albatro (1945). The last of these (the ‘albatross confersojustly his most well-
known work, both for its musical merits and its &&s in the post-war years, and will be
the focus of the first half of this chapfer.

Scored for piano, violin, cello, speaker and ortl@esshedini’s concerto was given
its first performance at the Rome Internationaltivakin September 1945. Its immediate

success took the composer himself by surprisegasvealed in a letter to Atilla Poggi:

| am spending my time in Rome playing t®ncerto dellAlbatroand the
Concerto Spiritualdor illustrious colleagues. It is being said tiia¢ Albatross
is the best contemporary piece of Italian musicé Toncerto has already been
included in the programme of the International wastat the Accademia di
Santa Cecilia in Rome in December. Then it wiligneen on the radio, in Milan,
maybe Turin, Florence, Naples, maybe Bari etc is iy first big success.

After the performance, and his introduction to saveémportant Roman composers by
Goffredo Petrassi, the work changed Ghedini’'s foey and brought him a better publisher
(Suvini Zerboni) and more prestigious premieresclisas theConcerto Spirituale the
Piano Concertaand the oper8illy Budd at the 1946, 1947 and 1949 Venice International
festivals respectively) The work takes its inspiration from Hermann Me&/d Moby-Dick
(1851) and while there is no sung part within thers, a passage from Chapter 42 of the

book is used within the last movement of the cawcerecited ‘slowly and softly’ (as

® Parise judges that whilst before the war Ghedipissition was not that different from the vast oty of
Italian intellectuals, tolerating fascism more fraonformity than fear’, at its conclusion his lesteontain
many ‘invectives against the regime’, and aftdéreitcame close (in the eyes of Mila and Pavese) to a
resistenzaentiment in th&€oncerto Funebre per Duccio Galimbedti 1948;Giorgio Federico Ghedini:
I'Uomo, le Opere attraverso le Lettei@

7 Zanetti calls it *his masterpiece, even one ofdhleninations of twentieth century musical literatu(La
Musica Italiana nel Novecentd064), Gavazzeni ‘his best resuMysicisti d’Europea188), and Waterhouse
deems that the work, ‘which finally established fgiputation in Italy, deserves to become a classic’
(‘Obituary for Giorgio Federico Ghedini’, 372).

® Ghedini, quoted in Parise, ‘Una Svolta Stilisticd Secondo Dopoguerra: Giorgio Federico Ghedini’ i
Salvetti and Antolini eddtalia Millenovecentocinquanta272.

? See Petrassi's recollectiorBgritti e Interviste 185.
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Ghedini instructs) over the unfolding musfRather than being a routine texted work, then,
the Concerto dell’Albatroin a sense distances itself from tharole of its text in not

incorporating it musically into the fabric of theovk, and in delaying its entrance until the
fifth movement of the piece. Initially, Ghedini hacanted to base the whole work on a

larger passage froMoby- Dick but he revealed soon after its premiére that

the subject of the literature became a purely nalissubject and the new
direction permitted only a minimal amount of theoko There are many
protagonists that are introduced by the arguméeir states of mind are in the
four tempos of the instrumental movemetts.

The musical ‘internalization of the subject’ isra@al concept in understanding the artistic
world of the concerto, and the physical/natural edmacy and pictorial imagery envisioned
by the text (Example 4. 1) is meant to permeatesthecture from the first bar. Indeed, as
Waterhouse states, ‘when the speaker eventualgrsent the words seem to give a “local

habitation and name” to what was already cleahénmusic™?

1 Ghedini’s choice of text was of his historical memtt according to Torriglia, after Fascism writkke Elio
Vittorini and Cesare Pavese were regularly prodytianslations of Melville, Twain and Thoreau, tiega
‘myth of America’ which they hoped would ‘mark Iy&¢ plunge into modernitytout court; the translation of
Moby Dickused by Ghedini was one of Pavese’s earliest, t®42. TorrigliaBroken Time, Fragmented
Space: a Cultural Map for Post-War Italy9.

1 Ghedini, ‘Come Nacque il ‘Concerto dell’Albatrotjuoted in Zanetti.a Musica Italiana nel Novecento
1064.

12 \Waterhouse, ‘Obituary for Giorgio Federico Ghe'lig72.
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®

:1 remember the first albatross I ever saw. It was during a prolonged gale, in waters hard

upon the Antarctic seas|

[T ascended to the overclouded decl; and there, dashed upon the
main hatches, I saw a reg-aL feathery thing of unspotted whiteness, and with a hooled,
Roman bill sublime. At intervals, it arched forth its vast archangel wings, as if to embrace
some holy ark. Wondrous flutterings and throbbings shook it Though bodily unharmed,
it uttered cries, as some king's ghost in supernatural distress] :'[hrough its inexpressible,
strange eves, methought I peeped to secrets which took hold Erf God|[As Abraham before
the angels, I bowed myself, the white thing was so white, is wings ;c;wide: and in those
forever exiled waters, I had lost the miserable warping memeories of traditions and of
tm\nsz:l_ong I zazed at that prodigy of plumage] @

:}'Lt last the Captain made a postman of
it; tying a lettered, leathern tally round its neck, with the ship's time and place; and then
letting it escape. But I doubt not, that leathern tally, meant for man, was taken off in
Heaven, when the white fowl flew to join the wing-folding, the invoking, and adoring
cherubim |

Ex. 4. 1: Passages from Chapter 42 of MelvillMeby-Dickdivided according to the six sections of speech
material in GhediniConcerto dell’ Albatro movt. V

The two earliest commentators on the work, Gavazend Gatti, maintained that
the text prompted a focus on pure sonority, ang gmeoritize what is, on anybody’s
reading of the work, a very prominent characteristnusical timbre. According to
Gavazenni, for Ghedini ‘[texts] are always materiahd elements called to the service of
the music, under the domain of timbre and sounké FBituation’ of the text — its hardness,
loneliness, its emotionless evocation of a seag®yaalong with the more material features
it invokes — the frigidity of the air, coldness tife foaming sea, and whiteness of the
albatross — is inscribed upon the timbre, whiclkemfits to reflect such features in both

obvious and subtle ways:

It is always the timbre that takes the aesthetiveran a zone where the rawness
of the material is exposed ... Ghedini thrives ontthmral anxiety found in the
Melvillian albatross .... in the ‘Albatross’, the tral genesis rises to be an
actual language, understood in its autonomous mgahi

Gatti similarly puts forward the phenomenologigdkrpretation:

13 GavazzeniMusicisti d’Europea189-90
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The vision of a white bird with immense wing spaompared by the writer to
an archangel, is gradually transfigured onto thsiocal level, on which freezing
sonorities of a glassy transparency prevail, cfgllitimbres, immobile
atmospheres and disembodied aurea bdtaris.

If Gatti’'s reading seems too literalist, howevereaan turn to an ‘historical’ interpretation,
which Zanetti advances and which seems also taupposted by Fenoglio and Pugliaro.
Zanetti chooses to connect elements of Melvillegressive world to the post-war view of
the desolate soul, and to the isolation and suifeobserved by the composer:

The text was chosen by the composer ... for reasonadbup in the precise
historical moment and the composer’'s personal gistances. It is correct,
therefore to locate the meaning within the impdstamical Melvillian message,
to which Ghedini assigned the role of recalling llvenan tragedy through which
his generation had lived. From the spiritual andemal upheaval observed,
then, man can remove himself only to be confined‘garpetual exile’,
condemned to ‘wander in remote waters in the Atitasea’ after having lost
the ‘miserable warping memories of traditions arfdt@wns’. Also, more
generally, Ghedini chose this text for its portiayfathe albatross, pervaded with
a lyrical sense that is the expressive centre diviMEs poetry, a writing that
seeks a re-invigoration of the soul, a recuperatbmadolescent innocence, a
return to naive ways and to an awe atfffe.

Zanetti’s existential reading of the poem contelsea the text to an age devoid of
essence through exile, present in Melville’s bookhe reality of the hardness of ‘beauty’
and the attempt by Ishmael to construct his ownmmggeof life. Thus for Ghedini to choose
this specific text, in the age of Sartrd8ging and Nothingnesand other ‘stunde nulle’
existential sentiments, is presciéhfurthermore, in taking the lyricism inherent witre
figure of the albatross as a form of ‘escapism’r@auperation of adolescent innocence, a
return to naive ways and to an awe at life’), Zammgtens up a hermeneutical trajectory that
117

hints at archaism, or the inhabitation of the ‘ootled’”" This latter category is taken up by

14 Gatti, ‘Corrispondenza da Roma’, quoted in ZankttiMusica Italiana nel Novecent®064. Waterhouse’s
obituary for the composer takes the same critinal Icomparing the sonorities to the ‘vast greyasmges of
water’; ‘Obituary for Giorgio Federico Ghedini’, 37

15 7anetti,La Musica Italiana nel Novecentb065.

16 See Chapter 5. Contrary to this view is Bonis¢smtietaphysical reading: ‘the ingression of a humaice
to speak the message, and the symbol of a mysiichican be felt as originating from another warldthe
music is spiritually locked, and it is this messé#uat gives access’ Bonisconti, ‘G.F.Ghedini ede Bltime
Opere’, quoted in Zanettia Musica Italiana nel Novecentt066.

It is interesting to contrast this aesthetic vift emerging neo-realism in Italian cinematograginy
literature, explored further in the next chapter.
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Fenoglio and Pugliaro, who write of Ghedini’s ‘rpeuwation of the archaic’, which unlike
Casella’s neoclassicism ‘is not prone to excessiVeiralism and aestheticism’:

From 1940 onwards, he operated a parallel and parsecuperation of certain
aspects of Italian renaissance and Barogue musiosaseeming to move along
the axis of history ... in th&€Concerto dell’Albatrg the mechanism of the
baroque concerto, with its opposition of sound képdts counterpoint and its
instrumental concertante, came to be transfigungidima cutting edge and hard
modern language, descending into an astral atmospbe cold and blunt
timbres'®
This delineation between the old and the new isugial point, for what is happening,
according to Fenoglio and Pugliaronist nostalgia, but rather the transformation of archai
style within modern language (harmonic, melodic dmsbral, as shall be seen in the
following analysis); a kind of hyper-neoclassicisrefusing to objectify one particular

musical style.

Movement | — Largo

The opening of the work certainly demonstrates‘tfamsparency’ of timbre identified by
Gatti. The use of octaves prominently arrayed avéarge registral range is a common
feature of the movement, and the ‘bareness’ oktrerities, the restrained sound of a full
string section app, and the structural crescendo evocatively conjpréhe icy expanses of
the Antarctic sea:
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Ex. 4. 2:Bars 1-7 of GhediniConcerto dell’Albatro movt. |

18 Fenoglio and Pugliaro, ‘Introduction to the “PriigeGhedini™, 5-6. The authors also point to aaim of
existential thought in th€oncerto dell’albatro
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Taken as a whole, it is apparent that Ghedini'si$oon timbre works on different levels,
and involves the use of certain timbral ‘types’tthignify a variety of meanings. Example
4. 3 gives one reading of these ‘types’, which bancategorised into three groups, each

having physical and conceptual signification.

Timbral 'type': High Solo VIn/Ve Unison 8ves "Wedge' motif
[Musical signifier] [Fig. 1]
Lyrical string warmth High register 'Shimmering’ arpeggios
[Fig. 2] piano [Fig. 3]
Ornamented Disembodiment Repeated ascending
Pno. line (bitonal+hidden  /descending piano patterns
[Fig. 3] harmonies) [Fig. 2/3]
Concept: Albatross Frigidity The sea
[Physical signified] I

'Meta-concept': Existential Isolation Stasis

beauty

Ex. 4. 3: Timbral ‘types’ in GhediniConcerto dell’Albatro movt. |

These three categories are then taken on into gubse movements, while their
referents are varied. The ‘types’ are blurred vather musical parameters — the ‘wedge’
shape seen at Example 4. 4 is a pitch issue, dsawadne of registral extremes — but
maintain their consistency in creating an expegtdaca certain type of sonority over time.
Some associations are obvious, such as the ‘westggie with waves or the ornamented
piano line with birdsong. Others are less so, saglthe harmonies ‘hidden’ within other
harmonies, emerging out of the texture (see ExamMplé) as a sign of isolation; the
justification comes from the disembodiment of carti@nal timbre and the sense of
loneliness this brings. Still more seem eminentlgupible but yet have no ‘rational’
explanation, such as the connection between ftigahd the upper timbre of bare chords in
the piano line. What is important to note is thestdly structured way in which timbre is
consistently placed, and the determinism thatbielsind it. In tracing out Ghedini’'s style,
what he called his ‘timbral research’ assumes gelaesponsibility in making the leap from
the archaic (the mechanisms of convention) to tbedem (the mechanisms of sound). As

Gavazenni wrote, the ‘timbral genesis rises to beaetual language, understood in its
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autonomous meaning® and the implications of this would be felt in latausic by Nono
(see chapter 7) and even into the 1970s in thenlomsi sound-canvasses of Salvatore
Sciarrino.
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EX. 4. 4:Wedge shape writing, figure 4 from Ghedi@pncerto dell’Albatro movt. |

The simultaneous unity and diversity of the timlzreeflected within the harmonic
and melodic material of the movement, and in itsnfoExample 4. 5 shows the two main
melodies of the work, ‘A’ and ‘B’, the first intradted at the outset by the strings and the
second immediately following in the piano. Both rage to convey similar musical
gestures — in fact, the second could, at a gldreejistaken for a transposition of the first —
while in reality they are quite dissimilar in rhygthand intervallic content. The ear is,
initially, tricked by the fact that they start withn ascending third scalic gesture, ‘A’ in the
major and ‘B’ in the minor. They both operate witla conventional harmonic framework
and form a thesis-antithesis statement, the firsving from Bb to F via a ‘secondary

dominant’ of C, the second reversing this move,-B&C

19 GavazzeniMusicisti d’Europea190.
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Ex. 4. 5:Comparative analysis of the two main melodies fféhedini,Concerto dell’ Albatro movt. |

However, working against this tonal apparatus, botblodies fill out the chromatic
aggregate in a quasi-serial manner, using 11 o@2gditche<® In the one pitch repetition
A and B do use, it is of the identical unit, tH& @itch, which (as both begin with the scalic
1-2-3) emphasises the major/minor dualism. The dietoalso share a Bergian ‘wedge’
shape opening, both expanding in register from @dfeipitch to a compound minof%
this ‘opening out’ is consistent with the structurgescendo that they perform. The result of
these commonalities is that ‘A’ and ‘B’ masquerdatgh as each other and as falsely
consonant lines, and in this sense demonstraterletch@ambiguity that characterises the
entire work.

Harmonically, ambiguity is a concept relevant thestpassages in this movement. It
is tempting to label music without a tonal centrehis work as bi-tonal, but the suggestion
that they inhabit two equal (and conflicting) kagsmisleading. Instead, as Example 4. 6
shows, tonal polarities such as the underlying bpdimt C major move in and out of the
texture whilst being blurred by a succession ofriav@ harmonies. At the outset, the C is
lost within a large E major chord; it asserts dscé more, emerging from the texture, where
the higher harmony is static or where it includeS;and it finally ‘pushes through’ to be
the primary centre by the sixth bar of the figuFbus several keys orbit one another, each
with gravitational ‘pulls’ that render the tonalitynstable until the last. A similar

configuration can be found in the tracing out of Admajor triad in the bass from 5 bars

% This is not the only dodecaphonic influence: treeevarious serial manipulations of melody sucthasat
figure 2, where the®lviolin melody is an inversion of the first 5 notafsmelody ‘B’. The increased
chromaticism of Ghedini’s most adventurous yearaldieventually lead to th@anonifor violin and ‘cello, a
brief quasi-serial work composed in 1947 that ysasutations on an 11-note row fairly strictly.
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before figure 5, which is by turn affirmed and gawicted by more powerful harmonies in
the solo violin and cello.
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Ex. 4. 6:Harmony at figure 2 of GhedinGoncerto dell’ Albatro movt. |

If a subtle twist of mid twentieth-century extendedality is seen here within the
Ghedinian language, this is further reinforced lmyassically Italian piece of stylism, one of
the few solidly identifiable ‘nationalisms’ in pestar Italian music. Ghedini, in his
compositional syntax, shows a love for bare charddifths, sixths and thirds, often
sensuously spaced and moving in parallel directidresjuently grouped into contrary
motion units. Such devices, prevalent across aavhainut of music as Waterhouse argues,
act ‘as sensations, not merely as ‘functional’ dinij-stones in the music’s structufé’.
Within the first movement of th€oncerto dell’Albatro the parallel writing is almost
exclusively confined to the perfect fifth, and &ea most prominently in passages such as
the piano solo shown in Example 4. 7. The drivihgrdal progressions create a series of
oscillations between momentum and dissipation:

L \Waterhouse, ‘The Italian Avant-Garde and NatidFraldition’, 15. The critic quotes passages fromrGia
Francesco Malipiero'Sorneo Notturnamf 1929, Dallapiccola’€inque Frammenti di Sapphud 1942 and
Maderna’sSerenata no2 of 1954; to this list could be added Respighritico Bottocellianoof 1927, (fig. 6,
‘Vivo’), Dallapiccola’s Musica per tre Pianoforte (Inngf 1935(bars 1-12).Casella®oncerto op 6®f 1943
(the opening of the ‘Sarabande’) and Petrag&#sto concertof 1956 (bars 208-210).
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Example 4. 8 shows the form of this movement. FBo@nd Pugliaro assert that in
the Concerto dell’Albatro‘the mechanism of the baroque concerto, with gpasition of
sound blocks, its counterpoint and its instrumeetaicertante, came to be transfigured
within a cutting edge and hard modern languagel, iathis transfigured ‘language’ refers
to the harmonic, timbral and melodic modernity duld be assumed that, formally
speaking, there is a simple compliance with the harisms of the barogdé.This view
will be radically challenged in later movements;t I the first movement (in order,
presumably, to establish an archetype worth suimggria concerto grosso framework is
kept in the most part intact. The movement is ladlgicernary, with an introduction and a
coda either side; the middle section is the canastending-descending piano solo, whilst
the outer sections, though not identical, haveommon the return of the ‘A’ melody, the
answer by the solo violin, the wedge pattern inglao and the warmth of a homophonic
string climax. The ending is set up fairly delilteis by the entry of the solo violin with a
transposition of the ‘A’ melody up a perfect fiftbh the dominant minor (so that it seems to
be the ‘B’ melody at first) followed by a swervibgck to the tonic of Bb at the close. Thus
elements of sonata form thinking (first subjectsgcond subject V; second subject
modulates to end in 1) can be set alongside sitepteary form.

In his division and opposition of instrumental gosuthegrossomannerisms latent
in Ghedini’s formal style shine through; indeede thriginal instrumental choice was a
fundamentally significant gesture towards thatipalar musical style, whilst still leaving
the composer with flexibility to alter and ‘comment that same common practice. The
choice of three soloists with an orchestra (‘agrgein one sense of the wootncertare is
already one step back from the single voice twdmttentury concerto (‘opposing’, in the
other sense). Furthermore, in reducing his orcakstrces to the strings, one flute, two
trombones and minimal percussion (the other windl larass being entirely omitted from
the score until the closing half of the fourth manent) Ghedini creates not only a ripieno

but a sub-ripieno grouping:

Concertino Sub-ripieno Ripieno Tutti
Str. Vc. Trmb. All
Perc. Pno. Fl.

VI. Perc.

22 Fenoglio and Pugliaro, ‘Introduction to the “PriigeGhedini™, 6.
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Ex. 4. 8: Form of GhediniConcerto dell’ Albatro movt. |
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Il - Andante un poco mosso

Having laid the analytical groundwork for the sdyiic makeup of the whole concerto
through an exegesis of movement |, discussion efstbsequent movements can move
forward at a quicker pace. Thndante un poco mossand theAndante sostenutthat
follow are slight, and perhaps taken together ereatull in momentum which could be
interpreted as a more discursive slow middle movepsirrounded by the grandeur of the
opening and the speed of the last two sectionshagencerto structure rears its head, this
time Romantic. ThéAndante un poco moss$® cast in ternary form, and is the simplest of
all five movements (see the formal chart at Exardpl&0). The opposition of instrumental
groups has already been altered, with the pianafamgtrings forming theoncerting and
the two other soloists thepieno. The outer sections are characterized by theirewike
motion, the first with a series of swells and tleeasd with a single large-scale one.
Example 4. 9 shows two of the former, which areahlat in their veiling of an underlying
minor harmony with a more prominent upper major,lkeyechnique already encountered.
The striking B major chords are supported by aotteet’ figure in the cello and bass lines,
and six sets of unison octaves which follow are gjszen momentum by the bass line
which sweeps upwards, rocking back and forth betvigeand C#:
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Ex. 4. 9:Four bars after figure 10, Ghedi@pncerto dell’Albatro movt. Il

156



Chapter 4

Epo) S[[PMS IUoUE)) S[[eMS ouy
(spams)

g ,..mnm_ B . Aoy . q a5 qg ISBAIV
s Vo) mq qa g—v" £l

1210

_ _ — -=C —— —=C o— -=C =— == —— ‘oug

_ _ JWouE]) _ a7

_ _ _ Jmoue) _ LRy

[Z] 9] |

Ex. 4. 10:Form of GhediniConcerto dell’Albatro movt. Il

157



Chapter 4

The relentless, driving octaves in the piano aréniydriadic, and are structured
harmonically in the ascending/descending pattezas & the first movement. Thus several
elements of Ghedini’'s unique harmonic language m@eoming evident. The resulting
timbre is unsettling: shimmering but unstable siteer repetition creates a sense of release
when the other soloists interrupt it at figure & i\is gradually reintroduced towards the
end, its incessant momentum requires less of ancadéhan a breakdown, and this is
exactly what is found at figure 9. Example 4. 1tveh the end of this figure, where the bi-
tonal harmonies resulting from the previously ftemehromaticism are left hanging as the
violin arpeggiatesguasi cadenzathis bitonality; as all the elements fade out bgeone,

the underlying Bb gradually asserts itself in anoyy familiar manner.
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Ex. 4. 11:From seven bars after figure 9, Ghed@ancerto dell’Albatro movt. I

Thus in this subtle way the movement ends in iigirmal key of Bb, and the ruptures on the
surface frigidity of the concerto are brought toesual.
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Il - Andante sostenuto

The release from the chromatic tension and semgquanotion that ends the second
movement of th&€oncerto dell’Albatroprecipitates a more serene and measured third. The
most striking formally, it seems to be an ironiesten of a passacaglia (or ricercare) with
accompanying melodic variations. The 4 bar grouassbExample 4. 12) passes through
the string section from bottom to top, forming ttheee key areas Eb-Dm-D and almost
accidentally landing on a strong affirmation of Dajor. As the work progresses, this
ostinato is compressed into three bars at figurealggmented to five at figure 12, and
rotated within itself (and its transposition in Eajor) at figure 14). So, maintaining a
balance between continuous and discontinuous eksirieprovides a quirky foundation for

the variations laid on top of it.
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Ex. 4. 12:Passacaglia/Ostinato of Ghedi@ipncerto dell’ Albatro movt. Il

The ‘variations’ arrive as the piano enters, withase melody stretching for nearly
40 bars, a singular line which again reinforcesahsurdity of this movement. Robbed of
its harmonic riches, the single notes on the pgmoid mournful and empty, and combined
with the almost comically chirpy ostinato the ouMerambral pattern is somewhat
disembodied and confused. This confusion is fuethdyy the construction of the melodic
line. It can be divided up from its horizontal pratation into five vertical strata (in a quasi-

paradigmatic fashiorf}’ seen in Example 4. 13.

2 Similar, for example, to Nattiez, ‘Varese's 'Déngil.5" A Study in Semiological Analysis’, 243@&4and
Eimert, ‘Debussy’s Jeux’, 3-20.
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Ex. 4. 13:Piano melody divided into strata, figure 9-11 dfedini, Concerto dell’Albatro movt. il

This drawn-out melody insistently circles back bte tprominent Bb-Gb-F motive
(the Gb acting as an appoggiatura), emphasizedtdbyonger notes. This gives it a
relentless, stuck-in-a-groove quality; and as canseen, other melodic intertextualities
abound. From an initial 6-note statement, the \weaves other variations, increasing until a
long and winding excursus in the third statemend lback to a shorter melody in the fifth.
The effect is to centralize further the Bb-Gb-F wmtas an inescapable gravitational
device. Linguistically, the process of derivingghamelodies is almogerative and in that
sense what may seem like a rather directionles®dydk actually based on some very
unconventional thinking. Likewise, equally subtiethe way the major/minor paradox of
the ostinato is reflected in the two cadential fegu(Example 4. 14) which are prominent in
ending their respective sections. This is embedu®t in the harmonic ambiguity of the
individual progressions and (comparatively) in théscontinuity between the two
modulations, C-A and C#-A.
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Ex. 4. 14:Two cadential figures, GhedirGoncerto dell’Albatro movt. llI

After the cadential formula at figure 11, the wplkontinues the variation on this
central melody, joined by the cello. As the forsaheme at Example 4. 15 shows, they
coalesce with the piano at figure 13 onto a morgicaous canonic line with a fast-moving
and discrete (from the ostinato) chord progresstamather cadential figure, and the ground

bass comes back to the fore in its ambiguous ogég of Dmaj/mirt*

% Though tonality is stretched in various ways iis thork, one aspect of large-scale stability istérelency
for each movement to begin in the same key, the itaall but the fourth.

161



Chapter 4

( ~207y)

| (owuyso asao) |
.............. yuowmdoyaAa(
o] [
gpo) 2 Ty v 8
: q Vv : oxu|
2 2
m\E.E.EEQ v memos)  UIHY) muy/few q Wy muw/fewn
a—
_ yeuyso jdyngy £ X 0JeNYS() JBQ-C 1§ X 0JRANS() ,.E.._.m_ _ 01 X ojeuys( ,.mn-l 210
_m JuamaA0m _m Aipopm 345 7 ong
meru mwa__n_____u
_ paymn Apoppw 1-49 B
_ sa01y Spojeu 44 | uA

1] 11] [01]

Isealy
RE) |

|

Ex. 4. 15:Form of GhediniConcerto dell’Albatro movt. Ill
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IV - Allegro Vivace

The fourth and fifth movements are structurally awpressively different from their
preceding counterparts, and can also be typifiddstsrically dissimilar in trying to inhabit
and subvert romantic and early twentieth-centurgm® instead of those from earlier
periods. This may be what Fenoglio and Pugliarcevpgoposing when, as will be recalled,
they stated that in theoncerto dell’Albatro Ghedini ‘almost seems to move along the axis
of history’® The fourth movement in particular is closer toomantic piano concerto
movement than anything else, and at times theosity of the most prominent instrument
spills over into the other two soloists to suggemgtle concerto style. For example, the
octave work at figure 20 in the piano, leading ithe tremolando at figure 21 and the
confirmation of the A-D perfect cadence 6 bars keefligure 22 are reminiscent of the
burlesque scalic games in th& Bovement of Shostakovich’'s second Piano concerto,
whilst the violin line at figure 28 recalls the tamovement of Elgar’'s concerto for that
instrument. The sense of balance and proportioth@ffirst three movements, with their
introduction-coda framework, ternary structures dratoque forms, is jettisoned for a
continual, forward moving chromatic line and an@abgg of the cadential function in both
harmonic and gestural terms (see the formal ch&kample 4. 16).

The route to understanding this movement is throtgending, in which, over a
sustained chord, the speaker enters reciting theliine of Melville’s text. Whether or not
one agrees with Bonisconti that this is a ‘metapfatsnoment’, the effect for the listener is
striking, disrupting the instrumental normality wia radically different ‘voice?® Viewing
this as aesthetically the climactic point of therkv@even if it comes musically on a section
of stillness), the whole of this fourth movemenlisfanto place as what Zanetti calls a
‘cadence’ to the entry of the speakéithus this section is a large-scale example of calisi
irresolution, a yearning for the end that propéks ¢nsemble through unbalanced, surging
music. The fact that it is the longest of the mogata demonstrates the extent to which
Ghedini is attempting to prolong the catharsis.

% Fenoglio and Pugliaro, ‘Introduction to the “PrtigeGhedini™, 5.

%6 Bonisconti, ‘G.F.Ghedini e le sue Ultime Operalpted in Zanettil.a Musica Italiana nel Novecento
1066.

27 Zanetti,La Musica Italiana nel Novecentb064.
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Ex. 4. 16:Form of GhediniConcerto dell'Albatro movt. IV
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As the formal plan shows, the discrete sectionthefmovement are lengthened by
degrees, as each tries to extend its momentumefutttan before. Tension and release
patterns are crucial in the effective gestural apen of such intense music. Towards the
beginning, tension is generated from ascending&tebiog lines in octaves over bass
pedals, and generally a large tessitura is covanenmatically. Release — for example, at 13
bars before figure 17 — comes from the sudden stddedrop in dynamic and register,
coupled with the pause on one central pitch foressvbars. Later on in the movement,
however tension increasingly comes from closelykpdcturn’-motifs (Example 4. 17), in
which the upwards motion changes from an ascermugfr distinct key areas into a
dissonant (and still upward-driven) chromatic hagee especially figure 25 onwards.
Likewise, the concept of ‘release’ is taken to avrevel, becoming in reality more like
musical ‘breakdown’. Here the momentum suddenlgigagtes and in its place new material
with a substantially different metre and timbre eges. At figure 22, the orchestra
evaporates one by one, leaving the violin and pianan awkward metric modulation into
compound time. And at figure 24, as the piano aridgs ascend into the ether, the strings
unexpectedly start a canon in 5/4, completely abwmae with what had gone before. These
moments of ‘fracture’ constitute Ghedini’s mostrexte experimentation with the stylistic

mechanisms he hoped to transfigure inGloacerto dell’Albatro

-1 +2 +1 -1 +2 +1
A 1
I’L_ . - | | ﬁ 2
-1 +2+1 1 +2+1

Ex. 4. 17:'Turn’ motive in Ghedini,Concerto dell’Albatro movt. IV

The ultimate breakdown is the transition to a tromdand cello ‘chorale’ at the end
of the movement, and this passage deserves spessiment, if only for its extreme
harmonic discontinuities. Example 4. 18 shows tharale, which, though it contains fairly
fast moving lines that are almost polyphonic inithadependence, maintains enough

homogeneity to deserve that label.
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The harmonic make-up of this chorale is confusifay, though it often forms

Ex. 4. 18:Chorale, end of GhedinGoncerto dell’Albatromovt. | GhediniConcerto dell’Albatromovt. IV
consonance, uses hymn-like voice leading and ietlie suspension-resolution patterns of

a Bachian archetype, the lines seem to wander &lanogessly through various keys with
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no central anchor. In this sense, though bringimghis gesture at the close of the work
might recall the final section from Berg’s 19350lin Concertg the results are entirely
different. The pitches are in fact determined tiiral of ‘intuitive’ voice-leading in which
local suspensions are resolved in a traditionalmaabetween two parts (the open seventh
resolves onto a perfect fifth in several placesrke@ on the example), clouded by an
unrelated note in the third; more akin to the wowmdidbrass chorales in the second
movement of Bartok’€Concerto for Orchestrahan to Berg. The cello line is rhythmically
displaced in the middle of the section by the %4 bnd brought back in by the same route,
which gives the overall shape of the chorale aatgrfiorm, gradually phasing out of sync
and then back in again. This unity of purpose tawdhe end is aided by the introduction of
more scalic voice leading along the same ascerdBegénding lines seen in previous
movements; the whole-tone and G melodic minor sciaeming a prolonged cadence onto
E major. The effect is a collision of the baroglerale tradition — its interdependence of
voices, tension-release patterns and regular hoomplvoice movement — with a kind of
Stravinskian non-functional harmony where dissomasmot used according to traditional
cadential rules and the direction of the musicatge is often more important than the
pitch itself; the most well-known example of thgs bf course, th&ymphonies of Wind
Instrumentdrom 1920, which also features a prominent chorale.

Unlike Stravinsky'sSymphoniefiowever, this is not how the movement ends, and
the dissipation of momentum built into the chorsl@armonic resolution only serves to
clear imaginative and aural space for the ‘mainnéveéAs Ghedini's alternative hymn
arrives on E major, an ethereal string hexachorellsvirom inside a piano arpeggio, and
against this shimmering resonance the speaker igeclais text and so starts the final

movement:
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It was during a prolonged
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.. Fremember the first

albatross I ever saw.

RECITANTE:

gale, in walers hard upon
the Antarctic seas
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Ex. 4. 19:Entrance of the speaker, Ghedi@gncerto dell’Albatrgo movt. V
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V — Andante

The last movement of the work is the most lyricatl donal of them all, and acts as an
extended coda. As can be seen on the formal plerahple 4. 20, the figurative entrance
of the albatross seen above is followed by a canomlody, first in the cello, then in the
trombone I, piano flute and violin. Similar in meas and rhythm to other solo canonic
lines found in movements one and three, this melsdgain an 11-note one in the mould
of those labelled ‘A’ and ‘B’ in the first movemerdnd like them it also repeats its third
pitch class (its ‘major third’). The solemnity dfe cello line, coming just as the protagonist
is announced, can reasonably be taken as a mdsigation of the albatross itself (a ‘regal
thing’, like an ‘archangel’), especially with thetstrument’'s imposing and lyrical timbre.
Advancing this rather obvious sort of word-paintinguld seem to do Ghedini an injustice
until the following figures and poetic verses aomsidered, using as they do all manner of
musico-textual connections:

I remember the first albatross I ever saw. It was during a
prolonged gale, in waters hard upon the Antarctic seas

Cello as albatross

I ascended to the overclouded deck: and there, dashed upon the
main hatches, I saw a regal, feathery thing of unspotted whiteness, Melodic ascension
and with a hooked. Roman bill sublime. At intervals, it arched
forth its vast archangel wings, asif to embrace some holy ark.

Wondrous fluttenings and throbbings shook it Timpani throbbings
Violin decorative 'flutterings'

Though bodily unharmed, it uttered cries, as some king's ghost High string outburst
in subernatural distress.

Through its inexpressible, strange eves, methought I peeped to Dynamic climax; return of themes

secrets which took hold of God.

The climax reached at this point, on the invocatbthe divine (was Bonisconti so far off
after all?) threatens to turn as chromatic andziezhas the fourth movement. But the return
of the ‘A’ and ‘B’ melodies and the wedge shape ifmatthe piano and orchestra signals a
gradually fading coda, returning harmonically, matally and timbrally to the frozen
centre of the work.
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Transformation of musical language: Petrassi’sNoche Oscurg1950-1)

While the aesthetic conventionality of GhedinConcerto dell’Albatro though heavily
challenged and subverted at times, is reinforcethatclose, Petrassi’sloche Oscura
presents a more heterodox proposition. The vitabitance of this symphonic-choral based
work in the history of post-war Italian music cam sustained by a number of overlapping
factors. Firstly, within the composer’'s own outfiLdcts as a pivot point between technical,
aesthetic and genre shifts that defined his caee®,is often thought of as ‘one of the
greatest works in [Petrassi’s] whole outpiftSecondly, the work displays technical aspects
that are highly distinctive within their period: oernist, to be sure, but still fascinating
‘crosscurrents’ in the stream of Italian new mu3ikirdly, the piece (and Petrassi himself)
exerted a large influence on both younger Italiamgosers, for whonNoche Oscura
became a vivid high-watermark of post-tonal languag its first performance in Venice, a
young Franco Donatoni was so impressed he asketutty with Petrassi on the spot.
Internationally, its premiere at the prestigiouszBarg festival under Mario Rossi in 1951
brought Petrassi’'s music to a wider audience andcipitated several important
commissions? Fourthly, in its marriage of religious text and siwy it exhibits the sense of
musical commitment to ‘human’ experience and gsmatitangst that can be seen in many
other Italian works in the post-war era, a trerg ¢htic-composer Roman Vlad dubbed the
‘nuova spiritualita’®*

Noche Oscuras a strange and yet captivating work. A settifighe poem ‘Dark
night of the Soul’ by the medieval Spanish mystanSuan de la Cruz (St John of the
Cross), it is scored for mixed choir and orchestnd lasts only twenty minutes, though it
constitutes, as Calum Macdonald rightly assertse ‘of Petrassi’s major utterancdsThe

journey undertaken by the composer into the cesfttbe text, through musical suggestion,

% Restagno, ‘Petrassi, Goffredo’, Brove Music On-lingaccessed 5 Mar 2009).

29 Osmond-Smith, ‘Donatoni, Franco’ ®rove Music On-lingaccessed 17 Mar 2010).

30 See also the prominence giverNoche Oscuran English language obituaries following Petrassieath in
2003: an ‘influential composition’ according to Ay Tommasini,New York Timg3VNednesday Mar 5,
2003), it was a work ‘generally held to be his regsiece’ in the words of Martin Andersofhe Independent
Thursday, 27 March 2003) that John Waterhouse elditnansformed [Petrassi’s] outlook almost beyond
recognition’ The GuardianWednesday 5 March 2003).

31 Vlad, ‘Panorama Espressivo della Musica ContempeaainModernita e Tradizione nella Musica
Contemporanea270. See, for instance, CaseNéissa Pro Pac€1945), Beriol’Annuciaziong1945),
Ghedini,Concerto Funebre per Duccio Galimbeit1l948), TogniPsalm CXXVI(1949), PetrassQuattro
Inni Sacri(1950), DallapiccolaJob(1950), and Bucchiaudes Evangeli{1952).

32 Macdonald, “Tutta Ora Vivente”: Petrassi and @encerto Principle’, 9.
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metaphor and word setting, is richly imaginatived dad to some of the darkest music
Petrassi ever wrote (in this sense, Petrassi ardi@hconverge in so closely inscribing the
subjective text within the musical object). Muslgah useful ‘hermeneutic window’ views
Noche Oscuraas both transitional and culminatory in the outptithe composer, which
thus gives it its unique qualif§j. To take the first side of this paradox: from destyeavily
influenced in the 1930s and 40s by Stravinskianaciassicism (seen through the lens of
Casella), Petrassi began cautiously composing Wthotes in th&écréation Concertante
of 1953. Noche Oscurawritten in 1950-1, is thus chronologically trarmial in this
mutation, and indeed is the most heavily chromatierging on atonal — work to date; it
also marked the first occurrence of row-like makagon of material (by inversion and
retrograde) in Petrassi’s corpus. This has led stomelaim that it represents ‘Petrassi's
breakthrough into modernisr’, a not unproblematic statement (how to define
‘modernism’, and was Petrassi not ‘in it'’ befor&f?at nevertheless correctly suggests that
Noche Oscura is a crucial part of a process amgemplete in 1951.

Yet within the context of both his past and futwerk it is evident that (at least in
terms of genreNoche Oscuraoncludes a distinct group of Petrassi’s thedtaoa choral
works from the 1940s; and therefore, in Mario Blotto's words, it ‘signals a finishing
point in the work of Petrasst® It is situated at the end point of two interloakilineages:
the religious ‘sinfonico-corali’ work$salm X(1934-6),Magnificat (1939-40),Coro Dei
Morti (1940-1) and the dramatic/balletic wotks follia di Orlando(1942-3) |l Cordovano
19448 Ritratto di Don Chisciott€1945) andMorte dell'aria(1949-50). Petrassi described
the theatrical works of the war decade as ‘expearitma which | have elaborated my ideas
and techniques, seeking to increasingly broadervigign of art and the commitment of
man towards art’; this experimentation, as a re¢edt him, ‘in 1950, to choose the text of
St John of the Crosé® And after completingNoche OscuraPetrassi turned volté-face from
texted music until the early 1960s and concentratékde main part on completing his eight
concerti for orchestra. So there is a sense ofridht in this music whereby — even given
the ongoing technical transition — the composechea a sophistication finely hewn from
previous scores in the textual-musical sphere. sitian and fulfilment; Maurizio Billi

% Lawrence Kramer’s term iNlusic as Cultural Practicel2.

3 Anderson;The IndependenThursday, 27 March 2003.

% Bortolotto, ‘Il Cammino di Gofreddo Petrassi’ iratfi, Guido edL'Opere di Goffredo PetrassQuaderni
della Rassegna Musicat®. 1, 50.

% petrassi, ‘Seminario di Composizione'Swritti e Interviste135.
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concludes that the piece is ‘a work of synthesid anfundamental point of arrival’.

Bearing in mind the presence of these continuodsd@éstontinuous elements, the analytical
approach to the work will first take in textual &sss and large-scale form before moving
to small-scale exegesis, in an attempt to teasetlmitway Petrassi both inhabits the

expressive world of his text and experiments withsiwal and stylistic parameters.
The ‘abandonment of self in the divine’: St Johad

It is clear from statements made by the composartéxtual choice was an all-important
aesthetic starting poiff. The emotional and expressive immediacy that St'dotext
carries is self-apparent, and this very power l¢adscomplex entanglement between it and
Petrassi’'s music that demands careful explicationsearching for the poem’s ‘true’
meaning within this 20 century musical score, its surroundicmntext the substance of its
actualtext and Petrassi’'s owsubtext must be considered.

To tackle these priorities in order: the contexSoflohn’sNoche Oscuras its birth
within the heights of Christian mysticism and settth-century Spanish monasticism,
within the transformation in structure and theolafyhe Carmelite order (to which St John
belonged) under the influence of the teachings tof&esa d’'Avila®® One of Teresa’s
closest allies, St John redeveloped the mystiaditions of the Gnostics in the context of a
theology of solitude, most especially in his coricepthe ‘Dark night of the soul’; the
uniqueness of this construct lies at the centtb@poem in question. Briefly: tlggosis or
divine knowledge, is the goal of John’s soul-sesghand his particular contribution to its
formulation lies in illuminating ‘the darkness ofo@: this is why, quoting Pseudo-
Dionysius, John repeatedly called the light of Godazzling ray of darknes$’.In seeking

union with the divine, the soul must undergo an awition of desire and a self-death:

In the Dark Night of the Southis stern demand for unlimited oblation and
detachment ... is applied even to the purest joyspoftual life, all of which the
disciple is taught to sacrifice; prizing the hooffsaridity and interior darkness
more than those of conscious communion, becausse thang “diminished
satisfaction with self*!

37 Billi, Gofreddo Petrassi: la Produzione Sinfonico-Corald.

% See LombardiConversazioni con Petras$9, 505.

39 See ‘Carmelites, order of the’ in Zimmermahg Catholic Encyclopaedian line (accessed Iline 2009).
See Petrassgcritti e Interviste 136-8, where the composer gives an in-depth camtamgon the text.

“0 Turner,TheDarkness of God: Negativity in Christian Mysticis?85.

1 Underhill, The Mystics of the Churcti84.
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St John’s process of spiritual growth, at timegd?ie (juxtaposing the goodness of
the spirit against the evil of the body) and atesnpanentheistic (as the soul reaches higher
and higher states of union with God the self disapp into the Godhead), is analogous to a
‘kind of death in life’; in suffering the depths spiritual darkness, the ‘God whose face
cannot be seen’ is encountefédThere is a fearsome quality about these religious
experiences, for they involve pain, loss and sientet ‘at times, the soul is visited by
wondrous raptures and delights, enjoying even ndevetaste of those pleasures which are
for evermore’, and this fact hints at the emotiomstability, or even volatility, that such
experiences might present when represented aatlgtfé Ultimately, the dark night seeks
to achieve for souls ‘their dispossession, theatess of their autonomous operation’; thus
the language and terminology resulting from suchguest is heavily symbolic and
imprecise, as the experiences sought after aredeadent and ineffable, ‘de-centering’ the
believer — in Turner's words — in order to re-centnim on a ‘ground which is
unknowable™*

The text of the poenNoche Oscuraseen in Example 4. 21, is located both
theoretically and circumstantially within John’srgpal worldview and overarching thesis:
this fact is undeniable given that his major exposiof these ideas occurs in the bddrk
Night of the Soulwhich is conceived as a commentary on the podra.€ight stanzas are
therefore at once a summation and the apotheo#i® dflark night’ theology. The narrative
starts with the (feminine) soul proceeding into terk night alone (In.4) and in silence
(In.5). She is concealed from externality (In.&)d ascends a ‘secreta escala’ (In. 7), which
can be translated both as ‘secret ladder’ or ‘$eswale’, metaphorically representing the
10-fold steps of love to reach the divine. By li® she reveals the guidance of an inward
light ‘more sure than the light of the noon’, andine 18 the masculine pronoun is revealed
as expectant goal. Verse 5 provides the climax‘ttaesformada’ of the ‘amado’ (beloved)
in the presence of the ‘amada’ (lover). This isi@obdd by means of ‘the night more lovely
than the dawn’, John’s ‘dazzling ray of darknes&rses 6-8 paint a picture of the erotic
intimacy of this transformation: important to n@te the emphasis on the virgin ‘purity’ of
the soul (In. 27), the ‘suspension’ of the sengbry35) and the ‘abandonment of self (In.
35).

“2 Turner,TheDarkness of God: Negativity in Christian Mysticis281, quoting Exodus 33 v. 20.
3 Scott,Aspects of Christian Mysticisrh25.
* Turner,TheDarkness of God: Negativity in Christian Mysticis?46, 251.
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Noche Oscuara

Enuna noche oscura,

con ansias, en amores inflamada,
joh dichosa ventural

zali sin ser notada,

gstando va mi casa sosegada.

A oscuras v segum

porla secrefa escala, disfrazada,
joh dichosa venfural

a oscuras v encelada,

estando va mi casa sosegada.

Enlanoche dichosa

en secreto, que nadis me veia
ni vo miraba cosa

sin ofra luz v guia

sino la que en ¢l corazon ardia.

