Both Miss Stevens and Mr, Crickmore indicate that awarenes of the style
of the mundc s cssential to an understanding of it. Unfortunately, both of
them bypas this base approach to the music with cxcuses of insuflicient
space in or inappropriateness to their dissertations, Miss Stevens is trying to
form generalizations Fom a study of 52 compasitions. | question whether
she succeeds, Mr, Crickmore, on the other hand, rather than i
himaedf to the six concerson of Wq. 43, looks for similarities o 0 many
other concertos, not only of C, P, E. Bach, but also of Johann Christian Bach,
Haydn, Mozart, and even Beethoven, that the result s coafusing. To their
credit, they have devoted time and encargy to one of the most original and

imaginative of composers.

Laurence David Berman— The Evolution of
Toral Thinking in the Works of Claude Debussy

Cambridge : unpubl. Harvard University Ph.D. diss., 1965, (Vol,

I, text and bibliography, xv 4263 pp.; vol. 11, musical exx., 262 pp.)
Interlibrary loan from the Eda Kulin Loch Music Library, cat.
No. Mus T, 65.32. Xerox copy from Widener Library, $57.00

(with perminion of the author),
Mark DeVoto

This is an invalwable dissertation. It is not only a profound and incredibly
thorough analysis of Debussy’s approaches to barmony and musical foem;
it is a first-rate survey of 19th-centuary harmosny as well, and this aspect of
the disecrtation alone—the prolegomena-to-Debussy-—would make Dr.
Berman's study a woethwhile reference text for & course in advanced harmony.
But the preliminary studies in Dr, Berman's dissertation are not really a
separate affair; they are closely integrated into the Debusy analysis. The
docunsentation i gratfyingly immense: the musical examples, drawn from
dozens of works by many different composers, are numbered through 306,
but the many subdivisions of the numbers make probably twice that many
sctual examples. [n addition, there are barmonic-mddodic schemata for all
the works discussed in detail. Dr. Barman's writing is vigorous, terse,
absolutely direct, and a pleasure to read.

Dr, Berman's study cleaves once and for all many of the Gordian knots
of Debussy’s music. The analytical approach, and the results obtained, far
surpass in depth and compechensébility anything else on Debusy’s music |
have seen, We are all aware of Debussy™s importance historically and
intrimsically; we are equally aware of the mountains of stmplistic and
specious “analysis™ that have appeared over the past 70 years, from such

200




formidable people as Schoenberg on down, through Kurth and Rend
Lenormand, through the syntheses of A. Eagleficld Hull and the newer
“serial™ analysts, 10 the miserics of Saturday Symphony program notes. Foe
all that, Debussy's music is perhaps less well understood today than Schoen-
berg's, and, though familiar, it is still tantalizingly enigmatic even to most
musicians. The man Debusy has recemtly been unveiled in Edward Lock-
speiser's admirable two-volume study, Debuigy * His Life ond Mind (1962 and
1965), which deals in great detail, and with & penctrating over-all view,
with the events and intellectual susroundings of Debussy's career; now, at
last, there is a really fine book on Debussy’s mamic, A pox on Harvard, for
making Dr. Berman's disertation so difficalt of access (Harvard and
University Microfilms do not have an agroement),

The dissertation is so thorough, precise, and fisll that I can discuss only
& fow ementials in this review, Appropeiately esough, Dr, Bmamqumh
first chapter, ""The Legacy of Wagnerian Chromaticesm," with a Jook at
Bach's G minor Faptasia for cogan, & unique example in its day of the
possibilities of diminished-scventh enharmony (and ooe that must have
awakesed the dead oa the untempered iratruments of Bach's time); Dr
Berman points out that umtil the 19th century, with Chopin and Wagner,
the diminbhed-seventh was employed mainly as an usambigoeous dominant
(V3), and only rarcly as an enbarmonic desninant. Similarly the saugmented
six-five-three oc “German sixth” (also a resource of early clasdcal harmeery
and differing from the diminished-seventh only by a single chromatic
inflection), as ilbastrated in Mozart’s K. 453 Piano Conoerto, is described by
Dy, Berman as “los ambiguoss than the diminished seventh, since i
function with relation to a given key is fixed" (p. 6). (Enharmomically, the
augmented gix-five-theee i also an unambiguows dominant seventh,) The
revolution in the we of these harmonic resources in the 1%h cemtury,
according to Dr. Berman, came about by exparsion of their contexts; Liset
and Wagner, for instance, made much of the requamtial treatment, as opposed
1o resedanions!, of chromatically-altered or otherwise multifunctional chords,
and in mach contexts, by gradually decreasing the frequency of appoarance
of disisgaishing temporary tosics, achleved new paradigms for haresonic
motion and musical continuity, Thus Dr, Berman states on page 11:

Wagner's attitude toward enharmony is this separated from Schubert’s
[as exemplified by the last page of his fepromptn, Op. 90, No. 3] In that it
is not necessarily tension-building, from Bach’s in that it docs ot rely
wpon temporary resolution in overt harmosies, and from Mazart's, since
it is not coafined to playing a predetermined formal role. In a word, the
chmukmd’?.afdnummmmwhwhhnmmd
for root movements to explain or clarify temporary tonalities.

Asd a Ntle later, speaking about Persifal, Dr. Berman says,

There is mo denying that Wagner is concerned with breaking down
longer chromatic spans into smaller entities witich have some semblance
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of tomal unity. Yet, one may well ask whether, within the boundarics of
these entities, the number, complexity, and expremive foree of the chiro-
matic details allow the listener to function oa any but the lowest archi.
tectonic bevel.

From bere Dr. Berman proceeds to a microscopic dimection of “Le
balcon' (No. 1, though not the first compaosed, of Debussy’s five Bawndelaire
[significantly Baudelaire!] scttings of 1887-89), whose cotapicucsaly chro-
matic dimension s wrought in an elaborately contrapuntal piano accompand.
ment remiziscent of Wagner's orchestral accompansiments, in striking con-
trast to the more “Fremch,” “figurational" treatment exhibited by other
sangy in the set, such 23 “Le jet d'can” (No. 3), which is discuwed in a later
chapter. Dr. Berman points out that the "“"Wagnerian™ songs in the Bandelaire
group, compared with the Ariettes cablides of about the same time, are soene-
thing of an isolated phenomenon; nevertheless, *'it cannot be ignored that
this encounter with [Wagner's] chromaticien peoduced Debessy's flest
mature works, And just as Debussy, with all his later antagonism toward the
Wagnerian acthetic, never succeeded in resisting the music (nor, for that
matter, the music-drama), so, 100, the chromatic ‘virus' is always latent in
his work™ (p. 30). Likewise, in Lo dewmodrelle Ase (1887-89), the Tristan-like
passages near the end coexist with the Modioval-modal “antique’™ harmonics
of the beginning, the latter, Dr. Berman suggests, having their justification in
the pre-Raphachite literary origins of the work,

Dr. Berman then turns to the opposite pole of the |5th-century harmosic
logacy in his second chapter, “Neutralization: The Diatonsc Disintegration
of Pusctionality.” He says on page 31: “. .. Harmonic complication in a
purcly diatomic context comtributed as forcibly to the disintegration of
functionality as it did in the chromatic realm,"” and proceeds to back up this
amsertion with an imspresive set of demonatratioss. (Would that the authoes
of so many harmoay texts could savor these words to the full, and climb off
their pinnacla of “dosbly-augmented-root-with-dmultaneously-rassed-and-
lowered-fifth-degree” chords!) Dr. Berman begins with the origin of the
dominant seventh & a 16th-century paséng-tone or suspension, and i
subsoquent evolution as an independent rescurce of quasi-consonant nature:
“...Both [these processes] serve to show how conditioning to a sound
within & certain envirosment allows the sound fo leave that environment and
find mew ones: it has ‘matured’, so to speak” (p. 32). This statement could
serve as a Law of Harmonie Evolution, to be engraved ca the doarposts of
every library of manic theory,