Aquesta me guiaba

mas cierto que la luz del mediodia,

adondes me esperaba
guien vo bien me sabia
en parte donde naide parecia.

jOh noche que guiaste!

joh noche amable mas que 1a alboradal

joh noche que juntaste
Amado con amada,
amada =n el Amado transfommadal

Enmi pecho florido,

que entero para El solo se guardaba,

alli quedo dommido,
v vo le regalaba,
v el venfalle de cedros aire daba.

El aire del almena,

cuando vo sus cabellos esparda,
COM 511 Mano serena

en mi cusllo heria,

v todo s mis sentidos suspendia.

Quedéme v olvidéme,

el rostro recling sobre el Amado.
Cesd todo, v dejéme,

dejando mi cuidado

entre 1as azucenas olvidado.

Chapter 4

Darkened Night

One dark night,

fired with love's urgent longings
- ah, the sheer grace! -

I went out unssen,

my house being now all stilled.

In darkness, and secure,

by the secret ladder, disguised,
- ah, the sheer grace! -

in darkness and concealment,
my house being now all stilled.

Omn that glad night,

in secret, for no ons saw me,

nor did Ilook at anything,

with no other light or suide

than the one that burned in mv heart.

This guided me

more surely than the light of noon

to where he was awalting me

- him I knew so well -

there in a place where no one appeared.

0 guiding night!

O night more lovely than the dawn!

O night that has united

the Lover wath his beloved,
transforming the beloved in her Lover.

Upon my flowering breast

which I kept whollv for him alone,

there he lav sleeping,

and I caressing him

there in a breeze from the fanning cedars.

When the bresze blew from the tumet,
as [ parted his hair,

it wounded mv neck

with is gentle hand,

suspending all mv senses.

I abandoned and forgot myself

laving my face on my B eloved:;

all things ceased; I went out from myself,
leaving my cares

forgotten among the lilies.

Ex. 4. 21:San Juan de La Cruz, ‘Stanzas of the soul’ fidra Ascent of Mount Carm@579), as used in

Petrassi’'s score; Eng. trans Kavanaugh and Rodrjdie collected works of St. John of the Crdsa.
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In situating the text within in its context and nrak clear how, poetically speaking,
St John expresses his mystico-religious philosophyg, also abundantly obvious that, to a
twentieth-century reader, such cast-iron meaning:at a priori justified” For a start, in
vesting this poem with a devotional (albeit mysias) interpretation, a ‘Christian reading’,
the absence of an explicit reference to God cabeagnored, nor can the closeness of such
poetry to the depiction of a male-female romanced,An this regard, Petrassi did indeed
make it very clear that iNoche Oscuréhe intended to swerve away from the explicitly
religious into a more ‘profane’ reading of the teaad that the erotic and sensual is for him
a complicating subtext:

This text was not chosen because it was mysticalpécause it consented to an

interpretation we could call worldly, realistic atiderefore more humane: |

speak of our going out from doubt, from the chabshe mind to seek the

light.*® ... With Noche Oscura took up in part again the religious idea that had

guided my previous works, though indeed a littlnsformed, because the poem

of St John of the Cross presents a religious fackeam erotic face, a mystical

eroticism typical of St John, of the Spanish bamaquf Saint Teresa and this

period. It is treated as an already slightly compsed religiosity, not robbed of

its ambiguity.*’
This emphasis on the human (rather than the digitk) to the poem, as well as signifying
the turn towards ‘man’ as artistic focus in thesgamtialism of the post-war period, also
gives Petrassi the scope to avoid depictions ofttighest’ matter (i.e. the divine) in order
to stress the immediacy of the soul’s struggletsnyearning for fulfilment (his ‘worldly’
interpretation). It should be made clear that thisot a ‘secularisation’ of a sacred text so
much as a more ‘humanistic’ reading of John’s powinich is still to be considered a
spiritually powerful text. This is perhaps the Keyunderstanding the essence of Petrassi’s
‘nuova spiritualita’?®

What then are the synthesised religio-humanisticepts that are appropriated from

St John withinNoche Oscura The most prominent is the idea of transformatiaking

already extant material and raising it to new Isyal this case, the transformation is also a

> Piero Santi comment®bche Oscuras not a religious work in the theological and nhagic sense. The
sense of the absolute is manifested as a compleigration with existence...for Petrassi, this hasnystical
quality in the devotional sense’. Santi, ‘Goffre@etrassi - Works’, 7.

“% Petrassi, ‘Seminario di composizione’ in PetreSsijtti e Interviste 135-6.

" RestagnoPetrassj 29.

8 n this, Petrassi, is aligned with Dallapiccolehomuniversalises the Jewish and Catholic refereircéls
Prigioniero (1950) andJlisse(1968). See Earle, ‘Dallapiccola and the Politit€ommitment: Re-Readinid
Prigionierd, on-line, (accessed 18 Feb 2010), paras. 5-6, 30.
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fusion of two distinct personalities, and musicatgllels should be obvious. Secondly, the
typical dualism of darkness and light which can foend in many compositions is
complicated by the fact that for St John, darknesSnore lovely than the dawn’, and
occupies its own, rehabilitated position as a gqgdprinciple; however, amidst this
complication, the notion of ‘revelation’ is stilffeacious, whether positive or negative.
Thirdly, the idea of ‘secret’ knowledge (especiatiythe guise of a ‘scale’) hints at hidden-
ness deep within the musical fabric. Lastly, thisrequestioning of language itself; and
indeed Cascelli’'s work on the poem has shown tih&t mystical linguistic experience can
be defined as language of crisis and crisis ofdagg’, and that in fact this abandonment
into God simultaneously provokes ‘a negative, thpatence and insufficiency of language,
and a positive, the irrenunciability of languagfeAccording to Cascelli, this leads to two
concomitant constructions: the oxymoron, and theotagy, and both can be found in St
John’s text. Again, it is possible to imagine arp@xation into musical texture of the
synthesis between two apparently contradictoryestéthe oxymoronic) and the need to say
things twice (the tautological). And as the mussceixplored further, a struggle with

compositional linguistics on Petrassi’'s part wildome clear.
‘Immobility’ and momentum in large-scale form

The textual stratification of St John’s poem isgplanted wholesale into Petrassi’'s music,
and versification provides a clear and transpasenttural framework within which choral
and instrumental blocks of varying size reside (g&pke 4. 22). So the text, in demanding
eight carefully delineated parts, necessitatesghlyisectional work; Bortolotto describes
the effect as ‘anti-romantic in the extreme’, goagyfar as to call it the ‘maximum level of
immobility’.*® Allied with the repetitive motivic constrictionsdt will be demonstrated
below, one is tempted to think this label apt (esdy as many commentators invariably
evaluate the work as ‘dark’).

49 cascelli, ‘Noche Oscura: Linguaggio di Crisi, €dsLinguaggio’, 506
%0 Bortolotto, ‘Il Cammino di Goffredo Petrassi’ ina®i, Guido edL'opere di Goffredo PetrassQuaderni
della Rassegna Musicat®. 1, 46.
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Golden Section) of Petr&ésthe Oscura

Ex. 4. 22:Structural map (G.S.
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However, much of the music is experienced as a @&frid-the-moment momentum
which, when fully formed at its climax, rapidly dipates — not so much ‘immobility’ as
‘paroxysm’: sudden and short-lived outbursts of gam or enlightenment. Bortolotto’s
silence on this fact is symptomatic of a lack ofy@gement in the literature with the
proportions and timings oNoche Oscurain order to focus on either the text or the
harmony>* Most guilty of this is Armando Gentilucci, who chaterises the work as a
continuous entity:

Musically, in conformity to the text, we have a ¢ppassage from darkness to

light, from heavy and dark sonorities to aeratedsprirom sounds often woven

with the luminosity of unearthly timbres to abstratmosphere¥’
But in fact, instead of a linear, ever increasingrf of expansion withilNoche Oscura
formal continuity and discontinuity coexist in anusual tension that point to Petrassi’s
debt to the music of Stravinsky. When the secti@mal textual structure is considered, it
can be seen that the real climax happens lesshdimway through the composition, at the
beginning of the middle section (‘B’ in Example2R). This top-heavy weighting is crucial
to an understanding of the work and to the conoéfte transformation of the soul within
that of the divine presence. This ‘transformadag &esthetic, gestural and dynamic centre
of the work, occurs in verse 5 both textually angsiwally. The alternation between short
verses and even shorter interludes comes at a rag@dn the first 120 bars (section ‘A’,
with each verse decreasing in length: 22 bars bat§ — 12 bars — 9 bars). Within this are
several small-scale climax and depression patteims; is the cause of any sense of
paroxysm, a category that is closely allied to ‘neos of ‘revelation’ present within the
text. The arrival aff in bar 123, growing over the whole versepto fff in bar 150, is thus
reached through an acceleration of momentum fragnetitrance of the choral parts. The
tension is released cataclysmically by the dropgpin bar 148, the change to a 3/2 metre
and the introduction of a low moto-rhythmic textuig removed from the previous blaring

brass.

®1 See VladModernita e Tradizione della Musica Moderr282-235; Cascelli ‘Noche Oscura: Linguaggio di
Crisi, Crisi di Linguaggio’, 505-516, Bortolotto]l ‘Cammino di Goffredo Petrassi’, in Gatti, Guidd.e
L'Opere di Goffredo PetrassQuaderni della Rassegna Musicale. 1, 46-50. Roberto Zanetti goes as far as
to include a formal plan, only (rather disappoigty) not to capitalise on itL& Musica Italiana nel
Novecentp1196-7).

*2 Gentilucci,Guida all’Ascolto della Musica Contemporané&5.
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It is only at this point that the durational centfethe music is reached (marked on
the formal chart as Y2, and calculated in crotchéigye, the concept of immobilityoes
become more efficacious; the interludes and versésn in scope (section ‘C’) and retain
more continuity of dynamic and timbre, while theodd writing achieves a sense of stasis
through more frequent chordal repetition and lowigter (for example, bars 291-294).
Macdonald hears this section as a ‘slowly evolvoagla’” working towards the ‘self
oblivion’ of the words ‘Ceso todé, y dejéme’ (‘aléased, and | was ndf)Harmonically
and texturally, this is supported by the ambigatythe tritone which dominates the pitch
structure and the drawing back of the tempo; mehilyj, it has already been set up by the
motivic cell seen at Example 4. 24, which lendslitso ‘a climate of general immobility
made possible through the constant iteration of@aiorganism where the most important
characterisations are found in timbral mutatith’.

That the work starts out to reach a climax, outpdtself in the delivery of that
moment, and ends in static immobility is a mording conceptual framework than
‘darkness into light’, though that concept is a &lygmportant factor in both music and text
(just not the structural determinant). Equally @ucs the sense of proportion that the piece
achieves, even in its ‘top heavy’ motion: Petragsike of a ‘compact structure aimed at
internal symmetry”, and this is won through the placing of the clingirectly at the
negative golden section, so the ratio of A:BC s slame as BC:ABC (see Example 4. 22,
calculated according to number of crotchets). Badaand momentum are synthesised
further if a more regular division of the work eken into consideration (Example 4. 23),
and this is manifestly obvious by the precise lmrabf structural timings to coincide with
verse changes. Verses 1 and 2 are completed glitecthe ¥4 mark of the work and verses
7 and 8 start at the % mark, providing formal beéarwhereas three verses are compressed
into the second quarter of the piece and conselyuamlly one occupies the third, producing
the momentum-immobility dialectic identified abovEhis confirms the structuring of the

climax and the long depression that follows it agegdeliberate and regular. It also shows

3 Macdonald, “Tutta Ora Vivente”: Petrassi and @encerto Principle’, 9. Cascelli also applies teguage
of ‘immobility’ and ‘oblivion’ in reference to th&nal three verses (‘Noche Oscura: Linguaggio dsiCErisi
di Linguaggio’, 507). Bortolotto speculatively aggithat this section, in turning to a 3-based nfetra a 4-
based one, is a figurative ideogram of the diviresence, being the ‘perfect rhythm of medieval tixgd!
cammino di Goffredo Petrassi’, in Gatti, Guido etDpere di Goffredo PetrassQuaderni della Rassegna
Musicaleno. 1, 49).

> Billi, Gofreddo Petrassi: la Produzione Sinfonico-Coral@.

% Interview with Luciana Galliano, PetrasSiritti e Interviste364.
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that, if Stravinsky is the model for the discontimg, block-like versification, Debussy’s
and Bartok’s proportionate sensibilities also glasir part.

Momentum Immobility

T T
v.1l v.2 v.3 v.4 V. 8 v, 5 interfude-v. 6 v.7 v.8
1 1 1
T T 1

1/4 172 3/4

Symmeitrical Balance
Ex. 4. 23:Balance and momentum in Petradiche Oscura

Motivic permeation and new modes of harmonic exgioes

Formally, then, the influence of Bartok and Strakyare combined iNoche Oscuravith

a quasi-mystical fusion of momentum and paroxysat th, perhaps, unique to Petrassi.
Such a heady mix certainly demonstrates a vibraost-war Italian stylistics which
influenced composers such as Turchi, Contilli datkr, Donatoni. But the wider question
still remains: was this really Petrassi’s ‘breaktigh into modernism’, as Anderson would
have it? The manipulation of discrete intervallantent, with its serial overtones, might
signal such an advance, and indeed the tetrachatdhlie composer places at the centre of
his composition is generally the starting pointcoinmentary on the piec.These four
notes become an almost obsessive ‘motto themBloiche Oscurand go beyond simple
note repetition in ‘permeating’ the structure wikteir physiognomy’ Two minor seconds
connected by a major third, this cell is numericalited to dominate many of the 4/2
passages of the piece with a bar-by-bar repetétorarying transpositions. From the outset
the cell is omnipresent:

R:X
X [ |
I h
1 = = b =
y . 3 7o i =
v s f = 1 i
o T i 1 1
str, PP futio legato
T — f — T T
=S = | : ——
£ . T ﬂ = = b r_i ﬁ.l i i‘
il "r—r T ~—F I

Ex. 4. 24:Bars 1 and 2 dPetrassiNoche Oscura

%% See Macdonald, “Tutta Ora Vivente”: Petrassi #mel Concerto Principle’, 9; Cascelli, ‘Noche Oscura

Linguaggio di Crisi, Crisi di Linguaggio’, 509-18jlli, Gofreddo Petrassi: la Produzione Sinfonico-Corale
75.

" Their influence also extends beydNdche Oscuramaking appearance in later works such as the
Récréation Concertantgd 953),Beatitudineg1968-9) andrationes Christ(1974-5).
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These four notes are incredibly malleable, dueart o their latent octatonicism.
They form one half of an octatonic collection, d@hdir complement can be reordered into
two other crucial formulations: its retrograde la¢ tmajor third (such as occurs following
the initial statement of the cell in the first bar)its ordinary order at the tritone (an often-
used transformation). As shown, taken with anotteenplement (that of D-E-F) the cell

also forms a harmonic minor scale:

Bar 1
FXF
Y
Fundamental cell: —
\Oj = \5 g
L/ \I = Harmotic minor
Bar 2 Bar 6
QOctatonic Retrograde ‘X' Tritone related 3¢
complements: Q ,Q
F AN 1 F 4% 1
'\:_)v“ b P— C — ‘%_! b —

Ex. 4. 25:Main cell and two primary derived cells from PssiaNoche Oscura

In permeating the texture, it also is itself maetifiand changed, operating as what
Bortolotto describes as ‘a musical figure of supéural knowledge by which everything is
supported® Whilst the two outer semitones are always kepadntthe cell can a) be
retrograded, formed into an octatonic complemenhave its middle interval displaced by
an octave, c) divided into 2 and used to form p&= minor 29 chain, d) have its middle
interval modified, or e) expanded further into d@tprincipal motive, labelled Y (Example
4. 27; this configuration is overtly lyrical, andfers a counterpoint to the ‘hardness’ of
‘X’). Example 4. 28 demonstrates the extent of ¢hdeformations in a passage near the
beginning of the work.

K with )
I fve. dx'.sp.—| dim?
f |
-
e S— E—— it - » ] —
) - [ Ll b;} -
e |—Bb ﬁr‘mdJ

Ex. 4. 27:Cell 'Y’, PetrassiNoche Oscura

%8 Bortolotto, ‘Il cammino di Goffredo Petrassi’ ine@i, Guido edL'Opere di Goffredo PetrassQuaderni
della Rassegna Musicat®. 1, 46-7.
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Ex. 4. 28:Bars 15-26 of Petras$iloche Oscura
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Thus the use of retrograde and tritone relatiorsshiph a quasi-combinatorial fashion, with
the potential to fill out the total chromatic —gilt into the musical material, epitomized in

the initial entrance of the choral parts:

e

4 I | I | =I ud.’ -
St i
(¥ Contr.\J'\ v
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Ex. 4. 29:Choral entrance, Bar 30-31 of Petrabkiche Oscura

Having assessed the permeation of the musical -pgelbe by one all-encompassing
tetrachord, it seems logical to analyse the eféédhis permeation in terms of the overall
harmonic palette, which exists in three overlapgsteges (as indicated on the formal chart
at Example 4. 22): octatonic, ‘panchromatic’/atosadl tonal.

Octatonicism, whilst felt in a linear, scalic senisethe central X’ cell, is also
apparent in many harmonic configurations, partidylan the formal build-up to the
‘transformada’ section, i.e. the ‘A’ section of therk (its usage decreases after this point,
though it is still to be found prominently in b&40 and 239). Verses 1, 2 and 3 all reach
climaxes of what has been labelled ‘paroxysm’ byatmmic means: they act as metaphor for
the continual, and heightening, senserefelation Bars 57-8 are an ideal example: the
relaxed cycling of an Eb major/minor triad (derigifirom cell *Y’) in the choral and
orchestral parts fades as the chorus sustain loraies on ‘oh’; these notes swell frgo
f, and the chorus rise out of the orchestral textmiging ‘oh dicosa ventura’ (‘ah, the sheer
grace’) homophonically in sustained chords: in amant of static ‘revelation’. Example 4.
30 demonstrates the harmonic content of these msmehich are all built upon octatonic

subsets, labelled according to the system estalishChapter 3°

%9 In postulating the audibility of the octatonic cavhen stated vertically, the argument rests erittght’
intervallic content of the pc set (for instances targe number of"% and major ¥s); see Alegant and Levey,
‘Octatonicism in Dallapiccola’s twelve-note musi62-8.

184



Chapter 4

2 3 01 3 3

o o1 © © v.3] o1 o

) - - - -

:w ._i - ! A 0 Ihlp 'H!

Iy "ol hs0 b.58 b.67 b.80  h.90

_Le fe P S > -
¥ = o= {j=

- L]

text at , . . o )
churds__mﬂammada SVampbura'  Sosegrada ventura' ‘osegrada

Ex. 4. 30:Noche Oscuraoctatonicism in the static ‘revelation’ harmonies

Petrassi’s use of octatonicism is heavily indeliteBarték’'s compositional practice
in its horizontal and vertical application: altetima-step scales are ‘exploited both
melodically and harmonically ... as pitch sets, tlsmtdivorced from traditional tonal

functions’®°

Due to the free use of the modes, which lead teakening of the hierarchical

pitch relations inherent in the traditional domitt&omic progressions, greater

emphasis had to be placed on thervallic propertiesof both the harmonic

and melodic constructions as a means of estabjjsluoal and large-scale

structural coherenc®.
Elliott Antokoletz identifies three pitch-set modessential to Bartok’s music (diatonic,
octatonic, and whole tone) and there is a pardietween this and the octatonic-
panchromatic-tonal schema seerNioche Oscuralt is no wonder Petrassi spoke at length
about the Hungarian composer’s influence, congidetiat Bartok represented a ‘road of
liberty’ between the Schoenberg-Stravinsky anti$i®sThe importance of this influence
should not be lost, for it had far reaching effemtsitalian music through Petrassi and his
pupil, Franco Donatoni, who later stated that hegbt to emulate Bartok’s ‘cellular
exposition and organic growth’ and ‘conservatiorhaf fragment®?

The use of the octatonic scale reaches its apathewsst demonstrably in verses 4
and 5, in two of the most harmonically uncanny motseof the work. Bars 104-7 are
shown in Example 4. 31. A cadence onto a unisorsBbeated by chromatic voice-leading,
which is followed by cascading octatonic scalesalh three modes of transposition,

accounting for every single pitch. Through a sultdlgering and a holding-on of pitches

50 Antokoletz, The Music of Bela Bartgi04.

®1 |bid., 78.

62 See Petrasscritti e Interviste 329-331, 359.
53 Donatoni. 'Presenza di Bartok’, 88.
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over multiple beats, tonal chords are created amarge-scale plagal cadence (C-G) is

formed.
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Ex. 4. 31:Bars 104-7 of Petras$iloche Oscura

Such a clear synthesis between eight-note scatediatonicism vividly draws the attention
of the listener to the verdant harmonies, espgcgillen the register, the orchestral silence
surrounding the scoring and the pianissimo markingynthesis of a different, more direct
kind occurs a few bars later as the choir bombalsti@nter to signal the"5and most
central verse: Here the combination of a rearrarigediotive with an octatonic scale, in
the midst of highly fraught and chromatic harmoisya fusion of two of Petrassi’s most
important compositional materials, interpreted agalsly to the transformation of ‘the

lover into the beloved’:
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Ex. 4. 32:'Transformada’ moment, bars 128-9 of Petrdssche Oscura
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Aesthetically, the use of the octatonic scaleNimche Oscuranay have yet more
relevance than its status purely as a (by then camitwentieth-century musical trait. It is
not too speculative to identify it with St John&setreta escala’, his secret ladder or scale,
which symbolizes one of the means by which the stiolbs up the mountain of God’s
holiness®* The scale occurs in the right part of the work aaids off when the
‘transformada’ has occurred, and though it is resdudirectly on the right words (which
occur — only oncepiano and very fleetingly in the soprano part — in BBs6), Petrassi is
surely too subtle for that.

So much for eight pitches; a perhaps more immededéure of the work is its
frequent recourse to all 12 of them, often witherywclose proximityNoche Oscuravas
the most non-diatonic of Petrassi’s works to date] yet it is neither atonal nor serial (nor,
even, always dissonant). Shortly after its compmsit and in order to define this

characteristic more precisely, Roman Vlad coinedténm ‘panchromatic’. He spoke of the

constant tendency of the composer to approachahehpomatic space through a
complex diatonicism. Now from this point of viewetintrinsic structure of the
sonic material ofNoche Oscurademonstrates a point of arrival. In fact, it
blossoms and is unfolded entirely from one germicell, whose nucleus is
marked by a preference towards the adjacent seodedsal, and which is
hardly ever arranged according to the guiding mples of the traditional
diatonic scale, but freely invades the chromatiacep(without constituting a
complete and systematic dodecaphonic series) ...Spbataneous application
of the rules of economy that aims to condense @ rtinimum space the
maximum variety of sounds brings Petrassi, morendhan in his preceding
works, to approach integral chromatici§.

Vlad’s main insight is that Petrassi approachespitish material from a diatonic
position, but in the expression of his large palett sounds, along with the adherence to
such a strict and chromatic germinal cell, he fillee pitch aggregate purely from
imaginative overflow (and not from dodecaphony, ahhis perhaps where Vlad wanted him
to fill it from). This can be demonstrated right @te beginning if Example 4. 24 is
considered again: the first two short bars of tleekwcontain 13 notes and 11 pitch classes.
Other areas of extreme chromaticism occur, for etemn bars 57-8, and the last few bars
of the piece. Often the panchromatic ‘filling’ oecsuthrough pitch addition to diatonic

® It is perhaps also pertinent to recall Richard.iS&in’s connection of octatonicism with ‘exoticisamd the
‘supernatural’ in nineteenth-century Russian musgfining Russia Musical|y448.
% See VladModernita e Tradizione della Musica Moderr284.
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chords, as in bar 267, where a striking D majadtiis ‘corrupted’ by the entrance of the
pitches C-G followed by Bb-F#. Chordally, a numb&hexachords, octachords and even a
9-note chord can be found at moments of texturta@nsification, as can be seen if these

configurations are located on the formal plan:

b. 243
b. 90 b. 129 b. 148 ﬁ . = b. 307
—dl—
N N !
[ ] Lud 1
) g - ﬁi
—dli- il
M S : S
7 [ el A
ti-note fi-note - -
d-note  O-pote S-mote

Ex. 4. 33:Panchromatic chords in Petraddgche Oscura

Yet neither octatonicism nor panchromaticism actdanthe totality of the work,
and the yearning towards an extended tonal cemdtestill impinges upon much modernist
music, whether as an ironic, nostalgic or expresggsture, still plays a vital role in the
communication of musical content for Petrassi. Tdaa be seen even in the torpor of the
climactic ‘transformada’ passage which, though bmttatonic and highly dissonant, in its
overall harmonic structure has a symmetrical tetoglationship and smooth voice leading

between the consonant chords of its basic harmony:

Abm Dm Em F-4

o <
F LR =
b. 125 b. 140 b. 142 b, 145
P bﬂ =
il L 1 ey
I | L
tritone tritone

Ex. 4. 34:Background reduction of bars 125-149 from Petr&#sthe Oscura

As this section reaches its climax, this desiretfa ‘light’ of consonance to emerge is
displayed in its vivid fullness: the orchestra ditihe ‘secreta escala’ of octatonicism using
the germinal intervals of the motto theme, the gt&gi moves upwards over six octaves
through a filling out of the chromatic to a point muminous static revelation, and the
moment of ecstasy is reached in the luminescencanaderial major triadPetrassi has

absorbed the central and climactic ‘transformadataphor within theDark Night of the
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Soul and made it figuratively and literally the inreantre of text and work; a digestion of

extra-musical concepts into musical fabric thatrapes at a deeper level than mere word-
painting:
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Ex. 4. 35:Noche Oscurdars 144-149

The F-A dyad left hanging from the denouement @& tnansformada’ passage
anticipates the central main interlude, bars 14B-d8e of the most interesting passages for
large-scale tonal implications (a two-level redoitis shown at Example 4. 36). The dyad
is interrupted by moto-rhythmic highly dissonantager chords that Zanetti labels
‘omoritmica’ (homorhythms§$°® Between these, and through an assemblage of Kegs,
winding melodies shift down in register from f” {0, where the tempo marking changes to
Andantino Calmpand a wash of C-based majdt hords, the most consonant of the piece,
symbolize the heights of transformational ecsta@@ymajor, as the reduction shows, is
further enforced at a deep chordal level as thegmescontinues. The effect is sensual and
(after the raging of the ‘transformada’) serenes #pacing of the chords across three
octaves and the string dominance verges on theessmmistic melancholy of Vaughan
Williams. As the rhythms re-enter in 187, sated and/ in weary crotchets, the harmony
tends through passive chords towards its eveneplok B major. In this it completes two

tritone jumps (marked on the reduction) and thussgges the harmonic material of the
‘slowly evolving coda’.

56 Zanetti,La Musica Italiana nel Novecent®196-7.
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EX. 4. 36:Reduction of the main interlude (bars 148-197)rd3si,Noche Oscura
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Plural stylistics: a ‘break-though into modernism’?

The synthetic nature dloche Oscuraan be seen throughout the work in the sheertyarie
of gestural units that, in their stylistic diveysitreate a plurality of music expression that
was at once fresh and inspiring in post-war Itéliytimes, Petrassi takes the listener from
familiarity to unfamiliar and novel locations; ‘distic directions pile up, interweave and
erode one another’ in a manner never chaotic hwaya carefully proportioned. This is

evident in the way an Italianate neo-madrigalisnmtegrated into the texture, not simply
by retaining a structural versification and an dlyepoetic character but also through a

conscious declamatory four-part writing that iseaftimitative and jocular:
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Ex. 4. 37:Bars 34-37 of Petras$iloche Oscura

67 Restagno, ‘Petrassi, Goffredo’, Brove Music On-lin¢acessed 5 Mar 2009).
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Petrassi is here engaging with an establishecitawentieth-century idiom, present
in much Casella and Malipiero, not to mention Pssti‘a ownCoro Dei Morti (1941),Gino
Contilli's Tre Cori Sacriof 1951, Guido Turchi’'s choral workvetttiva(1947) and Mario
Peragallo’s operettha Collinaof 1947, and continuing into the second half of ¢katury
in capricious works such as Sylvano BussotCeque frammenti all'ltalia(1967-8).

Zanetti writes

Noche Oscuras an important manifestation of musical civiligatj one of the
culminations of Italian neo-madrigalism. ComingeaftheCoro dei Morti one
cannot help noticing that the writing is the mastef contrapuntalism, based on
imitative melodic processes or — more rightly —thmys in each phrase,
immediately animated within an interweaving of dse lines (always moving
neatly); when they come to an apex, they inviteeaprocal attraction that
involves the affirmation of the harmonic sefiSe.
In the interdependence of ‘line’ (Zanetti’s recipab attraction), a renaissance choral spirit
is invoked, and it can be found in abundance irfitsefour verses. But its simple presence
within the kaleidoscope alongside atonal and etwbntieth century idioms and practice
shows thaiNoche Oscurain its deep-rooted modernism, functions as a kind of pkira
melting pot of stylistics. An engagement with sksia that in some way tries to retain tonal
lyricism has been identified, as has the influetaggplied consciously or not) of Bartok in
the golden section proportions of the work’s fothe angularity of its melody and rhythm,
and the latent octatonicism. Stravinsky is alsoagompresence: in the ambiguity between
the major and minor third within transformationstoé germinal cell ‘x%° in the use of a
‘microseries’ (such as the Russian composer expated with in the 1954 workn
memoriam Dylan Thomgasand in the ‘omoritmico’ section of the work, whic

mischievously invokes the famous ‘Augurs of Spriolgord fromLe Sacre

Ex. 4. 38:0rchestra, bar 149 of Petragdoche Oscura

% Zanetti,La Musica Italiana nel Novecent&200.
%9 See Bortolotto, ‘Il Cammino di Goffredo PetraseiGatti, Guido edL'Opere di Goffredo Petrassi
Quaderni della Rassegna Musicale. 1, 46-7.
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Importantly, what brings these post-war composegether is their attempt to form
a post-tonal/romantic linguistics that avoided @ilifg into an abstracted focus on musical
parameter: simply put, a refusal to disregard stylé subjectivity as artistic determinants,
even if in the post-tonal world they are divestddtheir discursive characteristics and
deliberately used for incongruent and dislocatedsewWhether or not this constitutes a
‘break-though into modernism’, as Anderson arguestér, surely, to see it as an example
of modernist divergence), it shows a fruitful temsibetween artistic culmination and

fulfilment.
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Chapter 5:
‘Linguaqggio musicale’, realism, and the role of thecomposer

The essential question of modern art, as it wasergstood by modern artists

during the first two thirds of the twentieth centur. was whether artists lived in

history or in society.

Richard Taruskih

At the afternoon meeting on the first day of an ami@nt congress on aesthetics held in
Florence in May 1948, two of Italy’s most influesdtimusic critics, Massimo Mila and
Fedele D’Amico, stood up to deliver consecutive grap Whilst dissimilar in outlook and
scope — Mila’s ontological and highly abstract fe@antrasting with D’Amico’s pragmatic,
work-based approach — their conclusions saw batptsaeach a point of agreement as they
turned to address the large-scale dichotomy Tanuskiuld later articulate: what was the
modern composer’s relation to society, and howtlad relation affect the content of his or
her art? Both concluded that abstract notions @ Historical progress of art were

threatening to destroy both the musical objecttaecdcomposer as a musical subject:

The present situation of music, as a whole, isimg@n alarm bell on the whole
situation of culture ... Its way of salvation will hbe found in secluded and
autonomous development, not in the very culturelfitbut in an inescapable
renewing of the custom of social structures, in té&tionships which hold
organically the common life of man and civilizatimyether’

Against the dangerous personification of abstrations, against the menace of
unstoppable determinism implicit in the organic letion of musical language,
one must hold on tight and accent the moment aftives freedont.

This chapter takes its cue from D’Amico and Miladdocuses on the aesthetics of
the musical act in the late 1940s, a period in Wwhiollowing the reconstruction of Italy’s
musical life, there was real disagreement on tlmection of art and its purpose. At the
outset, it will seek to explore specifically Itatinusical debates: the question of music as a
‘language’, the rupture between artistic subjettiand objectivity, and the particularly
national facets of the international polemic onlisea and formalism. In discussing these

issues, the idea is to cover both the major deblatesusical expression and aesthetics in

! Taruskin, The Oxford History of Western Musig 221.

2 D’Amico, ‘Il Compositore Moderno e il Linguaggio Odicale’ inAtti del Quinto Congresso di Musica,
Firenze 22.

% Mila, ‘La Musica e il Linguaggio Musicale’, iAtti del Quinto Congresso di Musica, Firen32.
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this historical period and to set up the terms dwictv the analytical material of Chapter 6
will proceed. The inherent presence of the polittdeft and right will be unavoidable as
the discussion progresses, and so towards theusioiclthe chapter will open out into an
exploration of the wider political trends represehby the figures of Jean-Paul Sartre and
Antonio Gramsci, in the hope that these ‘externfiiences’ can illuminate this subject and

anticipate its further development in the followicizapter.

Musical language: from Croce to Mila

The contextual background to much mid-twentiethtwenltalian art theory is the neo-
idealist work of the Neapolitan philosopher Bentmlé&roce. Croce (1866-1952) was the
archetypal Italian liberal in the Risorgimento nehuhnd his work spans the fin-de-siecle,
inter-war and post-war period, thus standing a®veeting presence in modern ltalian
thought. Aesthetically, his global prominence ahd influence of his personality is the
main reason the vast majority of Italian artistkllte some version (weak or strong) of his
ideal conception of the nature of art until theye&®50s. Idealism posits the mental process
(the ‘idea’) as the first and most basic of reedifiand the external world as a construction
which only exists to the extent it can be ascee@imentally. Through Kant and, especially,
Hegel, the concept had enjoyed a hegemonic posaitimn continental aesthetics for well
over two centuries (though it came into confromtatiirst with empiricism and then logical
positivism) and lay behind much of the transcenalesth of nineteenth-century romantic
art. According to Croce in his 1902 magnum ofgtetica come Scienza dell'Espressione e
Linguistica Generalean artwork in its truest sense was not a physsmatic or aural
object, but rather amtuition (an important term) that originally motivates thiést, which

then has to be revealed through expression:

Human knowledge has two forms: it is either intgtiknowledge or logical
knowledge: knowledge obtained through the imagimatr knowledge obtained
through the intellect ... the work of art is an itim ... that which intuition
reveals in a work of art is not space and time, Olracter, individual
physiognomy’

Art is vision or intuition. The artist produces anage or picture. The person
who enjoys art turns his eyes in the direction Wtilte artist has pointed out to

* Croce Aesthetic as Science of Expression and Generaliistig 31-35.
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him, peers through the hole which has been opemetim, and reproduces in
himself the artist’s image.

This basic premise led Croce to three main conmhssiFirstly, to talk truly about
art was to talk about expression, and this deltiegrgrohibited the idea déchnique ‘The
concept of art as intuition excludes the conceptibart as the production cfasses, types,
species, geneta In fact, in a discussion of the pure nature of @roce regarded talk of
any kind of style or craft as wrongheaded; as HBggdin writes, for the philosopher ‘there
were techniques involved in the externalisatiorarévorks, but these were externalisation
techniques, not artistic techniquésThis led to a conflation of the traditional Kamtia
categories of content and form, which for Croceemene and the same manifestation of
expressioff. Art, therefore ‘is knowledge but not logic ... fewibut not practical feeling’,
and its hidden depths lay in the strength of thgimal intuition rather than any practical
craftsmanship.Secondly, as the work of art was an idea and nathgect, Croce believed
in the fundamental unity of all arts. Though diffiet in their means of expression and
communication, literature, music and painting waltefully formed artistic concepts prior
to their instantiation as artworks; thus for théicr ‘the study of artistic styles was no
longer relevant; or, to be precise, the study giesivas not a study of art but of something

else’!® Croce wrote

Since the individuality of intuition implies thedividuality of expression, and

since a painting is different from another paintimgless than from a poem ... it

is vain to resort to abstract means of expressiarder to set up another series

of genera or classes. In the end, any theory whats®f the division of the arts

is without foundatiort?
Thirdly, for Croce art was neither mimetic nor regentational. This was a logical
deduction from his idealism: if the purely artistioncept is a mental idea or image then its
expression will only represemtuition, not any externality. This doctrine is in essence

indebted to a late-romantic view of the work of ast ineffable; and, as Roger Scruton

® Croce,Guide to Aesthetics.

® Ibid., 16.

’ Bredin in Murray edKey writers on Art: the Twentieth-Centyug2.

8 See the comments of Scrutdime Aesthetics of Musit43.

° Paolozzi trans. Verdicchi®enedetto Croce: Logic of the Real and the Dutiloérty (on-line, accessed 16
Mar 2010).

19 Bredin in Murray edKey Writers on Art: the Twentieth-CentuBg.

1 Croce,Guide to Aestheticgi4.

197



Chapter 5

points out, ‘to attempt to make it effable is taluee expression to representation, and
therefore lose sight of the essence of &rt’.

The extent to which Croce’s aesthetics exerted tinfiuence amongst musicians
even towards the middle of the century can be fomndne of the earliest treatises on
aesthetics after the end of the wlaa, Vita del Linguaggio Musical€The Life of Musical
Language’), published by Guido Pannain, a Neapohtasicologist and composer, in 1947.
The work starts with a bold statement of the imtgiand internal power of music: ‘Musical
language is the immediate language of self-expesgsubsequently an often-quoted
phrase):® Pannain proceeded along similarly Crocean linesutsh his twelve chapters,
taking the specifically musical context and demiatstl the need to arrive at an aesthetic
judgment of individual works based on ‘how they associated with the original intuition
that was produced from the imagination of a deteeatiobject’’ It is clear that though
Pannain, as a musician, discusses in detail therpisf music in the full intricacies of its
stylistics, genre and development he considere@xpeession of the subject and the means

by which this occurs as essentially one and theesam

The difference between music and other arts isr tivaly of appearing. In

common parlance the difference is spoken of asahis that the artist elects for
his expression. But what things are these tools®, Wart is a way of revealing

the spirit, then there is no past and presentbeedtion and choice. The
instrument that the artist adopts coincides witheksentiality of his act. So it is
only tli;e illusion of appearance that makes us t¢élkhe tools adopted by the
artist:

Cracks in the Crocean system

So far so Croce. But even given Pannain’s tendéacsee the ‘tools’ of the artist as an
apparent rather than an actual object, in intratydhe idea of the linguistic he both
provoked and paved the way for something whichEbs Gianturco reported in 1951,

quickly became the category of the hour:

12 Scruton,The Aesthetics of Musit43.

13 pannainla Vita del Linguaggio Musicajd 1. See for example Rinaldi, ‘Funzione della Teamel
Linguaggio Musicale’ inAtti del Quinto Congresso di Musica, Firenid4.

14 pannainLa Vita del Linguaggio Musicaje.2.

bid., 12, 15.
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The contrecoups of this change in the realm of calisiesthetics resulted in the
creation of a metapholinguaggio musicalewhich soon became so popular as
to be adopted as a slogan emblazoning a revisidheophilosophies of music
stemming from the Crocean systéM.

Central to this process was the reestablishmenthef Congress of Musicians and
Musicologists held alongside the Maggio Musicale Rforence in 1948, under the
presidency of lldebrando Pizzetti, which took as theme Problemi Presenti del
Linguaggio Musicalg‘The Problems Presented by Musical Language’k ploliferation
of these sorts of congresses in the immediatewasperiod, together with a large number
of written reflections on musical aesthetics, dest@te the self-reflective nature of post-
war ltalian musical life seen elsewhere in thissth¥ Maria Grazia Sita identifies an
‘awakening of a desire to reconstruct occasionsdetbate and confrontation between
musicians, critics and musicologists’ after the Wastrong evidence of the plurality of
discourses and debates over the fundamentals istiartulture that demonstrates the
symptoms of a generalised sense of ‘crisis’ thdtsmead through European moderntém.
At the 1948 Florence Congress, the debate on nmaigguage — ostensibly the very
‘tools’ Croce and Pannain denied — polarised betwie standard Crocean reading of
linguaggio musicaleand a ‘reformed’ current representing a very gigant deviation from
received wisdom, judged by Gianturco at the timbda ‘process of disintegration and re-
adjustment of Croce’s neo-idealistic aesthefitsExample 5. 1, though simplistic,
demonstrates this division in tablature form, vathindication of which critics lay on either
side of the debat€.

'8 Gianturco, ‘Massimo Mila and Present Italian Aesids’, 16.

7 One the one hand, see Sita, ‘Italia 1948-1954vEgni e Congressi’ ittalia Millenovecentocinquanta
347-368; on the other see Guido PannkiYita del Linguaggio Musical@947), Massimo Mila
L'Esperienza Musicale e I'Esteti¢d950), Andrea Della Corté/Interpretazione Musicale e Gli Interpreti
(1951), GiorgioGraziosi,L'Interpretazione Musical€1952), Roman Vladylodernita e Tradizione nella
Musica Contemporangd 955) and, somewhat later but collecting earlierkyFedele D’Amico’d Casi
della Musica(1962).

18 Sijta, ‘Italia 1948-1954: Convegni e Congressiltalia Millenovecentocinquants847.

19 See chapters 2 and 3. Of course, the Florenceesses were actually founded in the inter-war jlesiod
held alongside three early Maggio Musicali (1938371 and 1938). See Pinza8tpria del Maggip17-32
esp. 19 and 28; Sachdusic in Fascist Italy92-93.

% Gianturco, ‘Massimo Mila and Present Italian Aesits’, 15. That this was a widespread trend irt-pes
Italian theory is confirmed by Torriglia, who writémost intellectuals, particularly within the lefarved their
theoretical position ‘against’ Croce’s idealismptigh these positions were nevertheless still inéat oy
Crocean categories.’ TorrigliBroken Time, Fragmented Space: a Cultural Map fostPWar Italy 156.

L See Fleischer, ‘Discutendo il problema linguisticoAtti del Quinto Congresso di Musica, Firen&6-7.
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Classic Croceanism Reformed Croceanism
‘ﬂ’ Form and content ]
Form is always are separate and
-already content need to be intentionally
synthesised
Mario Rinaldi \I,L JL
S. A. Luciani o o )
Guido Guerrini Expression is apriori Expression and language Massimo Mila
Alfiedo Parente in language are seperate anq have a Alberto Mantelli
Guidoe Pannain and is universal social dimension Fedele d'dmico
Adriano Lualdi JL JL Herbert Fleischer
Modern music: Modern music:
the disintegration of the integration of
linguaggio musicale linguaggio musicale
Conservative taste Progressive taste —

Ex. 5. 1: Two streams of thought dimguaggio musicalat the Florence congress 1948.

On the one side, Mario Rinaldi — a musicologist @wheering Vivaldi scholar —
argued that a musical idea comes to its composeruasc, and it is this musical intuition
that islinguaggio musicale‘the whole of the music is already present in thieacle of
inspiration’?? Differences between the arts ‘pale’ in the lighttee common truths of their
expression, and this supports the notion that raudierm is already an expressive
substance, and part of the intuition. In Rinaldicheme of things, the musical linguist is he
who has ‘found the exact poetic significance oliaguage’; that is, he who has identified
how the language of the musician reveals his immetivation?* Language, therefore, was
an integral part of musical expression, but notHteque’, the very idea of which
incorrectly supposed that the form and content oivak of art could be developed
separately. Thus the focus on technique which soqaupied the modern composer was

unwise, and its emphasis in contemporary musicavgsave error’.

The modern composer, often musically cultured butopophically weak, has
tried (in the physical translation of his imagia) to intervene with his own
pre-determined rules ... | say again: languageighe result of a preoccupation
with technique, but is a poetic entity that is reed and come to birth as an
essential unity (accents, timbres, tonalities),nband developed in a specific
situation®*

% Rinaldi, ‘Funzione della tecnica nel linguaggiosimale’ inAtti del Quinto Congresso di Musica, Firenze
114.

23 |bid., 109.

bid., 112, 115.
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Rinaldi aims his invective towards the conceptuadjs of composition asricerca
(‘research’; a common term in post-war Italian avgarde music), which he labelled as a
‘torment’.?® Instead, Rinaldi affirmed the long-standing view Alfredo Parente that
musical language had already reached a ‘determipatéection’ which the modern
musician only had to honot.

The outcome of the classic Crocean view appliedidsic was a reaction against the
perceived disintegration of modern music, and évitably led to a conservative approach
to both musical style and compositional aesthetfcRinaldi thought that technical factors
should be subordinated to expressive ones in moc@mposition, Alfredo Parente went

further, lambasting those who

devoted themselves to calculated and cerebral gamésmental torments, to
material not free in form, that is to say expressiorm ... they succeed in

awakening — at the most — satisfaction, cold adroma when they do not

generate annoyance and impatience; they are nahaaioating any vibrations,

any shudders, and they testify only to a frigidkebeal (and above all) sensory
pleasure of research for research’s sake, of formfofm’s saké.

Parente cast the problem as a ‘moral’ one: theilibabf composers to give self-revelations
of their expression and of critics to listen; Gui@aerrini, rather, thought the issue was a
matter of taste, of the ‘decline’ of the ‘glorioegpression of musical languadé’'So on
Crocean grounds many firmly opposed the separaifomusical intuition from musical
means and deplored the increasing inclination gavviechniques as autonomous entities.
The contrast with the critical stance firmly takah the %' International Congress on
Dodecaphonic Music in Milan, held a year after,|dowt be greater.