In an analogous manner, in the 19th century, the triads on the so-called
“modal degreas’ of the scale (111 and VI, sometimes 11) achicve a greater
independence as chordal cntitics, even when they are still structurally
subservient to the majoe trinds; Beethoven's fondness for casting second-
theme growps in tonal regions based on 111 or VI & cited by Dr, Berman as

an archetypal examplo of the new freedom. ARor giving several examples
from Chopin (the beginning of the B-flar minor Fuseral March and the
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beginning of the Polmaise-Fenteine, among others), Dr. Berman says:
“Considering the foregoing passages as a group, ooc i struck by a single

comamon 1o almost all of them: the chords are in root-poition
regardiess of the extent to which the “contrapuntal™ vestiges are still apparent.
In this respect, the growth of weak harmonic seccesbons in 19th-century
style is part of a more all-embracing tendency to call attention to the specific
sound value of certain choeds by giving them root status (this being synoay-
mous with greater autonomy and independence)™ (pp. 38-39).

An especially noteworthy feature of this discussion is the question of the
so-called “added sixth degree,” whose validity is scarcely acknowledged in
most harmony books becawse it implies an origin other than saperposition of
thirds above 2 root; thus by the traditional interpretation Chopin's F major
Prelude (or for that matter Weill's Movitat) begins on VI, despite the
tonicity of the underlying bas, because the sixth degree cansot be accounted
for as a passing-tome or neighboring-note, and cannot be achicved in &
tower of thirds until the thirtcenth degree above the bass i reached. (The
major tonsc triad with added sixth is, of course, a partial mapping of the
black-key pentatomic scale, whose exsesaive employment by Debussy
traces back to Chopén,) With reference to examples from Chopis and Lisat,
Dr, Berman brushes aside all the old straic jackets:

The peoblem is essentially this: within the scope of the over-all picce
the tosality is unequivocal, and the sixth degree remains ornamental.
Yer, there are certain limited (microscopic) contexts which allow the
sixth degree momentasily to beild up ls own fiedd of associations (p. 45).
The broad fickd of “amociations™ is narrowed to specific “'mixtures of
sounds,” from which Dr. Berman derives the general principle of setralize-
tien (p. 46):
The clear-cut harmonic shapes of classical tonality, in which each chord
has a certain role to play asd a certain place 10 occupy, are obscured by
the addition of dissonant or tones which evoke imtervallic
groupisgs at odds with the intention and the function of the original
entity. . l:dnmlumuuheibadbdthmbolkdﬁm
functiona tiom, becawse its particular physiognomy contains
mwd?‘mmm : its lower three motes say V, but its
upper three say 11,
Copious cxamples chosen froen, feler alies, Gounod, Massenet, Bizet, and
Debessy's earliest known work, the song “Nuit d'éoiles™ (18762), illustrate
the principle in isolation; Dy. Berman then offers detailed analyses of three
complete songs, “‘Mandoline” (1880-83), “C'at I'cxtase™ from Ariciies
cublides (1888), and “Lex Cloches™ from Dewx Resances (1891).
Dr. Barman's third chapter, “The Nineteenth Century and Harmonic
Modality," artacks squarely & subject that is very broad and highly ramified
and, in most of the literature, utterly confused. On page 69 he writes co-
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'lbcexum «« to which the Romantics intended to copy sixteemth-
ymmt.quchmqub
belcvethxdwydwdvedtheudwshmm they

But in the “harmonic™ context of niseteenth-century “'modality™ such a
basis for explaining modal procedures would be clearly unrealistic and

As an example of this analytical problem, Dr. Berman cites the Neapolitan
sixth choed, whose lowered-second-dogree root s, in a scalar semae, oquiva-
lent to a component of the Phrygian mode; but the Neapolitan “bad from
the beginning very specific expressive coanotations which are not known to
bave belonged to the Phrygian mode, if only becauwse the Jowered secomd
degree in Phrygian was a real element of the mode-therefore sounded
throughout the course of a péece—while the Neapolitan, & & forcigner 1o
the mode, was reserved for certain momentary purposes™ (p. 73). Dr. Ber-
man then goes on to show, in a convincing set of analyses of part of the
“Menpct" froe the Petite Suile (1859) and the whole of “Le jet d'cau™ (from
the Baudelaire wogs) and “L'Echelonmement des haies” (from the Trois
Mdlsdies of 1891), thar the origin of Debusy’s modal stroctures is not to be
found in 16th-century models or earlier, but, like so many of his tonal
inventions, in the intrinsic relationships of tones themselves.

These analyses are a peelude to an exbaustive analysis of the String
Quartet of 1893, Debussy's first large-scale masterpicce and a work which
presents remarkable analytical problems. Dr. Berman shows that chromatic
and modal dements in the firnt movement are at odds with each other and
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with a classical sonata-allegro tomal structure. “In a word, Debussy is using
a conventional toasc-domsinant oppaition for his basic tonal strecture and
imvoking a prodigious contrapuntal apparatas to cover it up™ (p. 104). Dr,
Berman suggests the possibility of external Grewmstances (Debeuny's election
to the Sockété Nationale) motivating the choice of outward somata-allegro
shape, a situation that in the light of cur knowledge of Debussy as an
archanticlassicist cannot fail to seem somewhat amusing, but which, if tree
(Dy. Berman's case is well made), peoduced a unique result. A similar
conflict can be perceived in the last movement, which had Franck's Quartot
as a model. In the middle movements, however, the apparently simplified
formal schemes frame a more detailed and advanced state of Debussy’s
tonal language, coe that marks these movements mare than the other two
as forerunners of the greater harmonic discernment and selectivity of the
kater works.

IV is called “The Impact of the Russian School: Chromaticism
Turmed Modal." Everybody knows about Debussy and Beris Gadwwe, and
pearly everybody knows about Mussorgsky's Swwletr and Debussy’s Nagger,
Dy, Bermaan's stody is the first that 1 have seen that goes into the particulars
of the music ; in addition, the historical information that he brings to bear on
the subject demoliabes many of the prevalent oversimplified notices about
Debussy's encounter with “Russian realism.”

In describing the concept of “mixed modes™ (what Calvocoresst called
“variable scales”), Dr. Barman gives the following intarpretation of the
famous chord-pair (C Ep Gh Ad and CD Fg A) that underlies the Corona-
tion Sceme in Boris Goshowce (p. 133):

««. To talk of “roots” at all implies a functional refation betweoen the
chords, in which ome would play an altered V of V to the other's
deeninant, and vice-versa, tending towards a tomality which never
appears. Given such an interpretation, one would find it natural to
conclude that, by suppressing a chord of resclution, Mousorgsky has
capitalized on the ambiguities of the two harmonies and created a state
of instability in perpetuen,

The truth is, however, that the ostinato exists for quite different
reasons, The choed of rasolution is not myiming but is very much peasent
i the C major harmony. The ascillating choeds, therefore, do not stand
in the refation of altered 11 to V, but (if we are to give them functiosal
names at all) as altered V of V to real V of V. With the elimination of a
V-1 cadence, these two harmoaies are seem to have no basis at all in
“roots™, except in the C-pedal itsclf, which they embellish. The move-
ments of the components of these choeds to the pitches of the Catriad are
thus contrapuntally conceived, and not guided functionally whatsoever,
F% is, of course, enharmonically common to both chords and is therefore
alw a pedal, but it is really submerged by the C, which has priority becawse
of its reiteration and metric placement.