Over and against this, Massimo Mila presented aemmranced view of the
contemporary situation in a paper which would ewalty be incorporated into his larger
(and very influential) study.'Esperienza Musicale e I'Estetic@Musical experience and
the aesthetic’) in 1950. He started from a faitignslard foundation, by now familiar: the
term linguaggio musicaleascribes to music the dimension of language soait be

conceived of as a communicative art form, but teeywthing it communicates is music,

*® |bid., 111.

% 1bid., 112, quoting Parentelsa Musica e le Arti201 (published in 1936).

? parente, ‘Il Problema del Linguaggio come Probléiosale’ in Atti del Quinto Congresso di Musica,
Firenze 37.

28 Guerrini, ‘Il Tramonto di due Gloriose Espressidei Lingiuagio Musicale’, irAtti del Quinto Congresso
di Musica, Firenze39-44.
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since there is nothing to look for outside itséfitis music is ‘not a tool of expression, but
direct and immediate expression itséffHowever — and this is the heterodox notion from
the point of view of the congress — musical langusgstill dependant on syntax, in that it

has logic (tonal, gestural, formal) in the orderaigts elements:

Musical language is therefore essentially syntaxd by this | mean that an
intrinsic logic exists that coordinates the orded acombinations of sounds.
Pushing the metaphorical analogy of words and muasits limit, it should be
acknowledged that music exists at the level of dinecorporeal features of
logical and grammatical analysis ... What remainhéssyntax of the sentence,
the number of its parts, the number and sequentteeafomposing elements, the
indication of their functions. Music, in a direcoraparison with spoken
language, cannot go beyond this generic syntangignization®

Is this focus on the grammatical simple a way ofigghing in the much-malignetécnica
through the back door? Mila answered this quedtipmeferring his listeners to the recent
writing of René Leibowitz $chonberg et son Ecolpublished in Paris in 1947) a work
which the Italian critic declared a history of mugirough its elements.Mila endorses this
approach on two counts: through it musical persgnabln be comprehended, and the
reader can understand better the syntax of music'aotess the nucleus of the work of
art’® But he decries Leibowitz's a-historical stancee tlanger is that the temporary
separation from history, necessary for theorettaification, becomes an assumption, and
starts to necessitate ‘imaginary laws’ and ‘evolndry principles’ — the familiar serialist
telos discussed in Chapter 3 and elsewl&r&ccording to Mila, Leibowitz’s analysis is
correct, but the value which he assigns it — asotalizing evolutionary model, an
‘unstoppable determinism’, is wrorg.

Mila’s approach tolinguaggio musicaleinvolves the syntactic, but not in a

reductionist, autonomous senBestead, his theory is a dialectical one:

In music, a synthesis with previous musical languég always operative, a
synthesis between an already past, tested lang(algeh was apparently
subject to an evolutionary determinism) and nevhimkiable elements outside of

% Mila, ‘La Musica e il Linguaggio Musicale’ iAtti del Quinto Congresso di Musica, Firen2é.
0 bid., 26-7.

*bid., 27-8.

%2 |bid., 28.

* bid., 29.

* bid., 32.

202



Chapter 5

the historical, political or social arena: namdhe tindividual humanity of the
individual composer and his psychological behaviolihe second is in a
productive dialectic reaction with the first patt.

The substance of music therefore consists of tlyehmdogical ‘inner humanity’ of the
composer (which Croce would have labelled intuitidhe social aspect, and the relation
with the already past syntax of musical languadrisifor Mila ‘philology and glottology
do not claim to be a substitution for the histofyiterature and poetry, but offer it precious
work tools’3°

Extending Mila’s thesis, Fedele D’Amico argued titae particular historical
circumstances of the debates further mitigateddibeussion of linguistics, because music
of the western tradition had relied on the concémommon practice, with language a ‘pre-
existing detail’, whilst modern composers were nfaged with a situation where the
linguistic has become a stand-alone concept, nasaomed lexicon for the composer to
draw upon, and indeed ‘not accepted as data belgnigi his own time®’ How this
situation has come about is not revealed, and thdden Herbert Fleischer makes a similar
point, there is not a small hint of Schoenbergiatedninism: ‘when the composer feels
himself motivated by an always expressive necedsityzvent a new language, his own,
outside tradition; then, the technical grammatépadstion becomes acuf&’Yet D’Amico’s
point is more subtle, as he believes that conteargamusic’s turn to the technical is a
historical consequence of the agony of the age,thadkfore a fundamental aspect of its

aesthetic. It does not work against expressian:tlie expressive intuition itself.

It is clear that every work of art has some lingaiprecedents. But in the past
these were absorbed by the composer as an alivearidmporary tradition,
implying a direct continuity with their human world The modern composer is
much richer in poetry, as he manages to put bejowg eyes the historic
inequality between his re-thinking and the objedttis re-thinking®

% |bid., 31.

*bid., 32.

37 D’Amico, ‘Il Compositore Moderno e il Linguaggio hsicale’ inAtti del Quinto Congresso di Musica,
Firenze 12.

38 Fleischer, ‘Discutendo il Problema Linguisticai,Atti del Quinto Congresso di Musica, Firenié7.

39 D’Amico, ‘Il Compositore Moderno e il Linguaggio hsicale’ inAtti del Quinto Congresso di Musica,
Firenze 14

203



Chapter 5

The argument is an almost postmodern one: in thealpbkubjectivity of ‘contorted and
deformed’ works such as Berg&ozzeckand the ‘annexationist activism’ of Stravinsky,

aesthetic value is to be found in the collisiompast objects and present reformulatiths.
Massimo Mila and ‘espressione inconsapevole’

By now it should be clear how musicologists at phegressive end of the critical spectrum
were advocating what has been termed a ‘reformedeanism’. Firstly, Mila reverses the
un-Kantian shift in Croce’s aesthetic which claitinat form and content are both present in
the moment of intuition, and then secondly he asgbhat in fact expression is a compound
of the intuitive, social, and psychological, leayiih open to the exploration of technique
and humanistic concerns. Thus Carolyn Gianturco aSirthat for Mila, ‘an artist may
achieve the highest possible aesthetic expresgio@rpce’s sense) even though his aims
may be only technical; such composers as Stravivs&ge examined in this light®
Thirdly, the focus on technique within modern musiald be reinterpreted as an expressive
act, and a consequence of the ‘universal pain afemoman’ (Mila) or the ‘solitude of the
artist’ (D’Amico).*?

Yet the subjectivist tenets of Croce had not bdemmdoned, as might be supposed
by this last reformulation. Syntax was a musicailt & logical, set of structures, and thus

expressive:

By linguaggio musicale- Mila explains this with pellucid clarity — théalian
aestheticians and music critics intended to higtligot the practical, semantic
vehicular function of language (music is neithembylic of, nor subservient to,
a reality beyond itself), but rather the internalationships among music’s
structural factors — the syntax of mu$ic.
That this distinction was held as important by otli@ian musicians than Massimo Mila is
clear in the fact that the new European ‘objeqtivitthe scientism closely related to logical
positivism and the abstract tendencies of postavb+ was wholeheartedly rejected at the

following year’s Florence Congress, which was desioto the themeSoggettivismo e

“%bid., 14, 16. This remark also has a politicaheision, in that at the end of his paper, D’Amioings to
the anti-fascism of Bela Bartok as the model fig testhetic (22- 23).

“! Gianturco, ‘Mila, Massimo’, irGrove Music On-lin¢accessed 23 Oct 2009).

*2 Mila, L’Esperienza Musicale e I'Estetic@6; D’Amico, ‘Il compositore Moderno e il lingugp musicale’
in Atti del Quinto Congresso di Musica, Firen2@.

3 Elio Gianturco, ‘Massimo Mila and Present Italiaesthetics’, 16.
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Oggettivismo nell’Espressione MusicalgSubjectivism and Objectivism in Musical

Expression’)**

Why did Mila believe in a continuous regeneratidrswong ideas and not in
the rigour of a system, even if apparently stroAgeecause the system, any
system, was in itself felt to ke priori sealed, like a dangerous cage. Because
in homage to the Crocean principle, according taciwthe who makes himself
think scientifically has already ceased to thinkthetically’, he esteemed as
the major guarantee of relative objectivity theefrexpansion of the artwork
into conceptual, metaphoric and analogic galaxrebgrmony with the volatile
polymorphism of the fantastic imagination emittedoni the creative
imagination) above the cold rigour of a predeterdithought of axiomatic or
scientific logic*®
To explain the apparent paradox betwsgntax/tecnicaand the urge towards the human
and the subjective (a tension felt strongly in 1248 1949) a most elegant solution was
emerging in the concept epressione inconsapevdlenconscious expression).

Mila cast the problem in terms of the composer'a@ness of his or her creative
act: his or her ‘awareness of inspiration’ went chan hand with an ‘unawareness of
expression®® In L’Esperienza Musicale e I'Estetiche sets up in opposition the arch-
romanticist Hans Pfitzner — to whom the ‘miracleimdpiration’ was so metaphysical that
‘even the need to write down the ideas that fathrughe musician is a painful burden’ —
against the positivist psychologist Julius Bahlehe demonstrated empirically that ‘artistic
creation is an “aware activity, aimed at a targefjditioned by human experience™. Mila
argued that the reality is somewhere in betweeristylas Croce affirmed, ‘the critic works
within the poetry’, it is also true that ‘the hisgoof art is full of Cristofori Colombi who
have discovered America aft&uscar Levante por el Ponientgmistaking sunrise for
sunset].” As Gianturco hints, modern music mafitsenply be an extreme example of the
second of these categories: hence Mila’'s idea that artist's expression may be
‘unconscious’. ‘This notion is based on the assumnpbf the non-existence of “objective

l”47

expression™;" and Mila certainly holds that the human agent ligags crucial in the

mediation between intuition and artistic object.

4 See especially Parente’s labeling of objectivityadfable’, ‘a word empty of any meanin@arente, 'La
Favola dell'Oggettivismo' iAtti del Sesto Congresso di Musica, Firenze.

> Gianfranco Vinay, ‘L’Esperienza Musicale del Corgpa Strawinsky e I'Estetica dell’Espressione
Inconsapevole’ in Pecker-Berio ddtorna a Massimo Milal76.

“6 Mila, L'Esperienza Musicale e I'Estetica33.

*" Elio Gianturco, ‘Massimo Mila and Present Italiaesthetics’, 19.
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Thus, Mila’s reasoning leads &spressione inconsapevolgconscious expression;
the composer is aware of the fabric of his or erkaut not always of the possibilities of its

expression:

According to the classical example of Croce, thiccr the artist's awareness —
is comparable to a woman in labour who, in her sBagudges and chooses
movements and gestures that seem more useful tewaed purpose, and
discriminates against those which are useless ...ré&wess, during the act of
artistic creation, is a truth that does not desthwyother term in the antithesis,
so-called inspiration — in other words the lyrieald intuitive character of art. It
is however preferable to address the whole aestligbught by means of the
espressione inconsapevdfe

By this method, Mila could enact what Gianturcdscdhe salvage of phenomena’: modern
music (as seen above) could be saved from thosedes$yised it$ecnicaby a recourse to
syntax as a constituent part of its expressiorgxgmession that could arise unawares even
in art that focussed attention on the object. Sm-alassicism and other modernist trends
that reacted to the excesses of romanticism cadainithin them the only possible

emotions of their era:

Through the re-evocation of the styles of the pass a modern man who
speaks, and says things which are only possibt®nceive of in this century;
these styles are objects of a longed-for emotian pinesupposes a separation
and a distinction between the artist of today dredantique modéf’

This is perhaps the most substantial conclusiobealrawn in evaluating what was, by
modern standards, a complex and rarefied debate:amel difficult music perhaps had
hidden resources to meet Italian expectations aiftiemal comprehensibility. For Mila, as
for many, the music of composers such as Stravi{skip his synchronous musical stylism
and use of musical material as an object) was #reegt example ofecnicaachieving a

peculiarly deespressione inconsapevgfe

“8 Mila, L’Esperienza Musicale e I'Estetica34-136.

“9 Quoted in Pecker-Berio ethtorna a Massimo Mila166 [1951].

*0 For an account of how Mila’s thought developedeiation to later avant-garde trends in the 195@560s,
see Gianmario Borio, ‘L’Attegiamento di Mila nei Gfoonti dell’Avanguardia Italiana’ in Pecker-Bergal.
Intorna a Massimo Mila179-190.
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Musical objects: realism versus formalism

The precise formulation of musical language, howelvas seldom been an abstract debate.
It has generally rested on larger stylistic questi@bout the relationship between the
composer and the audience, and to these this chapteturns. By the late 40s, a sense of
polarization emerges in contemporary music betwberndea of music as a contribution to
the common life of society or a self-containedf-sgblving object, a polarization very
evident in some European spheres and little digcussits Italian incarnation. This binary
division between ‘realism’ and ‘formalism’ is mosell known between music in Soviet
Russia and reaction to it in the post-war musithef capitalist west. Its influence outside
these zones was generally proportionate to the amaiunational support for the ‘red’
cause, and thus it was very prominent in a postitady where the PCI regularly polled a
third of the votes. Socialist realism reached ésith in the denunciations of Shostakovich,
Prokofiev, Khachaturian and Muradeli in 1948 at Eiest All-Union Congress of Soviet
composers by Andrey Zhdanov — a period know#tdanovshchind" As Marina Frolova-
Walker testifies, the doctrine ‘was never worked asl a coherent theory’ unless, that is,
that theory simply demanded an art that was ‘famiin form and anodyne in conteft’.
However, for the purposes of this study, it canassumed that socialist realism, even
incoherently, still relied on a core conceptiortied ‘real’ in art as a ‘socio-aesthetic ideal’
where art is subservient to society, and aggrelssioe the people® and its result was a
vindication of national musical tropes and theragieto vivify the listener towards a correct
emotional response to the aims of the state idgolog

Italy, in fact, had its own version of realism hret'neorealist’ cinematic and literary
movement, though without the exigencies of Sovigesoppression. Neorealism was a
style springing from the social-content films oétearly 1930s, given a new, leftist edge by
the anti-fascist impulse in the aftermath of lidemna Its era was short but intense, and
included films such as Roberto Rossellini’s trildggma, Citta Apert§1945)Paisa(1946)
andGermania, Anno Zer¢1948),Ladri di Biciclette(Vittorio De Sica, 1948)Riso Amaro
(Giuseppe De Santis, 1949r Strada(Federico Fellini, 1954) and books suchCassto si

°1 See MaesA History of Russian Music: from Kamarinskaya tdB¥ar, 298-317; TaruskinThe Oxford
History of Western Musjw, 8-13. Slonimsky reproduces several documesttigiming to the 1948 congress
in Music Since 1900684-712.

*2 Frolova-Walker, ‘National in Form, Socialist in lent: Musical Nation-Building in the Soviet Repigbl.
368

3 Vaughan JameSoviet Socialist Realisra6.
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e Fermato a Ebol{Carlo Levi, 1945) andiSentieri dei Nidi di Ragn@talo Calvino, 1947).
Mark Shiel's summary of the aesthetic and techrsqakthis genre is useful: he casts

neorealism in cinema as

a historically and culturally-specific manifestaticof the general aesthetic
quality known as ‘realism’ which is characteriseg & disposition to the
ontological truth of the physical, visible worldrdfm this perspective, the
realism of Italian neorealism manifested itselfaimlistinctive visual style. This
was typified by a preference for location filmintpe use of nonprofessional
actors, the avoidance of ornamental mise-en-seepesference for natural light,
freely moving documentary style of photographypa-mterventionist approach
to film directing, and an avoidance of complex iedjitand other post-production
processes’

Whilst neo-realism was sometimes socialist in ddgan, its truth-telling style is also
symptomatic of reaction against the supposed ‘spktart of the fascist era. Its
existence alongside socialist realism should cautmgainst an overly simplistic
interpretation of the trope of the ‘real’ in the sical debates of this period, especially given
that formalism — seen as an oppositional aestlétazitonomy and self-determination — is

itself difficult to define.
The debates of 1949

One of the initial signs that the Italian musicarid was confronting the real/formal debate
came in 1948 in a provocative article by the Milsmeritic Angiola Maria Bonisconti iha
Rassegna Musicalavhich set out the terms on which a discussion ccqubceed. For
Bonisconti, art was retreating from the culturalasion of the ‘so-called ‘Novecentismo’ of
the first thirty years [1910-1940] and was ‘alrgddr enough removed from it to speak of
a clearing up of the spirit and of musical langyageew humanisation (even the hackneyed
‘return to normality’) or a new realism®.He celebrated the fact that ‘in at least some enusi
of today, against the research into methods ando#oeliar tools of objectivity there is

counterpoised a research into human motives, neotfeeality, that drive us to look inside

>4 Shiel, Italian Neorealism1-2.

%5 For a contentious take on neorealism from onésaféntral protagonists, see the famous 1964 pretac
Calvino’s 1947The Path to the Spiders’ Nes#s30.

% Bonisconti, ‘Il Nuovo Realismo Musicale’, 123.
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of ourselves®’ There is little evidence here of a Soviet turrthe people’, nor indeed any
idea of the pragmatic techniques of neorealistoategraphy. In fact, the influence as
Bonisconti admits is the humanism of ‘eighteenthtaey naturalism’ against the ‘bloodless
affectations of decadenc®. Bonisconti’'s argument accuses various inter-wafr ar
movements (Bonisconti mentiordeue Sachlichkeitn particular) of dehumanizing the
human and devaluing the subject, and the solutitms-s the specifically Italian slant — is
an interior one, to search inside of oneself for an art thatenreadily reflects an inner
humanity. These values are deliberately vaguer tiharmpoliticised Soviet pronouncements:
what Grazia-Sita identifies as ‘the obsessive reweace of the adjective “human” in all
the relevant bibliographical material’ masks a setheit many critics were unsure precisely
what ‘human’ represented within the musical sphere.

However Bonisconti is clear on one technical paie&lism is ‘in a large part ethnic
by nature — ethnic understood spiritually more thangraphically.” The model here is the
music of Bartok (a familiar influence on Italian sicians in this era), de Falla and
Stravinsky (though, predictably, the StravinskyLe§ NocesPetrushkaandLe Sacre the
subsequent ‘nation-less’ neoclassicism is not rmaetl), and the use of folkloric

components is especially praised:

And so what we know of the function of the ethnielos — and the extent of its
occurrences — in the lexical definition of contemgyg music becomes
increasingly more interesting. In practice, in tlaesthetic problem of
reconcretisation, of renaturalising, folklore reado the academicism of
scholarly and rational music ... true ethnicity, urst@od in its just and ideal
way, fits effectively into the camp of this realissh which | speak, and brings
about a pure solution to all the bottlenecks cataderismo®°

In May 1949 an innocent looking article in the pggéthe communist dailly’Unita
by one Riccardo Marcato, heavily criticising theemwtly initiated ‘Art Clubs’ at the Palazzo
Carignano in Turin, caused a stir in the Italiaags: That Marcato was an electrician at the
FIAT plant — and therefore aperaio(‘worker’) — gave the attack an especial efficaayd
L’Unita’s editors knew it, mentioning the fact three tinregditorials.

*"|bid., 124.

*% |bid., 125.

%9 Sita, ‘Italia 1948-1954: Convegni e Congressiltalia Millenovecentocinquantz368.
%0 Bonisconti, ‘Il Nuovo Realismo Musicale’, 125.
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| write out of a love for the culture to which |dleate much of my free time. |
visited the exhibition of the ‘Art Clubs’ on the yaf its public opening and |
believe given what | have seen, my opinion mayre@geyou. The exhibition has
left me with a sense of dismay ... Bourgeois societlyich from its dawn has
striven to give us Michelangelos, has been reduoetthese artists who, with
their surrealisms and their abstractivisms, repretiee last convulsions of the
monastic bourgeois spectacle. | believe that antilshbe understood not only by
initiates, but by all: it must awaken admiratiordacomprehension especially
amongst those that are incompetagit [ncompetentii ... It seems to me that
what | have seen is not ‘the research into new $oofrexpression’ (as Salvatore
Gatto has written il.’'Unita on the 22nd); it is not the rising of a new artisi
the funeral and the decomposition of an old a#t i of an old social systeth.

Derogatory remarks about the elitism of the bouigjeovould have been routine in the
pages ofL’'Unita, but the issue that caused the most offence wasitthck on sub-realist
elements of modern art (‘surrealisms’ and ‘absivearhs’) and the idea that art must be
appropriate for ‘incompetents’.

Such outright denunciation of modernism was reckikigghly contentiously by
musicians on the left: Massimo Mila and Fedele Diéanthe former as music editor at the
paper, the latter as an occasional contributorh batote long rebuttals. To Marcato’s
assertion that ‘art must awaken admiration and cehgnsion especially amongst those
that are incompetent’, Mila replied

No: a minimum of competency — that is, the sort thaligested in the desire to
understand — is needed in order to appreciate Miahgelo’s Moses and the
Sistine Chapel frescoes, which — to be under nsidhs — are hidden for many
people. Art is a language and like all languagesnily succeeds when it is
understood. It requires, therefore, a minimum ofivac collaboration and
willingness on the part of those who would likeetgoy it®

In June, D’Amico similarly stated that if Marcatoeant by ‘incompetents’ those who did
not have a ‘technical, systematic, professionabdedge of art, he was correct, but if he
meant that art must be ‘immediately accessibleangone who turns to it, he was wrong:
just as Italian as a tongue was a learnt skillvas artistic understandifg.D’Amico turns

to music history to demonstrate that the oppressifomusicians has always come about

when they are conscripted to serve a cause: ‘ltalgcults, dance, theatre, popular

®1 Marcato, Lettera di un Visitatore’, 3.
2 Mila, ‘Una Polemica sull’Arte: Un Indipendente Baénde alla Lettera d’un Operaio’, 3.
8 D’Amico, ‘Un’intervento di Fedele D’Amico nella Ntra Polemica: L'arte e gli “incompetenti”, 3.
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festivals, aristocrats, ceremonies’ were finallygoered by the romantic idea of art for its
own sake, only to be destroyed by the imbricatiofishe MinCulProp’.®* Here it can be
seen that comparing the political proscriptionssotial realism to the fascist regime’s
handling of art in theventenniowas a principal ideological weapon for the anékist
camp®®

This exchange led directly into the most cruciabate to be considered, that in
Rinascitain the October of 1949 between Mila and Palmirgli&dti, leader of the PCI
(using the pseudonym Roderigo di CastigifaXhat one of the most influential voices in
twentieth-century Italian politics intervened in rausical matter should testify to its
importance, and that the subject was the famou8 H@tlaration of the First All-Union
Congress of Soviet composers led by Zhdanov sgutite deliberations within a wider
context®’ In a Rassegna Musicalarticle Mila had critiqued the declaration, cailithe
Russian politician ‘ignorant’ and the Moscow dissioss a ‘painful experience of
incompetence’ where ‘mediocre composers deprivedrdfinality and of success’ had
exhibited themselves as ‘snarling curs’, full ofrgrand ‘ambition®® Togliatti responded
provocatively that Mila was making the same mistase Croce, a blind anti-Soviet
assessment ‘judging Marxism with the racist craesf Adolf Hitler’; thus demonstrating
that the anti-fascist argument could be used by leal- and non-realists. Opposing
Mila’'s conclusions on the congress and the oppressiature of the Soviet state’s
proscriptions, Togliatti argued that the congreagigipants had had ‘full liberty to speak
what they would’, and the discussions had beemtjrpositive, and instructivé®. They
had included a cohort of ‘specialists’ but also yn&of those who understand art as an
expression of social life and would testify to Hréist the existence of this life’. These were,

of course, Marcato’smcompetenti

% |bid.

% See Dallapiccola, ‘Musica Pianificata’, 27-8.

% See di Castiglia ‘Orientamento dell’Arte’ Rinascita VI, 1949, n. 10, Mila/di Castiglia, Disorientanien
dell'arte’ in Rinascita VI, 1949, n. 11; all were reprinted in Togliattgorsivi di Roderigp164-174.

" This debate is little commented on in the literafoachim Néller makes mention of it, though besinot
discuss its contentgEngagement und Formd7; similarly Estero, ‘Il Musicista-come-Inteltatle nel Secondo
Novecento Italiana: tra Politica e Ideologia’, 345.

% Mila, ‘Recensioni di Werth, A: Musical Uproar inddcow’, 247.

% Togliatti, | corsivi di Roderigo 164.

% 1bid.; the stenographic report, found in Slonimdiysic Since 1900684-712 and (in a different form)
Werth,Musical Uproar in Moscow47-87, casts doubt on this point.
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And who says that artistic problems must occupyyotilose who are

‘competent’, who have been initiated into the cedbialjargon of the small group
of composers, or of critics, of philosophers, thate introduced them into their
circle? The day that this happens, the missionrt$ta and of art will have

finished’*

This is Togliatti's fundamental point: the musicndemned under Zhdanov not only failed
to serve the people by giving them what Zhdanov telted a ‘SovietKuchka; 2 it had
isolated them from new music with its ‘formal inégdtualism’. Likewise in ltaly, ‘the great
majority of normal men’ rejected contemporary Halimusic as out of hand: ‘is Massimo
Mila not aware that even in the concerts for tHaeel in Italy they have started to shout at
Schoenberg and to whistle at Malipiero? He seenmddo be a restricted member of the
elect that understand and exalt this sort of degeioa’.”

Degeneration was, of course, formalism. Here Ttg8aline is that of Zhdanov,
who had condemned ‘anti-democratic formalism in iciussing this sort of term in 1948.
To confirm that his agenda is to fall behind thenoaunist-international, Togliatti uses the
example of ShostakovichSymphony no. 7 ‘Leningradpraised in 1942 at its premiere but

now viewed with suspicion in Russia.

What was the fighter for Leningrad, in preferring ppp song from the
gramophone to th8eventlhof Shostakovich, looking for? He looks, simplyr fo
art, that is, something that is near to us, maksthink, quiver, endure. The pop
song in which he found refuge was not art; but tdver elaborateness of
Shostakovich, besides not being art, becomes ewvekary and dishonesty.

Formalism, the ‘over elaborate’, ‘impotent’, andsidtegrated’ verdict on a modern music
that lacks accessible content, emotional rhetaaind prefers to address initiates with
‘jargon’, is contrasted with realism, ‘the bearer of.the aspirations of society and of the
people’’® Malipiero is attacked for his adherence to Scheenplfthough this is a highly

tendentious judgment) and — perhaps following an Hkels of the ‘Quinto Congresso di

Musica’ in Florence the preceding year — Italiansmoians are urged away from the search

" Togliatti, | corsivi di Roderigo 165.

2 \Werth,Musical Uproar in Moscow83, referring to the ‘mighty five’.
3 Togliatti, | corsivi di Roderigo 165.

4 Zhdanov quoted in Slonimskilusic Since 1900691.

’® |bid., 166.

"® Ibid., 166-7.
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for a new ‘language’, and rather advised to usenthsical language ‘created by the people

in the crucible of their history”

By dint of the creation of new languages, of polsniand of evasions, and of
emptiness, and other operations of which by nowsampol student whatsoever
knows how to speak of with ‘competence’, certaitiséc currents have
exhausted themselves in an exercise or game thdd te called formalistic,
from which is absent every inspiration accessiblehe common man, every
expression comprehensible to the common fiian.

Whether this is an authentic ‘Italian Zhadanovissnopen to question. It should be
recalled that, unlike in Russia, the PCI was ngiower, and the formalists (in the shape of
the American-backed Christian Democrats) were énabcendancy. And as Joachim Noéller
points out, a concrete form of the realist/forntabimary may prove unhelpful in an Italian
context where so many artists fell outside of asitdaries. It is true also that within Italian
cultural socialism itself, there was much less cehee in the condemnation of bourgeoisie
trends, partly due to the moderating influence b6 ittorini in left-wing journalistic
culture/® partly due to the acrimonious split in theonte Nuovo delle Artia Milanese
visual art group on the left, which led to the ¢ti@ain Rome of thd&~orma group that was
‘committed to abstract art, in opposition to sudalists as Gattuso and to the official
socialist realism of the Communist parf§’A striking manifesto was issued from this group

in early 1947 which sought to bring together the sides of the argument:

We declare ourselves to be both Formalists and i8ksrxn the conviction that
the concepts Marxism and Formalism are not irreianle, particularly today,
when the progressive elements of our society nesesent a revolutionary and
avant-garde approach, and not devote themselvee terror of a different and
conformist realism, which, in its most recent essien in painting and
sculpture, has shown what a limited and narrow jiatteates”

Yet on the musical front, Noller takes this poiod far when he argues that the accusation
and condemnation of formalism ‘does not have th@lusmphasis’, or that Togliatti ‘avoids

using its reproach’; the evidence from the exchangh Mila, where he uses that exact

7 Ibid., 166.

8 Togliatti, | corsivi di Roderigp168 (Togliatti’s reply after Mila’s response).

9 See TorrigliaBroken Time, Fragmented Space: a Cultural Map fostPWar Italy xi.

8 Killinger, Culture and Customs of Itgl{79.

81 Manifesto published in the art Jourfrarma I (15 March 1947), quoted in Néll€Engagement und Form
59.
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word in a pejorative sense (six times), is enougllémonstrate thf& Whilst not an all-
determining binary opposition, the ideas of realmmd formalism did frame a spectrum of
ideological positions which collapses in-on-itsgithout the two categories.

Mila’'s response to Togliatti's attacks was assusedl masterly. To Togliatti's
opening point that he had qllied himself with civeommittees (i.e. the Christian
Democrats) and Hitler in believing any falsehoodngoabout theZhdanovschinahe
pointed out that, as the rest of the article madistestaunch defence of standard socialist-
realist doctrines, the appraisal of the facts & 8oviet case that he had received must
indeed have been true: ‘Zhdanov was ignoramusical matters and the Conference of
Musicians ‘painfully incompetenf® Togliatti's choice of Malipiero and Schoenberg as
examples of rejected formalists undermines his efabument, according to Mila: these
composers were becoming ever more accepted andegran Italy, and Togliatti's
denunciation had in fact been closer to Mussoéihigast in the case of Malipiero’s banned
operaFavola del Figlio Cambiatdn 1934% Such fickle treatment of the facts was, in
Mila’s view, a common marker of Zhadonivism: hadifie Soviets ‘invited [us] four years
ago to admire the Leningrad Symphony as one ohifigest realizations of Soviet musical
art?® For Mila this demonstrated the fundamental pdimat though art was to serve the
people (he was, after all a committed Marxist, othee the debate would not have occurred
in Rinascitg it had another internal impulse that led compeser write music not

immediately accessible; in fact, this depth wagigedy where its power lay:

Today, if we love art and esteem the people, wet image the loyalty to say to
the people that art is difficult, and requires deéwmy, humility, dedication and
sacrifice ... | know from experience how much firgperience can be modified
from a deeper knowledge and meditation. Becaustnisfl cannot take into
consideration the rules of someone who, withouirtgaever dedicated their life

82 Noéller, Engagement und Forng8; see also, from 1951, Zafred, ‘Ragioni delfifermalismo’ in Zanetti,
La Musica Italiana nel Novecent®674-1679. Nielinger follows Nédller in statingathTogliatti preferred to
avoid the term formalism altogether’, Nielingerh& Song Unsund:uigi Nono'sll canto sospesp96. This
stance from both writers is a consequence of thia pramise of their work: that the dialectical mdinl of
national communist identity to radical modernisnthia music of Giacomo Manzoni and Luigi Nono
(respectively) demonstrates the peculiar exigergidimlian post-war life in the early 1950s. Oistpoint
they are indeed correct, and in fact (in regar@oo at least) a similar conclusion will be therdictic point
of chapter 6’s historical narrative. However tawrat this point in 1947-50 rather than 1953-66 Hrerefore
underplay the similarities between early post-wayri& realism and debates in Italy over realisnmfalism is
to put the cart before the horse.

8 Togliatti, | corsivi di Roderigo 168.

84 See Waterhous&ian Francesco Malipiero46-7.

8 Togliatti, | corsivi di Roderigo170.
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to a particular reflection on specifically musicahtters, and maybe not even to
the general nature of art, objects when they thenradio on to a fragment of a
symphony by Shostakovich or some Malipi&to.

In the end, the discussion has come full circletaMi‘reformed’ Croceanism led
him (and others, including D’Amico and later NonalaViaderna) to the belief that though
art was informed by society, it was not solely eigloconstruct: it had an inner concept that
required careful mediating via language and synté&at is why there is found nowhere in
Mila recourse to the all-encompassing, collectigad( reductionist?) tern popolo (‘the
people’); he prefers to speak of ‘f'uomini’ (‘hunmgh or ‘'umanitd’ (‘humanity’) as an
interpersonal and plural group, capable of diffgremotional and intellectual responses to
art. This particular semantic foible is common talian music at this time and its absence
from other European situations is telling. In hesponse to Mila’s reply, Togliatti interprets
and dismisses this asraorno a dio (‘return to God’), yet Mila was hardly a Catholic
agitator®’ The debate was to rumble on in the pageRio#scitaover the course of the next

year, and arguably would not be resol¥2d.

Polarities: realists and formalists into the 1950s

The ideologies behind Togliatti’s intervention wegstained into the next decade by a pair
of critics on the left, Mario Zafred and Rubens d@schi (who both wrote for the Rome
edition of L'Unita), particularly in response to the rise of dodecaph Zafred had
renounced modernist trends in the late 40s hines®ld composer and became the most
outspoken critic of abstract music of his d3yn the arts periodicallissein 1951 he laid
out his clearest statement yet of ‘antiformalisihaking the reader through 50 years of
‘formal research’, from early Casella through Millda Schoenberg, Varese and ‘the

percussionist John Cage’, he declares all claimmg¢oca decadent and alienating:

For a long time the vast majority of composersngiag to be ‘avant-garde’ have
interpreted that term as meaning those who expetiméh purely technical

% |bid.

* Ibid., 173.

8 | Musicista-come-Intellettuale nel Secondo Noget Italiana: tra Politica e Ideologia’, 345-6.

8 Tedeschi demonstrates his adherence to the Zhdimedn a mostly positive article on the debatdl in
Diapasonfrom 1953 entitled ‘Cinque Anni di Polemica sulisica Realistica nellU.R.S.S.’ This issuelbf
Diapasonwas devoted to ‘realist art’, demonstrating thetowing (if less influential) presence realism
maintained in mainstream debate.
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findings; they have focussed on altering musicagileage externally, neglecting
to ask if such novelties, in outward appearancestespond or not to the
existence of an expression that can justify themutisentic on the level of art ...
the fiddling about with form, the claim gurity, is nothing if not basically an
evasion and a non-participation in life, or at temgertain part of life. Because
in reality, to detach oneself from human commitmeamd to take refuge in subtle
games demonstrates an ultimate lack of belief a e¢lientual aim of art; it
distorts art’s essence, actively obstructing thew&wd march that humanity
follows through art and all other camps of life.i§then is the ultimate analysis
of formalism: it is the most persistent and deviensmy of the art of today, the
poison that a class arrives at in its decffhe.

Zafred’s position is a much more entrenched reattsan Bonisconti’s in 1948. It involved
the return to Italian traditions, traits and peopiet in order to ironically objectify them in a
neoclassical sense (he thoroughly rejects thigtrand saw himself as still occupying an
avant-garde that flowed from romanticism) but idesrto build on ‘the reasons and means
of tradition and its successés'lf this sounds like the worst kind of dogmatictagyiop, it is
worth remembering that it came within the contexttbe PCI's move to a more
authoritarian stance in the early fifties, a mavattwould be short-lived, as the split within
the party over the Hungarian uprising in 1956 woptdcipitate a turn from Moscow’s
influence in the 1960s and 70s.

But there were still many artistic ideologues oa taft who viewed the values of
realism positively whilst renouncing its methdddhis can be seen in the fact that, though
formalist critics upheld their position into the5% — mainly gathered around the Milanese
review || Diapason— they often countered the realist position byuarg that their artistic
results often held the moral high ground and mamgact with what it truly meant to be

human. Perhaps their most vocal advocate was BouRehdi, who in 1952 argued

the music of our time is the courageous, unseléisd above all correct and
victorious liquidation of romantic subjectivism,dit is truly and profoundly the
celebrated death of individualism ... the access ooafity, or at least to moral
problems, is for me found in contemporary musidjom it is so often born from
a human situation that seems to have such a stmamgl commitment, a most

2(1) Zafred, ‘Ragioni dell’Antiformalismo’ in Zanettl,a Italiana Muscia nel Novecentt677-1678.

Ibid., 1679.
92 Additionally — and this demonstrates the inadeigsacf the all-too-easy formalism/realism binary
distinction complicated in Italy in this period vem traces of its ‘method’ can be seen in the mokic
Maderna, Berio and Nono: see NéllEngagement und Form87-92, who argues that choral/madrigal
influences, serenade form and ‘folk’ texts all diinge ‘real’ factors in these composer’s musi¢he early
1950s, a fact that clearly correlates with the Ggiam categories introduced below and the discossibthe
‘background’ clarity of this music in chapters &lan
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full and rich expression, even if less ‘happy’ dpdre’ than certain free and
vacuous romantic music.

Thus Rondi demonstrated the subtle inflectionshef issue: both sides believed in the
‘human’, but one side encapsulated this essendheinndividual whilst the other in the
collective. This explains the tendency of Romandylamongst others in the pagesllof
Diapason to leap upon anti-fascist works by ‘formalist’eposers (Wladimir Vogel'Shyl
Claesand Schoenberg'Survivor from Warsawor example) as the most truly profound
answers to anti-formalism.

In Italy this distinction between collective anddividualised humanity had
particular efficacy against the usual anti-formadiEyuments centring on ‘dehumanisation’.
This is amply illustrated by a surprisingly blumtiele written by Luigi Dallapiccola in 1950
which acts as the composer’s declaration agairestréfalist camp. ‘Musica Pianificata’
(‘Planned Music’) attacked the Prague Resolutfdhe declaration of many Soviet-friendly
Europeans approving Zhdanov’s decree in May 19d4&,aadocument that followed from it
a year later entitled ‘Proposal of a Five-year planthe Composers and Musicians of
Czechoslovakia®

The timing of Dallapiccola’s article is prescierds Earle points out, it was the
turning point in the relationship between Dallapiecand the PCI® Dallapiccola’s archives
contain five letters from the ‘Associazione Itakaper i Rapporti con I'Unione Sovietica’
(Association for the Italian-USSR Relationship)idgtfrom the 1940s, a communist group
who fostered solidarity between Russia and Itajythe 19" April 1946 they were already
asking Dallapiccola to join their organization, equest that intensified through 1947 as
Dallapiccola’s reputation grew. He seemed quitendjoethe idea, though he admitted that
he was unsure of the ‘doctrine’ they were propaggti But the ‘Proposal of a Five-year
plan’ radically altered the composer’s point ofwjdts Stalinist overtones drawing sharp

criticism and a reaction to any form of musical aiphing’. In common with his

% Rondi, ““Nuova Obbiettivita” e Novita Umana nelusica del Novecento’, 6. See also, from a year liat
the same journal, Rondi, ‘Le Strade della MusicetfPessiva™.

% Reprinted in Slonimsklusic Since 1900711-12. See CarrolMusic and Ideology in Cold War Europe
37-49.

% Dallapiccola, ‘Musica Pianificatall Ponte, January 1950, 27-33.

% Earle, ‘Dallapiccola and the Politics of CommitriieRe-reading! Prigioniero’, on-line, (accessed 18 Feb
2010), para. 8-11.

" Dallapiccola, autograph letter to the ‘Associagidtaliana per i rapporti con I'Unione Sovieticd’May
1946, FLD.
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contemporaries, he labelled this idea ‘totalitdriand compared it to the dictates of
Mussolini?® He was repulsed by the compulsive and dogmatie tdrihe Czech document
— decrying the frequent use of the verb ‘must’ € &e reacted even more strongly to the
idea that composition was for a collective, anddfare ‘cannot be achieved by sitting at a

table between four walls.’

Four walls. Precisely. Here we reach the hearhefissue ... The solitary man,
between four walls, can himself become a dangesabgect. The solitary man,
between four walls, can think. The saints had tlgggatest revelations in
solitude. And the man who thinks is an individuad longer a number in a
collective: an individual with his own joys and saws. Care can be introduced
through the keyhole and the ‘critical’ can be biorisolitude®®

Dallapiccola had always held as fundamental thévididal, subjective experience,
and in ‘Musica Pianificata’, ‘in the face of propds for musical collectivisation,
Dallapiccola insists on the indissolubly personacessarily solitary, nature of artistic
creation’*® Moreover, he valued the skilled and specialistreabf musical competency,
the highly developed state of musical languageoiachthe position of Mila against

Togliatti:

it is obvious that without a minimum of preparatindon’t say technique,
which would be asking too much; | say only auralitp one can understand the
music of Arnold Schoenberg or even the music ofegbs Haydn....
Furthermore, also the very possibility of compreatieg the language of music
depends on many factors, first abovefathiliarity with a given language™

Dallapiccola’s argument sits alongside that of Viktlla and D’Amico as problematic to
categorise in the real/formal dichotomy since itdsadear both compositional freedom and
concern for humanity. Such a mix is typical of theriod, a consequence of certain major

external influences on the construction of the cosep's role in Italian society.

% Dallapiccola, ‘Musica pianificatall Ponte January 1950, 28.

% 1bid., 29.

190 Earle, ‘Dallapiccola and the Politics of CommitrieRe-readingdl Prigioniero’, on-line, (accessed 18 Feb
2010), para. 10.

1% bid., 31.
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Musical composers: the influence of Sartre and Grasci

Dallapiccola’s thought on the relationship betwaeinand humanity in ‘Musica pianificata’
is essentially Sartrean in its orientation, andthis he was not alone amongst Italian
musicians. Jean-Paul Sartre, the doyen of postRaaisian intellectuals, believed that ‘a
writer, addressing free men, has only one subjeteedom’;'®? and whilst writers and
artists seldom develop the practical means to #itecourse of political events, they fulfil a
crucial societal role ofevealingthe truth about the world, displaying it to thebpe as an

act of unmasking®® In doing so, they beconzetistesengagé ‘committed artists’:

The committed writer knows that words are actioa.kdows that to reveal is to
change ... the writer has chosen to reveal the wamidl particularly to reveal
man to other men so that the latter may assumerdgponsibility before the
object which has thus been laid bare .... The functibthe writer is to act in
such a way that nobody can be ignorant of the wamidl that nobody may say he
is innocent of what it’s all abodf?

The contemporary writer, in Sartre’s view, is ahirteller even at its most horrific,
and he was uniquely placed to articulate such &insent as a post-war writer. Sartre was,
of course, an existentialist, raising the same gmacahat faced Dallapiccola between an
isolating theory of being and the urging of a odilee spirit. Yet in circumscribing man as
the centre of existence, existentialism simultasgoutears down any notion of
transcendence, leaving the material reality of mitgaas the only thing worth fighting for.
In the classic Sartrean formulation, ‘existencecpdes essence’: ‘man first of all exists,
encounters himself, surges up in the world — arfihele himself afterwards® As Earle
has pointed out, Sartre’s reasoning was often foneadally dialectical, and this can be seen

in such syntheses as between individual freedontalhective responsibility, the autonomy

192 sartre What is Literature?48.

193|n Sartre’s prose the emphasis was almost alwaykeartists themselves, so it is worth noting the
presence in Italy of a debate over the naturel piubblico musica’ ('the musical public’) at thigipt, an
argument centring on elitism amongst contemporargialisteners, the (non-Adornian) alienation & th
‘new’ music audience due to politicisation, the wags nature of musical criticism and the lack of
‘authenticity’ in modern music, all points raisedDallapiccola, ‘Interviste in Musica e Pubblicd’949),
FLD, LD.LV.52. See also Riccardo Malipiero, ‘Le Rigket la Musique’, 24-26 from 1950.

1% pid., 14-15.

19 sartre, ‘Existentialism is a Humanism’, 289.
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of an artwork and its capacity to speak into thatemporary situation, and between the
eternal nature of valuable man and his human yraift

Given his wariness towards a culturally proscriptiiorm of Marxism, it is not
surprising that, according to David Caute, Sannade plain his preference for the more
flexible variety of communism which evolved in falinder the guidance of Togliattf’
And indeed by 1946 Sartre’s work was becoming asirggly popular in Italy, mainly
through the centre-left journdll Politecnica'® Existentialism was enjoying a renewal of
fortunes in philosophical discourse (Nicola Abbawpia influential theory of ‘positive
existentialism’ dates from 1948) and ideologicanoaitment was, as Sergio Pacifici notes,
a ‘common assumption’ in Italian literature of thigal® In the musical sphere, a major
point of contact with Sartre was through René Leitiowho, in championing twelve-note
technique and tentatively welcoming the Prague Kéato of 1948, displays a familiar
theoretical synthesis. Leibowitz’s influence onli#ta music has already been discussed in
Chapter 4. Slightly later in this period, his magtempt to synthesise artistic commitment
and musical modernism came inartiste et sa Consciencg'The Artist and his
Conscience’), a book written in 1950 with a prefagenone other than Sartr¥. Through
the lens of Leibowitz’s work, Sartrean commitmeatédme a touchstone, a ‘buzzword’, and
many lItalian composers aspired to introduce paliteubjects and texts into the musical
arena in a similar manner to Schoenberg, whas&urvivor from Warsawwas the
paradigmatic subject df'artiste et sa Consciencand increasingly held up as a model by
Dallapiccolat™

And ranging wider than Leibowitz’s sphere of infhee, Guido Salvetti argues, ‘the
notion of commitmentifnpegnaré gained widespread consensus and above all achieve
wide-ranging results. Commitment became the passwbat linked music, painting,
literature and cinemd™® Togni wrote often of Sartre’s influence on his @mporaries and

set his prose in the Darmstadt-premiefee studi per ‘Morts sans sépulture’ di J.P. Sartre

198 Earle, ‘Dallapiccola and the Politics of CommitrieRe-readingd! Prigioniero’, on-line, (accessed 18 Feb
2010), para. 4.