Indeed, the kmpoetance of the tonke pedal-point as an organic harmonic
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resource cannot be overestimated in Debussy’s and Mussorgsky's music, as
Dr, Berman is at pains to demonatrate, bere and in the next chapter; and it
must be noted that these composers” use of a fawe conter as a parallel resource
1o key is & harbinger of a basic unifying concept in the products of the Vien-
nese atonal revolutioa, notably in the “tomalistic” woeld of Alban Berg's
music, (As an ancestral example, one could perbaps cite the G-centricity of
the second theme of the first movement of Schubert’s C major Quintes,
which centricity of counce coexinty with bt decidedly influcsces the tonal
dimension of E-flat major.)

Dy. Berman briliantly summariza Debuny’s search, in the yeans of
growth, as follows (pp. 139-40):

.« The music written in the decade 18%0-1900 (the period of Pellédar)
scoms itsolf to the crucial question for Debunsy's development at
this time, mamely, how must chromatic tones be arranged 0 as 10 relieve
the total strecture of functional responsibility ? It is, in short, the period
in which Debusy’s hearing becomes further refined, in which his
famsliarity with altered-chord patterns and cadential formulae involving
chumtlctonubemnumﬁmﬂlynhthﬁod‘oma“mﬁno-
tiomal", cmentially linear music which provides a solution 1o the
question of modulation, & it bas already done with that of utilizing the
old diatoaic modes in the environment of a new harmonic style.

The new “'chromaticism'™ may express itself, compositionally speaking,
in diverse ways, but these are reducible to the conception of the mixture
of modes as the generator of all potentialities required for “lncar™
modulation, It is in the acoeptance of a chord built on any of the deven
noe-tomic tomes of a given scale to make & hne fide cadence with the
tomic choed that the degrees berctofore comsidered chromatic, or
l'orqn to a particular major or minor scale must now be considerod

modal alternates™ of that scale. One can no longer speak of majoe-
minor, but of an archetypal scale beginning with a tonic—the Cescale—
which embraces all chromatic degrees, but in terms of distomicism,
That is 1o sxy—we sre not dealing with a chromatic continuam, but
with a comstruct in which only seven elements will be peesent at any
given moment—and yet, one in which cach of the twelve chromatic
tanes has an equal opportunity, theoretically, of being one of those seven
clements,

The tritone-centricity in the Baris choeds & an sxpect which is mirrored in
Debussy’s Nectwnes for orchestra, and Dy, Berman's Chapter TV is bailt
around an analysis of other parts of Boris and the whole of the Nactsrses. The
latter work, however, exhibits & more complex structural plane, The B-F
tritone, first of all, frames a Bogeyform which is but one of the cyclic aspects of
the three movements; “Nusges' begins and ends, and “Sirdnes™ cods, on B,
“Fétes" beging on the open 6fth F-C; C 1o F§ gives the beginning of "Sirdnes”
("Fétes™ ends on an A major chord, which is also the second harmony beard in
“Sirénes™.) The pentachord BCZD E Fwhich frames the all-impaortast English
horn melody in “Nuages™ and is ementially a referential scale, would ordinarily
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be regarded as part of & Locrian scale with raised sccond degree (or perhaps
as Phrygian-Locrian, a “mixed mode™) ; but Dr, Berman points out that the
pentachord transposed 10 its own upper terminus, F, generates F G A) B
C», which is the underlying referent for *'Fites,” and which recreates the F-B
polarity, As & tritoese, the B-F pair permin enharmonte identification with
two different dominant-seventh stroctures (like 509 of a diminished-seventh
chord); as the Bt and Bk degrees of a scale, it effectively destroys tonde-
dominant identification for that scale. (It scems almost to have become a
20th-century Jeitmotive, The B-F palr is central 1o Act I, scene 3 of Pelldas o
Md&lisande, 23 well as to one of the primary referential chords of Wozonk,
notably in Act 111, scene 2.)