197 caute, foreword to Sartré/hat is Literature?xx.

198 See his article ‘Una Nuova Cultura come Culturatdica’ (I Politecnicq January 1946), and an interview
(Il Politecnicg July/August 1946).

199 pacifici, ‘From Engagement to Alienation: a ReviefxContemporary ltalian Literature’, 244.

10 carroll, Music and Ideology in Cold War Europkl6-128.

1 DallapiccolaDallapiccola on Opera46. The work was very influential in Italy aftés premiere at the
1950 Venice Biennale; see Restagdong 23. See also Verzina, ‘Continuita Storica ed &sig Innovative’,
8-12.

112 salvetti, ‘Political ideologies and Musical postia 20™-Century Italy’, 148.
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of 19502 Nono became a close friend of Sartre, connectingthought closely to the
engagement dhtolleranza 1960and lauding Schoenbergss Survivor from Warsawn his
1960 Darmstadt lecture with a lengthy quote fromh&uis Literature?'* Petrassi speaks
of the influence of Albert Camus’kes Justé™ and Dallapiccola’s debt to Sartre was
immense, though he later admitted that he wasrymfmathetic’ with all of Sartre’s
writings.**°

It is clear, however, that many of these grandidaems had a certain element of
rhetoric to them. Sartre himself doubted whethavats possible for music to function as a
counterpart to engaged literature:

No, we do not want to ‘commit’ painting, sculptuaed music ‘too’, or at least

not in the same way. And why would we want to ..ifes bottom there were

only one art which expressed itself indifferentty ane or the other of these
languages, like the Spinozistic substance whichdesquately reflected by each
of its attributes’

For Italian musicians devoted to Croce’s aesthetuith its emphasis on the essential unity
of all artistic fields, this was an uncomfortableality check, especially as Sartre
maintained that Schoenberg’s highly progressiveicnuerked even further against the
communication of his ethical motivations: ‘Schoemgpeés further removed from the

workers than Mozart was from the peasants ... hisarasy/s “permanent revolution” and

the bourgeoisie hear “Evolution, Progress® The tensions in the appropriation of Sartre
in Italian musical circles are apparent, and thegdlto an inevitable ambiguity in the
process of translating political beliefs into masicsound. As Salvetti concludes, ‘the

ultimate guarantee of commitment lay in ones dedapolitical allegiance’, and for

13 Togni, Carteggi e Scritti di Camillo Togni sul Novecentalibna, 207. Togni was at pains to view Sartre’s
work through the lens of Dallapiccola’s ‘religionemanism’ (see Earle, ‘The Politics of CommitmdRe:-
Reading Dallapiccola’ Prigioniero’, on-line, (accessed 18 Feb 2010), para. 3).

114 Nono, ‘Alcuni Precisazione dutolleranza 1960in Scritti e Colloqui i, 101-3; ‘Testo-Musica-Canto’ in
Scritti e Colloquj i 64-5.

115 petrassiScritti e Interviste214, 235.

1 Quoted in TogniCarteggi e Scritti di Camillo Togni sul Novecentaliana, 206. In fact the earliest and
most formative importation of the rhetoriciofpegnarento musical discourse was Fedele D’Amico’s
influential review of Dallapiccola’€anti di Prigioniaon the eve of liberation in 1945, ‘Canti di Prigia’,

97.

7 sartreWhat is Literatur®, 1. See Robinson, ‘Sartre on Music’, 451-7 fdisgussion of Sartre’s position
on music and meaning.

18 sartre, preface to Leibowitz artiste et sa Conscienceeprinted inSituations 214. Adorno’s critique of
Schoenberg’& Survivor From Warsawit implies, purposely or not, that even in sdleg extreme situations,
indeed in them most of all, humanity flourishes’piertinent here. Adorno, ‘Commitment’ Aesthetics and
Politics, 193.
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composers such as Vlad, Togni, Dallapiccola andaBst it is just this which is in
doubt**®

The same cannot be said for Bruno Maderna and INogo in the early 50s, and to
explain their musical and artistic self-conceptitime work of Antonio Gramsci must be
introduced. A prominent ltalian activist and thinkeefore his death in 1937, Gramsci
fundamentally revised Marxist thought after thelui@ of Italian socialism to oppose
Mussolini in 1922, and reoriented communist doetralong a radically different path that
came to influence a generation of social theoasts$ revolutionaries on the left. During the
ten years he spent imprisoned under fascism, Gigmsduced thirty three densely written
notebooks from the isolation of his prison cell lming his new theories for the
implementation of socialism in Italy. Their publin at the end of the 40s, in the wake of
the communist resurgence that shaped the next &3 wé Italian politics, was a defining
moment in post-war Italian histof{° Two concepts that feature heavily in Gramsci's
thought are especially relevant to this discussioa politically oriented music and — in the
context of Maderna and Nono — a politically radiesdant-garde: the interpretation of
societal power structures in terms likgemony and the creation of the category of the
organic intellectual

According to Gramsci, Marx’s diagnosis of capitaégploitation did not fully take
into account the working class’s active part inithevn domination. In the process of
defining and creating power relations, a hegemstracture had been set up that, through
coercion and cultural manipulation, represses th@efariat and gives the bourgeoisie
economic and societal leadership. Workers, inrfgitio produce their own internal cultural
and social thought, struggle to forge links witle ttlass of intellectuals who otherwise
might articulate their aims. Fundamentally, Granisslieved Lenin’s Bolshevism ignored
the cultural aspects of Marxism, and simply urdezlworkers to rise and destroy capitalism
through economic and governmental revolution. Heppsed a radical inversion of the
base-superstructure binary that had characteridadsical socialist thought: where
previously the politico-economic sphere (base) twase overthrown and the cultural sphere

(superstructure) would follow, now superstructur@aswthe route through which the

119 salvetti, ‘Political ideologies and Musical postia 20™-Century Italy’, 148.
120 Gramsci's lettersl(ettere dal Carcerpwere published by Opeie 1947, and his notebook®aderni del
Carcerg in successive volumes by Einaudi between 19481&5d.
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proletariat could achieve hegemony, a hegemonwtbatd precipitate a change at the base
level. Thus Gramsci’s theory valued gradual cultahaft over violent revolution.

Far from being a descriptive concept, hegemonyasguiptive: it gives a mandate to
the socialist worker to be culturally and intellesity productive, to make contact with
intellectuals and peasants and construct a nevpawedrful cultural bloc. The working class
‘can only become the leading and dominant clagbkacextent that it succeeds in creating a
system of class alliances which allows it to maeilthe majority of the working population
against capitalism and the bourgeoisie stdte’As Steve Jones argues, ‘a successful
hegemonic group has to thoroughly recreate itsali Gramsci argues that this is only

achievable by raising up working class intellectual

every leap forward towards a new breadth and contplef the intellectual
stratum is tied to an analogous movement on thiegbdhe mass of the ‘simple’

who raise themselves to higher levels of culture @rthe same time extend their

circle of influence . %2

Renewing artistic culture and placing socialististst at the forefront of cultural
development was crucial for Gramsci, who remarked tthe absence of an artistic order
... IS connected to the absence of a moral and eatelhl order, in other words the absence
of an organic process of historical development’;essence, Marxism would fail to be
implemented without its most vociferous advocataiigg artistic hegemony> Gramsci
gives little indication of the shape his perfecttate would take, but hints that it would
‘become a new way of feeling and seeing realit§’He considered that this ‘philosophy of

praxis’

consists precisely in asserting the moment of heggmas essential to its
conception of the state and to the ‘accreditingthed cultural fact, of cultural
activity, of a cultural front as necessary alongsttie merely economic and
political ones-*

For this process to take place, however, Gramsalsaut defining the other key concept in

his ‘ltalianisation’ of Marxist thought. In settingp an opposition between the traditional

121 Gramsci quoted in Jone&ntonio Gramsgi45.
122 Gramsci in Forgac#) Gramsci Readei335.

123 Gramsci Selections from Cultural Writingd03.
124 Gramsci in Forgac#) Gramsci Readei395.

125 |bid. 106.
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bourgeoisie thinker — an elite figure who through art aims to transcend politics and
society — and the ‘organic intellectual’ — who s$eom the proletariat and whose art is tied
to popular consciousness — Gramsci was determinede-inscribe the nature of the

intellectual and her role in society, and thus lantew kind of power to the class struggle:

All men are intellectuals, one could therefore $ayt:not all men have in society
the function of intellectuals ... One of the most ortant characteristics of a
group that is developing towards dominance istitgsggle to assimilate and to
conquer ideologically the traditional intellectyalsut this assimilation and
conquest is made quicker and more efficacious the=rthe group in question
succeeds in simultaneously elaborating its ownrmicgatellectuals:?®
This new type of thinker gives art over to the @o$ political progress, moving
away from elitism and finding within the human gpér source of activism which by default

must change the nature of their work:

The logic of Gramsci’'s argument therefore pointsayadrom vanguardism and

towards the development of a genuinely mass fornintlectual life... the

organic intellectual must actively participate iagtical life?’

The organic intellectual arises from the workingssles, but uses culture as a means of
forming hegemony in a manner more akin to thathef hourgeoisie intellectual. That this

figure is comparable to Sartre’s man of commitniexs been noted by Bobbio:

Gramsci proposed a solution to the profound ancentrgieed for political
“commitment” {mpegnd on the part of the man of culture by casting the
connection between politics and culture in new ter@ulture no longer lay
outside of the party, nor did it stand opposechwparty; it lay within the party
and could be attained through the party, which ateer as a “crucible for the
unification of theory and practicé®
Such a vision did not fail to energise the cultuedt in Italy in the late 40s, with the
socialist writer and critic Elio Vittorini at thedfefront through the publication of his short-
lived journalll Politecnicg and with prominent film-makers, artists and wstéocking to
the PCI and participating in debates on Gramsermvations in the pages Bfnhascitaand

Societa

1251pbid., 304-5.
127 JonesAntonio Gramsgig4-5.
128 Bobbio, Ideological profile of Twentieth-Century Italy64.
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The ideal candidates among Italian composers f@nfsci's doctrines were the
young and impressionable Nono and his slightly otaetemporary Maderna. Influenced
by the left since their involvement with the aras€ist partisans at the end of the war (see
Chapter 1), both composers joined the PCI in 18&#derna’s membership was fairly low-
key, but Nono was an active campaigner, in 1963inghfor a seat in the Chamber of
Deputies (he losty?® But whilst both composer’s works are often considetogether with
their socialismjts peculiarly Gramscian inflections are less freofly noted, even whilst
this aspect is the most uniquely intriguing (anlidin) facet of their creative
personalities™ It also helps to illuminate the most pressing tjpeswhen considering
Nono and Maderna’s work: the emphasis they laidhenmerging of a radical politics with
the search for a high avant-garde technique: whiatoe termed their ‘modernist-radical
dialectic’

The urgency of a new idealism, provoked by Resistenzawas coupled with
the search for adequate technical means and nesibpities, in electronic
music as well. Ideological commitment went handhamd with commitment to
language. [Maderna’Quattro Letter¢ is marked by the mutual interaction
between its new and complex idealist content aadhtivel projection of musical
concept and invention. There were only a few o&rmind Maderna at the time
who spoke of total engagement, ideological as astechnicat®

Nono and Maderna saw their role within the Itallaft as a struggle to produce
within a socialist framework the most advanced teahnically progressive work — in a
word, to achievehegemonyin their respective field — and therefore to maptte in the
Gramscian imperative to ‘invest all spheres of haraativity with political meaning*>?
They were aiming to show that socialism did notlleabackward thinking but in fact to the
very forefront of musical research:

129 Dyrazzi,Musical Poetics and Political Ideology in the warkLuigi Nong 32-33.

130 Exceptions include Duraz#jusical Poetics and Political Ideology in the warkLuigi Nong 76, 79 and
elsewhere; Nielinger,'The Song Unsung’: Luigi Nosiy’Canto Sospesp94.

131 Nono, ‘Musica e Resistenzi Scritti e Colloqui i, 145.

132 Durazzi,Musical Poetics and Political Ideology in the wask Luigi Nong 3; Durazzi argues that Nono
‘seems to have been attracted to the more abstaticte of Gramsci’'s political thought, with its dtion of
‘hegemony’ in terms of prevailing ideologies ratliean the wielding of coercive thought’, a poinattonly
strengthens the current, culturally specific, argnt(ibid, 76). See de Carvalho, ‘Towards Dialetititening’

in Davismoon, ‘Luigi Nono: Fragments and Silenc&;73 for an interpretation of Nono’s relationskjih
the listener along Gramscian lines.
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If Nono’s aesthetic commitments made his moderrssems as necessary in the

musical sphere as socialism seemed in the poliéindl economic sphere, then

his role as an intellectual was to write modern imabout socialism?*?
This put Nono in an oppositional relationship wigalist trends precisely at a time when
they were most contentious and polarising with eespo high-modernist formalism, and the
attempt to transcend and override both categaiesaide plain by Ramazzotti:

Nono, like many intellectuals on the left ... sawttlati-formalism and the
aesthetics of naturalism (in its inclination towar¢populism’) risked the

subalternity and passivity of the people, rathantbontributing to the growth of
their historical conscience ... In the binary ‘format-subjectivity’ Nono

recognised his ‘mission’ as a composer, one thahrséd the idea of art as
representing reality to express through his wohes inseparable link between
objective form and subjective content, so thatdbetent reveals itself through
form and the form displays its own contétit.

One linking concept between serialism and socialstat ofliberta (‘freedom’):
interpreted literally, it implied a commitment tioet oppressed working classes; interpreted
figuratively and musically, it implied the looseginf the constraints of the classical gesture
and of bourgeoisie tonal hierarchies and the inganbf a neutral, ‘non-hierarchical’
musical system in the form of dodecaphony and pmchation. That these compositional
methods could also be seen as antithetical todtme is a contradiction perhaps inherent
within the nature of the dialectic, though Chapewill show that it has an imaginative
musical outworking. Luigi Rognoni (another comnitisommunist musician who was later
to work closely with Berio and Maderna) could tHere praise Honegger'Siovanna
d’Arca al Rogan Il Politecnicoin 1946 by stating

Above all, its value lies in its absolute freeddiberated into the most vast
instrumental possibilities, and loosed from whateveonsonances and
dissonances remained as a limiting remnant fronp#st ... even these barriers
are gradually falling apart thanks to the renewedception of sound which

demolishes every pre-existent definition **°

Maderna and Nono were also trying to play the patheorganic intellectual who

would give to the working class a new and unhedrthsic which they could truly call

%3 1bid., 68.
134 Ramazzottil_uigi Nonq 18-19.

135 Quoted in Estero, ‘Il Musicista-come-Intellettualel Secondo Novecento Italiana: tra Politica eldgia’,
347.
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their own, and become the artist-as-intellectusiEstero puts i2° This did not exclude
priori the common, ‘realist’ tactics of musical messagel this is especially seen in the use

of ‘folklorisms’ such as popular songs and danggimms. But under a Gramscian schema,

Folklore becomes material that can be transformeadl l@rought into a new
aesthetic reality. This process is not far from tle&us of folklore research and
cultural transformation in the sense propounde&tamsci, at least it is closer
than any attempt at a re-folklorisation of the oadil culture"®’

As young composers, Nono and Maderna saw their @sriundamentally part of culture,
not an opportunity to transcend it through the daoimous work’; they aimed to create what

Gramsci called a ‘national popular’:

Our reality isexistenceandconscienceAs weare (and as we&onstrucj society,

SO our music belongs to society, society in whiehracognise ourselves; and we

would like our music to contribute to an awakeninghose around us of the

same joy and security that pervadess.
Through cultural renewal and a reversal of the {sagerstructure relationship, Nono and
Maderna would have felt themselves in the vangwérthe socialist struggle, and would
have considered their roles as public intellectuatrganic and Sarteampegnaré® — as
crucial in refining the relationship between artlgolitics as a mutually beneficial one. As
Nono later recalled, ‘Gramsci’s thought on the aotay of confronting models was of
great importance at the tim&®?

That this modern-radical dialectic is atypical getuliarly Italian is apparent, and

certainly Gramsci’'s more subtle cultural formulasoof the left produced a novel attitude to

136 Maderna and Nono were of course not from the warkiass: Nono’s family was, in his words, ‘media
borghesia’ (middle class), whilst Maderna’s adomadrdian was a wealthy Vicenzian businesswoman who
paid for a private education. Norfecritti e Colloquij ii, 61; Dalmonte and Baroni eBruno Maderna:
Documenti 7-36. Durazzi writes ‘Nono’s eligibility for thele [of organic intellectual] would seem
guestionable ... nonetheless, an aspiration td fulth a function was determinative for Nono’sezat’
Durazzi,Musical Poetics and Political Ideology in the warkLuigi Nong 67.

137 Néller, Engagement und Forrgs.

138 Nono, Scritti e colloqui i, 421.

1391 his Grove article on the composer Gianmarici@®brings these dual influences together when he
attributes Nono'’s artistic thought to his ‘expostoe¢he philosophical and political thought of Gisarinand
Sartre’, ‘Nono’ inGrove Music On-lindaccessed 24 Aug. 2009).

140 Quoted in Nielinger, ‘The Song Unsung’: Luigi Ndsil Canto Sospesp96. Nielinger reports that
‘Nono’s library contains a large selection of Graimscluding the first Einaudi edition of the pois letters
and notebooks’, 94; Ramazzotti notes also theemie on Nono of the neomarxist thinker Gyérgy Lskac
Luigi Nonq 19.
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realism and artistic style. This fact in part expgaNono’s extraordinary entry into the PCI
as early as 1952, a story which many find improg&abl

In 1952, when he decided to join the Italian comisiuparty (PCI), [Nono] felt

it necessary to inform his comrades that he wnetvie-note music, “which in

the socialist world was considered an expressionthef worst bourgeois
decadence” ... “They responded that the party woake note of the problem,
but that they could not resolve it for me, neitiéth prescriptions nor with any
other form of interference in my work. The parteferred to influence the work
of its artist members with open discussions rathan with regulations***

Such flexibility may have been at odds with whaihs&uropean and Italian communists
would have considered the ‘revolutionary spiritytht ensured that Maderna and Nono
could write works in the 1950s that bridged the bapveen Darmstadt and Moscow in a

never-to-be repeated way, and demonstrate the e@gd countervailing narrative of post-
war Italian music.

141 Dyrazzi,Musical Poetics and Political Ideology in the warkLuigi Nong 32.
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Chapter 6:
Works of protest and commitment: the paradoxes of gliticised music, 1948-1953

This chapter must start by bringing the historloaus of the thesis up to date. Moving into
the late forties and early fifties, the multivalearid unstable arena of Italian political life
shifted its focus from questions of rebuilding bm$e of governance and control. After the
twenty-year dominance of the Fascist Party, it wrasial to determine where the dominant
political loci would lie. The opposition inheremt the political landscape — that between
radical left and centre-right — shaped the nexy&drs of Italian society, and into the fifties
it became apparent that it formed a bitter dividpaint between lItalian citizens who had
suffered together under Mussolini. Indeed, thetirdahomogeneity of purpose that can be
discerned in the immediate aftermath of the conflias, according to Paul Ginsborg, built

on a common anti-fascist sentiment that hid undwgglydeological differences:

[1945-1948] saw the gradual development on botlateomal and international
level of two vast opposing fronts: the one haviisgocal points in the employed
classes, the Christian Democrats and the Unite<Stthe other centred on the
working-class movement, the communists and Ru3$is. conflict of interests
and ideologies, at first masked in Italy by thetommed cooperation of the anti-
fascist parties, reached dramatic and decisivehkeigy the time of the spring
elections of 1948.

The elections Ginsborg refers to delivered a deeisnajority to the centre-right
Christian Democrats over the combined forces ofctimamunist (PCI) and socialist (PSI)
parties in April 1948. Italian voters had been pkad by the spectre of Soviet oppression in
the February invasion of Czechoslovakia, and theis€@an Democrats had effectively
neutralised their socialist and communist politiogponents in 1947 by removing them
from the coalition and by mobilising the Catholibuch against the ‘red peril’. The advent
of Marshall Aid in 1948 also helped provide the mmmic stimulus that would orientate
many ltalians towards America’s political agendag dence away from the left. From this
point onwards, an irrevocable split occurred betwdee ceto medi(middle classes), the
‘Americanised’ proponents of capitalism, and theialsts that had believed thmesistenza
to be the dawn of a new era for a united left-wgmyernment. An uneasy and unstable

stalemate ensued, whilst for those on the left,stese of betrayal of the ideals of Carlo

! Ginsborg History of Contemporary Italy72. See Mack-Smitt\Modern ltaly: a Political History 417-434,
for an account of the changing fortunes of the camist party in this period.
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Roselli and Ferrucio Parri — and the loss of cdéiecnational unity forged by the corporate
removal of the fascist government — was immensewvas felt that there had been a
rivoluzione interrottaan ‘interrupted revolutiorf.

Into this atmosphere of tense polarities, cultues & vital arena in which polemic
could be given voice. The judgment of Torriglia, mérgues that “culture’ constituted the
place of a possible renegotiation between the patsand the public spheres ... [and]
represented a ‘locus’ where a new assemblage ofdtienal identity could happen’, has
already been noted. Having explored debates over the role of the campand the
function of the work in Chapter 5, this sectionnuto the musical products of this period
that in some way or another make ‘political statetsie Firstly three early pieces — by
Casella, Zafred and Ghedini — will be briefly dissad under the rubric of ‘tentative’ steps
towards a political art. None display a coheremnto$g@rocesses by which the two zones of
music and the social are synthesized, but togéiiegrall point towards an increasing moral
consciousness amongst Italian musicians. Followthg, as a kind of interlude,
Dallapiccola’s 1949-50 operd Prigioniero will be discussed; its interpretations as a
political work are multiple, whether existentialnpegno or religio-humanistic, and
scholarship on the piece is recent, thorough ardngoal enough to provide discursive
material for commentary without venturing an in-deepnalysis of the opera. Finally, as a
kind of ‘outcome’, early political works by Maderaad Nono will lead to perhaps the most
interesting questions concerning the relationsk@pvben concrete political action and the
manipulation of compositional material. Throughdbe assumption is not that these works
fit into some sort of teleological schema, or thttthe composers involved were ‘in’ on a
predetermined sequence of increasing politicaliBogion — though one of the desired end
points will be to demonstrate how Luigi Nono’s chlowork Il Canto Sospes(il955) is not
the start of an era of Italian musical politicisatiias commonly held), but in fact marks the
culmination of a lineage of similar (if less devatal) works in the late 40s and early 50s.
Rather, the music considered here is perhaps Isetter as sustaining a mimetic relationship
with a politically volatile society, encoding whadorno call ‘sedimented’ meaning by
virtue of being located inescapably within its olistory

% Nielinger, ‘Between Memorial and Political ManifesNono’s Anti-Fascist Pieces, 1951-1966, 4.
% Torriglia, Broken Time, Fragmented Space: a Cultural Map fostPVar Italy xi-xii.
* Adorno,Aesthetic Theoryl63.
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Early post-war politicisation: Casella, Ghedini, amd Zafred

The three works considered first are diverse: whalse of their composers was a dying
fascist, another was a militant communist and theldta reluctantly appropriated realist.
But, taken together, they can demonstrate the hetjs of an aesthetic, as well as chart a
development of means over time as the radical eatithese works increased.

Alfredo Casella’dMissa Solemnis ‘Pro Pacef 1945 is the last piece by the leading
Italian pre-war composer, the only one to be wmitedter the fall of Fascism before his
death in 1947. Composition commenced, as Casell& amxious to remind readers in
numerous essays, on th8 df June 1944 — the day of Rome’s liberation frév@ German
forces — and the work was premiered at the 194Briational Festival in Rome, a
prominent display of the ‘reconstruction’ effdrSo the music, even before any details are
considered, was set up to make a political statemespecially given the prominent
appendage ‘for peace’ in its title. A typical reagliof this Mass casts it as a ‘work of
response to the horrors of the Second World Wartlaadvasting illness from which he had
been suffering since the early 46\s Fedele D’Amico notes, the battle against cacd@er
indeed constitute an alternative ‘war’ in which €lis was praying for peadeYet it is
difficult to know in what way the music acts as gl®r Italian peace in the midst of
occupation in 1944-5; there is no more than the td@ go on in this regard (thought that is
important), no added text to the ordinary Latintted mass, no musical quotations, and, as
Casella himself recognized, no serious deviatiomfthe standard emotional gestures and
musical form of a Catholic Mass. So tihissa needs to be interpreted as a highly
individualistic statement on the part of Casellaickhhas political implications, not as a
directly ‘political’ work. It can be read as a ceséional work in which the conscience of
Casella is laid bare; music which attempts to bthregsuppressed memory of the war years
(the ambivalent attitude to fascist oppression citwy relationship Casella enjoyed with the
Fascist hierarchy, the years of fear regardinghhié-Jewish wife in the early 40s) to the
surface in order to expiate the circumstance ofphst. The most cogent interpreter of this

® See Casella, ‘Della mia Missa’ 22-25. This is mifer trope in the post-war period: Dallapiccaleelise
was prone to link historical occurrences with ttetsof composition, most famously in beginning @emnti di
Prigionia on the day Mussolini announced the race laws B818ee Shackelfor@allapiccola on Opera
45), whilst Malipiero linked the day the Germangaded Venice in September 1943 with his third syomyh
(see Waterhous&ian Francesco Malipiero230).

® Bradford Robinson, introduction to the score &Missa Solemnis ‘Pro Pace2.

" D'Amico, ‘Sulla “Messa” di Casella’, 133.
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aspect of theMissawas Fedele D’Amico, its dedicatee, whose thoughtmn article dating

from 1952 are worth quoting at length:

In coming into contact with a religious text — iedethe highest religious text —

the state and health of his soul seems to be h& swemn motivation ... for

him, as for all of us, the actuality of the appituag ‘memento mori’ was

enough of a stimulus to separate in his soul the firom the false, the necessary

from the superfluous, and to lay out, without hglienything, his own balance

sheet ... That which, in religious terms, has theeapgnce of a balance sheet

and an examination of conscience, translates rigtumathe score of this mass

into a stylistic confessioh.

How orthodox this ‘turn to religion’ was could belshted: D’Amico admits that one

of Casella’s motivations for composition was thalass was ‘lacking from his catalogue’;
and the composer himself seemed to see the ‘canmemrxperience as just one of the

hallmarks of the romantic artist’s passage thrdifgh

| do not know who said once that, in the life ofepw artist, there arrives a

moment where it is necessary for him to offer astea part of himself to God.

And so has evidently happened in this work, in \Wwhice maturity of an artist

and his vast sum of musical knowledge simultangocshverge into a unique

attitude of humility and of faith towards the crea’
Given Casella’s espousal of his ‘vast sum of mudicawledge’, it is perhaps surprising
that he considers this work to be marked by a sehndeumility; yet it is there, in the
dialectic between the tortuous realities that sumded the composer in 1944 and the
serenity which he sought. Such is clear in the opebars of the work. Here the low D
minor string ascent through chromatic appoggiatsesms to set a dark and forbidding
tone for the ‘Kyrie’, culminating in the melodrantamilitary rhythms of the strings when
they reach the upper A. However this note suddprdgipitates an imperfect major cadence

in which, subitop, a trill commences on A:Band a dolce melody in the trombone on A

mayj prefigures the unexpected entrance (on a wealk beatserene flute melody:

8 Ibid., 134-136.
% D’Amico, ‘Sulla “Messa” di Casella’, 133
10 casella, ‘Della mia Missa’, 26.
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Ex. 6. 1:Bars 1-8 of CaselldMissa Solemnis ‘Pro Pace’

This sort of radical emotional juxtaposition isignsof Casella’s intention to write
music that explores the tragic and the peacefglin®nial, confessional music. But, as
Example 6. 2 shows, the climax of the Kyrie seesesof the most joyful music Casella had
ever written: trumpet fanfares and a shimmerfifhgD major tutti; a peculiar way to set
‘Lord have mercy'. Here it is clear Casella segqeergance as vindication and rebirth, but
has not quite grasped how to express without sogroliazen and defiant.

CorofAZ}

Trb., [
Tr. 7

Sir.

EXx. 6. 2: Figure 10 of Caselldlissa Solemnis ‘Pro Pace’

Throughout the ‘Kyrie’ and the ‘Gloria’ Casella vgestling with the moral weight of the
text, and his breaking point comes in the ‘Crucix In the manner of Bach before him
(the B Minor Mas$, this section is a passacaglia, and Casella esoas his ground bass a
twelve-note row:
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Ex. 6. 3:Figure 12 of CasellaMissa Solemnis ‘Pro Pace’
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Whilst still rotating around F minor, this musicsiges on the chromatic limits of Casella’s
style, as the lines frequently overlap to produaartonic aggregates of up to eight notes.
The composer remarked that thiéssa and in particular the ‘Crucifixus’ text, requiréal
profoundly tragic atmosphere, and it is worthy ofexry free sonorous language that is
nevertheless profoundly tonal’; and this equatietwieen the ‘extension’ of compositional
language and the urge to musical meaning (‘lingudsring equals moral contrition’, in the
words of Salvetti) will be encountered increasingty other works considered in this
chapter**

The second work to be considered under the rulbram dearly political work’ is the
Concerto Funebre per Duccio Galimbeny Ghedini (1948). Written as a memorial for the
famedresistenzdighter Tancredi Duccio Galimberti, this work ftenor, bass, trombone,
timpani and strings was written as Ghedini enjoyede prominence than at any other point
in his career. In the post-war musical climate, festablished Italian musicians were
suitable for the causes of communism until Madeand Nono became prominent in the
early 1950s: Petrassi and Dallapiccola were sednaaslitist and close to ‘the academy’;
older composers such as Pizzetti and Malipiero fegected socialism when it had first
appeared; whereas the young dodecaphonists wexe alfgned with western trends. But
Andrea Estero has recently argued that, in thepaféhe PCI orgaRinascita Ghedini's
music was for a season held up as a model for arart realism: ‘Ghedini was the
composer foRinascitato support "unconditionally and without reservafid the composer

to whom was suggested ... greater caution on thedisnfront™

The grounds for this
view were, according to Estero, part of an hisadrargument: Ghedini did not come with
the baggage of bourgeois artisanship, for he hadaken part in the pre-war period in the
‘series of tendencies, schools, and styles whickemidurther and further apart from one
another'*® rather, he had composed out of a ‘free sentimestptession’, not weighed
down by the ‘burden of linguistic and experimentakearch’, which was labelled as
‘intellectualistic’ by the communist cultural appachiks™® Sergio Lauricella wrote in 1946

that

1 Casella, ‘Della mia Missa’, 23; Salvetti, ‘| Consitori tra “Techniche” ed “Estetiche™, in Salvettnd
Antolini eds.ltalia Millenovecentocinquante262.
12 Estero, ‘Il Musicista-come-Intellettuale nel SedorNovecento ltaliana: tra Politica e Ideologia33
13 i

Ibid.
*Ibid., 344.

235



Chapter 6

in his humanity, and by this | mean his free spaitand sentimental expression,
emptied from aesthetisms and intellectualistic setebut simultaneously aware
of his cultural function ... in this very humanity this simplicity of feelings
and expression, lies the best quality of the latesks of Ghedini?

Considered within the context of the hotly contdstealist/formalist binary seen in
Chapter 5, it is clear Ghedini was being used asxample of the ‘subjective’ composer
who could speak directly to the emotions of the igalspublic and could convey an
ideological message. If, as Ghedini’'s biographeeds, any ‘interest in politics was always
extraneous to his [musical] orientation’ it wouleksn that this appropriation of his work by
communist journalists was a matter of historicatwmstance, not an intentional move on
the part of the composét.Yet Ghedini’s music was considered appropriatetti@® cause
for a reason, and as both Estero and Parise nméeCancerto Funebre per Duccio
Galimbertiseemed the work most ideally suited to this purpdse

The connection in this 1948 Concerto with tesistenzaand with one of the most
famed and beloved freedom-fighters of the left,aispowerfully symbolic one. Like
Casella’sMissa the title is used to form an association witreatsnent rather than using a
political text or a musical quotation to give a dfie ‘meaning’; however, Ghedini's
extension to Casella lies in a choice of textsgtaktom the book of Isaiah and the ‘Ufficio
dei defunti’ of the Catholic death rites) which, mdhan those of a normal mass, display a
‘protestatory’ tone that can be taken as aimednastiahe martyrdom of Galimberti. The
music also differs from Casella’s mass in sevefa@isdrealist’ features and its conventional
and comprehensible musical language, unsentimbeutaitirring. The judgment of Fenoglio
and Pugliaro that the Ghedini’'s work is a casengforomantic withdrawal’ is perhaps too
strong, but the piece certainly forms musical skajwat are based on local-consonance
prolongation and resolution, with predominatingcpitcentres and the overall harmonic
motion directed by voice leadirt§.The opening (Example 6. 4) demonstrates the musica
results of such post-tonal thinking: severe soumditring block chords whose ultimate
logic is determined by an upwards voice-leadinth outer extremities of the part-writing

that returns cyclically to a C centre, and whosed htane is supplied by the frequent

15 Lauricella, quoted in Estero, ‘Il Musicista-coméllettuale nel Secondo Novecento ltaliana: triitiPa e
Ideologia’, 344.

16 pariseGiorgio Federico Ghedini: 'Uomo, le Opere attraserle Letterg10.

7 |bid., see also Estero, ‘Il Musicista-come-Intiliale nel Secondo Novecento Italiana: tra Poliéica
Ideologia’, 343.

18 Fenoglio and Pugliar®rogetto Ghedini6.
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addition of major seconds. Aside from these tecdrfeatures, Ghedini’s ‘ear’ seems to be
the major carrier of expressive intent — as théstsavould have condoned — and the impact
of the music is felt in the tension between whatldde termed the ‘hardness’ of some
chords (marked with a +) and the ‘sweetness’ oth{marked with a *). In particular,
added-note chords are a major feature of Ghednriting throughout (for example, bars 6-
10 of movement IV, and the whole of the introductito movement IlI), and are the
predominant way he enriches his tonal language smtsl up the scope for the timbral

combinations which emerge from imaginative chorellsgg.
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If Ghedini’s approach to the work seems to be augh-composed expression of the

text —

and therefore lacks the ‘intellectualismsd amateriality’ that would have marked it

out as formalistic — then there is still a place fioe-compositional determination. Indeed

this only adds to the realism of the piece, forates in the shape of established musical

conventions and easily accessible forms, such ash#avy dependence on canons and

imitative writing (the entirety of movement Il & series of canons), or the use of monody

in movement I\2° Often, such devices are a vehicle to ensure egtrdissonance is

contained and accessible:

Adagio J-32
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19 Another obvious reference to ‘tradition’ is thetwork is conceived of as a concerto; yet heredtiis
perhaps using the term loosely. Between 1943 aB8,1Shedini wrote eight works with the phrase ia th
titles, and whilst some are clearly in a classazaicerto form, others (such as this present waekpatently
not oppositional/virtuosic music but rather alignedards communality and integration.
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The moment of apotheosis in ti@oncerto dell’Albatroof 1945 had been the
striking entry of the speaker towards the end efwlork above shimmering string chords; a

similarly arresting event occurs in the last vazdtion of theConcerto Funebre
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Ex. 6. 6:Bars 14-26 of GhedinConcerto Funebre per Duccio Galimbenthovt. 1V
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Until bar 16, the predominant gesture has beerdhé&dent declaration of eternal life from
the tenor, accompanied by added-note chords irstiitegs centring on A major. As the
Bass tails away, the harmony is released from its&or centre (bar 17) and through a
dense chromatic alteration in bar 18 arrives onttimactic E minor. Slowly, ‘parlato con
terrore (‘speaking, with terror’), the voice chasde that of the Tenor, intoning the words ‘|
am the resurrection and the life’ with hesitan@ghephrase followed in the score by a long
pause, a dramatic tremolando, and the unconvehsgnabols [?!].

Why Ghedini chose to include such a vulnerable ‘rmonof doubt’ in this work — in
what some might consider a rather unsubtle fashamd, with a non-aural element — is
unclear. What this moment does illustrate is themexity of this recourse to spirituality
and how, far from endorsing institutional faithJigeon is a tool of expression used at
Ghedini’'s whim. He had, paradoxically, become aemalist composer working with
metaphysical materials. Again this fact cannot &easated from the politicized nature of
post-war art music in Italy; the April 1948 victofgr the Christian Democrats against the
communists in the national elections led to theoexmunication of all those on the far left
from the Catholic church by Pope Pius XlI in 1949his left many ‘committed’ Italian

composers in an awkward position, as Salvetti notes

The Concerto Funebre per Duccio Galimberif 1948 is an extraordinary
example of an aesthetic of moral testimony ... inhstiings it is particularly
difficult to define the boundary lines in the mudievorld of Italian musicians
between the moral disturbance left by the war ahd thoice of the
establishment and the possibilities contained witthie consolidation of the
Catholic regime after the T8pril 1948%
The end of Ghedini’s concerto demonstrates thagioal provided a useful arena for artistic
expression in the post war years not in a revergiatogma but as a highly symbolic realm
in which to voice doubts and existential questignihike Casella, a ‘crisis of faith’
expressed with religious symbols was a pertinent waarticulate a protest against war and

tyranny; as shall be seen below, Dallapiccola kdhe same motivatioff.

20 GinsborgA History of Contemporary ItaJyL16-7.

21 salvetti, ‘| Compositori tra “Techniche” ed “Estefte™, in Salvetti and Antolini eddtalia
Millenovecentocinquant®62.

22 Another contemporary example of a religious wotlich ends with a ‘crisis’ moment of doubt is
lldebrando Pizzetti'¢figenia of 1950, where in the finale the bass voice chahtarly but quietly’ the words
‘Centuries and millennia pass and the blood ofithecent still drips from the hour of war. Why, dodo you
permit it?’ and then, in a long peroration on B@nna Nobis Pacepthe choir echo ‘Why?’, ‘Warum?’,
‘Pourquoi?’, ‘Porque?’. See Salvetti, ibid., 263.
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The last composer to be considered in this sedbomd no such inspiration in
Catholicism; his militant communism would never aallowed it. Mario Zafred, wrote a
number of pieces with a political subtext — amornfgsim, theCanti di Novembren texts
by Montale from 1944 and théanto della Pacéor viola and orchestra of 1951 stand out —
but the most well known is tiginfonia No.4 ‘In onore della Resistehiram 1950. On the
surface, Zafred’'s fourth symphony offers none a thterpretative difficulty found in
Casella or Ghedini: it is the Italian version otlassic socialist realism, using the most
heroic of genres (Zafred would write a further siorks in symphonic form) as a
celebration of revolution and the spirit i@fsistenzébravery. As one commentator wrote at

the time, Zafred’'s music favours

an unashamedly popular sensibility, which bringsmclaccessibility to the music
... it offers comfort, repose and recreation, andsdua therefore require special
strength of comprehension. A sane and robustlyu@pmusic (not ‘vulgar’),
not too far distant from the national melos of twmmon heritage, and not
concerned with (or embroiled in) formalistic spetidn.?

The motivation behind Zafred’s infamous call to tiformalism’ have been
discussed in Chapter 6. Musically, this formulatiworks itself out in theSinfonia No.4n
three major ways, even when confining comment ® llombastic finale. Firstly, this
movement is an ‘heroic’ paean to military glory, iah transforms the ambiguities and
horror of what was a bitter partisan war. The misiwll of fanfares (for example, at figure
‘C’ in the brass), question-answer phrases, slheny percussive themes (see Example 6. 8)
and other militarisms. From the opening horn meldgdined by the remaining brass and
then the strings, the idea of collective imitatismepresented by the insistent use of canons,
which are mainly divided into generic instrumergedupings. As Virgilio Bernadoni notes,
Zafred’s style is ‘rooted in counterpoint’, and teatry of each new theme is always
reinforced by this devic&. Formalism — ‘the most subtle and persistent enefayt today’,
in the composer’s words — gives way to a thorougigressive vein of freely determined
neoromanticisni® The resistenzas thus ‘honoured’ with no shadow of doubt, exetipg

the communist fighters as true victors and thusastilbing heavily to therésistenzamyth’

2 Giulio Viozzi, quoted in Zanettl,a Musica Italiana nel Novecentd390.
24 Bernadoni, ‘Zafred, Mario’ itGrove Music On-lindaccessed 21 Sep. 2009).
% 7afred, ‘Ragioni dell’Antiformalismo’, 1678.
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prevalent on the left. To a formalist like BruneRondi, Zafred’s motivations and choice of

method were fundamentally at loggerheads:

Moments of calm contemplation and of profound comomohave struck me in
this symphony, moments which know how to penetthé& profound religious
significance of the partisaresistenzaa sublime moment of our history. Such
moments cannot surely tolerate a superficial detioe of propaganda or a rash
heroicism without a fresh new accent. The genemusrgy with which the
symphony is loaded, its violent dialectic, the bognurge of its biting brass at
the bottom, in my opinion, surely does not seenritjie type of rhetorié®

Secondly, the ‘realist’ mode is encountered in wib@mico labelled the ‘absolute
thematicism’ of the work; the way in which the stiwre is permeated by repeated melodic
groups to the exclusion of all other mateffaExample 6. 7 shows the main themes with

their distribution:

% Rondi, ‘Le Strade della Musica “Progressiva”, 8.
27 D’Amico, quoted in Bernadoni, ‘Zafred, Mario’ iBrove Music On-linéaccessed 21 Sep 2009).
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Main themes:
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Ex. 6. 7: Thematic structure cafred,Sinfonia No.4 ‘In onore della Resistehzaovt. IV

Though there is an obvious distortion of sectiahaiation on this diagram, the patterns of
guestion-answer pairings that emerge — togethen wie strikingly regular changeover
between themes — reveal that the movement hashaldwgl of structural definition, and
results in the creation of large-scale thematiasréundamentally, the aesthetic is a kind of
gregarious, enlarged exaltation of the symphoniacpple (though it exhibits few elements
of sonata form); Roman Vlad wrote of ‘the dialeatitension which animates from inside
the symphonic edifice, mainly produced by the ddfegiation of emphasis on the various
themes™ In ‘Ragioni dell’Antiformalismo’ Zafred had spok# the ‘contact with the real’

in terms of subjectivism and accessible musicalen{ and thematicism is perhaps the
ultimately comprehensible construct, giving theeliger a sense of musical narrative and
communicating emotions with clarity. However, itosktd be acknowledged that the

Sinfoniadoes have its progressive edge in local harmonarations, and as Vlad notes the

% Vlad, quoted in Zanettl,a Musica Italiana nel Novecent®391.
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influence of Bartdk, in whose music ‘the single isds of a melodic line are illuminated
from diverse harmonic points of view.Indeed the climactic end of the work (Example 6.
9), though rooted in E major, reaches its upwanis through repeated octatonic scales.
The last ‘realist’ move Zafred made was to heedRhegue Declaration made in
1948 and include a reference to ‘deep and genwhedrt’ (and Soviet at that) in his
work.*® In concluding hisSinfoniawith a majestic and vindicating quotation of ‘Kasja’
or, in its Italian version, ‘Fischia il Vento’ (sdexample 6. 8), a Russian folk song that
became extremely popular with the communist arsititds in North Italy during the
resistenzaZafred became the first of many post-war Itatamposers to use political song.
In paving the way for this trend, a perhaps evdtlsuchange has occurred from Casella
and Ghedini: the power of music itself to encodeietal concerns and to provide a
framework for response to global situations, rathan relying on external, hinted notions
of ‘peace’ (Casella) and ‘doubt’ (Ghedini), nowrtad to more concrete and radical ways of

voicing its message.

29 i

Ibid.
%0 Declaration of the Second International Congras§omposers and Musicologists in Pragud? Ry
1949’ in SlonimskyMusic Since 1900712.
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Ex. 6. 8:Figure ‘S’ to the end, Zafre&infonia No.4 ‘In onore della Resistehzaaovt. IV
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Interlude: Dallapiccola’s Il Prigioniero

Before turning to later developments — both thecaktand musical — in Italian political
music in the post-war period, it is useful to cdesiDallapiccola’s 1949-50 one-act opéra
Prigioniero as an ‘alternative politicisation’ from the wor&k Casella, Ghedini and Zafred
already considered and the music of Maderna andNorollow. That said, as a work it
thoroughly resists that kind of glib simplificatiom fact it is a uniquely ambiguous and
hotly contested piece of musical theatre within gaenut of Italian twentieth century art,
perhaps due to its role as the only Italian operaave really entered the repertory since
Puccini’s Turandotin 1924. The precise political statement that¢bmposer intended to
make through its composition is clouded by manytresting contextual issues surrounding
its genesis, and by the contingency of Dallapiceoktatements on his own music (a
contingency already encountered in Chapter 2). &hesntroversies, alongside an
exhaustive consideration of the philosophical angsioal questions raised by the work,
have been recently dealt with in a 2007 articl&ey Earle®

Il Prigioniero (The Prisoner) is a theatrically simple work watldeceptively simple
plot3? Set ‘in the second half of the sixteenth centuagcording to the score, and very
obviously during the Spanish inquisition, the masrrative action (after an angst-ridden
prologue from ‘Il Madre’, the mother) begins ‘in feorrible subterranean cell’ where a
prisoner is incarcerated. In the second scene)alter enters and reassures him with a cry
of ‘Fratello’ (‘brother) — one of the major leitmfst — giving hope of pending release. As he
leaves, the Prisoner notices that he has left & dinlocked behind him and, with
trepidation, opens it to escape into a dark andntiay corridor. Evading two ‘fra
redemptor’, he creeps along the passage in the sbhene before emerging in the final scene
into the open air. Exuberant, imagining the Jahes let him walk free, and uttering
Alleluias to God, he stretches his arms out in ltoxards a ‘great cedar tree’; but in an
operatic coup-de-grace that has become legendemse arms are met by those of the Grand
Inquisitor (sung by the same actor as the Jaienp utters the words ‘Upon the threshold

31 Earle, ‘Dallapiccola and the Politics of CommitriieRe-reading| Prigioniero’, on-line, (accessed 18 Feb
2010).

32 Mila, in an important article from 1950 on the opeventured that Dallapiccola ‘had in mind a fasm
theatrical oratorio, where the physical presendab@factors and the end result of the stagingcigabersome
addition, and all the dramatic substance of thimads given to the music’. Mila, “Il Prigionieroti Luigi
Dallapiccola”, 311.
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of your salvation, why should you be so ungratefud want to leave us?’ before leading the
prisoner, confusedly whispering ‘la liberta?’ undiés breath, meekly to the stake.

The drama ofll Prigioniero is certainly harrowing, not least in its attempt t
synthesise a psychological ‘torture by hope’. Biether it fits neatly into the mould of
musica impegnas another matter. As Earle notes, on the surfecenain gestures are
towards the fin-de siécle world of Schoenberg’'sregpionism, Victorian Gothic literature
and the absurdist world of Kafka’'s Josepli*Kgnd it is hard to reconcile any of these with
the Platonistic, liberating optimism of Sartre,awing off the chains of oppression, nor to
identify precisely how the opera protests againtdlitarianism and war — even given its
common interpretation, together with t8anti di Prigioniaand theCanti di Liberazioneas
a work of ‘protest music’ (see Chapter 2). Dallapia is theoretically closest to Sartrdlif
Prigioniero is considered as ‘an act of unmasking’, a trutlngg work even at its most
horrific. Yet there are unanswered questions smdowg the opera’s ideology: as Earle
points outs, Dallapiccola’s repeated plea for tip®liicism of the artist is in direct
contradiction with Sartre’s positioR. Added to this, in changing the identity of the
protagonist Rabbi Aser Abarbanel (in P.A. Villieds I'lsle-Adam’s short story on which
the opera is based) simply to ‘the prisoner’, Balicola may have wanted the sort of
reaction he got from the sympathetic composer Rovflad, for whom it ‘gave the work a
most universal significancé® but the plan backfired: both the Catholic churcld aenior
members of the Italian communist party (usually @pposite ideological ends of the
spectrum) were outraged by the opera, seeing @naattack on Spanish Catholicism and
Stalin respectively’ Dallapiccola, who had been courted as a potestieilalist composer
in the late 40s after the success of @amnti di Prigionig had by the mid-fifties become a

musical figurehead in Italy for the cause of thghtiwing Congress for Cultural Freedom

3 For a more substantial summary of the plot, seeu®aMusic, text, and drama in Dallapiccola's ‘Il
Prigioniero’, PhD diss.

3 Earle, ‘Dallapiccola and the Politics of CommitriieRe-reading| Prigioniero’, on-line, (accessed 18 Feb
2010), para. 69,70 and 80.

% |bid., para. 44.

3 vlad, Modernita e Tradizione nella Musica Contemporars?.

37 Earle, ‘Dallapiccola and the Politics of Commitrnene-reading! Prigioniero’, on-line, (accessed 18 Feb
2010), para. 7, 40.
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(on whose committees he sat in connection withl8t4 festivalLa Musica nel XX Secolo
in Rome)®

The tragic and hope-denying end to the opera causddems for a reading of the
work as a vindication of the principles of libertydila tendentiously argued that
Dallapiccola restoredl Prigioniero’s historic context ‘to its epic and heroic sense and
reconnected it to the recent values of the registamd of the war of liberatior’ whilst
Arblaster breezily states that ‘the [Protestantote of the Netherlands was, after all,
successful, just as ltalian Fascism was also deddatthe end® but, as Earle observes, the
Prisoner has no chance of withessing such potethiggpy endings’ as he walks to his
execution and the final curtain falls.

So clearly critics such as Claudio Annibaldi hawe teasily conflated the
Dallapiccolian vein of ‘protest music’ with Sartsethought, using the term ‘musica
impegnare’ as a catch-all tefthYet Dallapiccolais trying to wrestle with post-war angst,
and the links that he is so keen to establish Etweusic and the cry of the oppressed are
audible inll Prigioniero. As Massimo Mila wrote at the time, he is a redntly political

composer:

Dallapiccola doesn’t boast of political battle kbnand does not put his art at the
service of any ideology; but his participation lire toringing about of civilization
permeates to the very deepest layers of his pdiggremmd makes him an artist
engagé malgré lujengaged in spite of himself], which is the onBligd way to
be artistically committed

A more nuanced interpretation of the opera is floeeenecessary, and it seems apparent
that the reformulation ofmusique engag#é Dallapiccola’s opera is the attempt to answer
the basic questions of life and art ialigious terms. This is antithetical to Sartrean
existentialism, and so it seems prescient to pm@posdifferent frame of reference: that of
Sgren Kierkegaard, who (unlike Sartre) found a whyeconciling what he termed ‘a leap

of faith’ with an existentialism that reconfigurpkilosophy around the basic premise of the

3 See chapter 5 for Dallapiccola’s relationshiptia 1940s with the PCI; on the Rome festival of 13®¢
Carroll, Music and Ideology in Cold War EuropE66-171, Stonor Saunde¥Who Paid the Piper?: The CIA
and the Cultural Cold War102-3.

39 Mila, “Il Prigioniero” di Luigi Dallapiccola”, 3Gt.

“0 Arblaster,Viva La Liberta!: Politics in Opera281.

“1 Annibaldi, ‘Dallapiccola e I'’Avanguardia “Impegrst in Gatti, L’'Opere di Luigi Dallapiccola Quaderni
della Rassegna Musical@9-89.

2 Mila, “Il Prigioniero” di Luigi Dallapiccola”, 3.

248



Chapter 6

inviolate fact of man’s existence. Kierkegaard' siception of doubt — of one’s morals, of
right and wrong — is a component part of true Ibelree rational sense which is synthesised
with the subjective moment of faith: ‘it is faithhich had brought doubt into the worft'.
And as Vlad observed, this concept is heavily presell Prigioniero:

The Prisoner instead meets his death with the mwstious doubt that can

torment the soul: death now appears not as anmegteet of liberation, but as a
total and definitive annihilation of existence ahdrefore of human being. And

it is only from this doubt, whose temptations ace¢ spared even to the saints
and which is the most profound of human motiveat ¢hsense of the substantial
and ineluctable tragedy of the human conditioroisiB*

The pinnacle of this doubt comes at the end: ‘tieclusion is clearly meant to be
“undecidable”, according to Earle, drawing attentito the composer’s statement that
‘doubt has entered the opera houSedallapiccola himself later acknowledged that ‘some
saw a complete negation of life and its valueshie ambiguity of the opera’s endifitjyet
for Kierkegaard life was not the ultimate good aeeth/suffering the ultimate evil; instead,
he famously spoke of the ‘Sickness unto Death’,stvese of despair which evolves from

the placing of self-identity anywhere else apastrfrin God:

there is in death infinitely much more hope tharrelyehumanly speaking there

is when there not only is life but this life exh#bthe fullest health and vigour ...

not even death is the sickness unto death, stl &verything which is called

earthly and temporal suffering: want, sickness, tefredness, affliction,

adversities, torments, mental sufferings, sorravefd’
Such religious existentialism is embedded at am edeeper-than-contextual level ih
Prigioniero. As much can be seen in the way Dallapiccola $ectfely dramatises an
existential form of prayer in his musical narratiVieis important enough to Dallapiccola
that he gives it his own row (Example 6. 9), whishthen connected to the ‘terror chords’

that open the work and recur with frequency in tvelogue®® Thus these chords

3 KierkegaardPapers and Journals: a Selectjdr66.

4 Vlad, Modernita e Tradizione nella Musica Contemporars-5.

“ Earle, ‘Dallapiccola and the Politics of CommitriieRe-reading! Prigioniero’, on-line, (accessed 18 Feb
2010), para. 64.

“ Dallapiccola, ‘What is the Answer to the Prisone2?.

" KierkegaardThe Sickness unto Deathd4-5.

“8 Fearn;The Music of Luigi Dallapiccolal18-121. This label ‘terror chords’ is Fearn'sgdajiven their heavy
chromaticism and agitated rhythms, it seems apjatgpr
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simultaneously ‘speak’ prayer and terror, faith atatk of faith, a thoroughly
Kierkegaardian duality:

"Terror' Chords:
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Ex. 6. 9:Bars 1-4 and the ‘prayer row’, DallapiccolaRrigioniero

After the prologue, on the two occasions where ghisoner prays for safety (using, of
course, the prayer row) the ‘terror chords’ echthimbackground:
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Ex. 6. 10:Bars 255-6 and 645-5, DallapiccolaPrigioniero

At the high point of the opera, as the prisoner rgee (praying) into the cool air of
freedom, the chords do not simply echo but resaautdf, further reinforcing the tension
between hope and despair (Example 6. 11). Fromntieisient on — and this is the most
chilling gesture of all — the opera draws to itedasion with the prisoner led to the stake
by the Grand Inquisitor, as the chorus softly ugadrthe texture with a quotation from the
‘Preghiere di Maria Stuarda’ (the first of th@anti di Prigionig, the prayer of one

condemned to die. A self-referential symbolic re&las been entered, and Dallapiccola has
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created a powerful synthesis of text and music dinainatises hope and despair, death and
life.
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Ex. 6. 11:Bars 792-6, Dallapiccoldl, Prigioniero

A new musical ‘hegemony’: Nono and Maderna’s earlyolitical works

So metaphysical existentialism was Dallapiccolaghly reified answer to the horrors of
the Second World War; yet others sought to voicggst in more materialist a fashion. As
Chapter 5 proposed, the early works of Nono andévlaican be conceived as an attempt
to form a new musical hegemony along Gramsciarsjioae in which the ‘advances’ of
European high modernism were imbued with the erpataiy aspirations of post-war
Italian communism. Such a marriage of natural opesscuts across the mainstream
dichotomy of left-realism/right-formalism which mk& much of European music during the
Cold War, where American anti-communist sentimemt eapital was a major driving force
behind Darmstadt, Donaeuschingen and the activifethe CIA-funded Congress for
Cultural Freedonf? It thus constitutes a major divergence from thenemn narrative of

post-war serialism, as Bjorn Heile recognises:

[In Italy] the absence of a ‘clear-slate’ ideologlye not least to the myth of the
liberation by theresistenzaled to a significantly different cultural atmogpha
... [conventional histories display] an unfortunateglect of such eminent
serialists as Maderna and Nono, whose views ddfsignificantly from those of
the oth% serialists, notably in explicitly linkimgusical avant-gardism to radical
politics.

9 See Stonor Saundelho Paid the Piper? The CIA and the Cultural Coldr)23, and CarrollMusic and
Ideology 141-64.
0 Heile, ‘Review of M.J. GranSerial Music, Serial Aesthetic435.
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This section will consider the musical results o€ls a mentality. Two works from Nono
and Maderna’s radically innovative period of thealyea&0s will be analyzed: Nono’s
Epitaffio per Federico Garcia Lorcao.1 and Maderna’Kranichsteiner Kammerkantate
The focus will rest on the overall ‘surface’ exmies the music carries and — most
importantly — the way in which th@olitical messages invested in these works are
communicated. Therefore a discussion of more caai@d technical features, particularly
the ‘tecnica degli sposamenti’ (‘technique of dé&s@ments’) method of pitch permutation
developed by Nono and Maderna at the end of th@sl iill be held back until Chapter 7.

Luigi Nono:Epitaffio per Federico Garcia Lorca no(1B51-2)

In 1950, theVariazioni Canoniche sulla Serie dell’ Op 41 dihS8enberghad provided
Nono’s first entry to the international musical @agand had also been his first work with a
political connection (see Chapter 7). Yet its podit dimension — the link to Schoenberg’s
‘protest music’ via a serial row — is tenuous atb& 1951, an abortive project to set texts
from the prison notebooks of the Czech communibtugidrEik had come a step closer to
explicit political comment within a musical compibsi, frustratingly unrealizet: So, in
the winter of 1951, Nono set about composing tret 6f what would become a triptych of
works, setting poetry by Federico Garcia Lorca d&ablo Neruda that captured the
emotional and physical torments of the Spanish|GNar — a conflict connected in the
imagination of many with the finest hour of the &pean left and its struggle against
Fascism. In Nono’s opinion, the example of Lorgaodtas a testament to the power of an

organic art enacted within the arena of the people:

The song ofree Spainis inside of us and in ysotwithstanding the attempts to
shut it out with the assassination of Federico @atmrca. This marvellous
Andalusian... is for us young artists a mastefriand and abrother, who shows
us the true path on which we, with our music, canmen amongst mein the
recognition and the conscience of this necessityfing the strength for our
progress?

The first of the Lorca Epitaphs, had its premiétettee 1952 Darmstadt Ferienkurse,

conducted by Maderna. Nono takes a poem of pratesimemorial by Neruda entitled ‘La

*1 See Nielinger, ‘Between Memorial and Political Masto: Nono’s Anti-fascist Pieces, 1951-1966’, 7-1
2 Nono, ‘Epitaffio per Federico Garcia Lorc&Ggritti e Colloquj i, 421-2.
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Guerra (1936)" and sets it between two brief, aphesic aphorisms by Lorca, ‘Tarde’ and
‘Casida de la rosa’.

‘Tarde’ (‘Evening’) is an evocative poem from th®21-24 set ofCanciones
published by Lorca in Spain in 1927. In all proli&piNono encountered the poem at
Scherchen’s 1948 Venice composition course throbgh contact with the Brazilian
composer Eunice Katunda, who, with Maderna and Nfmrmed a close artistic group that
has been labelled ‘La Nuova Scuola Veneziana’ (‘Nesv Venetian School9® Speaking

of this meeting in 1987, Nono stated

The most extraordinary thing that we lived throwghs the discovery of Lorca
... What was the major focus of our attention wasswomuch the ‘gypsy’ Lorca
as much as the metaphysical and surreal Lorcaydioe that put us in contact
with other worlds. We thus found ourselves comrditie the study of Lorca, of
the rhythms of Mato Grosso and the rhythms of Aansial Bruno [Maderna] had
a book that specifically studied gypsy rhythms, ggpsy in the folkloric sense
but the Arabic gypsy of the Muezzin, whose songsidsurth and octave tones.
So was born the firdEpitaffio.>*

This idea of the metaphysical and surreal ‘voickeLorca is most applicable to this first
movement, whilst the aspect of ‘exotic’ rhythmicpantation comes to the fore in ‘La
Guerra’. Both works, however, demonstrate a tealiof ‘pitch set limitation’, whereby a
small set of pitches provides a pool from whichlzle section of music draws its material.
In ‘Tarde’, there are four different pitch collemtis:

] |
r 4 T - 7 T
7 - T = ’_!_‘ P B
% 3 - n‘ - - - ﬁ'
Bars: 1-12.2 | 12.2-22 ‘ 23-30 | 30.2-end

Ex. 6. 12:Pc collections in Nondspitaffio per Federico Garcia Lorcao. 1, ‘Tarde’

The collections increase in size from four to sites, before returning to the initial

set as ainclusioat the close — which in part establishes this margts ternary form, seen

%3 Rizzardi, ‘La “Nuova Scuola Veneziana”. 1948—1951159.

*Nono,Scritti e Colloquj i, 501-2. According to the website of the Ardeiuigi Nono, Nono’s library
contains a number of Lorca’s collected poetry s€atalogue’ [on-line]. Durazzi ventures that ‘Nono
celebrated Lorca as a kind of socialist martyr’r&nazi,Musical Poetics and Political Ideology in the wark
Luigi Nonq 78. On the place of the Spanish civil war in psat music, see Pestalozza, 'Gaerra Civile
Spagnola e i Musicisti Italiani del Dopoguerra'Federico Garcia Lorca nella Musica Contemporaned.
Antonio Trudu, 12-23.
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on Example 6. 14. The aural effect is threefoldjeaeralized sense of stability created by
melodically circling around a few intervallic ceedr, a sense of the widening of this circle
as the movement progresses; and three specific menflears 12, 23 and 30) when a
‘modulation’ effect is achieved, even as the usuwahoeuvres associated with this tonal
device are absent. Added to this is the tight nmythcontrol that Nono utilises: as Example
6. 13 shows in the opening clarinet melody, an\ejence is formed between intervals and
rhythms, whereby each interval class has a correpg durational class which its two
notes take (marked by arrows on the example). Pd3earoupet notes that ‘in his
compositions afte¥ariazione CanonicheNono tried out various techniques which already
bear within them the concept of a mutual permutatibparameters [Dimensionen], even if
not as systematically as that which can be denatestinStructures 1gBoulez]'.>® This
experimentation by Nono along similar lines to Dstawlt multi-parametric thinking will be

explored further in Chapter 7.

Rhythmic/Intervallic relations:

2= 4 2= 0 3=J +3=) 4-J

Ex. 6. 13:Rhythmic/intervallic relations in the clarinet, bdr-8 of NonoEpitaffio per Federico Garcia Lorca
no. 1, ‘Tarde’

As can be seen on the formal diagram below, the maivement of the work is carried by
several long melodies in the clarinet, soprano atdhe end, the baritone, which rarely
extend abovep. Around them the other instruments ‘timbrally stadtheir pitches, whilst

sometimes diverging from them or adumbrating tketture. Two instrumental sections, at
the beginning of ‘A’ and ‘B’, see the instrumentsnte together for longer and more

continuous melodies.

% Decroupet, ‘Nono: Lorca-Epitaphien, Incontri’ imio and Danuser edm Zenit der Moderne340-1.
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Ex. 6. 14:Form of NonoEpitaffio per Federico Garcia Lorcao. 1, ‘Tarde’
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Added to this pitch and harmonic outline, an addiél melodic link is made
throughout with two forms of what is known as tiggpsy scale’, in its minor and Spanish
variants: segments of these modes, seen in ExabndB, can be found in the four pitch
collections. Whilst there is not a perfect overlap pitch classes, as indicated in the
example, in particular situations (for example, 6af and 15-17 in the clarinet, bars 33-34
in the baritone) the concentration on such intepalgressions as minor"®@minor 3¢
cannot fail to evoke these folk melodies.

f
Fd el
Minor Gypsy Scale: {7y . T PPy ——
e wr) S H!—.—U—ui
v o =
(no F#)
| |
1!
r 1 -2 1
F 40 - pa—b;_g - o5 T e -

A | |

rd
Spanish Gypsy Scale: W
—dll—

Ex. 6. 15:Spanish/Minor Gypsy Scales in Norkpitaffio per Federico Garcia Lorcao. 1, ‘Tarde’

The gesture towards the sound-world of Lorca’s Bpsithus subtle and unassuming: a
‘submerged borrowing’, to use a term from Bruce &uai>® When Enzo Restagno asked
Nono why he ‘never included the horizontal elemen& really melodic aspect, which is

suggested by the music of the Andalusian gypdesieplied

The reason is simple: | was then still under thHtuémce of my studies with
Scherchen, who had made me use only three or fotesnlIf you take the
movements of th&pitaffio you can see that they are based on four or fivesno
and the dodecaphonic series never enters. Theserféive notes can be derived
from theBandiera Rossafrom some songs by Katunda or, in the final sohg
theGuSa71rdia Civile[Epitaffio n. 3], simply from the sounds of the sittings of a
guitar.

*¢ Durazzi, ‘Submerged Borrowings in Luigi Non@Epitaffi per Federico Garcia Lor¢aPaper given at the
Sixth Biennial ICMSN, 5 July 2009.
" Nono, ‘Interview with Enzo Restagndcritti e Colloquj ii 502.
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Nono’s allusions are encoded within a particulagstin his compositional journey,
and the fragmented music that results consequeatitains the voice but not the presence
of Lorca. As Nono reveals, the paradigm of six dixgtch strings plucked in a quasi-
improvisatory fashion upon a Spanish guitar is otiended evocation. This is not to say
that there is little coherence, and as Exampleés&hbws, fragmented melodic thoughts are
often woven into a tapestry of Webernian Klangfarbelodie with a tight timbral control:
notice the very specific articulation and dynamitarkings, the use of the vibraphone pedal
in bars 16 and 17, the matching of the Celestascsito-tenuto to the clarinet in bar 18, and
the shaping of the overall contour into a seriesvafies. All these features are but the
backdrop to the most prominent lines, that of tlealists. Here, the metaphysical and
surreal elements of Lorca’s poetry (fully on digpla the aphoristic and absurdist rhythms
of the text of ‘Tarde’, which were meant as a pteythe Japanese Haiku) come together.
The soprano is instructed to sing vowel sounds swhiie baritone speaks in a very set
rhythmical fashion until the very end; the resugltalienating for the listener, the soprano
ethereally present and the baritone dominatingté¢kire becomes even more surreal at the
close, when the baritone line becomes pitched aadsl high up into the very top of his
register (C#-F#), remaining there almost out othetor 11 eleven bars on the same four

pitches.
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Ex. 6. 16:'Klangfarbenmelodie’ in bars 14-22 of Norigpitaffio per Federico Garcia Lorcao. 1, ‘Tarde’
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In ‘La Guerra (1936)’, the subtleties of ‘Tarde’eaettisoned for a directness of
approach that becomes a roaring chorus of proggshst the horrors inflicted upon Spain
by the nationalist forces of General Franco. Noad im fact desired to make the piece an
even more explicitly political work by giving it ¢htitle ‘Lenin’, an idea only abandoned at
the last moment The text of the poem is taken from Neruda’s fameuosk Espafia en el
Corazoén(‘Spain in My Heart’), written at the time of tt&panish Civil War. Outraged by
the assassination of Lorca in 1936 and soon tmheicced by the communist cause which
he would serve for the rest of life, Neruda wrobeidly of the effects of the war on the

Spanish consciousness:

Spain, wrapped in sleep, awakening

like a taste of wheat,

I saw vou being born, perhaps, between the undergrowth
and the darkness, above,

rise up between the oak trees and scrubland

and fly through the air with open veins.

But I saw vou being attacked on all sides

by andent bandits. They came

weanng masks, with their crosses made

of vipers, with their feet wallowing

in the icy swamp of the dead.

And so I saw your bodv wrenched apart
lving broken

on the bloodied sands, open

without world, stinging in agony.

And until today the water of vour sorrows flows
between the prison bars, and vou wear

vour crown of thorns in silence.

let me see which will be stronger, vour pains

or the faces which pass by without looking at vou.
Thave lived with vour aurora of muskets

and would that once again, people and gunpowder
might shake the dishonoured branches

until sleep again trembles, and are brought together
the fruits divided in the sarth.

Ex. 6. 17:Neruda’s ‘La Guerra (1936)’, Nongpitaffio per Federico Garcia Lorcao. 1, Espafia en el
Corazén

At its most immediate, this text speaks of the genxe of pre-war Spain, its vulnerability,

and presents the atrocities committed between 248861939 as acts of violence against it
by exterior forces; interpreted, Neruda is ventyirinat Fascism was not inherent or latent
within Spanish culture, but was extraneous to &.aeady seen, something similar was
being said of Italy under Fascism by the infludnpiailosopher Benedetto Croce, who saw

the rule of Mussolini as a ‘parenthesis’ in Italyistory and Fascism as a virus that, once

%8 Archivio Luigi Nono, ‘Epittafio per Gabriel Garcizorca no. 1’ [on-line].
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inoculated against, Italy would consign to the pastono is perhaps displaying his
acquiescence to such sentiments. But going furtNeno proposes that socialism is
necessary as the historically mandated vehicle ligtwthis processes will take place, by
which (in Spain as well as Italy) ‘sleep again tbdes, and ‘the fruits divided in the earth’
are ‘brought together’. In vocalising the protegaiast the tyranny enacted upon Spain by
the Fascist doctrine, Nono combines anti-fascisiti whe cry of communist triumph in
Bandiera Rossathe partisan anthem of the PCI that forms theodieland rhythmic basis
of ‘La Guerra (1936)’:

W,Lua.....maiua:am—m—ﬁn—n—.—n—ﬁ
!% il 5 ! | | | | | I. [N | | | 1 | | | | |
Ban-die-ra ros- la tri - on-fe - ra, Ban-die ra rossa la tri - on - fe - ra,
The Red_ flagwilltriumph__ The Red_ flag will triumph__

‘?é s | [rm— [—
T T T 1 I |
T 1 I T
I

T
17 I I I I

7 e = —
Ban die-ra ros-sala fri-on-fe - ra, E-vvi-vailco-mu-nis-moe la li-ber - ta!
The Red_ flagwilltriumph_ Long live Communism_ and.  libery!

Ex. 6. 18:The partisan song ‘Bandiera Rossa'.

Using this melody as base material Nono generéiessast majority of pitch and
rhythmic material for this movement, using the patation method explained in Chapter
7.%° For now, it will be enough to note the magnitudiéhis statementBandiera Rossavas
one of the most well known Socialist melodies, atsdinclusion by one of European
music’'s most prominent young composers in a worknpéred at Darmstadt in 1952
brought the democratic ideology of the ‘autonomauask’ perilously close to the dogmas
of post-war Eurocommunism. Nono later recalled &wgareness of this situation, and

Maderna’s advice to him:

| added to the second part of thpitaffio the rhythm and the notes Bandiera
Rossa When we got to Darmstadt in 1952, Bruno, who abgeast of all the
major currents, told me that he was concernedaf melody, given to the four
tam-tams in the second part, were to have beemmé=, it would have caused
trouble. Imagine! In '52, at the height of the Caldr, with the communists put
under so many accusatioffs!

%9 See TorrigliaBroken Time, Fragmented Space: a Cultural Map fostPWar Italy xi.

% For further comments on the pitch processes #fitst Epitaffio, especially the third movemeng$ida
della Rosa’ (not discussed here), see DecroupetohLorca-Epitaphien, Incontri’ in Borio and Daeugd.,
Im Zenit der Moderne342-344.

%1 Nono, Scritti e Colloquij ii, 501.
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Of course Nono (and Maderna after him in 1953) tied perfect solution to this
dilemma: the ‘submerged borrowing’, whereby thechmts and rhythms were fractured
beyond all recognition through a serial array -utfiothis unrecognizability is not always
thus, as will be seen. Nono therefore hides higig®lunder a cloak of respectability as it
were, and creates a gap between material and surf@tween content and form, that
enables him to construct a synthesis between daplatiics and avant-garde composition
that would have been politically unacceptable iBA9GDR, besides being ‘considered a
degeneration into the subjective’ at Darmstadthe basic paradox here is clear: the subject
is kept in its ontological form, but jettisonedita phenomenological form. But, for Nono,
this paradox seemed not to require a resolutio@urazzi’'s words, it was a ‘performative
act of self identity’, and thus it was woven inke tvery fabric of his a Communism was
Nono’s syntax; his language was simply that of higbhdernism — a highly Gramscian
construct. For some even this mix was periloushgelto realism: Darmstadt theorist Heinz-
Klaus Metzger lambasted the Lorca trilogy whichcsumbed to the slogans of the Prague
Manifesto with a return to tonality, speaking clems, arioso operatic clichés, popular
dance rhythms and Gregorian chaft'.

In one sense, Metzger was correct, for while tihehpmutation technique ensured a
surface-level removal from the political content Mbno’s base material, many ‘extra-
musical’ associations are present which enablewtbik to convey a great deal of meaning
and achieve a high level of dramatic effect. Nagiah military brashness, spoken outcries,
musical ugliness, collectivity, and lost innoceraze all induced by a combination of the
form and large-scale gestures of the work, whickatas a dramatic and forward-directed
sense of motion, and the instrumental writing. Epkn®. 19 shows the structural layout.
Rather than the balanced ternary form of ‘Tarded Guerra’ features two major climaxes,
one at the centre of the work and one at the vedy leoth of them are the culmination of a
section of rhythmical ‘takeover’ whereby instrunsbices are silenced and solely the

percussion sounds, in increasingly loud and tremictanes. Nono also builds into this goal-

2 Ramazzottiluigi Nonq 23; see also for details of a revealing debatsajective protest’ and ‘objective
protest’ in letters between Nono and Stockhausan f£952.

% Durazzi, ‘Submerged Borrowings in Luigi Non@Epitaffi per Federico Garcia Lor¢aPaper given at the
Sixth Biennial ICMSN, 5 July 2009.

% Nielinger, ‘The Song Unsung’: Luigi NonolsCanto Sospesp92. What Noller termed the ‘folklore
debate’ inherent in realist/formalist diatribese(tontroversial avocation of folk subjects on thet pf the
proponents of realism) should also be noted atpihiist: Maderna, Nono and Berio all show indicatiaf its
influences, most notably in Beriolge Canzoni Popularof 1947 (see Chapter 7 in the context of that
composer'sChamber Musig Néller, Engagement und Formg7.
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directed motion a sense of reversal: nested witienoverall AB structure, the pitch and
instrumental choice suggest an internal ‘abc’ ghogin A and a ‘bac’ grouping in B.

In effect, the form is a narrative that reflecte text. The openingp contrapuntal
lines, delicate and small in scale, depict Spainegninnocence (‘wrapped in sleep’) but also
come with a sense of uncontainable menace whosattisrrealised in bar 34 with the entry
of chaotic and angular orchestral lines (symbotjzitie attack by ‘ancient bandits’).
Hereafter, as the text becomes more scarred by tharpercussion and voices wreak
destruction on the musical texture through a sewiel§ violent outbursts. However, the
destruction is pulled up short; the instrumentatuee enters again, at first matching the
previous dynamic but henceforth dying away to leaheminous string chord (bars 98-112)
above which the flute and clarinet again loom omasip. As noted, a musical reversal of
the previous section has been achieved, in ling thi¢ ‘silent crown of thorns’ by which
Neruda anticipates Spain’s resurrection. The démeué comes with the return of the
drums, slowly rising to a chorus of voices andtfet close) military-like percussion that
vindicates the desire ‘that once again, peopleg@mpowder might shake the dishonoured

branches until sleep again trembl&s’.

At the end of the second movementesipana en el corazame two epochs —
that of the resistance and that of today — are ditounto ‘polyphonic’
relationship with each other ... What is expressetliénuda as a vision (that
which is strewn upon the earth may be gatheredhafmi away from the past
and moving into a different future) Nono’s musiceedtes in concrete
manner?®

On the very surface level this movement createsrses of musical narrative, and even

given the importance of the text, Nono’s musiclitattempts to encode powerful political

statements.

Probably the most particular trait of Nono’s aesthis that his political claims
for his work argue from its immanent musical logind not only from its
inclusion of verbal rhetoric in the form of poliéity charged texts, titles or
narrative situation8’

% Rizzardi similarly credits thEpitaffi with ‘reaching the stage of ‘narrative epic’, usiBgrechgesang and
rendering explicit the folkloric derivation of theythms’, ‘Karlheinz Stockhausen e Luigi Nono; Tiec
Invenzione Musicale’, 38. It is interesting — agaito consider the overlap this kindradrration might
suggest in relation tprogrammethe doyen concept of socialist realism.

¢ StenzlVon Giacomo Puccini zu Luigi Non206.

%" Durazzi,Musical Poetics and Political Ideology in the warkLuigi Nong 4.
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Ex. 6. 19:Form of NonoEpitaffio per Federico Garcia Lorcao. 1, ‘La Guerra (1936)’
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Another manifestation of this in ‘La Guerra’ istime way Nono limits his pitch collections,

in a manner similar to ‘Tarde’ (four collectionstiwvithe first and the last identical), further

strengthening the narrative process of reversatlamevidening out of the two ‘b’ sections.

5 Pc 9 pc

I
D
P

Bars: 1-32 identical 32.51

pe sets

Str. chord
9Pe bars 98-112 S Pe

80-93 \ %;E; 98 112

Ex. 6. 20:Pitch set collections in Non&pitaffio per Federico Garcia Lorcao. 1, ‘La Guerra (1936)’

On the micro level, the concentration on develogimg most subtle of textures from the

‘Bandiera Rossa’ material is profound:
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Ex. 6. 21:Flute and clarinet, bars 1-14 Bpitaffio per Federico Garcia Lorcao. 1, ‘La Guerra (1936)’

The melodies, both circling around the same grdupve pitches, seem to respond to each

other: they draw upon the same ‘pool of gestutegreby producing imitative phrases; one

is often offset from the other, and this deviceaided by irregular metrical feel of two

against three; and they invert each other’s dimactihough this is clouded by the fact that

their movement is non-synchronous. The result imdeofully contrapuntal, and indeed

Durazzi has shown that the derivation of this opgrirom the partisan song is a very

complex canons cancrizan, in which the permutatafrthe material in D major are pitted
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against the inversion of the material in BbTo arrive at this from a simple diatonic tune
demonstrates Nono’s commitment to the overall ptoj synthesis that underlies his
modernist-radical dialectic.

'Bandiera Rossa' emerges
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Unison statement of 'Bandiera Rossa'

Ex. 6. 22:Bars 138-151 of Nondpitaffio per Federico Garcia Lorcao. 1, ‘La Guerra (1936)’

® Durazzi, ‘Submerged Borrowings in Luigi Non@Epitaffi per Federico Garcia Lor¢aPaper given at the
Sixth Biennial ICMSN, 5 July 2009.
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As the movement closes, however, all this subttetgomes too much (Example 6. 22).
Here, ‘Bandiera Rossa’ at this point is broughtthe foreground, hammered out by 16
percussion parts at full volume in both rhythmigadtraight and augmented forms: at the
last, Nono reveals his hand as, in Durazzi's wotts, partisan song ‘bubbles to the

surface™®®

Maderna:Kranichsteiner Kammerkantaf£953)

By far the most unusual work studied in this chgpdMaderna’s 1953Xranichsteiner
Kammerkantatdiad its first performance at Darmstadt in the &flyhat year. The setting
of four independent ‘letters’ related only by commmtbemes was the closest Maderna was
to come to an explicitly political composition. ome extent, the composer had already set
a precedent in his 1950 wo8¢udi per ‘il processo’ di Kafkavhere the claustrophobia of
the Czech writer's novel ‘The Trial’ had been ewkeas Carola Nielinger argues,
presenting this absurdist tale of persecution amviction-without-defence was an act
vested with the contemporary relevance of a ‘bitkogial critique’ amidst the deception
and judicial corruption endemic in post-fascistyltd But three years later, Maderna went
much further, and for a premiere of a much largedes and prominence: the Darmstadt
Ferienkurse in the same year as highly autonomaurgksaby Boulez Rolyphonie X and
StockhauserKontrapunkté.

In the Kranichsteiner KammerkantateMaderna chose to set texts of an
unambiguously political nature, infused with subipgty and jettisoning any common post-
war gestures towards musical ‘neutrality’. If Nosi&pitaffi had been close to the mark in
1952, Maderna went a further step towards an ugl&gnthesis of Darmstadt and the PCI
in 1953. The use of an anonymdkismmerzialbrief(‘commercial letter’) which viciously
satirizes a capitalist factory owner and the loettels of a dying Kafka to Milena Jesenkéa
are pointed enough, but it is the sources for tre &ind fourth movements that really
indicate the radical nature of the work. The fgsts a letter from the recently published
Lettere del Condannato della Resistefikatters of the Condemned [to death] of the #ali
resistance’). Maderna wished to vocalise and amrtteresistenzadeology and his own

recollections musically — he spoke of the work 853 as an ‘afterthought of my private

69 [
Ibid.
% Nielinger, ‘Between Memorial and Political ManifesNono’s Anti-fascist Pieces, 1951-1966’, 2.
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experiences of the Resistance’ — and was not affgaaiblicly displaying his links with the
left-wing resistance movement in the GDR at thelhteof the Cold War; Nono would later
use the same volume in HisCanto Sospesdirst performed in Cologne in 1956 More
controversial still was the choice of a prisondettor the fourth movement by Antonio
Gramsci, an author whose legacy could very well Bive been the establishment of a
Communist government in Italy in the early 50s.

As in Nono's Epitaffio, the underlying compositional foundation of the
Kranichsteiner Kammerkantatess the ‘tecnica degli sposamenti’, and again tbbjext
material subsequently mutated was political, anehewmore famous th&andiera Rossa:
‘Fischia il Vento’, the Russian folk song populaittwthe partisan anti-fascists during the
resistenzgand encountered in Zafred3nfonia no. Zabove)’?

Fis - chia il ven-to e¢infu-ria la bu - fer-ra, sca - rpe rot - te purbi- so-gna an- dar.

0 | | P— | | N
I 1 | | | I 1 ] | I | I I — I Il |
| | | I | o byl | 1 1 | | Y| | | [ I Il |
} H } } } I I Pl - dl I .-I. 151 ] ] ] 11 ] Il |
. y T ] > -
A con - quis-tar la rossapri-ma - ver- ra, do- vesor-ge i sol dell'av-ve - nir.

Ex. 6. 23:Fischia il vento(The Wind Whistles).

The first movement of the work, entitled 'Letterd €ondannato dellResistenZabegins
with a bang (Example 6. 24). Instrumentally andatyically, the chamber ensemble (Pic.,
Fl. CI., B.CI., Hrn., Xyl., Tmp. Perc., 2 Pf., Harnrp., 9 Str.) could be that of many mid-
twentieth-century writers (though Dallapiccola étdavinsky spring most readily to mind),
and the consistent use of both pianos throughaitptbce combined with the Harp and
pitched percussion gives the ensemble a hard astyfattack. A rhythmic canon between
the two pianos and a shorter, harmonic one betwleemvinds and strings, all accented, is
rounded off by a unison E-G# dyad, which sets wpittiroduction of the speaker. The
effect is dramatic and moulded to the tragedy anddenness’ of the text; however, even in
this opening elements of direction are discernilblee reductions on Example 6. 25 show

that, through note duration and repetition, a nunabépoles’ develop; for instance, F# at

" Unpublished lecture by Maderna from 1953-4, in2itest, Bruno Maderna: Etude historique et critiqu&?.
2 The song was further immortalised in this periathits quotation in Calvino’The Path to the Spider’s
Nests 93. See Verzina, ‘Tecnica della Mutazione e Texi@eriale in Vier Briefe (1953) di Bruno Maderna’
for a full analytical explication of ‘Fischia Il \feo’ within theKranichsteiner Kammerkantate
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the outset maintains a presence on every quavbedirst bar, as does A in the third. Thus

an overall move can be posited from F# to B to &B#Edyad: a sort of ‘mutated’ perfect

cadence.
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Ex. 6. 24:Bars 1-5 of Madern&ranichsteiner Kammerkantatkettere del Condannato delResistenza

After the speaker’s interjection, the piece corgmuwvith two sections ‘A’ and ‘B’,
marked on the formal plan of the movement (see pk@a®. 25). Gesturally, these sections
are very similar: the instruments move from a Veslilee percussive, pointillistic texture
that traces out fleeting chords; they then ascehisivgradually coalescing into longer
melodies, and they then support a move to an allegtture in which the bass reaches a

dynamic and registral climax.
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Ex. 6. 25:Form of MadernaKranichsteiner Kammerkantateettere del Condannato delResistenza
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The matching of the compositional syntax with tbgttis therefore obvious; the tension
built up through two statements (‘but they will Ikiny body but not my innermost
thoughts/l die with no regret. | am proud to saceifmy life for a cause, a just cause’) are
given musically a sense of defiance and climax, lemsjzing the moral pride that partisan
fighter Bruno Frittaion feels whilst simultaneoustiramatizing his hopeless plighit.
Additionally, in moving from unfocussed and momewtpitch spaces the combination of
longer melodies and registral intensification ari@sahe increasing confidence with which
the writer makes his assertions.

A similarly lyrical imitation between subject antiject can be discerned in the bass
melody of the two vocal sections (Example 6. 26)] endeed the concentration of the vocal
line is the most prominent and striking aspect loé work. Unlike its surrounding
accompaniment, the two melodies are classicallpgdt into antecedent-consequent units,
and are shaped towards an upwards conclusion ad abbve. Section A coalesces from

Sprechgesang onto sung pitches; section B doeflyeitae reverse?

A
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Ex. 6. 26:Bass melody, Madern&ranichsteiner Kammerkantatkettere del Condannato delResistenza

3 Frittaion was a partisan executed on tHé&@abruary 1945; see Verzina, ‘Musica e impegno nela
Kranichsteiner Kammerkantate (1953): il tema didilartd’, in Dalmonte, Rossana and Russo, Marco eds
Bruno Maderna: Studi e Testimonian2@9.

" Verzina links such techniques to SchoenbefgSurvivor from Warsaywhich famously uses a bass
speaker to declaim a political text. Verzina, ‘Msse Impegno nella Kranichsteiner Kammerkantat&3y:9l
Tema della Liberta’ in Dalmonte, Rossana and Ruglsoco edsBruno Maderna: Studi e Testimonianze,
211. Another precedent could have been DallapitztI®rigioniero, bars 938-9.
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When this melody is set against texture of the di@nensemble, whether pointillistic,
canonic or melodic, its coherence acts as a thiteadholds the disparate energies of the

composition together. Example 6. 27 shows thisrddmrder binarism:
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Ex. 6. 27:Bars 7-10 of Maderndranichsteiner Kammerkantateettere del Condannato delResistenza
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So there is at base a confluence of musical anitigablconcerns in the form and
gesture of this first letter. This is made all there clear when the melodies that combine
towards the end of each section are consideredfil@tdghree excerpts in Example 6. 28
show how small the initial melodic cells can beeTburth is stretched, but still is cut short.
The fifth, however, is phrased in a perfect archpghand fully plays out its expressive
potential, each note being progressively strengiiemnd then weakened by the
addition/subtraction of one of the nine string part

"Fischia'

J | h——1 t — i |b\' /‘I—_-\- T T — | i — e ——
T e e e e e
I espr Kia PP
Ve, I'TT +Via. IT +Vin IV +Vial-VinIII -Vip 1T -VinlV Via.I  -Vla II (Vedl)

Ex. 6. 28:Move to longer melodic units towards the end ofdelaa Kranichsteiner Kammerkantateettere
del Condannato dellResistenza

The climax of the movement delivers a subtle anekxpacted expressive effect. The string
melody (at the bottom of Example 6. 28), reachitsgclimax, traces out a fragment of
‘Fischia 1l Vento’ before it fades into nothingnegsis musical ‘echo’ of the sentiment
expressed in the vocalist’s final statement ofatefe (it happens as soon as he has finished
emphatically on a top G), becomes emblematic of éviaals ability to suggest and
synthesize the modernist and radical-political @w®rhe is attempting to circumscribe,
without recourse to the kind of musical ‘quotatigwith heavy signposting) he would have
considered crude and shallow. It is as if, in eopgsm of clarity, the composer suddenly
remembers his origins.

The second movement of this work, ‘Kommerzialbriefses an intriguing and
unconventional text: an amalgamation of two lettdranknown source that Maderna labels
‘commercial letters’. The original published scstgplied only the musical material for the

section, indicating that any generic ‘businesdeletould be recited over the instruments;
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however archival research by Nicola Verzina hastifled two sources which firmly point
to the existence of a specific text used at tharBtadt premiére and intended for future
use’> A documentary security regarding the composersus wishes does not militate
against the confusingly abrupt, de-contextualissdne of the words however (see Example
6. 29). The first fragment seems to be sent fromiodustrialist to another (a friend, hence
the use of ‘lieber’) encouraging an aggressivetakpased stance towards the sacking of
factory workers, whilst the second speaks of adaglito the Swiss alpine resort of St
Moritz to recover together ‘after the psychologisadain of this campaign’ (presumably
referring to the dismissals§.

The key to understanding these letters lies witha context of the post-war left-
right political spectrum. Christian Democrat polioythe late 40s aimed to liberate industry
from a protectionism won by the trade unions agaims backdrop of communist influence
and agitation during the post-war coalition goveenin The drive was to deregulate large
organizations (collected together in what was knagntheconfindustrig and make it
possible for them to sack large numbers of workarsease productivity and thus stimulate

economic recovery:

At the workplaceConfindustriademanded for its members the right to make
redundant as much or as little of their workforsettzey chose ... for no serious
reconstruction could take place while they wereumagl to pay unproductive
labour. Similarly they would not tolerate any sclesnof worker’s participation
or control’’

> See the critical notes in the re-edition scortheKranichsteiner Kammerkantafgblished by Suvini
Zerboni, ed. Verzina, 12; the same text is usethemecent recording of the work (Stradivarius, IR
33651)

S Verzina suggests the second letter is from the wifthe second industrialist to the first, bic®, 1

" Ginsborg History of Contemporary ltaly74.
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EX. 6. 29:Formal plan of Maderna&ranichsteiner Kammerkantgt&ommerzialbrief’
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In light of this contextual knowledge, the firsttér in this movement takes on a
whole new light, one which Maderna, as a card-aagryPCl member, would have
abhorred. The tone of the text, cynical and withgtiples, portrays the industrialists as an
uncaring and ruthless body, willing the ‘individual suffer in the interests of alf®. These
archetypal capitalists see smaller companies dmantial burden’ and consideration of
their employees’ rights as ‘sentimental’. When imgtto Nono about this work, Maderna
spoke of a business letter ‘from which it will bew® clear how a large capitalist TRUST
can damage a small busineSsThe second letter (ostensibly between the wiveshef
capitalists), nonchalantly talks of their rest amd¢overy — after the strain of so many
sackings — in the typically bourgeois Swiss resbi®t Moritz and the French Riviera. The
socialist critique of capitalism as a dehumaniziegemonic system ‘in which the factory
floor submits to the superior interests of the etoy is apparent in the sarcastic
exaggerations of this text and its one-dimensigmatrayal of the bourgeois character.
Maderna’s use of this text is a stunning exampléisfGramscian heritage, whereby ‘the
concrete and tangible are brought into the aestbgsitem of the artwork®

The cynicism Maderna wanted to project onto thésend’ letters is clear from the
marking ‘fatuo’ (fatuous) on the opening piano lie constant stream of quaver notes,
rests, dyads and triads flows from both pianos withalteration in timbre, rhythm or
articulation. This ‘inexorable and mechanical unifity’,®* a kind of obsessive insistence
that renders the pitch space seemingly random ahéerarchical, is symptomatic of the
intended air of cynicism and, like the first moverhettempts to encode the text onto the
musical expression: thus the discontinuity of thr@img seems less cdree than carkess

with its material:

... der Entlassung Eurer Arbeiter, Aber in unserer Zeit der immer grosseren Zusammenschlisse, istes nur (leider) zunatirlich, dass..
n — r-_-..—-1 p——
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fatuo ﬁ; #

"8 Critical notes to the score of tKeanichsteiner Kammerkantatsl. Verzina, 12.