To generalize here would be only to repeat what Dr. Berman has
beought out again and again with great force and clarity: modal degrees
and chromatic inflections are inextricably interrelated; their fanction in
context is the discriminant. Let me give an archetypal example, to which [
hope Dr. Berman would not object. The lowered second degree has at various
times “Phrygian™ or “Neapolitan' attitudes. In Chopin’s C minor Prelude,
the D-flat major chord can be describod as baving, peet facts, the function of
root-position Neapolitan on one occasson (fallowed by V), and the function
of IV of V1 om ancther (followed by V of VI, them V1), both instances being
preceded by VI, Similarly, in Chopin's Caharp minoe Nocterne, the
lowered second degroe is first the root-component of a Neapolitan sixth,
and in the next beat the Phrygianly-inflected melsdic secoad degree of the
scale (in the comparatively uncommon V7 with lowered fifth),

In Chapter V, “"Harmonde Evolution and Textural Innovation," Dr.
Berman summarizes the principles described in the carlier chaptors, asd
Hlustrates the extension of somse of them with analyses, In terms of specific
procodures, of examples from works by Debussy and his immediate prodecos-
sors (Die Gitterddmmernng and Duparc’s songs are well represented). Dr.
Berman apologizes unnecesarily for the “artificiality’ of the categocies
which are given here as they appear under subbeadings: “The Tendency-
chord Cadence,” “The Phrygian Sound,” “The Lowered Seventh Degree,™
“The Augmented Sixth Choed," “The Tonic Pedal,” “The Raised Fourth
Degree,” “Ninth Choeds,”™ “The ‘Heterophonic’ Principle,” and “The
Whole-tone Scale.” To recapitulate here the wealth of information and
amalytic penetration in these subchapters would require an outline & long
as the chapter itsclf. T will dwell for a moment only on “heterophonic™
sonority, which is a general term that covers “acoustic sensuality,” vasiety
of coloriatic devices, and over-all complexity of texture in Debusy, and is
inscparable from considerations of tome-relationships. The last paragraph of
this chapter reads in part (pp. 213-214):

mmmmudmm.m.mmm

dimooant tones are placed w a to reduce their “shock™ value to a

minkmum and beighten thelr “overtane™ value 10 a maxisnum. As Paul

Dukas wrote in relation to the Quartet: “The harmony itself, despite
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nany boldnesses, is Muhud.M.Debt-yukcprdcuhr

delight in successions of rich chords that are disomant without being

crude, more harmosious in thar complexity than comsonances them-

selves.™ Such an attention to the phenomenclogy of sound saggests a

concentration on the requirements of an individual sonority, which in

turn would imply & certain indifference to cawmal harmonic coanection,

As has been above, the heterophonde context only encourages these

possibilities, docs not necessitate them . . . .

Dr. Berman's sixth and final chapter, “Tone and Gesture in La Mo ™
consists of a full analysis of that buge work of 1905, and demonstrates that
Le Mer exhibits a full flowering of motivic cosatruction that foeecasts the
motivicity of the works of Schoenberg, Berg, and Webern (and that for this
reason has, along with Jewr, daproportionately attracted the serutinkzing
eyes of today's composers). The brief Epilogue which follows Chapter VI
points to Le Mer a3 occupying the sumeit of Debussy’s tonal evolution, with
a continvous if occasionally circuitous path leading upwards from “Le
baloa™ of nearly twenty years earlier; the summit epitomizes a single-
handed, personal, original achicvement in the annals of tonally-structured
musical form that is ussarpased by any composer since Beethoven, and that
is ondy now beginning to be undenstood.

Why did Dr, Berman not isclude Pellies of Milisands in the continuity of
his stedy ? As soon as it is asked, this question is asswered : Pelldas is unique
in Debuny's wocks asd in opera, and is music in a unique synthesis with a
unique play, and really belongs in a separate survey, Whoever undertakes a
comprehensive study of Pelldas—there bas not yet been an adeguate one-—
will discover that Dr. Berman’s The Evelution of Tonal Thunking iv the Works of
Clende Debussy s the most valuable preparation he can find anywhere. This
last sentence is also by way of exhortation to publishers, who, if they have
obligations 1o the community of interested musicians, cannot pass up this
fine stody.