9 Quoted in Nielinger, ‘The Song Unsung’: Luigi Ndsitl Canto Sospesp93.

8 verzina, ‘Musica e Impegno nella Kranichsteinem¢aerkantate (1953): il Tema della Liberta’ in
Dalmonte, Rossana and Russo, Marco Bdsno Maderna: Studi e Testimonian244.

81 Noéller, Engagement und Forng9.

82 \Verzina, ‘Musica e Impegno nella Kranichsteinem¢aerkantate (1953): il Tema della Liberta’ in
Dalmonte, Rossana and Russo, Marco Bdsno Maderna: Studi e Testimonian244.
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Ex. 6. 30:Bars 1-3 of Madern&ranichsteiner Kammerkantgt&ommerzialbrief’
If these quavers are represented purely rhythryieaitoss the whole of the opening section
(that is, in the hocketed piano parts until theérumaents enter), the way in which waves of

continuous motion are interspersed with spora@ipasated units becomes clear:

Pf.1 sporadic COMEINUOUS

COMITHUOUS

+

LS )y JO L) 0 2 AT )DL D) 00

Ex. 6. 31:Bars 1-15 of Madern#&ranichsteiner Kammerkantat&Kommerzialbrief’, represented
rhythmically

Pitch material seems therefore arbitrary and domais pushed into the foreground, as a
consequence of the fragmenting of the base melodygh thetecnica della sposamenti

However the urge to create pitch repetition i &lt, and demonstrates that Maderna does
not feel bound by his novel pitch permutation tegha: Example 6. 32 shows several
examples of identical pitch/register configuratiansthis opening piano passage. In this

way temporary centres of gravity creep in, appepaimost as ‘glitches’ in the fabric of the

structure.
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Ex. 6. 32:Repetition in bars 9-12 of Maderri&anichsteiner Kammerkantatd&Kommerzialbrief’
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The formal plan of the work (Example 6. 29) showsiraple ternary form: each
section gets progressively shorter — perhaps sysibglMaderna’s impatience with these
industrialists — and the second ‘A’ is the retrafgraf the first piano’s material from the
opening section. The hocket-like structure betwaentwo piano parts and the dividing of
instruments into concertino-ripieno groupings wHée instruments enter constitutes a
complex middle section in which any superficialdgare mannerisms inherent in concerto
hierarchy are turned on their heads. Here, thekfpacind’ accompaniment is the still
insistent and arbitrary piano quavers (with theitaod of the harp), whilst the more
soloistic ripieno figures are the fragmented linéshe rest of the ensemble, which, instead
of drawing on a more diverse pitch spectrum, abtustick to a limited number of pitches.
The division into two back-to-front opposing groupse of which mechanically toils away
whilst the other decadently amuses itself, hasals/latent political meaning.

B e
sporadic interjections ———
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texture (concertino)

Ex. 6. 33:Concertino/Ripieno groupings and pitch materidbams 17-30 of Madern&ranichsteiner
Kammerkantate' Kommerzialbrief’
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The last movement of this work, ‘Gramsci - Lettetal Carcere’ is the most
complex, using excerpts from two of Gramsci’s lettavritten whilst imprisoned by
Mussolini (to his wife in November 1926 and to hkister-in-law in August 1931). In the
‘Lettere dal Carcere’, Maderna is anxious to pgreeapressively the emotional torture of
the socialist thinker, but also to identify withshiheoretical formulation, particularly in
relation to the psychological makeup of what Grarossed the ‘organic intellectual’. The
organic intellectual (or in this case, artist, thbuhe distinction is un-Gramscian) has no
need to seek power or inspiration from outsideonikerself, and recognizes the danger that
lies in a metaphysical, ‘romantic’ view of the attas-hero; in Steve Jones’s words, ‘to turn
to the truths of religion, art or philosophy is @l® turn away from the more pressing
problems of political responsibility®> Thus when Maderna presents Gramsci's words ‘do
not imagine that the feeling of being personallylaged throws me into desperation ... |
have never felt the need for moral strength frortside in order to live my life strongly’
(see Example 6. 35) as the apotheosis of this meneand in some aspects the work as a
whole, he is seeking to identify his art and roteimtellectual with the organic, radical
version of the Italian socialist intellectual. Tha¢ does this within the context of the
movement which exhibits the ‘most complexity, frantechnical-compositional point of
view’ shows Maderna’s aesthetic proximity to Nonlfaiter formulation that ‘the urgency of
a new idealism, provoked by thresistenza was coupled with the search for adequate
technical means and new possibiliti&s’.

Complexity of durational material is immediatelyvadus in the multi-rhythmic
polyphony of the opening 3 bars. This highly depassage of instrumental introduction has
the effect of a fluttering and chaotic sound, patar as the flute line is prominent. As
Example 6. 34 shows, even in the first bar six ioaftrlayers are used by the various
instruments across the ensemble to create a dabsioic space, and they destroy — as
Niedhtfer comparably demonstrates in tBerenata No. 2(1953-4) — any ‘clearly

articulated sense of metr&.

8 JonesAntonio Gramsgig9.
8 Nono, ‘Musica eResistenzin Scritti e Colloquj i, 145.
8 Niedhéfer, ‘Bruno Maderna’s Serial arrays’, ps&38.
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Ex. 6. 34:Rhythmic complexity in the first bar of Mader&anichsteiner Kammerkantat&ramsci —
Lettere dal Carcere’ (bold notes represent notagepl)

Such durational disorder in a work that has, uthi$ point, dealt only in quaver units
(taking its cue fronfischia Il Ventd must point to a radical technical departure, ianfct

it does, as Verzina has shown: Maderna has stapelging thetecnica della sposamertt
rhythmic values, taking the four values from thetisan song and ‘mutating’ them by a
magic square that adds or subtracts triplets andtuplets according to its number
sequencé® In a sense, Maderna had already extended his nowgpositional techniques to
rhythm earlier in the work, in that durations aedts were coterminous with the pitches as
they were taken and mutated from the original lmagterial. This was not an innovation: in
the Improvvisazione no. @f 1952, a similar process had occurred, with tthéed rule that
notes were to be sustained until the next appearafthe pitcH’ What happens in the
fourth movement of theKranichsteiner Kammerkantateepresents an extra level of
permutation, however, and an aesthetic much momaritied to parametric control by a
compositional method.

What is interesting is that the vastly confusingnptexity this method generates is
still located within a formal scheme and gesturatlioe which, if not conventional, seems
very concerned with articulating and developing tbeal line, and with finding a division
and a placement for the text that adequately egpseiss message in a comprehensible way.
This movement still feels anything but predeterdime random. This observation is, it

8 Verzina, ‘Tecnica della mutazione e tecnica setialVier Briefe (1953) di Bruno Maderna’, 339-40.
87 Niedhofer, ‘Bruno Maderna’s Serial arrays’, paa:6.
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seems, part of a larger point that marks this masicfrom a European ‘mainstream’. For
the listener, the move to an integral serialismtha early 50s on the part of Boulez,
Stockhausen and others destroyed the structurllefgerian) notions of background and
middleground, leaving only the ‘in the moment’ fgreund aurally perceivable. In the
works considered here by Maderna and Nono, midalegt is likewise hard to identify, but
the political impulse towards dialecticism, in isgh level of synthesis with musical
language, compels an expressive and easily idaigfibbackground, seen in easily dividable
strophic forms, conventional climactic centre-emdngs, obvious large-scale gestures and
narratological structures. Whilst there is litthethe way of the goal-directed momentum on
the localised level supplied by tonal scheme, dtahprocess or a rhythmic permutation,
there are identifiable surface featuessl a clear and uncomplicated foundational structure
(hence the frequent use of formal diagrams inahaysis).

Structurally, ‘Gramsci - Lettere dal Carcere’ iaagin ternary form (very similar to
the ‘Kommerzialbrief’), peaking towards the endaomore excitable ‘B’ section and fading
by repeating some aspects of the opening textuceedtes a dramatic climax onto its most
important segment of text (‘even under the worstditions, even in jail’), vindicating
Gramsci's (and socialism’s) inner strength even emndppression, and then abruptly
silences the ensemble to focus the listener onéosiheaker's words. Gesture, though
exhibiting a localized fragmentation at points (dgrs 1 to 3) is continuous on a general
scale (for example, the gradual emergence of longelodies in bars 12 to 16 and the
maintenance of identical pitch classes in eachrunsgntal part from bars 20 to 25).
Dynamic contour similarly follows a logical scherft fits with the text and the overall
expressive direction of the music. There is a sehserepeated localized F-centre (see bars
16 and 24), and even a very prominent hint towargserfect cadence to end the work.

Directional purpose therefore, at least in thepeets, seems very much preserved.
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Ex. 6. 35:Formal plan of Madern&ranichsteiner Kammerkantaté&Gramsci — Lettere dal Carcere’
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It is the vocal line of the ‘Lettere dal Carcerbat provides the most conclusive
example of a political and radical sentiment thas @s the dialectical antithesis to integral
serialism. Here, théecnica degli sposamens jettisoned for a pitch organization of quite
different origins: as Example 6. 36 shows, the hgtc can be collected into groupings
deriving either from one of the four most commonde® (Aeolian, Dorian, lonian,

Mixolydian) or from the work’s first and only futivelve-note row.

Bass:
5]
a3 t h\- -
| | |
172 Aeolian on I Aeolian on B
[6] b-b_o_b“:h_._‘b-_ @_.__
q—b!; 0 L] - - L] -
| | |
Wisolydian on F Dierian on I' (no Bb)
14
- 14
uﬁ_iﬁ_o_ﬂ‘ ‘ he o = & e .
|
Toman on B (ne B) Mizolydian on D (no G)
- )
o - y —
2 Ll I
-— - !_- D
| VI
Dorian on D {no Bb)
Soprano
(echo):
E it
1 I I Iy
e ——— —m it e
[3] | -I - i - |
Aeolian on D 12-note row
o
M U
L2 | [l |
Tondan on Ab (no G) G minor melodic
)
i e e L i
o a—— T N v
) [*hd T

R:(12-note row)

Ex. 6. 36:Vocal pitches in Madern&ranichsteiner Kammerkantat&ramsci — Lettere dal Carcere’,

Such melodic thinking demonstrates Maderna’s comamit to a more ‘aesthetic’ mode of
expression, and his freedom in allowing consonéonhollections acting as ‘recognisable’

groupings (even if of only four notes) that invakere-tonal world.
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But it is not simply a matter of nice tunes. Thes8and Soprano here appear
together for the first time in th&ammerkantate and their character identities are
indisputable: in putting the text into the mouthtloé Bass, he must represent Gramsci and
the Soprano the recipient of the letter, Gramsaife (Julija Schucht). That the soprano
voice only appears in the ‘A’ parts of the movemaémtwhich the letter is addressed to her
(the text of the ‘B’ section is taken from a letter Gramsci’s sister-in-law) confirms this
characterization. The Soprano sings wordledstgca chiusaand her interjections come
after each bass phrase, almost as an echo (hes man written in a smaller typeface). It
seems that she is an off-stage presence, a ‘phasdomd’ as the opera scholar Carolyn
Abbate would term it Her role, though, is crucial: she offers a morenptex gamut of
expression than the bombastic text would allow, laints towards the vulnerable alienation
of Gramsci. Was Maderna so convinced of the impabgity of his doctrines? Certainly,
the opposition he and Nono faced from certain D&adiscomposers created a nagging
doubt in this entire project of musico-politicalnsiyesis® His cautionary advice to Nono in
1952 to hide ‘Bandiera Rossa’ has already beendridten February 1953, he reveals that
he included three other texts alongside thoseesistenzafighters in theQuattro Lettere
because he didn’t want to ‘cause speculatidrind by 1955, he was actively discouraging
Nono from ‘selling’ himself ‘in such a big way tolitics and humanity®? Unlike Nono,
whose future lay very much along this path, Madareger again wrote such a political
work as hiKantateof 1953.

8 Abbate, ‘Debussy's Phantom Sound-96.

89 See Nielinger, ‘The Song Unsung'’: Luigi Nondl'Canto Sospesp88-93.
° Nono,Scritti e Colloquij ii, 501.

°1 Nielinger, ‘The Song Unsung'’: Luigi NonolsCanto Sospesp93.

%2 bid., 97.
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Chapter 7:
Nono, Maderna, Berio, and new means of expressioh950-53

The final section of this thesis draws to completm historical and musical narrative that
started in the rubble of a corpulent post-fas@siety and that ends with a multivalent new-
music culture and the utopian beginnings of newakevocal and electronic means of
expression. But the idea is not to put the finighiouches to &los an inevitable journey
whereby Italian post-war music ‘advanced’ towatdsliestiny in the music studios of Milan
and theFerienkurse if anything, diversions and pluralities ‘alongetivay’ have constituted
the bulk of this study, and this final chapter sitsngside them simply as an exploration of
another historical moment. However, it does notumega fully fledged teleology to
acknowledge the large-scale changes that occumrgdei relatively short period between
immediate post-war music and society and that efdarly 1950s; in fact a wonderfully
pluriform sense of transition is one of the priradipeasons this era — often passed over in
the rush to get to the Darmstadt of the mid 5Gsbeing explored.

Works by three composers will be analysed withimirttcontext here: Nono's
Variazioni Canonichg1950), Maderna’dMusica su Due Dimensior{lL952) and Berio’'s
Chamber Musiq1953). The first offers a radically new way ofaping orchestral sound
and dealing with musical material; the second destrates Italian music’s initial
confrontation with electronic music; the third dogents a new kind of theatrical vocality

that would mark Italian music of the later twerttieentury.

Nono: Variazione Canonichg1950)

In 1948, a young Nono and a slightly older Madetoak part in Hermann Scherchen’s
international conducting courses in Venice. Ondtrength of their compositional talents,
they were invited to study with the Maestro, an@rathe next five years a close friendship
developed between all three. The introductionsh(lpetrsonal and musical) that Scherchen
made for the two Italians were to prove formative lfalian music: Veniero Rizzardi
compares the relationship to that between MessiadrBoulez in Francklts most obvious
outcome was the invitation for both of them to sithmorks to the Darmstadterienkurse

Nono for the first time in 1950 and Maderna in 1988r the next ten years, both composers

! Rizzardi, ‘La Nuova Scuola Veneziana, 1948-1981For Nono's account of these years of study with
Scherchen and the 1948 courses,Restagno edNong 22-3.
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would attend every summer school, graduating frdaseovers to faculty by the end of the
decade, and would receive performances and presroétleir music every single year.

Nono’s first public performance came at Darmstadtirdy this 1950 trip: the
Variazioni Canoniche sulla Serie dell’ Op 41 di 8ehberg performed by the Darmstadt
Landestheater-Orchester under the baton of Scherchheprovoked a whirlstorm of
publicity for the twenty-six year old, shocking tlaidience with its uncompromising
modernity. Hans Werner Henze recalled that\lagiazioni hit the audience ‘so hard that
they whistled as if in pairf, whilst Nono himself later claimed that the perfamme
‘aroused an incredible scandal’ and that ‘thera tape with the recording of that concert in
which you can hear the voice of Scherchen turnmghe rowdy public and shouting
‘Schweinbande’ (Herd of pigs!.Yet though the work is a difficult one, it is assared and
often beautiful score, and contains much that wamfluence a generation of musicians.
The difficulty arises not from any sense of a tagnhatic serial rigour. In fact, it is
guestionable whether this work is fully serial #f anly in the mid-50s, in works such as
Incontri andll Canto Sospesaloes the ordered row become the explicit pitaregetor for
Nono? Rather, the combination of painfully slow-movingrtnonies and violent percussive
outbursts is held together by an abstraction: uamgsubjecta twelve-note row — and not
just any row, but one by Schoenberg himself, from®p. 410de to Napoleon Bonaparte
(1942).

The Schoenberg lineage: from analysis to music

And it is with Schoenberg that any analysis of Weiazioni Canonichanust start. It is
usually inferred from the title of Nono’s work thédite use of this particular note row is an
appropriation of a political statement. Schoenbeegtainly liked to portray hiOde
together withA Survivor from Warsawl947), as his contribution to the genre of ‘psbte

music’, an outcry against Nazi tyranny: the teaken from Bryon, is intended as a sardonic

2 Quoted by Fox, ‘Luigi Nono and the Darmstadt S¢hBorm and Meaning in the Early Works, 1950-1959’
in Davismoon, Stephen ed. ‘Luigi Nono: Fragments Sitence’, 118.

% Nono in Restagno ed\Nong 18. Fox ventures that with thariazioniNono ‘achieved theuccess de
scandaleon which many subsequent Darmstadt reputations haen launched'. Ibid.

* That said, the work is inconceivable without dagfgmny, as the following analysis will show.
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rendering of Hitler as a Napoleonic figure of coesfuand totalitarian rufeSchoenberg, in

exile in America and anxious to prove his humaratacredentials, wrote

the idea came to me immediately to express with piece the deep shock that

people feel over all the crimes that are happemniis war ... | knew that it

was the moral duty of intellectuals to take a stagdinst tyranny.
As already seen, Nono was far from averse to mysititical statements; and regarded
highly Schoenberg’s sense of the moral commitmequired from the artist.However,
while such intentions are undoubtedly behind treeafsSchoenberg’s series, in comparison
to theTre Epitaffi per Federico Garcia Loroaf 1951,La victoire de Guernicaf 1954 and
Il Canto Sospesof 1955 (the first two usingesistenzamelodies and the thirtesistenza
poetry) theVariazioni can hardly be regarded as overtisica impegnareNono himself
never explicitly claimed political protest as a et for this work, though he did
acknowledge that he had used ‘material from a prooed anti-despotic piec®’In this
sense, and using Mario Vieira de Carvalho’s phrsework simply succeeds in ‘quoting
an attitude’ towards the relationship between masit society.

More useful is the idea that théariazioni venerate and evoke the ever-present
spectre of the (not yet dead) Schoenberg. Christopbx’s assertion that théariazioni
were a ‘declaration of alliance with Schoenbergthe face of ‘neoclassicism and free-
atonality’ is in this sense simplistic: such basioices had already been made by Italian
composers and Nono himself, and were inherent withe situation of its premiere at
Darmstadt® The preoccupation with Schoenberg’s aura canthibuted to two factors: an
aesthetic-historical attempt on the part of Nontotate himself within the Schoenbergian
lineage as opposed to the emerging Webernian geneand a material fascination with
the derived properties of the row from the Op. whjch took the Venetian composer

beyond a mere declaration of fidelity to dodecaphohhe first was part of a larger

® The root of the term ‘protest music’, so frequgnised in the post-war environment, can found iorfipson
[1944], ‘Review of Schoenberg®de to Napoleon Buonapati@e.p.].

® Quoted by Spangemacher, ‘Schoenberg as Role Maad&avismoon ed. ‘Luigi Nono: the Suspended
Song’, 37.

" Ironically Schoenberg was at this point — in taerfent of 1950 McCarthyism — strongly denouncing
communism and distancing himself from any socialistnections. See his letter to Hermann Scher@ien,
August 1950, quoted in ibid., 36.

8 Stenzl,Luigi Nono: Texte, Studien zu Seiner Mugi&.

° de Carvalho, ‘Toward Dialectic Listening: QuotatiandMontagein the Work of Luigi Nono’, in
Davismoon, Stephen ed. ‘Luigi Nono: Fragments ateh&e’, 39.

19 Fox, ‘Luigi Nono and the Darmstadt School: Fornd afeaning in the Early Works, 1950-1959’ in
Davismoon, Stephen ed. ‘Luigi Nono: Fragments afteh&e’, 116.
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standpoint taken by Nono throughout his life whisét against the post-war turn towards
Webernian ‘purity’, viewed the avant-garde proj@ctwhich he was implicated as the
logical development of the Schoenbergian legacyaitast the general ascendancy of
Webern’s posthumous reputation as a proto-segiadistl in particular distinction to
implicit or explicit rejections of Schoenberg’s &y, Nono always identified Schoenberg’s
work as the most important point of departure fer hew music of the 19505’ Durazzi
notes the dual aesthetic-personal nature of Nostaisce: the links between his mentors
Gian Francesco Malipiero/Hermann Scherchen and/ibenese Maestro, his preparation
of the performance materials of Schoenbel@&r Tanz um das Goldene Kafbr its
Darmstadt premiere in 1951, and not least his egerito Nuria Schoenberg (the
composer’s daughter) in 19%55In 1957, Nono's Darmstadt lecture ‘Die Entwickluder
Reihentechnik’ (‘The development of serial techeiyjonfirmed such an orientatidh.

The second explanation for the recourse to Schogribehe series itself. Nono’s
treatment of the row is a vastly complex ‘manipioiatof the series to extract from it hidden
potentialities and new materiaf Nono was not alone in such experimental reseaaioss
the late 40s, Maderna and Nono together studiediggance counterpoint and puzzle
canons with Gian-Francesco Malipiero, and were botluenced by Hindemith’s 1940
treatiseUnterweisung im Tonsgtirom which they took the binary harmonic distinat
‘calmo/tensione’ that will prove crucial in the dysis below' Such study of the music of
the past, and of mathematical models of harmonyoastrates an underlying struggle with
the idea of pre-determined compositional matertzt twould mark much post-war
modernism. So it is not surprising to find in #echivio Luigi Nono sketches dated 1949-
1950 relating to the gestation of thariazioni Canonicheshowing not only analyses of the
series used in th®de to Napoleorfmarked with a crosd)ut also those of Schoenberg’'s
Third String Quartet Op. 30the Suite Op. 29the Klavierstiick Op. 33aand thePiano

1 Durazzi, ‘Musical Poetics and Political Ideologythe Work of Luigi Nono’, 74.

12 |bid., 75. See also Nono's ‘Prefazione alla Harralahre di Arnold Schoenberg’ in Norgeritti e Colloquj
i, 336-341.

13 Rizzardi, ‘La Nuova Scuola Veneziana (1948-1951}, For Nono's lecture, see ‘Lo Svilluppo della
Tecnica Seriale’ irscritti e Colloquj i, 19-42, esp. 23.

4 Rizzardi, ‘La Nuova Scuola Veneziana (1948-1951},

15 See Schaller, ‘L’Insegnamento di Bruno Madernenaérso le Fonti Conservate Presso I'Archivio Luigi
Nono’ in Dalmonte and Baroni eBruno Maderna: Studi e Testimonianz€7-116 and also Restagno’s
interview with Nono in NonoScritti e Colloquij ii, 477-479. A list of transcriptions and writisdrom
Maderna and Nono’s formative years of study in1840s can be found in the Archivio Luigi Nono, ALN
M02.01.06/8-35 and M02.01.03/1-49.
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Concerto Op. 43° The series Nono eventually chose is itself on&dfoenberg’s more
unusual rows, (deliberately selected for its ‘ariig according to Rizzardi)! distinctive
because the second hexachord is rather ingeniaughnsposition (up a tone) of the first.

Nono transforms this row by combining the first &efxord of 1(3) and the second of P(8):

Schoenberg: Ode to Napoleon Bonaparte Op. 41 +2
n /-/I_—\-\
7 .
r 4in " :
e e
I(3) P(3)
Nono: Variazioni Canoniche Op. 1
1 [l |
#@ <> b - — Iq! O—bﬁ r— L3 S—
¥ 2 43 2 3 2 o2 4 2+ 2
dyads| [01] || [01] || [01] || [01] || [01] || [01] |
trchords | [014] [ 14 | [014] | [014] |
tetrachords | [0145] || [0123] || [0145] |
hexachords | [014589] || [014589] |
\_w_/)
L(7)
R (2)

Ex. 7. 1:Row of Schoenberg®de to Napoleon Bonapafidono’s Variazioni Canonichesymmetrical pc
sets

The symmetrical division of the row into dyadschards, tetrachords and hexachords
demonstrates its extraordinarily invariant progrtit means that fragments of the row, due
to their similarity, can come to stand in placetbé whole set itself in the eventual
orchestration of the material; a kind of ‘syneddtheoperty. All of this relies on the idea
of the Spiegelbild or mirror-image (demonstrated on Example 7. lenahthe two
hexachords are both inversions and retrogradesacdh ®ther) that ‘presides over each
movement of the piece’, particularly at the miczod!

An exploration of the hyper-similarity of these wdic cells was central to Nono’s

compositional process. Once he had chosen andimedehis row, he subjected it to an

16 Sketchs fowariazione Canonicheolder ALN 01.01/01-31.
" Rizzardi, ‘La Nuova Scuola veneziana (1948-19%2),
18 -

Ibid.
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astonishingly complex and ultimately puzzling capotmeatment influenced by Flemish
renaissance counterpoint. Later Nono himself edmitéed that ‘there are some elements
that even today looking at the score | cannot set@e remembering, but | know there are
particular canons theré Using a graphic notation (seen in Example 7. 183, sketches
show Nono rotating tetrachords (6 permutations)tactords (20 permutations) in order to
chart the resulting contours on a serial array.s€heharts are then compared as entities in
themselves, before Nono starts pairing differemtalshordal transformations and again
compares contours graphically. Experimenting withhpformations to test the consistency
of contour formations when smaller units from tivemll row are rotated, it is clear that the
linear nature of the twelve-notes as primary oiderot to be maintained; indeed the music
bears this out from the first b4t One purpose of Nono's analysis is to develop arthe
already identified in th&iriche Grecheof Maderna in Chapter 3: a compositional method
that separated intervals into ‘calmer and ‘tensedtegories (in Maderna’s words,
calmo/tensione Nono’s extension of this idea was to codifyrta an all-encompassing

spectrum:

'Calmo’

6+

3+
Interval  6-
classes™ 3_

2+
4+
7+

'Tensione'

* . - - -
6+ =major fth, 3- =minor 3rd etc...

Ex. 7. 2:*Calmo/tensione’ spectrum [arrow added] in the skes of Nonoyariazioni CanonicheALN
01.01/01.31

19 Restagno edNonq 13.
2 Nono also is concerned with the effect of a free of registral displacement on the audibility of
fundamental interval content, and an entire shretiteé sketches is devoted to this topic, ALN 010Q131.
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Ex. 7. 3:Graphic analysis by Nono of the row to Schoenlssigle to Napoleon Bonapart&LN
01.01/01.31
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This spectrum is seen clearly in the above exantipéetop array is a simple chart of
the rotated pitch classes, whilst the bottom exg@a®ghe same pitches in terms of their
placement along thealmo/tensionespectrum. Nono is thus able to judge how the oleral
balance between these two categories is maintamsethe series is broken down and
manipulated, and he is also able to draw upon iddal permutations with a precise
knowledge of their harmonic and melodic propertidse intention behind such exhausting
analysis was aesthetic/symbolic as well as mathieahafAs de Carvalho has it, the aim is to
ensure the series is ‘not an insert from the “deafsinto the context of the new work, but
rather the wholepermeationof the latter by the quoted materi@’'.In the Variazione
CanonicheNono explodes and dissects Schoenberg’s compuositio

Such a fragmentation is not restricted to the splodrpitch, however. In Nono’s
1957 Darmstadt lecture the composer was anxiowdréss that the B-A-C-H motive in
Schoenberg'd/ariations for OrchestraOp. 31 generated rhythmic permutations alongside
thematic one§®> And in the Variazioni Canoniche Nono took a step towards the
serialization of rhythm comparable with the contenameous compositions of Boulez in
Paris. As Whittall notes, integral serialism wasttas time conceived within a ‘shift of
priority from twelve to six?* and just as hexachordal compositional thinkingks&tono’s
‘explosion’ of Schoenberg’s pitch series, so hatge an ordered set of six rhythmic values,

decreasing from 8 to 1 quavers in length:

1 2 3 4 5 6
J 3 Tl 21D JTI]
J- 8 7 6 5 4 3 2 1]
Ex. 7. 4:Base rhythmic series in sketches of Noviariazione CanonicheéALN 01.01.01/01.10
This rhythmic series is linked to that of pitchdrrelatively simple way: the pitch series is
grouped into dyads which are each given a rhythmit, and the rhythm follows the notes
as the dyads are rotated according to the contatterps established in the analysis,
generating a different rhythmic order each timeargle 7. 5 shows Nono working through
this principle in the sketch material, Example 7dé&monstrates its application in the

beginning of movement 4.

2 de Carvalho: ‘Toward Dialectic Listening: QuotatiandMontagein the work of Luigi Nono’ in
Davismoon, Stephen ed. ‘Luigi Nono: Fragments ateh&e’, 38.

22 Nono, ‘Lo Svilluppo della Tecnica Seriale’ 8tritti e Colloquj i, 19-42, esp. 26-7.

2 Whittall, Serialism 164.

292



Chapter 7

Ex. 7. 5: Rhythmic and pitch rotation in the sketches of dldrariazioni CanonicheALN
01.03.02/01.06
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r 1 1 1 11

1110 67 54 89 32

1st Rotation:

Original order:

rh 1 1 1 1 r1

*

Pitches:

12 1

67 11 10

§4 121 32

89
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Ex. 7. 6:Bars 153-164 (with serial pitch/rhythmic groupsrkeal) of Nono Variazione Canoniche
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This annotated example (bars 153-164) shows thabNcdighly deterministic rhythmic
schema (using the series of Example 7. 4 with wioisbled) is overlapped or layered on
top of itself, so that the numerical durations ab®ve all aural; each dyad sounds for its
prescribed value, upon which point the next dyatrsnover the top of f¢ This produces
an implicit ‘impurity’: much of the texture is achied through octave doubling (and even at
the 4"), rests are added at will, and note repetitidineiguent. How far this can be labelled a
‘true and real rhythmic series’, as Rizzardi judgess debatable. Certainly, the results of
Boulez’'s experiments in the same vein the next,\@&anctures Xor piano (1951-2), create
a much more dismembered, incoherent sound-worldoirtrast to Nono’s carefully crafted

melodic lines which, as Fox argues, ‘reminds oneenstrongly of Mahler®

Tres Modere (J‘ =120
b

e
= — /—\% -
IS e 5 -
bq = fo—— 11 —— p—
3 — % ¥ e = K
“ i ¢ =
Piano 1 e ‘ ﬁv ]
legato sampre 1 - . K
FE—— 7 3 =" 5 % % R
8 7 X - ; 5 15 — o o =
5 : - - R 16 o — 5 %
3 | T — =7 .
I,%_ 3 ~ @ #33 = -
— = =
R e
Tres Modere (-h =120) b — -
—
£ e
= = e, 3
.= = T LN e 3 “ﬁ -
o ! e 4 o ——
% B P — r ¥ R —— — o 16 o — L —
] n UL b % e — )
1 v [ v ! 12
Piano 2 gquasi J sempra
Y
DR 3 = 2 b = 5 3
R — R e o be ﬁ i
& = : ! 1 5 {5
re =B oo 14 e 2 v
EE] T
F!
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Ex. 7. 7:Bars 1-7 of BouleZ$tructures 1dor Piano

However, this embryonic, prototypical use of rhytbnserialization, which is
clearest within the second movement (bars 71 tagB®n over entirely to the percussion
with two brief orchestral interjections), is a daldnnovation, and the introduction of the
idea of ‘interdependent’ parametric fragments &ebinger of what was to become a highly
progressive aesthetic. And if Boulez provides asuitable point of comparison for Nono’s

new multi-parametric method of composition, a bedtairce of influence is Edgard Varése:

% Rizzardi also notes the employment at other paihts‘negative’ series of ‘whole rests correspondio
the durational complexes of the rhythmic base seriea Nuova Scuola Veneziana, 1948-1951’, 14.
% Fox, ‘Luigi Nono and the Darmstadt School: Fornd &teaning in the Early Works, 1950-1959’ in
Davismoon, Stephen ed. ‘Luigi Nono: Fragments afteh&e’, 117.
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The professor of composition at the Ferienkurs@960 was Edgard Varese. |
did not know who he was, had never heard his nahie day after the
performance [of th&ariazion] | went to his class and he asked for my score. He
analysed it for an hour, and afterwards insteadjiwhg me his thoughts, he
posed me problems, he made me understand the milihés score raised, and
he pointed out some things which | had done in scases without realisirf§.

Varése’s music was little known in Italy in 195@daNono had probably never studied any
of his scores. However the points of comparisonattiqularly between thé&/ariazioni
Canonicheandlonisation(performed in 1950 at Darmstadt) — are remarkdhkeemphasis
on percussion and attack/decay as structural dgevibhe novel exploration of timbre, and
the use of overlaid instrumental groups as a dyoadorce, are all signs of deep affinity
between the compositional projects of the 8@he fruits of this artistic meeting were to
become clear in future music by Nono (suchPabfonica-Monodia-Ritmical951-2), but it

is most important to note the highly novel timbdakails, larger scale musical gestures and
parametric independence in Nono’s first work, rathithin the European as well as Italian

mainstream.
Canons and spatial architecture

This leads naturally on to a consideration of therenimmediate surface features of the
Variaziont the canonic basis on which the whole work reats] its timbre, space and

architecture. As Rizzardi has demonstrated, tis¢ firovement is structured according to a
rigid puzzle canon, ‘its seventy measures entitelged upon a mirrored double canon’.

Firstly, a ‘counterpoint in two parts’ is genergteglwhich a three stage model is applied:

%6 Restagno edonq 18.
27 See Stabler, ‘...yes, No-no’ in Davismoon ed. ‘Luiino: the Suspended Song’, 69-70 and Ramazzotti,
Luigi Nonq 21, for further connections between Nono and ¥aré
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1. the two voices are doubled each by their inversion

2. this inverted double canon is joined by its own retrograde

3. two of the voices are entirely retrograded, giving rise to a form of double chiasmus
[parallelism].’

... this elaborate form malkes up the first section (Ad), repeated three times (B-C-D) ...

to each af the 4 sections are assigned transposed forms, inverting and/or retrograding
the sequence of original pitches ... The relative schematicity of this process is at this
point destroved by a reordering of the four pavts in a sort of liberallv completed
prae-orchestration. To this there is subtracted (by filtering) material destined to constitute
a further line of so-called ‘vests’. These rasts of the four sections A-B-C-D come to be
ordered to their time in a double canon organized this:

1 — ‘vemains’ of A (prime form) — remains’ of B (prime form)
2 — ‘remains’ af D (retrograde) — ‘remains ' of C (vetrogrades)

Finally, subtracting the pauses, this new canon comes to be placed amongst the B and C
sections as an axis of the Spiegelbild [mirror image] complax:

A—B— Canons of the remains'— C — D,

Ex. 7. 8:Rizzardi’s analysis of Non&/ariazione Canonicheovt. £

Such complexity is bemusing; and it is perhaps maseful for present purposes to
demonstrate how on the local level Nono’s seriacpdure, which lacks the systematicity
to allow for the identification of direct and pecfly formed melodic canons, is frequently
canonic to the ear. It would seem prudent to idgnthat, in the context of théariazioni,

the idea of ‘canon’ might entail:

1. A series of clear and sustained horizontal linesréthan single notes).

2. A sense of overlap.

3. Common and recognizable interval groups occurriogenthan once.

4. A paradoxical juncture between harmonic simultgnéitearing vertically) and

melodic progression (hearing horizontally).

Example 7. 9, taken from the first movemebhargo Vagamenje demonstrates
these principles in action. Whilst there are catyano direct melodic imitations, the texture

is essentially an unfolding set of melodic fragnsetfiat take over from each other with no

% Rizzardi, ‘La Nuova Scuola Veneziana, 1948-19%14. The analysis is useful insofar as it pointthe
presence of a discernible underlying puzzle carff@oxs, but it stops short of a 'full disclosumsntains a
frustrating lack of visual examples, and is fullcoitradictions (such as hi& oint on the chiasmic result of
the initial canonic maneuvers, which in fact shdolgically return the whole thing back to its origi form).
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break; thereby fulfilling conditions 1 and 2. Anttanes, conventional canons — in which
rhythmic and melodic contour is preserved in thesi@ering’ voice — are identifiable: for
instance, between the trumpet and the flute inl@athe clarinet and the oboe in bar 23 and
the violin and bassoon in bars 23-24. At other {ithings are not so clear-cut, but in
restricting the rhythmic units to multiples of le@iavers (Nono has doubled the series-
values seen in Example 7. 4) and in the preponderahminor 2° followed by major %
intervals, canonic connections are made by thegstad nature of entries. As Iddon writes,
‘the interest here, then, does not lie in surfaxel canons ... but rather in subcutaneous
canons that transform the way that individual pblypic strands are generaf@d.he effect

is of a highly expressive texture unfolding meladlig as it moves seamlessly from moment
to moment. Overall, dynamics are coordinated ashalevensemble, as often are the
harmonies: note the quasi-dominant seventh in Baittfe unison arrival onto the C# as
resting place in bar 19; and the constant E/F dgstihg seven crotchets in bars 19-21. But
even then there is a sense that these harmonimggdaces are only reached as a
consequence of the horizontal motion of the mekdie combating Stockhausen’s attack
on Nono’s lack of textual clarity il Canto Sospesadviorag Grant points to the intensely
communicativeaspect of Nono’s instrumental writing; her comnsezduld equally apply to

theVariazione Canoniche

Il Canto Sospesdoes not require such instances of semantic clariget its
message across: the music itself is utterly sads iEho suggest that there is a
semantic level to this music which is more direbaurt in other serial
compositions — in other words, that a specificalbn-musical emotion can be
portrayed *

% 1ddon, ‘Serial Canon(s): Nono’s Variations and Bats Structures’, 5-6. Iddon’s interpretation @hon
does not rest on the quality of ‘sustained-nesshse condition 1, and his tracing of four hexadabistrands
in bars 1-5 of th&ariazione Canonichdiffers from Example 7. 11 in positing canonidkbrbetween non-
adjacent notes. The overall conclusion is simiawéver: invariant subsets from the series arewueen to
form a canonic texture.

% Grant,Serial Music, Serial Aesthetic203-4.
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Nono’s preliminary work, which involved fragmentirgy series according to its
latent properties, is very evident here, and theoni aspect is mediated through the
distinctive character of the initial fragments. Téféect is of a music seemingly preoccupied
with such interval groups as sonority itself — iflifg condition 3 (‘common and
recognizable interval groups occurring more thaoedn In Example 7. 11, from the very
start of the work, one can see a network of pc §6tst], [0145], [0123] and [01458]),
derived from the invariant dyads, triads and tétoads of the series, accounting for almost
the totality of the pitch content. The effect is afdiscontinuity in melodic lines, even
visually giving a semblance of splintered textuFhat this discontinuity lay at the heart of
Nono’s compositional experimental approach to th& can also be seen in the sketches,
which contain scattered drawings showing tetrachaitvided amongst the parts in a

manner highly similar to what eventually emergethmscore:

Vin. 1 2 = 4
Via. : -] 3 4
ve. SRI—=—=—2—%—3

—
Cb. =

Ex. 7. 10:Row-sharing ideas found in the sketches of N®asiazioni CanonichéALN 01.01/01 - 31

And in terms of condition 4 what is interestingrfrahe canonic point of view is how this
music blurs the boundary between harmonic simuityarfeearing vertically) and melodic

progression (hearing horizontally). Example 7. 42 ireduction that presents two ways to
‘read’ these bars, with the intervallic results keat. The intervallic difference between
these two ‘versions’ of the opening is marked; gsad against Nono’salmo/tensione

spectrum (Calme~5 4 6+ 3+ 6- 3- 7- 2- 4+ 7+ 2- Tensione) it can be seen that
whilst the melodies are weighted towards the ‘temse of the spectrum, the resultant

harmonies (excepting two fleeting minor 2nds) aremmore ‘calm?®*

31 See Borio, ‘Nono a Darmstadt, Le opera strumerttalgi anni cinquanta’ in Restagno &tbng 81.

Iddon’s graphing of these opening bars follows &¢rhe Structure of Atonal Musi&é35) and is in essence an
alternative lay-out to that used in Example 10hwiit offering the dual interpretation of harmonylous.
Iddon, ‘Serial Canon(s): Nono'’s Variations and B Structures’, 10.

300



Chapter 7

[01458]
| |
LA [014] = [014]
F1L r"r;\ {’; ‘:i {r; :7 i ﬂ_i | 1#'_ \'w
\J b 3 e 3 /1 [ gai qJJ
rrp /
ln il A F i
a | &4 7 - =
[ p—
[014] ( N = ——
B. Cl Q ’m y ?\- h{ﬂ\é\\ Y 1y hi \\ bl
- v i' 47 i' £ T N
PPPWBQ{ agg J \[014] \ \ [014]
A 71 yib |
Clpic |54 % G \
&% Z ==
[014] P y é? \[0145] lageiar vibrato
ln il T ¥ id T T T hll "Ej‘wre
- {68 i % | SENTSES
o v =
con dording  PPP = —_—
T ooy T
P A Fid T » | =l T T T
i [ F i = et E
o T - =
" PP con sorémo P - ) /H‘_jL/ ﬂw; \ )[0123] e
P = AT A F Fid | ¥ T — A
Via. | oy e e —— 5
[ paco vibrata ! I
con sordino ]
R A 1 yid £t r——— r.A
ve. [ E§ % e 7
AT T '
PP, [0123] |
on. |25 = 5
= % & % %
———
Ex. 7. 11:Bars 1-5 of NonoYariazioni Canoniche
+2
Interval classes when vead melodically ("ternsione’) -7 //_____-—____\
-3
A 2 42 - =
y'd - Tl i P — " il
- - HE e -
T | - 1 f
v EE— T -
D) - - v -z = 2 fe
A & f- o
+7 -
= e e e =
[ il
2 *2
Interval classes when read havmonically ("calmo’) N
A - p——
-
l’L o ] ﬂllﬂ.‘_‘ - "
5 - i . !_H.:—
. L
sustained - N
r.}: | L] L 'L," E [ 3 2
L )
+d +2 +3 +5 5 5 4z +5 -7 75 R 43 24z
+4-2] [14] [+2. +6] [+3 -4]
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Thus there is an inherent tension between horikcartad vertical in Nono’'s canonic
procedure, maintained as the movement progressea asult of the essential ‘vocality’ of

Nono’s compositional thought:

Most composition ... retains the linearity of clas$igocal technique, and often
the extended maintenance of particular tones —gsisin singing, syllables are
held for much longer than in spoken language. Thisxactly what happens at
the purely instrumental opening bfCanto Sospesdt depends on the overlay of
sustained lines, but these individual sound evérytsheir length and particularly
by their dynamic patterning, are a long way frome tholated tones of early
serialism®?

This horizontal-vertical tension is mediated viang innovative use of timbre: but
caution should be used in applying the Second \édsarepitheKlangfarbenmelodieeven
given the short length of the units from each unsient; there is no sense of one single
joined-up line, and the overlapping of parts takesy any sense of a central, timbrally
altered melody. Better is Michael Gorodecki’'s argminthat ‘the composition of sonority
over-rides abstract rules ... the very slow, constardrying tempo allows the shapes to
‘breathe’ in a curious way® If conceived as an exploration of the sonorities\dng from
certain small intervallic groups, and given the ptew rotational forms of these groups seen
in the sketches, this explains why octave doublays false relations (even as early as the
first phrase) are often prevalent; this goes asawhole orchestral unison passages, such

as at bar 94 or 112.
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Ex. 7. 13:Octave doublings and repeated notes in Ndfaoiazione Canoniche

The timbral explorations made by Nono are certaidst: one feels that, for music
composed in 1950, there are new extremes at egee}. lthe sense of the depth of e
opening, the colossal build up into the tritone #£tfemolanddff chord of bars 242-243,

32 Grant,Serial Music, Serial Aesthetic205.
33 Gorodecki, ‘Strands in 20th-Century ltalian MusicLuigi Nono: A History of Belief’, 10.
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the harsh dryness of the percussion in movemetiélJush, Ligeti-like cloud chords that
shimmer from one instrumental group to another ansb52-54. As Ramazzotti puts it,
‘Nono sought to provoke the listener towards aetitdt between the contemplation of
pianissimosounds and the provocationsfoite extremes, stirring up a scandal amongst the
Darmstadt public®* Timbre is often uses as a structural device; fistance, tremolando
used to designate climax in movement lll, and tileused to designate the fading of a
section into nothingness in movement I. In the estlation Nono’s most familiar feature —

his sense of expansive ‘space’ — is in evidencémtbieLachenmann writes

Composing for Nono was increasingly all about eéneptspaces and making
radical uses of mediums, virtually forcing them become spaces for
perceptions, opening tones and the constellatiosoahd as a potential space,
creating an awareness of structure as a space upamfespaces .-’

In the Variazioni the kaleidoscopic timbres, dynamic echoes, arnaduslly
expanding and contracting orchestral groupingsa@itribute to this aesthetic. As Federica
Goffi-Hamilton puts it, ‘Nono builds the experienoé music within architectural space’;
and it is no surprise to learn that one of Nonddsest friendships was with the pioneering
post-war Venetian architect Carlo Scarpa, whom Nommortalised in his 1984 work
Carlo Scarpa, Architetto, ai suoi Infiniti Possibif One of the main generators of the
flexible musical time and space is the sense ohthrand silence (in architectural terms,
‘absence’), which ‘becomes ‘visible’ in the ‘voidgft in the score between sound blocks...
in the canvas onto which cosmologically scattemayrhents of sonic and architectural
material are collaged” That this trait worked its way into the post-wéalian psyche is
clear in the music of Salvatore Sciarrino, for whithe history of musical structures — his
own and others’ — is that of the spatializationsofind’®® These ‘breaths’ can be seen as
part of an overall architecture in Example 7. 14ijck gives a sort of form to the first
movement. Here, the normal way of charting formnsee far in this study has been
modified to heighten the visual sense of shapechaarally in the music, as the waves of

sound morph between instrumental groups and thansipn/contraction patterns pass by.

34 Ramazzottiluigi Nonq 21.

% LLachenmann, ‘Touched by Nono’ in Davismoon edigitNono: the Suspended Song’, 26.

% Goffi-Hamilton, ‘Carlo Scarpa and the Eternal Casof Silence’, 294.

37 1bid., 292, 296. See also de Carvalho’s suggestianNono’s architectural ‘canvas’ was (like Giona
Gabrieli), inherently that of Venice’s Basilica®an Marco, in ‘Toward Dialectic Listening: Quotatiand
Montagein the Work of Luigi Nono’, in Davismoon, Stephed. ‘Luigi Nono: Fragments and Silence’, 51.
3 Osmond-Smith, ‘Sciarrino, Salvatore’ @rove Music Onlindaccessed 17 Mar 2010).
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Ex. 7. 14:Formal design in Nond/ariazioni Canonichemouvt. |




Chapter 7

The non-linear representation of this music iskdghte, and demonstrates how everything
emerges from a very quiet central starting poiatrfrwhich three quite unrelated sections
(in terms of motives, timbre and dynamic) emanbgfpre returning to their centre. The
overall effect is of a fluid, expanding and contnag material, with little overall forward
motion (though bars 63-70 certainly provide loda¢ction).

This type of formal structure does not fit easityoi the mould of ‘variation’ form
suggested by the tit¥ariazione CanonicheHowever one large scale process does explain
Nono’s reasoning. As the piece progresses, a sapite important shift in conceptual
ground occurs, reaching a particular fulfilmenthe last movement,ento(bars 217-283).
From this point onwards, the fragments of row beedanger lines, and the shape of the
actual linear material taken from Schoenber@de begin to crystalliz&? Take, for
example, a comparison of a fragment from the obrime at bar 33 with the soprano
saxophone at the beginning of tf&movement:

R
e Pl e R S 3T e
" o LI ey i e — — pd — W AT
[7.] T o - # Ll -, o LW T
sax dyemg 27 ===

Ex. 7. 15:Increasing length of row quotation towards the ehNono,Variazioni Canoniche

This process continues until the close; in fact démtire series is not quoted as a
twelve note linear cell until the very last few af the piece, where it is hauntingly picked
out again by the harp in octaves in its entiretythis sense, the work as a totality is a
gradual revealing of the properties and sonoribiethe row until, at the last moment, the
underlying melodic base is fully revealed. Thus &xiberg is gradually revealed as the
‘spectre’ so revered by a young Nono. This canh@acterized as a ‘musical unfolding’, a
macro-level process (and quite specifically a 198@=snomenon) that marks a considerable
break with the pre-war serial aesthetic of matad@mtelopment. But it is also a retrograde
‘variation form’ structure — if the theme is reaglthe series at the close of the work, and the

variations as its development and progressive feagation the nearer the beginning is

39 An important turning point in this process is ttenmencement of the fourth section (bars 217-22B6¢re
the harp lays on top of sustained string chordgitbiehexachord of 1(3) and the second of P(10)iclv are
combinatorial, thus demonstrating Nono’s approfiabf a signature Schoenbergiaodus operandi
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approached. Such subtly of compositional procesddvamark Nono out even at this early

stage as a profoundly innovative musical mind.

A historical postscript: Italy at Darmstadt

The premiére of th&ariazione Canonichat Darmstadt in 1950 was only the third Italian
work to be performed there, but its success woukhge the balance of European avant-
garde music in the 50s. As Example 7. 16 shows, ninaber of Italian composers
associated with the summer course would grow expally. It was Nono who in 1958
coined the term ‘Darmstadt School’ to describedbmposers of integral serial music, and
it was the same composer who effectively broke hggchool with his invectives against
the ahistoricity of Cageian aesthetics and the ghiftockhausen’s music in a controversial
1959 lecture entitled ‘Geschichte und Gegenwartien Musik Heute’ (‘The Presence of
History in the Music of Today'}° Maderna was universally seen as a ‘father figatehe
courses, dying in Darmstadt in 1973, whilst yourgemposers such as Sylvano Busotti and
Giacomo Manzoni, like Nono and Maderna, launched tareers there.

That many Italian composers felt the need to gooadbrto strengthen their
participation in the new-music project is perhapg tb the fact that, as Noéller puts it, ‘in
[post-war] Italy an infrastructure for new musicswaot conceivable'! However, this study
has shown that the lack of structure and fundingusical life (at least in comparison to the
GDR, bankrolled by America) did not inhibit the idgmome-grown proliferation of new
aesthetic trends, particularly in Milan, Venice aRdme. And the temptation for Italian
musical historiography to take a geographical detaxer the Alps at this point is to be
treated with caution. Received opinion has all Hest bits of post-war Italian music
occurring in Germany: at best a wrong assessmemipist, a tendentious capitulation to
the modernist grand narrative its&fSo even though, with hindsight, Nono and Maderna’s
involvement in Darmstadt was a crucial historicatwrence, it did not necessarily have
such immediate implications in Italian culture: EEdD’Amico in 1954 could start a review
of Nono’s Epitaffio per Federico Garcia Lorca no.(Rerformed in Rome) by stating: ‘the
performance of this work was only the second entsunith its author; for the last couple

of years his nhame has been cloaked in an aurdaaifibility at German festivals, while in

“0‘presenza storica nella musica d’oggi’ in NoSaritti e Colloquj i, 46-54.
“1 Néller, Engagement und Forngs.
2 For example, see Salzman and D&k New Music Theatre: Seeing the Voice, HeariadgBidy 171.
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marked much of this thesis, and continues intdater 1950s.

Year

Italian works performed

Events

1949

Mano Peragallo Musica per doppio guartetio Jarchi (19458)
Bruno Madema Fantasia per due piangforti (1949)

1950

Bruno Madema Composizione Il fiir Kammerorchester (1930)
Camillo Togni Fantasia per pianoforte op. 25 (1944)
Luigi Nono Fariazioni canoniche (1950)

1951

Camillo Togmi Tre studi per Morts sans sépulturs (1930)
Luigi Nono Polifonica - Monodia - Ritmica (1931)
Luigi Dallapiccola [ prigionisro (1944-48)

Goffredo Petrassi Coro & morti (1940-41)

Luigi Dallapiccola Job (1930), Rencesvals (1946)

Camillo Togni Omaggio a Bach per due plangforti (1952)
Luigi Nono Espafia en el corazdn (1932)

Bruno Madema Musica su due dimensioni (1932)

Maderna begins conducting

Luigi Nono ¥ su sangrs ya viens cantando (1952)
Alfredo Casella Burlesgue qus Sicilienne et burlesque (1914)
Bruno Madema Eranichsieiner KEammerkantate (1933)

Maderna's first lecture

Luigi Dallapiccola Quadsrno musicals di Annalibera (1932)
Camillo Togni Sonata per flauto e pianaforte (1933)

Bruno Madema Fldtenkonzert (1934)

Luigi Nono La victoirs de Guernica (1934)

Luigi Nono Mcontri (1933)

Camillo Togni Helian of Trakl (1935)

Goffredo Petrassi Concerto per orchestran 2 (1931)
Bruno Madema Quartetio per archi in due tempi (1933)

Madema takes part in the Young
composer's working-group’

Luigi Nono Canti per tredici (1933)

Luciano Berio Noness per orchestra (1934). Mutazioni (1934)

Bruno Madema Quartstio per archi in dus tempi (1933),
Notturno (1936)

Franco Evangelisti 4!, Due piccoli pezzi (1954)

Giacomo Manzomi Ssconda piccola sulte (1936)

Camillo Togni Tre capricci per piangforte (1954-37)

Bruno Madema Notturno (1956), Syntaxis (1957)

Luciano Berio Mutazioni (1954}, Perspectives (1937)
Serenata | per flauto e 14 strumenti (1957)
Tre studi per orchesira da camera (1936)

Nono teaches one of the
'specialized courses’

Franco Evangelisti Jncontri 4i fasce somore (1936-37)

FProiezione sonore (1933-36)
Luciano Beno Perspectives (1937
Bruno Maderma Continue (1935)

Musica su due dimensioni (1958)
Franco Donatoni Tre fmprovvisazioni per pianoforte (1937)
Luciano Berio Segquenza I per flaute solo (1935)
Luigi Dallapiccola Cingue canti per baritons ¢ alcuni (1933)
Aldo Clementi Composizions n I per piangforte (1937)
Luizi Nono Corf of Didons (1938)
Composizione per orchestran 1(1931)

Nicold Castighom Inizio i movimento per pianoforte (1938)

Madema on faculty

Found-table on the
Studio di Fonologia RAL
Milan

1959

Bruno Madema Concerto per piangforie e orchestra (1939)
Musica su due dimensioni (1938)

Thema - Omaggio a Joyee (1958)

Quartstto per archi (1936)

Angelo Paccagnini Brevi canti (1938)

Svlvano Busott Piano Pieces for David Tudor (1939)

Luigi Nono Diario polacco 38 (1938-39)

Luciano Beno

Nicolé Castighoni Cangianti per pianoforte (1959)

Maderna and Nono on
faculty

Nono's controversial lecture
Geschichte und Gegenwart in
der Musilk heute

3 D’Amico, ‘Current Chronicle’, 589. The journdlDiapasondid keep Italian musicians updated with news

Ex. 7. 16:Italy and Darmstadt

from Darmstadt; for instance, see an article byjotsider Wolfgang Steinecke, [1951] ‘I Corsi Estivi
Internazionali di Darmstadt per la Musica Conterapea’, 22-4.
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Maderna: Musica su Due Dimension{1952)

If the previous analysis has demonstrated the viaywhich one Italian composer was
engaging with and redefining the high-modernisbbhbleths of timbre, space and pitch, this
section demonstrates an Italian contribution totla@opost-war development, that of the
rise of electronic music and in particular the npatation of instrumental sound sources to
form what Pierre Schaeffer in 1948 had termed ‘ouesi concréte’. The Parisian
experimental scene centring around the work of &fba and Pierre Henry at the
Radiodiffusion Francaise in the late 40s has beelh documented elsewhere, as has the
rival hub around the experimental studio at Radwlo@Gne (set up in 1951), whose
‘elektronische musik’ was proudly developed fromrgsine waves and involved no
instruments at aft? Given that Luciano Berio’s contribution to this @ming genre came in
the late 50s — hiFhema (Omaggio a Joyc&om 1958 stands alongside Stockhausen’s
Gesang der Jungling€l955) and Ligeti'sArtikulation (1958) as a masterwork of early
electroacoustic music — it may be surprising toridaat the earliest work of synthesised
ltalian music was written in 1952 by Bruno Madefnalot only that, but — along the same
lines as Varese’s more famongserts(1954) — Maderna’Musica su Due Dimensiois an
very early example (perhaps the earliest) of als®sis between electronic music and live
performance. In demonstrating such new possitslitiee first opening had been made in
Italy for the artistic currents which would creatiee Studio di Fonologia Musicale
established in Milan in 1955.

4 For general surveys, see TarusRihe Oxford History of Western Musig 187-92, Cross, ‘Electronic
Music, 1948-1953". For a more in-depth discussibthe ‘musique concréte’/‘elektronische musik’ deha
see GrantSerial Music, Serial AestheticS5-60.

> This is, of course, neglecting to mention the vsatkveloped for thimtonarumori(‘noise machines’) by
Luigi Russolo in 1913/4. The influence of the kaliFuturists — of which Russolo was a leading membm
electronic and synthesised music both before aed tife Second World War was strong; however gadg
for Italian post-war composers seems to have beagreater than for their European counterparts. \@ndd
imagine it would, if anything, have been a sensittemparison for Italians given the connectionsvbeh
futurism and Fascism; thus it is curious that whtaderna and Berio collaborated on their first wofk
musiqueconcrétefor the RAlIn Milan 1954, they chose to titleRitratto di citta(‘Portrait of a City’) directly
echoing (in both name and sound source) Russolo& famousntonarumoricompositionll Risveglio di
cittd (‘Awakening of a City") See Lombardi and Piccar@dymori Futorj 19-24.
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The complex gestation of a ‘makeshift’ work

Premiered at the 1952 Darmstagerienkurse Maderna’sMusica su Due dimensioni
(henceforthMusicg ‘for flute, cymbal and magnetic tape’ is a comfigs piece. The
magnetic tape part was rushed in production anthited in scope; the first performance
contained an un-notated flute cadenza; the progemaote was incorrect (listing a piano
amongst the instruments); and the composer hinmself reservations over the work: the
score was subsequently lost and in 1958 a revigesion (in reality a totally different
piece) was issued. Richard Taruskin judges theepas ‘obviously a makeshift® yet
Maderna never withdrew 1f,and the recent research of Nicola Scaldaferriraviging a
critical edition has established a basis for anohisal and analytical account to begin.
Working from the sketches preserved in thechivio Bruno Madernaand the original
Darmstadt recording, Scaldeferri has reconstrutttectentral flute episode and given some
indication about the make-up of the tape pafthis section of the chapter will discuss the
gestation of the work and its formal properties,ilsththe next will demonstrate its
rootedness in the ‘tecnica degli sposamenti’.

Maderna’s friendship with Herbert Eimert, estaldidiat the 1951 Darmstadt course,
had provided the Italian composer with the oppatyuto visit theInstitut fir Phonetikat
the University of Bonn later that year, where hedme acquainted with the work of
Werner Meyer-Eppler, who in 1949 had published Elsktronische Klangerzeugung
(‘Electronic Sound-Production’), a pioneering tisat on the possibilities of music
composed by entirely electronic medhd.he tape recording and editing facilities at Bonn
were excellent, and they caught Maderna’s imagnatHe wrote to Meyer-Eppler on the
13" May 1952 and enthused that ‘he was very taken thithnew means and was planning
a new composition for flute, percussion and tapender’, with an ambition for a premiére

at the Darmstadt festival of that ye3Meyer-Eppler’s reply was cautious, and revealing:

“® Taruskin,The Oxford History of Western Musig 211.

“"In fact, the composer would state in 1959 ‘| fak necessity for this synthesis for the first tim&952, and
was very happy with it’. Quoted in Baroni and Dalmt®edsBruno MadernaDocumenti86.

8 As Scaldaferri writes, this was a ‘somewhat protaéic’ task, as ‘neither the flute part used bySao]
Gazzelloni nor the original tape part made by Madeand [Werner] Meyer-Eppler have been found’ @uoef
to the score oMusica su Due dimensiqrik).

9 For more on Meyer-Eppler's pioneering work, seegéheuerWie die elektronische Musik ‘erfunden’
wurde ...: Quellenstudie zu Werner Meyer-Epplers kalischem Entwurf zwischen 1949 und 1958l
Grant,Serial Music, Serial Aesthetic29-30, 55-57.

0 Ungeheuerie die elektronische Musik ‘erfunden’ wurde 133.
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What is significant, therefore, is that you proptwe performers and apparatus
combined together: the question is, is such a coatioin admissible? Pierre
Schaeffer tried this in his work ‘Orpheus’, but therformance at Darmstadt last
year (a sung cantata together with loudspeakerds)umas not convincing. The
fields of sonorous expression produced by a vantkly electronic music are in
fact too diverse. | fear that likewise in a comlioia of traditional musical
instruments and electronically generated soundighat will be created is an
impression of contrast. Alternatively, it could b®re natural if the piano and
the flute were to be inserted into the procesdesftenic organisation and have
their conventional sound taken from them, with aecuate positioning of
microphones and further technical means. The resgoltld then be fixed and
ready on magnetic tape, and | think that this foldyi is the only adaptation for
the new means. ... Above all, connecting it with othausical instruments
would require, in my opinion, a large amount ofgamatory work, and would
need to be proved aurafly.

Maderna had unwittingly wandered into the ‘lattay duerre des bouffonthat was
developing between Parisianusique concretand theElektronische Musilof Cologne’>?
Meyer-Eppler already veered towards Cologne’s athip concerning ‘acoustic’ sound
sources, and seems to view pessimistically the gz combination of live music and
electronics in a public concert. The incongruitytimbre and coordination between the
human voice and the electronically generated soahdsnagnetic tape led not to synthesis,
Meyer-Eppler argued, but simple contrast. HoweMagderna was determined to go ahead
with his project. He aimed, according to Scaldaféordo two things: ‘timbrally enrich the
instrumental sounds, and to make a bond betweervdheus transformations of serial
material’>® So it is obvious from the finished product thatddea wanted to conceive the
overall serial dimensions ‘more on the concepthaintthe acoustic level’ as a primary
stage, and to assign a synthetic role to the secgraiage in the recording studio, whereby
the mediation between live and electronic soundcgsuwould be determined and the tape
part realised; material first, technology secondwver, such a viewpoint was to change as

the years went on. Scaldaferri remarks that Madeascommencing

51 Letter from Meyer-Eppler to Maderna, 14 May 19&frinted in Baroni and Dalmonte e@udi su Bruno
Maderna 62-3. ‘Orpheus’ is a reference to a lecture sessititledDie Klangwelt der Elektronischen Musik
(“The Sound-World of Electronic Music’), which wé&slowed by the first performances of Pierre Heangd
Schaeffer'sSymphonie pour un Homme SEL849-50) for tape recorder and th@imphée51(1951) for tape
and vocal choir.

*2 Osmond-SmithBerio, 12.

%3 ScaldeferriMusica nel Laboratorio Elettroacustic60.
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a journey that started with the view of electrotools simply as a timbral
extension and a stimulus for complex serial develut, but later arrived at
mature works in which, on the contrary, the verinpof strength is found in the
exploitation of theechnicalpossibilities of tape musré.

But in 1952, as the Darmstadt course rapidly apgred, Maderna was writing to Nono that
he had only written 80 bars, and that they ‘are valbng’, seemingly struggling to
understand how the electronicising of some of hieas would alter their rigid
compositional dimensiorms.So when his studio date arrived on thé' 2line, Maderna’s
planned work took an altogether unexpected turn.

Taped material in Bonn had, since 1948, been pextily the ‘Melochord’, an
electronic keyboard invention of Harold Bode (searple 7. 17). A conventional five
octave polyphonic keyboard was used to deliverssiidal-wave sound signals which could

be manipulated in their attack and decay, vibratao, volume (using a foot pedal).

This instrument spanned five octaves, and was tgeoBkitive, meaning that it
responded to pressure applied to its keys. The dhielm@ was also the first
instrument to feature a split keyboard, wherebylibtom two octaves could be
sent to one tone generator, and the top threeseamother. The instrument also
featured envelope generators that could set thditang shape of a note. Filters
also could be set to establish formant regionsftarent pitch areas®

** |bid., 61, italics added.

%5 Letter from Maderna to Nono, 30/31 May 1952, qdateibid.

%6 Ballora, ‘History of Electroacoustic Music. The I6gne Studio: Elektronische Musik’ on-line (acceb4e
Dec 2009).
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Ex. 7. 17:Meyer Eppler at the ‘Melochord’, 1951 (photo indé¢tmeuerWie die elektronische Musik
‘erfunden’ wurde .,.129)

i
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The output from the Melochord could then be disecticorded onto magnetic tape,
at which stage various manipulations could be appliooping, splicing and retrograding.
However, for Maderna’s purposes, the idea was oadayer audio effects to compose a
stand-alone composition, but to create a seamlésdevihat integrated an electronic tape
and a live flute and piano line. Example 7. 18 shtle sketch for its opening (bars 1-19).
The Melochord line (marked ‘El.’) takes its placaangst the sparse texture, at times with
an unidentified envelope filter signalled, at otlieres with an undulating line ‘signifying
vibrato and always in proportion to the indicatedtWw (as the note indicates). The slowly
meandering part writing is obviously set up to gamugh time for the novel timbres to
interact with one another; the line shape-shiftsvben instruments, exploring extremes of
dynamic and attack, using a variety of articulagiotelineating foreground and background
objects (using the Schoenbergian Haupstimme/Nebesti markings) and venturing
towards Klangfarbenmelodie. As Niedhoéfer writesasddrna ‘takes the opportunity to turn
what could be realised mostly as a single line mtexture that projects single pitches as
well as simultaneities’’ One can clearly see how this music attempts takitha dual,
hybridised state: music in 2D, as it were, a stgky direct renunciation of the modernist
alienation of the composer from the interpreteru@ed as it was in the most
technologically advanced context), and indeed toamtic Werktreueitself. In a Darmstadt

lecture of 1959, Maderna commented:

Music in two dimensions! What does the conceptiofethsions mean to me? By
dimensions | mean forms of musical communicatiarstly, with traditional
means, performers who play instruments or singramtfof an audience, and
secondly by means of electro-acoustic recording @amtoduction, in which
there are employed, or processed, electronic erumental sounds which have
been recorded ... A synthesis of both these pogsisiliwhich | call
‘dimensions’ seems to me to be particularly frdigince the performer — faced
with the realisations of sound which are fixed ape, made by the composer
and controlled by him — achieves a much closeramintith the composer .>®

" Niedhéfer, ‘Bruno Maderna’s Serial Arrays’, pa2A.
%8 Quoted in FearrBruno Maderna296.
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Ex. 7. 19:Sketch material of bars 96-103 from MademMasica su due dimensigmeproduced in Scaldaferri

(preface to the score, Appendix 2)
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A second sketch (Example 7. 19) shows some dismiityilto the first: the texture is
much more rhythmic — at times canonic — with aneupitute melody offset by a lower
hocket-like structure. The tape part is notatededehtly: instead of direct pitches, three
pitch areas are giveralfo, medio, basschigh, middle, low’) and the part is much more
like a percussion line. Additionally, a Celeste bagen added to the instrumentation, and is
also present in a third sketch of bars 32-54 (hot), where the notation of the electronic

tape is, according to Raymond Fearn, more deseeipti

Maderna, as was his custom in work later in theaMibtudio di Fonologia, gave
descriptive titles to varieties of electronic soufieddo allucinato: ‘cold
hallucination’; ‘suoni fissi gli altri: ‘the rest fixed sounds’suoni morbidi,
ondulati”; ‘soft, undulated soundslamiera’: ‘sheet metal’}>°
Unfortunately, it is probable that such subtle shgsl of effect were lost in the eventual
performance. Maderna emerged from the Bonn studlo alcompromised work: all of the
instrumental parts had to be recorded by the M@atHeaving only the central episode for
flute and a solitary cymbal stroke at the closéh&smuch vaunted ‘second dimension’ in
the Darmstadt performance (see Example 7. 25) Matercomposition did not in fact
synthesise, but instead juxtaposed, live and eleictrmusic, in the format laid out at

Example 7. 20 — precisely the solution Meyer Epplanted to avoid.

bars: 1-63 64-95 96-103
F1 F1.
. 5 F1 Cel,
Sketches: Fl + pere.? P
Pn. Tape
[played tive) dca}dengi =
(all played on ayed live etived from g [all plased on
melochord) bars 96'103?-' melochord)
—
time: 0700 - 201 2701-5"01 ’ 5701- 7743
|
o]
Darmstadt Tape Solo L & Tape
performance: Flute 2
L
: Cymbal

Ex. 7. 20:Sketch form oMusica su due Dimensignvith eventual performance outcomes

%9 Fearn Bruno Maderna78; sketch on pg. 83.
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Compositional identity and the ‘tecnica degli sposati’

However, even given the failure of Maderna’s sysihdts potential and influence is clear.
And in fact its serial material alone gives plenfyfuel for discussion. By 1952, Nono and
Maderna had fully developed the technique that thbglled ‘tecnica degli sposamenti’, or
‘technique of displacements’, and had been usingdbmpositions such dsiprovisazione

n. 1(Nono) andStudi per il “Llanto” di G. Lorca(Maderna) from 1951° As can be seen in

a lecture given in 1953/4, Nono’s veneration of 8ukoenbergian heritage is shared less by
Maderna, and the elder composer’s insatiable apgdeti novel compositional tools led him

to integratesposamentat a deep level in his compositions of the early(0E9

What | did not like about twelve-tone theory is thrnciple by which, once a
series is given, it has to reappear in its entiregntinuously, vertical and
horizontally, for the sake of consistency in thesioal discourse ... Slowly but
surely | proceeded to the study of serial mutations! | reached an elaborate
system of totally complex and rigorous mutationswhich, in (for instance)
their rhythmic and timbral constructions, have amenon with other composers
the virtue of being the consequences of an origanakis of thought. ... as you
will see, there is no longer any need for the foundamental forms of the series
as defined by Schoenberg to reoccur (original, isiea, retrograde, retrograde
inversion), especially if the work uses an integsaries. Throughout, the
expressive continuity is secured by the rigoroustespatization of mutatiorfs.

The work has two series (Example 7. 21a), bothvddrifrom permutations of three
interlocking interval successions: {2+, 2+, 2+, 2€pb, 4, 3-, 2+}, {4, 3-, 2+, 5}
Niedhotfer has demonstrated how in the opening Mt section, series [a] is permutated
through 16 serial arrays to generate pitch andchrhig material, finally ‘wrapping round’ to
its original pitche$? Each pitch is also attached to a durational uBtample 7. 21b); thus
rhythm is serialized, though (as in Non&/ariazione Canonichenot independently from
the pitch serialization — in Nono, the two mapp@&tioceach other dyadically, in Maderna,

the relationship is less systematic.

€0 See Borio, ‘Sull'interazione tra lo studio degthizzi e I'analisi dell'opera’, 1-21.

1 Maderna, unpublished lecture from 1953-4, repdiiteVerzinaBruno Maderna. Etude historique et
critique, 46.

%2 Niedhofer, ‘Bruno Maderna’s Serial Arrays’, pa2a. Niedhoéfer's work on this piece is the firsfidy
explain its serial operations, and much of theofslhg analysis is indebted to his archival worktbe
sketches.

8 |bid., paras. 22-30.
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24+ 2+ 24+ 2+ 1 rotation 24 2+ 2+ 2+
5 4 3 2+ \O i> 4 3 2+ 3
4 3 2+ (5 ER )
[b]
[a]
e
ﬁ T : - b‘b
I ey ie— st B —
\!_j - = - : —
2+ 2+ 2+ 2+ 2+ 2+ 2+ 2+
5 4 3 2+ 4 3 2+ 5
4 3 2+ (5 3. 2t 5 @

Ex. 7. 21a:Series [a] and [b] from Maderna4usica su due dimensiqgmnith their derivations from rotated
interval class sets.

dod d e o

Db C F Bb
E D B

F# Eb
D G

G#

Ex. 7. 21b:Rhythmic series from Madernaidusica su due dimensioni

Niedhdfer's analysis does not extend into the secgettion, the subsequent flute
solo. Here the material is generated by a pernwuntatf series [b], with durational
serialisation. The pitches of the series are ctastethe first array in Example 7. 22a by a
dot for each note. A displacement table (Exampl@Zh) is then used to move the dots
along to the next array; so, for example, theahpitch class C moves 11 spaces, Bb moves
9, F moves 11 and so on. Thus is generated a semwag. Since the columns of the
displacement table contain the same numerical safarly in different orders) after 16
sposamentall of the original pitches ‘wrap-around’ back orable 1°* The 16 arrays that
arise from this procedure (Example 7. 23) are igBithilar, and crucially now contain both
pitch gaps (columns with no dots) and pitch simmdtdes (columns with more than one
dot).

% As Niedhéfer points out, this type of displacemtahie is not a conventional magic square (asen th
Improvisazzione no,1951/2 or th&ranichsteiner Kammerkantgt&953). It is only the columns that sum to
176 (ensuring the wrap-around), not the rows. Jlgdra. 27.
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1. 2.
1234367 8 9101112 12343567 8 2101112
A= 1 . 11 rd
Bb= 2| |- 9 3« p—(11) > -
= 3 . 10 .
= 4. 11 =>[.
S - : 2 i
’ * 13 7 orid 3
= 7 . g e =
E= 3§ . 9 >~
= 0 . 11 g
Fe= 10 . 12 | -
G=11 | — 10 3|
G#= 12 - 15 2K

Ex. 7. 22a:Displacement of series for Madernsisica su due Dimensioiri a serial array, according to the
numeric values in the second row of Ex. 7. 18b.

C |Bb| F |[Ab |[Gb [Eb [C# | B | A | E | D |G

n o i 15 |12 o 12 1o fu fino 13 fio

15 |11 |9 19 12 |9 11 1w |9 1o |13

o [ 15 [ Jo T2 [o Tw Jia 113 fu fo

o lis | 9 12 |9 12 |14 |10 |10 |9 11

I 13 10 9 10 14 11 9 12 11 9 11
_\_J-__m .][]. 13 11 14 10 10 |12 9 15 11 9
! 13 |1 9 10|10 B 14 12 |9 o |1 15 |
10 |9 1 13 |1 0 |10 |9 12 |11 15 |1

o |12 [o T2 Jo n |15 [ |9 0 (1w |4 |
(12 [o 12 |o K |9 1l {4 | |
(12 lo 12 lo 1u [1s Tu i3 Jw [w [0 |u
o [z Jo Tz [os [ fo Tw T3 [ [u [0
0 |10 |1 14 |13 0 |9 1 15 19 12 |9
(i s [ Jio Jio i3 [ s [u iz Jo |2
(10 | |14 [ |1 o o o [ [ |o 12
4 11 [ J9 o[ i fo lo 12 jo |

Ex. 7. 22b:Displacement table for Madern@4usica su due Dimensioni
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23435678 910 2 2343678910 2 23435678 910 2 23435678 910 2
A= £ B A B .
2 2 1 . -] Bb .
Wil FaR) ; - B . :
4 il C -
5 A = . Ceg= 5 . 35 .
=6 I =6 = 6[- =6 .
== 7 ] £ [Tl == 7 . D 7 . D= 7 .
Il . . E= 8 .
11 . . F= 0 B
. . F# .
G .
0 . G#=12 .
S. 6. 7. 8.
23435678 910 2 123435678 9101112 23435678 910 2 2343678910 2
. . b= 2 . 2 :
. o - ; - L .
= & . 6 - = 6 .
7 . z= 7] . = 7 B De= 7 .
3 = . 3 E= . B
9 . . o . T= .
10 . . 10 . Fe#= .
11 . 11 . G
. =12 . B G .
9, 10. 11. 12.
234567 8 910 2 234567 8 90101112 23435678 010 2 23435678 910 2
6 . - 6 .

13. 14. 15. 16.

2 43567 8 010 2 2345678910 23456789 234567 801011
. A= 1 - L = . A -
N . 2 - Bb 2
; 5 p 5 . o 5 .
. . 6 |- .| D=5 .
. w= 7 . De= 7
. . . E= § .
N . . F= ¢ .
. . . Fz= 10 .
. - . G 1=

G#=12 . =12 - G#=12 -
Ex. 7. 23:Serial arrays permutating series [b] of Maderhisica su due dimensioni
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It is these ‘gaps’ and ‘simultaneities’ that Maderxploits in his orchestration of
the material generated (the solo flute sectiorhefwork, seen at Example 7. 25 in its final
incarnation). The composer uses the pitch matefidie arrays in this ordet: —2 -3 -4 -
5(%) — 6 — 7 — 8 — 9(modified) — 10(modified) —112(modifiedf” Example 7. 24 shows a
section of this line; each gap in the pitch matecames to represent a rest, whilst a
simultaneity represents a chord: in the flute kig@ich draws on this material, the first is
interpreted as a crotchet rest and the secondlar @ two-note tremolando, a grace note,
an alternate-note tuplet or a trill between nolfdsis though the array does not provide the
sum totality of parametric information (Madernallstises fairly coherent and standard
gestures) it does provide an extra ‘dimension’h® tonventional serial model, whilst on
the surface appearing freer by, for instance, atigwmote repetition.

Such ‘explorations’ demonstrate an insatiable apgp&ir what Maderna often refers
to asnuova mezzi‘new tools’, which function as ‘a response to ndecritique of — the
dodecaphony of the Second Viennese School and Dailiixpiccola’® As soon as the next
year, in theSerenata no. Z1953/4), Maderna takes the concept of ‘displaceihee stage
further, developing a serial ‘filtering’ technigberrowed from the electronic studio which
removes durational units from a serial orchestraiio order to lighten the texture in a
manner analogous to the filtration devices bulib ithe second version of the Melochord in
1953 It is instructive to note how these works fit ifite narrative of post-war serialism.
Whilst increasingly giving the composer total paesinc control and integration — as in
Boulez and Stockhausen’s contemporaneous worksy-dschew the linking factor to the
serial tradition: that any set (of pitches, timhres rhythms) is to be aorderedset. This
was the ‘aesthetic’ which guaranteed unity for Sciierg, and by which he argued the
twelve-note technique could replace the tonal systéthout losing its coherence. And
whilst thetecnica degli sposameniias the potential to generate an enormous amdunt o
material, as Chapter 6 argued, it is unified ortlgh@ ontological level (i.e. in its origins)
not at the phenomenological level (i.e. in its sBun

® The remaining arrays are used to generate'tree@tion of the work, for tape.

% |bid., para. 41. Verzina notes that the similabigfween this mutation procedure and Boulez’s pre-
compositional techniques of the same period. VerZifiecnica della Mutazione e Tecnica Seriale irefV
Briefe’ (1953) di Bruno Maderna’, 312.

%7 Niedhéfer, ‘Bruno Maderna’s Serial Arrays’, paras:38.
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Ex. 7. 24:Bars 8-19 of the central flute sole from Maderrndissica su due dimensiqrierived from serial
arrays 3 and 4.
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A historical postscript: Berio in New York and theth to theStudio di Fonologia

Maderna was undoubtedly the first Italian compdseexplore the new possibilities of
electronic music in 1952. However the impact ofthevelopment did not immediately
‘feed back’ into Italian musical culture, and it wd take until 1954 for a more widespread
dissemination of electronic ideas to occur. Cruamlthis process was the burgeoning
compositional career of Luciano Berio who, aftetegade of composing juvenilia in a neo-
classical idiom, was beginning to establish hisutappon on the Milanese concert scene. A
large influence on Berio’s early music, as shallsken, was Dallapiccola, with whom he
studied in Tanglewood in 1952. An additional ben&di this course of lessons was the
opportunity it afforded Berio to be in New York ¢ime 28" October 1952, where the first
public concert of electronic music (held in the Mus of Modern Art) featured tape music
by Vladimir Ussachevsky and Otto Lueniffg.

The music obviously left its impression on Berichavreturned home and wrote
eagerly in the pages of the recently establishddiapason of ‘a sonic pulsation never
before heard’ that ‘filled the ears of the hearét$iis article notes with displeasure that ‘no
young lItalian musician has until now been able ¢oiosisly ‘consume’, in their own
country, electronic experiences of this sort’, gsihe complaint that occasionally escaped
from his pen (and those of Maderna and Nono) is ga@riod which cast Italian culture as
backward-looking, constantly behind in European nténgarde trends, putting its
‘redemptive hope’ in ‘tenors and mandolidSThe trope ofiberta, with its utopian dreams
of total compositional control, is a motivationaktor in Berio’s plea for an exploration of
the electronic world, expressed in the remarkabipitious rhetoric of ‘sound-source’, ‘free

states’ and ‘sound-plasma’:

Given a sound source — which could be any instrimeed in daily musical life,
the violin, piano, flute — it is possible to orgsmia musical discourse beyond the
limits of the instrument, delivering it from theattitions and unbroken realities
of its own sound ... using superimposition, editioganging speeds, reversal,
masking of the attack of a sound etc, one findseliemmediately in a musical
reality no longer given by one instrument and fribsntechniques but from the
whole sphere of electronic knowledge ... rhythm, hammn melody and timbre,

% See Cross, ‘Electronic Music, 1948-1953’, 56-59&aliscussion of this event, and for Ussachevskly a
Luening’s testimony.

%9 Berio ‘Music for Tape Recorder’ in Zanettia Musica Italiana nel Novecentt685.

"% 1bid., 1685. It is unclear whether Berio knew tianors and mandolins’ was an infamous pejorapive
down of Enrico Caruso used by Mussolini in 1931rus&in, The History of Western Musiiv, 751.
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the various factors that enable us to coordinatsicalifacts, are in the case of
music fortape recorderalready present in a free state, almost released &ny
material and acoustic identification; almost asngbplasma, able to conform
itself to any and whichever psychological me&ns.

But it is clear from the end of this illuminatingiale that Berio had a more practical
aim than to write a purely aesthetic manifestoh@fidedly he suggested, ‘if nothing else’,
there was a connection to be made to the radioeafity, he had already been actively
pursuing such a course and, with an introductiohuigi Rognoni (head of RAI'STerzo
Programma from Dallapiccola, his ‘contacts within the RAtqiiferated’”? As early as
1953, the year Berio met Maderna, the two joinectd® with Roberto Leydi and the
technician Marino Zuccheri to research and producadcastablenusique concréte be
used ‘in soundtracks and as backgrounds for fictidthese were possibly first heard in a
RAI broadcast on the"bf December?

By this point, Maderna and Berio were angling foredectronic music studio to be
set up in Milan to rival those of Paris and Colaghe this end, the two composers and their
technical team worked towards two new compositi@equenze e Struttufentirely for
electronics) and, most importantlgjtratto di Citta a ‘radiophonic portrait of Milan’ and
‘collage of sound-images’, describing ‘one day lie tife of Milan from dawn to dusk®
The success of this second work is self-evident:18$5, RAI had agreed to fund an
electronic music studio titled the ‘Studio di Foogia’, with a remit to both contribute to
scientific acoustic research and develop the mrtigtld. Resources were not as freely
available as in Cologne, but as Osmond-Smith argthes ‘technical limitations of the
studio’ ended up as ‘its most individual featui@tape production process using a ‘bank of
nine oscillators’ which were to revolutionise syegfsed sound in the 1956s0ut of this
studio, works such as Madern&gntaxis(1957), Berio’'sThema, Omaggio a Joy¢&958)

and Nono’'sA floresta é jovem e cheja de vi@h966) would demonstrate how Berio’s

"L Berio ‘Music for Tape Recorder’ in Zanettia Musica Italiana nel Novecent®686-8.

"2 For a general overview of this period, and thatiehships between RAI and what was eventually to
become the ‘Studio di Fonologia’, see de Benedatid Rizzardi edsNuova Musica alla Radio. Esperienze
allo Studio di Fonologia della RAI di Milanand de BenedictiRadiodramma e Arte Radiofonica. Storia e
Funzioni della Musica per Radio in Italia

3 Novati, ‘The Archive of the “Studio di Fonologia Milano della RAI”, 395.

" ScaldeferriMusica nel Laboratorio Elettroacustic62.

> Osmond-SmithBerio, 12; FearnBruno Maderna79-80. See also ScaldefeMusica nel Laboratorio
Elettroacustico 64. Ritratto di Citta won the covete®rix Italia in 1955.

6 Osmond-SmithBerio, 12-13. The studio also contained a white noiseggor, amplitude selectors, a
dynamic modulator, ring modulators, a frequencytshipulse modulator, and various filters.

325



Chapter 7

tenacity had established in Milan one of the priymagntres of electronic music research in
the late 1950s.

Berio: Chamber Music (1953)

And 1950s Milan was fast becoming the epicentreltalian culture. The Studio di
Fonologia was just one example of a burgeoning @edtive world capitalising on the
artistic ramifications of the post-war ‘economicradle’, and the money pouring into the
catwalks,La Scalaand theSpazialismexhibitions brought the city an aura of glamoutt tha

lasts to this day:

The Piccolo Teatro was coming to turbulent life enthe direction of Giorgio

Strehler ... Milanese galleries were beginning teetakpredominant role in the

marketing of contemporary art ... the very skylineMifan was sprouting new

and challenging shapes as the Olivetti offices §)9the Torre Velasca (1957),

the Torre Pirelli (1958-9) and the Torre Galfa (2PBose from the ground. Berio

and Maderna were providing the musical complememnrte of Milan’s most

adventurous decadés.
On the musical front, the establishment of the fason International Music Centre’ by
Luigi Rognoni in 1948 (with the express aim ‘to &kethe cycles of indifference and
diffidence that enclose contemporary music’), tBsuing of its companion journdl
Diapasonbetween 1950 and 19%5the pioneering work of the ‘Studio di Fonologitie
hegemony ofCasa Ricordiand Edizione Suvini Zerbonin the Italian music publishing
sphere and the high-profile concert series ‘Inadvusicali’ started by Berio in 1955 all
testify to Milan’s musical dominance of the decaded one other crucial ‘musical
meeting’ occurred there in the 50s: that betweerioBand the young American singer
Cathy Berberian. Her astonishingly versatile voiemuld result in an artistic collaboration
spanning decades, and would inspire Berio’s fasonawith virtuosity, ‘understood not
merely as technical dexterity, but as a manifestatf an agile musical intelligence that

relishes the challenge of complexify'The first work Berio wrote for he€;hamber Music

" Osmond-SmithBerio, 13-14. See also Paulicelli, ‘Art in Modern Itafyom the Machiaioli to the
Transavanguardia’, ifthe Cambridge Companion to Modern Cult286.

8 First issue ofl Diapason ‘Editorial’, 1 (author/s presumably the editoriahm). See also Zanettia
Musica Italiana nel Novecentd131-34.

9 Osmond-Smith, ‘Berio, Luciano’ in tHéew Groveon-line]. See also Osmond-Smith, ‘The Tenth
Oscillator: The Work of Cathy Berberian, 1958-196513.
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(1953), exhibits a beguiling sense of vocal inwestiess and a refreshingly heterodox

approach to compositional systems, under the gifiaa impeccably post-Webernian work.

‘Consuming’ the system: serial and formal elements

The influence of Dallapiccola, in all probabilitagnered more from his music than from the
brief (eight weeks) period in which Berio studiedhahim at Tanglewood in 1952, is where
most analyses of the younger composer’s early nsisits. Berio later famously recalled
that

| reacted to Dallapiccola with four different workSue Pezzifor violin and
piano, Cinque Variazioni for piano (based on the three-note melodic cell —
“fratello” — from Il Prigioniero), Chamber Musi¢setting poems by Joyce) and
Variazionifor chamber orchestra. With these pieces | entetedDallapiccola’s
‘melodic’ world, but they also allowed me to escéqmen it.*°

Whether or not this sense of ‘exorcism’ from Daitapla’s spectre (as Osmond-Smith has
it) is a useful paradigm with which to considerstimusic, a cursory glance @hamber
Music shows the piece to be overtly Dallapiccolian oa #urface: scored for a lyrical
ensemble of female voice, clarinet, harp and o@allapiccola specialised in such small-
scale vocal combinations); setting poetry by Jadmse (whom Dallapiccola had first set
in the Tre Poemiof 1949 and would return to in 1958 RRequiescant over three
movements; serially constructed (often on a canbagis) but with a mellifluous sense of
melodic line and the ‘sweet’ harmonies identifiedthe discussion of th&re Poemiin
Chapter 3. Certainly the beauty in Berio’s musianiere immediate than the calculated
dialectics of Nono and Maderna. Yet the engageméhtthe serial system is not located in
the technique’s systematising, balancing effeanfsgtrical constructions, row-as-melodic

fragment and so on) but in the way the seriessigirational but not sovereign:

when Berio establishes a reservoir of pre-compmsdi resources, he aims not at
a self-defying ordinance, but a stimulus to the gmation that may well
function as much by transgression as by observ&oe.consequence of this is
that the analyst will often find in Berio’s scoresly hints or remnants of a
‘system’ which has in effect been consumed in tloe@ss of compositiof.

80 Berip, Two Interviews53.
81 Osmond-SmithBerio, 9.
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The row seen in Example 7. 26 certainly provideplancellular fragmentation and
symmetrical melodic patterning: it contains a ladggree of inversional invariance, and

units also related by retrograde.
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Ex. 7. 26:Row for Berio,Chamber Music'Strings in the earth and Air’

However it is obvious from the opening of the fisbvement — ‘Strings in the earth and
Air’, the first poem from Joyce’€hamber Musie- that the series is not always going to be
used systematically. This introductory dialoguewssn the harp and the voice sees the
voice playing on the retrograde invariant properté the row without the need to stick to
the order in its entirety, whereas the harp, he#tmtbst as an obbligato circling around the
central vocal line, does not follow the row at #&lking only the minor third leap (the most

prominent intervallic gesture, as the vocal linevg$) as its inspiration:
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Ex. 7. 27:Bars 1-4 of BerioChamber Music'Strings in the earth and Air’

Following this, the four instruments engage in iseanonic passage with a closer fidelity
to the series (Example 7. 28). Though the imitabetween the cello and clarinet and two

hands of the harp is clear, it is not exact, anthat rhythmically the cello line dissolves
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into faster double-stopped passages in bar 8. Tler@so a large amount of series
‘borrowing’ between parts; unlike in Nono\ariazione Canonichethis is not due to a
tracing of melodic shapes across different timbitag, simply a more relaxed, intuitive

approach to melodic material and a desire to fitlthe total chromatic; if Berio can find an

unwanted note already in another part, he dispesgleshe need to use it:
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Ex. 7. 28:Bars 5-8 of BerioChamber Music'Strings in the earth and Air’

This is the most strict serial section; as the mustt progresses, the row becomes

harder to trace, and the writing becomes much motent on fulfilling gestures —
accentuating the Ab-C dyad in bar 15, creatingoavifig whole-tone-arpeggio texture in
bars 17-19, servicing quasi-tonal harmonies in2iaP2 — rather than on seeing out any
pitch order. Fragments of the series are retaimaeeler: the minor 3 dyad is particularly

prominent, especially in its ‘scotch snap’ rhythfrtlee opening (see the vocal part bars 22

and 24-5). Moreover, charting what serial manoeuthere are in the music (Example 7.

29) demonstrates an underlying logic: the departame return arch. As shown, a

fragmentary serial structure can be boiled dowubh successive stages to the lower,

circular figure, which posits the retrograde of ttosv as the central and starting point.

Gradually over the course of verse 1, there isasition to prime form; the return is made

in the first half of verse two, and then a tramsitto inverted forms of the row in verse 3:

329



Chapter 7

Intro V.1 V.2 V.3 Coda
P(4)
R(D) P(1)frag RI(0) RI(S)frag 1)
R(O) P(U)frag 1an RI3)frag
P(l)frag RO

P(2)

P(1) P(2) RI(11) P(2)

reduces to

R 4

R PR Pfrag R/RIT Rifrag —— 1

reduces to

R P R 1

reduces to

~

R
) \E
viffV?
P I

Ex. 7. 29:Serial structure and reduction to departure-retoodel in BerioChamber Music'Strings in the
earth and Air’

This structure is a macro-level projection of thienmlevel aspect of the original
series, in which retrograde form was the linkingnponent between the highly invariant
prime and retrograde forms. Whilst this is harddtecern aurally — a consequence of the
fact that (contra Dallapiccola’s standard practBejio does not clearly delineate his verses
— it is undoubtedly present and intentional, andilsththe arch shape fornis a
Dallapiccolian trait, Berio’'s use of it is not nssarily a gesture towards the elder
composer’s classically shaped ‘balance’, but raghieeliocentric model more akin to a view

of composition as ‘proces®.
New stylistics: virtuosic vocality and folklorisms

Berio’s imaginative musical mind was thus alreadysking out of the serial mainstream
with which he was briefly associated in the mididi$ (typified by a sporadic participation
at Darmstadt from 1953 and the orchestral wdokiesrom 1954)%3 And the surface aspect
of Chamber Musiaonfirms this heterodoxy. As the decade progresBedo was to find

82 For a similar judgment on processNpnes(1954), see Michael Hicks, ‘Exorcism and Epiphanyciano
Berio'sNone§ 256-7.
8 See Whittall Serialism 195-6.
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the medium of the voice the most fruitful arena flois musical experimentation,
culminating in works such aehema, Omaggio a Joy¢&958),Sequenza 11{1966) andA-
ronne(1975). Though the numinous, somatic aspects af sext interested Berio — with all
its connotations of ‘soul’, ‘breathe’ and ‘grain’ perhaps the greatest attraction of an
expanded vocal world was the voice’s associativaityy and its ability to act referentially
towards everyday life. Thus in breaking barriersnmisical autonomy, the lineage that
passes through Futurism, neo-realism and morerljatlohn Cage’s musico-aesthetic
productions (hi\ria of 1958 was formative for Berio) would find its td@ack onto Italian
soil. Mussgnug argues that Berio was one of thet fo realise the ‘extraordinary cultural
wealth of the human voice’, and to demonstrate h@tuine artistic innovation needs to
penetrate the historical and cultural meaning qisa@ntly ‘natural’ gestures and sountfs’.

As the composer put it much later, when delivethmgEliot Norton Lectures at Harvard:

It can be useful for a composer to remember tleastiund of a voice is always a
quotation, always a gesture. The voice, whatevdoéss, even the simplest noise,
is inescapably meaningful: it always triggers aggmns and it always carries
within itself a model, whether natural or cultufal.

Berio also regarded his vocal writing as exploitang inherent liminality between

the process of language/meaning and the musicat:eve

The most significant vocal music of the last fevcatdes has been investigating

... the possibility of exploring and absorbing muslicéhe full face of language.

Stepping out of the purely syllabic articulation atext, vocal music can deal

with the totality of its configuration&®
In Chamber Musicsuch an aesthetic is obviously in its early stagéet though certain
aspects of the vocal line can be ascribed to tfleeimce of Dallapiccola’s renowned
lyricism, other features point to a different amdeeging philosophy. Example 7. 30 shows
the opening of ‘Monotone’, the second movementhef work. Its deep, guttural tessitura
explores the texture of the female voice in sunmpgisvays: the stilted emphasis where the
(a) of ‘waters’ is repeated with an accent in baard the muted/open-out instruction on the
(m) of moan in 12-13, both blur the distinction weén sung words and instrumental

timbre.

8 Mussgnug, ‘Writing Like Music: Luciano Berio, Umite Eco and the New Avant-Garde’, 91-2.
8 Berio, Remembering the Futurgo.
% Ibid.
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Ex. 7. 30:Bars 3-16 of Beriochamber Music‘Monotone’

More examples could be given of such ‘extended Mexdniques’, constituting an
exploration of the drama of sung text: for instartbe long passages where the soprano is
directed to hum (bars 14-16 and 24-26 of ‘Stringshie earth and Air’), ‘declaim the text’
(bars 16-34 of ‘Winds of May’), or usgprechgesan¢pars 62-65 of ‘Winds of May’); the
frequent use of portamento and trilling, the maogeats put onto irregular syllables, and a
general sense that the text is to be vocalised thighaid of the notes rather than sung
directly (so, therefore, the words are printed @mionally under the music but the
underlay is often not necessarily clear). Suchttasic vocality’ is not confined merely to
the soprano, but permeates other aspects of thpasition. Hence instrumental parts are
often released into almoSequenzdike passages of soloistic brilliance. The follogiis a

long excerpt from the cello line of the first movent:
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Ex. 7. 31:‘Cello line, bars 8-20 of BeridChamber Music'Strings in the earth and Air’
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Much of Berio’s vocal language here presages athetss that would come to
regard text as a sound source rather than simpigeaning’. For example, Donatoni’'s
music is heavily indebted to Berio’'s experimentasioon the boundaries of vocal
composition, as Giordano Montecchi argues in refegeto the younger composer’s
L'Ultima Sera(1980):

[For Donatoni] the relationship between the voaad #he instrumental media
constitutes an unresolved, if not unresolvableblemo ... Throughout the eight
fragments, the voice and the word interweave witd fluid pattern of the
instruments, less as concertante soloists, rathan antimate, fluid substange.

In this period, just as Nono’s artistic contactshwhe architect Carlo Scarpa and the painter
Emilio Vedova would indicate a strong strain of ftoence between artistic mediums,
Berio was also turning externally: to the voicetlod near-past in James Joyce and that of
the present in the linguist/philosopher Umberto.Hdte first writer in particular is relevant
to this work, and Mussgnug writes that ‘Berio catoeview Joyce’s overture as an ideal
borderline between literature and music, a dynaamit deceptive play with quotations, in
which linguistic meaning fades and finally diss@hieto musical sountf

The permeation of Joyce’s text is one-and-the-sgmueess as Berio’s vocal
experimentation — which raised the ‘question of Huéce's subjectivity or objectivity’,
according to Richard Causton — and Berio’s diskation with a modernism that
emphasized the autonomy of musical structure aedripor of musical contefit. As
Restagno puts it, ‘the contact with Joyce was deegeuntil it was transformed into a
revelation, as, over time, Berio had the opporjunid explore the whole compass of
contemporary music and to draw from his earliedigs®® So Joyce’s poems (Example 7.
32), as well as providing Berio with sonic materehable him to inhabit a folkloric world
that sees metaphysical and anthropomorphic meamiting natural world and in the sound-
scape of rivers and seas, and conjures up the rinmotpgpowers of water, wind, dance and

song:

87 Montecchi, ‘Donatoni — Works,’ 9.

8 Mussgnug, ‘Writing Like Music: Luciano Berio, Umite Eco and the New Avant-Garde’, 85.
8 causton, ‘Berio's 'Visage' and the Theatre of Ed@coustic Music’, 17.

% RestagnoBerio, 10.

333



Chapter 7

I I
Strings in the earth and air All day I hear the noise of waters
Make music sweet; Making moan,
Strings by the river where Sad as the sea-bird is when, going
The willows meet. Forth alone,
He hears the winds cry to the water's
There's music along the river Monotone.
For Love wanders there,
Pale flowers on his mantle, The grey winds, the cold winds are blowing
Dark leaves on his hair. Where I go.
1 hear the noise of many waters
All sofily playing, Far below.
With head to the music bent, All day, all night, I hear them flowing
And fingers straying To and fro.
Upon an instrument. Joyce,Chamber Miisic,no. 35

Joyce, Clianber Music, no. 1

m

Winds of May, that dance on the sea,
Dancing a ring-around in glee
From furrow to furrow, while overhead
The foam flies up to be garlanded,
In silvery arches spanning the air,
Saw you my true love anywhere?
Welladay! Welladay!
For the winds of May!
Love is unhappy when love is away!

Joyce, Chantber Music,no. 9
Ex. 7. 32:Texts for Berio’'sChamber Music

Already in theTre Canzoni Popularof 1947 Berio had demonstrated his uncanny

ability to work with folk material in an utterly gelfconscious way, and @hamber Music

his musical ‘omnivorism’ is on display. From thesepresent scotch-snap rhytI,EIf in the

soprano line of the first movement (bars 2, 6,113,222 and 24) to the already mentioned
low female tessitura, the music is imbued with omhal’ musical references. Though the
application is subtle, the ideas are of a geneinc,kand do not necessarily signify an
engagement with culturally-specific forms of folkugsic (as would be the case in the
Folksongsof 1964). So a typical gesture is the evocatioa bfrrel-organ in the chords at

the climax of ‘Strings in the earth and Air’:
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Ex. 7. 33:Bars 21-22 of BeriocChamber Music'Strings in the earth and Air’

This is not the only harmonic folklorism: in thellwing example, the underlying
consonant harmony (in a passage already notedsfatrict serial adherence) has the tell-

tale heavy major/minor ambiguity which, taken aghmle, implies an underlying modality:
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Ex. 7. 34:Bars 5-6 with reduction of BeriGhamber Music'Strings in the earth and Air’

In the most adventurous movement of the work, #eosd, the folk influence extends

beyond simple quotation and association. ‘Monotpag’the title suggests, arises from the
idea of the continuous drone, standard in muchggrbus music which uses the paradigm
of an offset discontinuity against an ever presemtinuity. Example 7. 35 uses a graphical

analysis to chart the pitches of the four instrutsen
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Berio uses the canonic interplay between parts\oiee is two crotchets behind the
cello, the clarinet five) to build a musical ‘presepiece’ whereby pitch material is first
focussed onto a central ‘A’ and then widened, me hvith what Osmond-Smith describes as
Berio’s evolving ‘tendency to focus the listenesa by working with only a limited choice
of pitch materials at any one tim&As can be seen, the central ‘monotone’ is mainthine
the clarinet, cello and voice as a continuous cantth the harp interjecting. Around bar 27
(ironically — and this is surely meant to be humure- on the first actual occurrence of the
word ‘monotone’), pitch oscillations start to urtketthe texture, first on the semi-tone
above and below the A, then extending rapidly amaexplosion of notes that reach out over
a span of 3 octaves. In bar 36, this is suddenhtatoed, the texture reduced to the voice
still on the central A and dt: on the chart this is represented by the gapkdrother parts
at beat 92From here there is a more gradual expansion:dirsil, oscillations spanning a
5" then a contrary motion expansion between thénelaend the other two instruments,
reaching a bottom C# and a top a”. Then followsapid contraction, whilst the voice
doggedly sticks to its central A: only after thisimt does it move, in a gentle arc up to d”
and down again to the ‘monotone’ on which all iostents end. The effect is,
understandably, quite dramatic.

Compositional restraint, theatricality and the mmal use of pitch hints at an
expressive potential that is markedly against #rgakmainstream — alongside the crucial
control of register which means that notes do antfion simply as pitch classes. Instead of
internal thematic or serial relationships betweentent, the content itself (the monotone) is
subjected to a process whereby it is first refrh¢tmbrally, then in pitch and then register.
The very necessity of charting such music graplyigal analysis attests to uniqueness of
this development; Berio was forging a musical laaggithat would provide a map for later
post-serial endeavours, where text, timbre, gestndestyle would be radically transformed.
Michael Gorodecki’'s verdict on the music of Fram@onatoni, who came to compositional
prominence in the late 1950s, demonstrates thapdénedigms he inhabited owed a great
debt to Berio:

what crucially refreshed every work was Donatoratovery of the sense of the
quality of music: a reconciliation with the intw# part of the brain, which

%1 Osmond-SmithBerio, 10.
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could allow him to shape the qualitative side ofsmuinto an abundant
profusion of sustainable wholés.

Though Chamber Musicis ultimately contained within conventional franmks
(instrumentally, formally, texturally), it providesn indication of such future directions as

these.

92 Gorodecki, ‘Who's Pulling the Strings? Michael Gaecki Introduces the Music of Franco Donatoni)25
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Historicism contents itself with establishing a salu connection between

various moments in history. But no fact that isaaise is for that very reason

historical. It became historical posthumously, &svere, through events that

may be separated from it by thousands of yearsistoian who takes this as

his point of departure stops telling the sequerfcevents like the beads of a

rosary. Instead he grasps the constellation whiglown era has formed with a

definite earlier one. (Walter Benjamin, 1940)
This thesis has attempted to tread a delicate Ipetiheen a number of apparent opposites.
Global versus local narrative, sequential versysickh presentation, historical versus
analytical discourse, mainstream versus crossdurreasic, general versus specific
historical timeframe; all these levels of enquigvd been employed in order to carry out
what Michel Foucault labelled ‘effective historywyhich ‘inverts the relationship that
traditional history, in its dependence on metaptg/sestablishes between proximity and
distance” Rather than tell the story of Italian post-war inukke the beads of a rosary’,
the aim has been to combine a narrative and ara@otbgical approach which recognises
that a synthesis of these methods (even givemitsrent incompleteness) was the most
likely way to result in accurate and relevant casmns.

And conclusions, in this final section, are paranto@fhey have appeared in part at
various stages during the course of the text, leidiscursive nature of the subject requires
a detailed pulling together of its various histatja@analytical and theoretical strands here in
order to articulate what this thesis has demorestrabnd show how it constitutes a
contribution to knowledge. It will be recalled that the preface certain ‘colliding
narratives’ were advanced, around which the mu#&mnaaspects of this period circulated
and whose oppositional crossover defines any dismusof post-war Italian music: they

will appear inbold typeface as the conclusion progresses.

! Benjamin, ‘Theses on the Philosophy of HistoryAirendt edllluminations 255.
2 Foucault, ‘Nietzsche, Genealogy and HistoryTime Foucault Reader89.
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Rebuilding a culture: music and the ‘post-war’

Toby Thacker's 2007 boolusic After Hitleris a thorough and magisterial account of the
relationship between music and politics in theytears after the fall of the Third Reich in
Germany, tracing the course of musical propagaadistic control and politicisation from
the Allied occupation of 1945-50 to the American/i@b standoff in 1950-55. Judging a
book by its cover, the present thesis, in its @thel period of reference at least, could be
construed as parallel to Thacker's work in theidtalsphere. But it isn’t, and such a
counterpart would be an unlikely endeavour. The idiethe ‘post-war’ in Thacker’s book,
centring on the competing politicisations of musiche FDR and GDR amid the tensions
of the Cold War, is a much more concrete and wedibehented phenomenon. The opening
of Music After Hitlergives the game away, for while ‘there is a huggrditure on music in
post-war Germany’, the same cannot be said foy;ltdtewise, whilst the occupying
governments in Germany all devoted much resourcenteic control’ through which
public performances ‘could not take place as sonm kof spontaneous cultural
manifestation’, in Italy, virtually all musical &f was a spontaneous cultural manifestation,
and a disorganised one at tinfes.

But in Italy, the post-war trope is no less powkrfsimply more plural, and
functioning on the level of individual relationskjpnstitutional activity, cultural memory
and artistic style. It was crucial at the outsethid study to outline how musical life rebuilt
itself materially in order to demonstrate the tuilneaused by a war that was not simply
invasion or defence but a confusing mixture of bd@lntrary to received wisdom, the
Italian artistic scene was remarkably buoyant i 18943-5 transition years, especially in
the liberated south, and as the Germans retreatedemed natural for musicians and
audiences to return to their musical habits. Soomcert series and journals would not
survive, but the major ones (the Maggio Musicaleréitina, the Venice Biennaléa
Rassegna Musicaland Rivista Musicalg returned after a lengthy gap in late 1946/7, to
compete with a proliferation of newly establishethre cutting-edge institutions (Milan’s
Pomerriggi Musicalethe journaldMusica Il Diapasor). Ambitious events early on such as
the ‘Musica Viva' series and the Rome Internatiofestival pointed to a bright future for
modern music, even given their limitations and ooversies. As the decade progressed, it

has been seen how Italy became a hub for compaaitéebate, major festivals, prominent

3 ThackerMusic After Hitler,1-3.

340



Conclusion

performances, musical experimentation and the esneggof new talent. This narrative in

is stark contrast to the view of Eric Salzman ahdrmas Desi:

In 1946, Luigi Dallapiccola ... said that the Italiamusician, once the most

endowed and sophisticated in the world, now lackeerything. Even a

superficial impression of the Italian situation fmany years thereafter would

seem to confirm this. The next generation of ltal@mposers would have to

go abroad to establish their careers and parteipatthe new avant-garde

movements coming out of Germany and Frahce.
But this ‘superficial impression’ is exactly thauperficial, and without basis in the fatts.
Though Darmstadt membership in the 1950s was perlaap ultimate guarantee of
international fame, Italian composers still spentasge amount of their time in Italy
participating in and constructing the Italian cudtumilieu. Of course, part of the beauty of
such a milieu was that it was porous, not hermigyicsealed, and fully immersed in
international trends. But the highly successful ierinternational festivals, the aesthetic
congresses at the Maggio Musicale in 1948-9, thé91Podecaphonic Festival, the
engagement with the quintessentially Italian padditithought of Gramsci, collaborations
with Italian artists such as Quasimodo (DallapiegoVedova and Scarpa (Nono), Milloss
(Dallapiccola and Petrassi), Puecher (Maderna),dbcbStrehler (Berio), the emergence of
the ‘Nuova Scuola Veneziana’ of Togni, Maderna &lwho in 1948-50 and the ‘Studio di
Fonologia’ group of Rognoni, Maderna and Berio fra®b3, all testify to the fact that
‘going abroad’ was only one aspect of a much latgeh. Italian music in this period was
more than a homogeneous arena, but not less.

Allied control of Italy had lasted until 1946, amd this time there were isolated
efforts to ‘de-Germanicise’ the arts, primarily bging pre-war institutions such as the
British Council. The musical prominence of Ralphughan William, Arnold Bax, Michael
Tippett and especially Benjamin Britten in the 14840s arose as a consequence of this
propaganda. But beyond this, there was little gowvemtal ‘control’, and as Italy’s musical
vitality had always been heavily devolved to pmgstis historical institutions, what
conflicts did arise were the old arguments ovetestanding and bureaucracy. Some
prominent fascist musicians were immediately rerdouader Allied influence; beyond

this an uneasy air of compromise is discernablévlask Smith writes, ‘nearly everyone

* Salzman and DesThe New Music Theatre: Seeing the Voice, Hearirgdibdy 171.
® Besides, that is, misquoting Dallapiccola: he wamoaning a lack of manuscript paper and violimgs.
‘La Ricostruzione Musicale in Italia’ in Zanettia Musica Italiana nel Novecenf®51.
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had been involved in fascism and therefore the w@igponent of guilt seemed less
relevant’®

So the actual machinery of Italian music after thar displayed a remarkable
resemblance to that of the pre-war period. Thigself is the defining problem that post-
war musical composition faced: the historicahtinuity — discontinuity collision. Croce’s
thesis of history as the ‘story of liberty’ had lein to claim fascism to be a ‘parenthesis’ in
Italian society, ‘a disease stemming from a gerat tias by no means specifically Italian,
one that had been nurtured by the war experiergecally, in the otherwise healthy
adolescent body of the Italian natidnSuch thinking was an ideal escape-clause for those
who wished their fascist past to be swept undercthpet, but it was roundly criticised as
the century progressed for ignoring what Mirco Dondlls ‘the survival of a fascist
mentality in the new Republi€ The issue became a deeply sensitive one for rtalitists
and composers, and provoked a number of overlapg@ctions in which the narratives of
memory — myth interact. Chapter 2 has demonstrated how most eintkay on the
internationalism-cultural memory axis, where r@a$ to the past (past styles, techniques,
and national aesthetics) and to the outside woflateign composers, advanced
compositional methods, cosmopolitan styles) coethia number of ambivalences and
spawned a multitude of debates.

A natural move on the part of some Italian comp®serwhose (often strong)
connections to the fascist regime had progressidityinished as the full horror of
xenophobic nationalism was unveiled — was to fralhe#r post-war musical acts as ‘anti-
fascist’. Defining this adjective is a slipperykgsvhat, it might be asked, even wascist
music?), and in practice this was simply a polib€seaction. It attempted (in a number of
contradictory ways) to remove itself as far as jmsdrom the style and content of music
that had existed before the war and the conditionshich it had been created, without
stopping to ask what had gone so wrong, causingfaank of competing narratives of the
fascism — antifascismantithesis. The most obvious anti-fascist tactic amongst dtali

® Mack Smith,Modern Italy, A Political History421.

" Roberts, David DHistoricism and Fascism in Modern Italy8.

8 Dondi, ‘The Fascist mentality after Fascism’, 141.

° An example — one of many — of the contradictiar®rent in this antithesis is the influence of @traky on
Italian musicians before the war (because of tigp @fficiency of his music) and after the war @ese of his
post-tonal harmonic/rhythmic palette), all the mooenplicated in the post-war period by Stravinsky'e-
war political opinions: ‘I don't believe anybodymnerates Mussolini more than I. To me, he isdhe man
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modernists was to gravitate towards the left-wiagg to use music as a tool relsistenza
sentiment, either by creating works ‘for the pebphea socialist realist manner, or by
forging the modernist-radical dialectic met in Cteap5 that relies on the theories of
Gramsci. But further, as Chapter 3 shows, the whel&l project itself was shot through
with anti-fascist reaction, either in its emphasis the individual'sliberta in contrast to
fascist collectivism or in its removal of music fmothe subjective sphere into an
autonomous realm of 12-note abstraction. And even rfon-serial works examined in
Chapter 4 show that they derive fully from the peat moment of rebirth: Ghedini’'s music
can be variously interpreted as escapism or exiatehbut it is certainly of its moment, and
similarly, Petrassi’'snuova spiritualita of the 1940s tries to establish a post-religious
spirituality that resonates strongly with contengy@ous trends in Italian poetics.
Anti-fascism, Italy’s post-watabula rasa was thus an ideology for all sides of the
political and aesthetic spectrum to appropriatemAgh is clear in the way thHermalist —
realist debate was played out in the musical realm: getiahusicians reacted to the
objectivised music and elitist culture of the fasgeriod, whilst formalists compared the
political proscriptions of social realism to thes¢sst regime’s totalitarian handling of art in
the ventennio Such a dispute was understandable in a countty avstrong party on the
left, and the pronouncements on formalismLdfnita around 1948-9 (and in particular
Togliatti’s interventions) can be seen as a prafiiet shot across the bows of avant-garde
culture meant to precipitate a form of rigidly peld cultural Zhdanovism on musicians
under communist influence. That debates usuallgaated with the Eastern bloc took on
an Italian incarnation demonstrates the extenthizhvthe nation was precariously balanced
between the two colliding narratives left wing - right wing, in the musical sphere as
much as anywhere else. But crucially, Italian mgsverved away from Togliatti’'s ideology
when it met such interlocutors as Mila and D’Amiegdyose historicist philosophy of the
musical subject insisted that, though artistic toeadrew its subjectivities from society, it
was not solely a social construct with a socialppse, but had an inner conceptliberta
that required careful mediating via language, synéamd if necessary advanced technique.
Later the communist Nono, who condemned sociaéslism in print and through his

music, would further strengthen this ca®So into the early 1950s, when competing

who countsiowadays ... he is the saviour of Italy and — lehogge — of Europe’ [from 1935]. Quoted in
Sachs (amongst other$jusic in Fascist Italy168.
19 For Nono's views on Zhadonovism, see Restatjioma 30.
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versions of the historical narrative of the postwawed seeds of discord and instability
into political life, musically speaking it had pnacked the plurality of compositional practice
resulting from anti-fascist reactionism that form#te bedrock of an Italian musical
renaissance. This made Italy an exciting venuenéay music into the 1980s; by then anti-

fascism, as ambiguous and controversial as it g proved artistically very efficacious.

Italian musical modernism 1943-1953

‘The period to which | make reference is brief enfr 1946 to 1954 — but very
intense in the history of twentieth-century Italimosic’ ™

Italian musical modernism in the post-war period tierefore highly stratified and
differentiated. This is in part due to the diverseanings of the denotation ‘modernist’ in
European mid-twentieth century culture. In thissthat has been used, reflecting current
scholarship, in its widest sense to refer to mtsat is modernist in intention (i.e. serious
and intense, looking to forge a style that was smwemeant to be ‘new’ and to point to a
way forward, meant for an elite audience), modeérmis substance (i.e. post-tonal,
incorporating elements of dislocation, lack of gmentality, anxious fragmentation
between tradition and modernity) and modernistantext (i.e. music as the composer’s
statement of reality, received as a ‘progressive) ®n a compositional path, measured by
‘influence’ on others). Ultimately, it is a comptishal attitude rather than simply a styfe.
Therefore it incorporates a spectrum of music freath avant-gardisms as integral
serialism to ‘renovations’ such as neoclassicigpr@gsented, perhaps, by Nono and Casella
in this study); under this definition, no Italiaromoposer was left untouched by its
infractions and ironies after fascism. Indeed,rtieest telling implication of this thesis is that
exploring such complicated and inspirimyodernita is perhaps more interesting (and
certainly easier) than categorising it.

That this sort of plurality of modernisms existdubsld not detract from the large-
scale compositional transitions in this era: mosens, like any other isms, shift and move

in relation to each other (and, of course, alteintensity). It has already been emphasised

1 Borio, ‘L'Influenza di Dallapiccola sui Composiidtaliani nel Secondo Dopoguerra’, in de Santis ed
Dallapiccola: Letture e Prospettiv858.

12 Whittall speaks of an overall category of ‘postabmodernism’ which ‘lay at the heart of a complex
compositional web whose diverse stylistic and $tnat elements embraced or resisted that moderdsm
varying degrees’. WhittalExploring Twentieth-Century Musit86. See also his discussion of ‘the meanings
of modernism’ inMusical Composition in the Twentieth CentuByl1.
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that the evolution from the pre-war neoclassical decorative styles of thgenerazione
dell'ottanta (Malipiero, Pizzetti and Casell&) the multi-faceted high modernism of Nono,
Maderna and Berio seen in Chapter 7 was not antaide (teleological) process. It was,
however, as Borio recognises, a ‘very intense’ gearSuch intensity is unimaginable
without theserial — non-serialnarrative, a trend which left no single Italiamgmoser of
any stature untouched. Aesthetic changes occuryimmaisical generation, but serialism was
different: it was a whole new way of going about firocess of composition, and offered
utopian dreams of freedom and unity. Previousliesthad altered over time, but serialism
offered a totally nevinguaggio musicale

Serialism was an aesthetic reaction to the postewarpositional crisis, a crisis no
less real for being ideologically constructed anativated. Without the sweeping away of
the mannerisms and decadence that the fascistyarhofized (as well as many of its
musicians), and without the heavy emphasis on egition and rebirth, serialism would
never have had the impact it had on Italian musialilre, and the compositional careers of
Maderna, Nono, Berio, Donatoni, Clementi and matheis would have been remarkably
different. The effects of serialism were therefbrstoric; and so it is ironic that there was
such a strong move to base them on an absencstofyhiThe contention that dodecaphony
acts as atécnicd, not a ‘estetica argued across the journals and debates of the arigh
even a congress called to affirm it in 1949 — iglence for the underlying insecurity on

which such a dehistoricising claim is built. MassiMila saw through it immediately:

the profound motive lying behind the resistance edagphony meets is its
manifest affirmation that, in origins, it is an é&xsvely technical fact of nature.
In reality, dodecaphony is in fact a technique,tirat complex web of historical
connections, is joined to an affirmation of custamd of temperament, to a
choice of a conception of life. It is a technighattin the circumstances of its
historical origin is strictly joined to &Veltanschauundgworld-view] — that of
German expressionism — and a moral climate — thahe collapse of the
middle-European cultural environment. | am suré thdoes not lack evidence
to support its actual extension much further af{eidime and in space) from the
focus of expressionism; but in arguing for dodecaphas naturally technical, it
deprives itself of its historical and psychologiiaplications™

Within the hyperrational aesthetic demonstrated icallg in works by Viad,

Nielsen, Malipiero and Togni, more than ever befmeposers were controlled by the row

13 Mila, ‘La Dodecafonia e la sua Offensiva’, 12.
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(by Schoenberg and, in proxy, history); by contrasithin the works of Turchi,
Dallapiccola and Maderna there appears a moreesutifllectic relationship in which the
row functions as the release of new composition&tmial. This second trend ensured that
while an appropriated and largely autonomous ‘Leitman’ serialism was important in
post-war Italy, the more plural reactions to iteywcation would eventually constitute the
future of Italian music.

Serialism did not blossom in an epistemologicaheoretical vacuum. The bipartite
formation seen in Chapter 3 between the lyrical laypkr-rational approaches to the twelve
notes betrays an overarching dualism in the mosepsiyche betwedmguistic — stylistic
guestions, mirroring a parallel dichotomy in liten@. In modernism’s metaphysics,

Michael Bell writes, there were

two rival, apparently incommensurable interpretadiof the linguistic turn. One

view, which has its most philosophically magisterepression in Martin

Heidegger, sees the human involvement in languagesastant to technical or

external analysis. Linguistic analysis has its usessit cannot encompass the

human use of language ... The other view seeks ttd ban Saussure’s

perceptions to provide a radical analysis of celttand an exposure of its

ideology, through language. ... On this view, ifdaage is the index, and

perhaps even the creating structure, of the humaridwthen it gives a

complete critical insight into that worfd.
Previous models in the 1930s - traditional instmt@leforms, classical balance, melodic
and thematic foundations — de-emphasised the Btiguelement entirely (with Croce’s
intuitive expression and Stravinsky’s neoclassgtgle at their base), whereas both serial
and non-serial music after the war did almost #aeerse. Serialism is an obvious case in
point, particularly in its Webernian incarnatiorilst the influences of the major non-serial
composers of the early twentieth-century, Strawnakd Bartok, still came mainly in the
form of linguistic devices: structural proportioitgl a widespread octatonicism, an
ambiguity between the major and minor third wittiansformations of a ‘microseries’, the
ironic and compromised invocation of the tonal tage, invariant pitch class sets, and in
the use of ostinato and permutated rhythms.

The composers that fell under these latter inflesnia the most pronounced way,

Ghedini, Petrassi and Turchi, were also all sinmdtasly attracted and repelled by an

extended chromaticism bordering on dodecaphonyeretr investigate its potential but

14 Bell, “The Metaphysics of Modernism’ in Levensah &he Cambridge Companion to Modernisi.
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anxious to try and somehow make it their own discpvPetrassi of course goes further
than Ghedini, as reflected in their divergent latersic, whilst Turchi was close to being a
fully-fledged serial composer. In addition to théythmic, harmonic and formal
rejuvenation and the logic of discontinuity leafrdm Bartok and Stravinsky, these three
composers are brought together by their mutualchefor a post-tonal/post-romantic
linguistics that would avoid slipping into an alastr focus on musical parameter, aiming
above all — and this goes for the music of Dalleplia as well — to be comprehensible.

‘Comprehensibility’, the WeberniaRalilichkeit lost its emphasis in the Darmstadt
serialism of Boulez and Stockhauserso a crucial observation was made in Chapter 6 tha
Nono, Berio and Maderna’s music does not oblite(dteough complexity) the analytical
domain of the ‘background’, but rather providesacland obvious markers at this level. To
be sure, at the middleground level, Nono’s canfrsigmentation, Maderna’s ‘tecnica degli
sposamenti’ and Berio’s ‘consumption’ of the metlmedders such music as challenging as
Structures 1aBut the overall narrative of works such as Nolggaffi, both in its material
and formal properties, is of an exemplary claritie ideological message is the motivation
here, of course, but that does not negate the alusisult: a reconfiguration of the
relationship betweebackground andforeground.

It is worth pointing out facets such as these Famirtanalytical relevance, but also
because they show how the modernism in this thésisl, of course, in general) is
inconceivable outside the framework of twentiethtoey Italian society. Take the stylistic
difference between the chromaticism of Gian Fracmeslalipiero and the fragmented,
uncompromising music of Luigi Nono. These two namsesm apt not simply because their
styles are evidently opposed (nor because of thapil-teacher relationship, signifying
generational transition), but because they shareen in their opposition — a rootedness in
national identity. Malipiero’s came through the dibl traditions of Mediterranean
decadence, warmth and caprice, Risorgimentadream of a united Italy; Nono’s through
the struggle for the equal distribution of peace aealth and the creation of a new socialist
society, theResistenzaream of a free Italy. Whether their music displelyaracteristics of
italianita (in terms of chords, forms and content) mattess xan that their music flowed
out of national situations, invoked national synsh@nd made connections with Italian art,

literature and poetry. Looking further, one can $aysame thing about GhedinC®ncerto

15 WebernThe Path to the New MusitO.
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dell’Albatro and Petrassi'®Noche OscuraOf course, such works are still vaguely and
confusedly ‘Italian’; traits such as neo-madrigaljsconcerto grosso form, bare parallel
contrary-motion chords, motivic fixation and lysan abound in both pieces, but are
generally never fixed in place, vestiges of a cocapeéd national — international
dichotomy.

The final chapter of this thesis brings togetheguably the three most famous
Italian composers of the post-war period in a jpgition of various experimentations.
Whilst much has been written on Nono, Maderna aedoBn Italian (and to a lesser extent
English), their early music had not been subjettechuch rigorous analysis, nor typically
placed in its context of the post-war milieu, urhls point. Even Berio, the most well-
known name to Anglo-American scholars, suffersis tegard: whilst the literature is huge
on works such aSinfonia (1967) and theSequenzaycle (1958-2002)Chamber Music
prompts nothing more than a passing mention in iElmgir Italian sources. The analysis
presented here perhaps offers no new paradigmsidibse’, Dallapiccolian approach to
serialism, the ‘process’ nature of composition &mel emphasis on folk material are all
familiar), but it identifies the origin of these arfacteristics and shows how they were both
rooted inpost-war Italian musical culture aedacted uponhat culture a shift towards the
extended vocal, theatrical, virtuosic and indigesyavends which mark Italian (and much
contemporary) music to this ddYNono’sVariazione Canonichproves to be an admirably
well-constructed work with a uniquely personal Hargl of the Schoenbergian legacy,
bypassing the aesthetic/technique debates of is&idly internalising the canonic subject,
connecting rhythmic and pitch series, utilisingubtée grading system of harmonic control
and framing the whole in the spacious, antiphomeh&stral writing for which he was to
become so famous. Quotation of ‘external’ music ahé invocation of another
compositional ‘spectre’ was also a fundamental etspe Nono’s style, and it would
influence composers like Donatoni, who from thelyed®60s often started composition
with a pre-existent fragment of his own or somebethe’s work (most relevantly, that of
Schoenberg ikEtwas ruhiger im Ausdrudkom 1967).

Maderna’sMusica su Due Dimensioms but one example of how the technological

revolution embraced by classical music in the 198@s dependent in part on ltalian

16 See Fearntalian Opera after 1945especially 57-108, for a discussion of a ‘new icaigheatre’ in the
1960s, including Berio’s concept of the ‘opera &gdfopen work’), Nono and Manzonigzione scenicgaand
the flamboyant post-modernisms of theatrical mbgidladerna and Bussotti.
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pioneers, and his combining of electronics and lig@rous serialism was a paradigm-
former as early as 1953. The breaking down of @iegorical barriers between musical
media — for example, electronics and live perforoeaim Musica su Due Dimensionihe
use of ‘found’ texts and letteis the Kranichsteiner Kammerkantateadio broadcast as
composition inDon Perlimplin (1961), the flute as the protagonist in the opdyaerion
(1964), the pastiche/collage effects \&énetian Journal1972) — was one of Maderna’s
signature legacies, his fundamentally post-modeathievement. Without this influence,
the flamboyant music of Sylvano Busotti, whose musi considered an activity and a
process as much as a concrete entity, is incorfdeivétalian music in this period thus
carves out for itself a label-defying course. ffe&s would be the production of a roster of
compositional talent unrivalled in the later twethi century: in the wake of Berio, Maderna
and Nono, and under their direct influence, woutine Busotti, Donatoni, Sciarrino,
Manzoni, Aldo Clementi, Franco Evangelisti, Nicdlastiglioni, Adriano Guarnieri and
Ada Gentile.

Musical meaning in post-war Italy

This study has uncovered a wide range of interastlzetween musical and extra-musical
meaning within this period. In doing so, some conimal narratives have been
challenged, whilst others have been explored inent@pth. An example of the former is
the role played by Dallapiccola’s pre-war wdtknti di Prigioniain the post-war politics of
rebirth and anti-fascist reaction. Held up for marears as an exemplary encoding of
protest against Mussolini onto a startlingly pregiee musical canvas, Chapter 2 of this
thesis shows how the origins of the work and itsaeglement with Italian fascism
necessitate a re-evaluation of this interpretatihat is important to note is that t@anti
emerge from such a reassessment not with less nggdmnit with multi-faceted meaning.
Remarkably, the music is changed by the courseistbrly, enabling it to be a work of
‘confession’ in 1941, a work of ‘diplomacy’ in 194énd a work of ‘protest’ in 1950. The
chameleon story of th€anti di Prigioniamirrors the conclusions on the trope of the ‘post-
war’, which saw composers and musicians embroitethé ambiguities of what Torriglia

calls ‘collective amnesid”’

" Torriglia, Broken Time, Fragmented Space: a Cultural Map fostPWar Italy xi.
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The Canti are an early example of the close link betweentipali meaning and
music in the post-war period. Before the war, maisstyle of course cannot be detached
from politics (the decadence of d’Annuzianismo, thelianate’ mannerisms of the
numerous serenades and burlesques, the stricoraatian nature of musical interpretation,
the ‘back to Monteverdi’ trends were all symptomsone way or another of a Fascist
mentality) but it would have been considered crtmlegive a piece of music an overt,
worldly, realistic subject. Under the dictates obC, art was an unmediated expression of
an inner intuition, divorced from concrete meang sathniques. After the war however, the
reformulations of Croce’s philosophy by critics Buas Mila allowed subjectivity and
technical progression to join forces; by implicatianusical meaning concretised, became
less opaque, and started to absorb the subjedstoiydirectly. Expression was no longer
the same as language, and therefore was open tsothi@ dimension; furthermore the
concept ofespressione inconsapevotedeemedtecnica as an expressive force, albeit
unconscious. The diametric opposition that formetiveen serialists who wanted to escape
subjectivity and ‘committed’ musicians who wanteal émbrace it (theautonomy —
engagementollision) is marked.

The musical consequences of the growth of politroakic from Casella’Missa
‘Pro Pacé to Maderna’'s Kranichsteiner Kammerkantaten 1953 are twofold: a
concretisation of political message and a ruptarbdw this message is expressed. Whilst
Casella only uses the phrase ‘for peace’ in his, tiEhedini in 1948 starts to express post-
war angst in commemoration of an anti-fascist gnth an all-too-easily exploited neo-
realist sound), and Zafred goes as far as to iechrdactual partisan song as his climactic
gesture in 1950l Prigioniero is in a different category; it exhibits a diffetgiolitical route
that few followed, in its tendency to a expresssomithat nevertheless could only be a
product of its historical moment. By the time ofridds Epitaffi per Federico Garcia Lorca
(1952) the direction tended towards more blatadtfam expressions of political opinion.
Maderna’sKranichsteiner Kantatahe following year takes this all a step furthesjng
resistenzamelodies and texts, viciously satirising the injess of capitalism, invoking
Gramsci’'s organicist materialism, celebrating théomitable anti-fascist spirit, and clearly
narrating the horrors of political oppression. Ttiend continued into the later 1950s and
1960s through Nono and Manzoni’s increasingly vamahmunism, through provocative

gestures such as the musical collaboration withwibskers of an industrial plant (Nonba
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Fabbrica Illuminatg 1964) or the dramatisation of a combination ofziNand Nuclear
holocaust, in the process upsetting civic and s@déical groups (Manzoniktomtod
1965).

It is not too strong to label some of these elesent together with the
aforementioned emphasis on a clearly defined analybackground’ — as realist. In fact,
Noller does just that, noting the heavy presencéatklorism’ in works by Nono and
Maderna of this time (popular songs, rumba rhythitasnenco, gypsy music, seen also in
the less politically conscious music of BertB)Yet this is only half the story: in applying a
highly distorting pitch permutation technique teoealdy existing — and very identifiable -
musical material, Maderna and Nono create musib wiherent liminality, as opposed to
the direct — if simple — messages of socialistisealomposers; hence Noller’'s binary
division ‘impegno versus socialist realisi’Their music displays a basic paradox between
the origin and the result of their starting poindhilst both the textual and formal aspects
of the music are inescapably political, on thelpiégmd timbral level expressive content is
masked?® This was of course the intention, and says mudutaMaderna and Nono’s
status as high-modernists, for in the ultimate troicivist work, the ontology of the music
(i.e. its pre-compositional makeup) is often manportant than how it sounds.

Aside from the works of socialist musicians, thestmoommon set of values that
were encoded within music during this time couldlddgelled humanistic, a humanism of
theindividual rather than that of theollective The highly sophisticated engagement with
their texts of the&Concerto dell’AlbatrcandNoche Oscurallustrates an attempt to penetrate
to the very depth of the writer's lonely message,itbSt John or Hermann Melville; their
success should be seen both as a sign of a widespest-war Italian priority for self-
examination and as an impeccably modernist peroreati the subject material. Serialism
almost invariably led down such a road: Madernaematally characterised ‘ltalian
dodecaphonists, as is in part the case amongstaadecaphonists the world over today’ as
‘by nature and character individualists'The liberta in Dallapiccola’sll Prigioniero was

an expression of solitary individualism, the exisi@ artist fully ‘becoming’ between ‘four

18 Noller, Engagement und Forn87-88.

Y bid, 57.

% This becomes clear in the reception of Nolb@anto Sospesavhere the composer also fragments the
text; see Stockhausen'’s attack on the work fdnatsdling of its words in ‘Music and Speech’, 40—&Ad
Nono'’s reply in ‘Testo-Musica-CantdScritti e Colloquj i, 80-2.

2L Unpublished lecture by Maderna from 1953-4, repdrin VerzinaBruno Maderna: Etude historique et
critique, 45-6.
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walls’; likewise Mila emphasiseluomo and notil popolo (a foible evidently springing
from a distaste for Mussolini’s collectivism). Thberation from fascism was a chance to
return to the era of the set-apart intellectuad, thearer of a neo-enlightenment culture’
acting as a prophetic voice within sociéty.

But the influence of Gramsci set Nono, Maderna later, Manzoni onto a different
path. The dialectic forged between the historicaterialism of Marx and the ultra-refined,
abstract music of the post-war serialists is onthefmore surprising twists of the narrative
in this thesis. A ‘third way’ politics before itente, Gramsci’s theories allowed a blatant
paradox to emerge in Italian music where music 8tedngly ‘means’ was wedded to
musical language that tries to ‘mean’ nothing dt @n the stage of international
modernism, the implications of Nono’s political ng/ould not be felt until the late 50k:
Canto SospesandIntolleranza 196Qworks which could not be dismissed as mere artis
realism) would provoke a storm of controversy ie BDR (wherdl canto Sospesmet
with opposition from Stockhausen and Eimert) andive (wherelntolleranza 1960
‘provoked protest and uproaf).Yet the lineage of similar (if developing) workeoin
Italian composers before this crucial point dem@tes the evolution of a synthesis
whereby ‘invention and technical command serveammunicate a message whose fully
perceptible depth is what counf§' This fact situates this and other twentieth-centur
musical paradigms right at the heart of musisécondo dopoguerrdaly, and testifies to

its importance.

22 Bobbio, |deological Profile of Twentieth-Century 1taly66.

2 Nielinger, ‘The Song Unsung: Luigi NondisCanto Sospesp90; Borio, ‘Nono’ inGrove Music On-line
24 Massimo Mila, ‘La Linea Nono’, quoted in NielingéFhe Song Unsung: Luigi NonolsCanto Sospesp
83.
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