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CHAPTER ONE

RACHMANINOFF'S PLACE

IN THE

EVOLUTION OF ORCHESTRATION



Today the principle of decrystallization heralds
itself on the horizon as the driving foree behind all the
drastic changes remoldihg society. This fluidie, unifying
prineciple is stirring from the roots all departments of the
civilization now emerging, and it is no longer possible to
consider any person, art, or entity as an isolated separate
unit distinet in itself. Modern science has so deerystal-
lized our solid world of separate objeects that there is
nought left of it but a fluidie, constantly changing streanm
_of electrons and protons. All is relative, flowing, and
moving. The world of statie separateness is gone, and the
whole earth melts into a ferment as the ers of merging
unity, integration, and relativity anguishes through its
birthpangs.

In the realm of the arts this relating principle holds
true more than at any other period in history. An artist's
works are meaningful only in their relation to the trend
as a whole, and to treat a separate composer's works in
any more isolated sense would be inorganic and out-of-date.
Considering the subject of our thesis from the basis of
this present day psychology, we shall not study Rachmani-
noff's symphonies for themselves alone as distinet enti-

ties unrelated to the general trends, but we shall place

them in the stream of musieal evolution in order to find

their relative place and significance. Therefore, before
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undertaking a eloser scrutiny of Rachmaninoff's socoring,
it may be helpful to digress momentarily with o dbrief
summary of the evolution of orchestration. Such s back-
ground sketeh is of especial interest concerning Rachman-
inoff, for, regardless of the modern orchestral technique
avallable today, he has returned to the emphasis on the
strings used by Haydn and Mozart. His technique is also
linked strongly with other sources which we shall mention.

In the beginning of orcheétration we see everywhere
a latent, unindividuated aspeet of all the instruments.
The art of orchestration is in its nebulous unformed
stage, unconscious of its very existence. In the scores
of Bach and Handel, it is interesting to see how the
instrumental lines have little individusality but are
merely 'parts' of equal prominence, every instrument join-
ing in the contrapuntal movement regardless of suitadil=-
ity, balance, or effect. The history of orchestration
shows us how out of this bound condition or unity, the
potentiality of each instrument 1ls gradually exploited and
made manifest as each group of instruments and each separ-
ate instrument develops 1ts special and particular func-
tions.

The first step in this individuslization of parts
came in the transition period of Gluck when the element
of imitative counterpoint was declining, being replaced by
a type of writing more orchestrally conceived. During
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this period many of the instruments began slightly to
settle into thelr more appropriate ranges and funetions,
and the woodwinds, though still somewhat dependent on the
string section and rarely heard slone, were beginning to
be relieved of the necessity of constantly echoing string
passages. But 1t is not untll Haydn's time that we can
see more concrete evidence of the gradual libveration of
the woodwind, collectively and independently, from their
state of dependence on the strings. Although Haydn's
first two symphonies and his "Farewell Symphony" are 1lit-
tle more than embellished string quartets with the addition
of non-essential wind parts, we see Haydn as he grows out
of this style, gradually allowing all the wind instruments
as soloists or collectively as a section, to take respon-
8ibility for essential melodic matter on equal footing
with the strings, and continuing to advance this trend
until, in his much later "Military Symphony", he starts
the exposition proper with the woodwind alone. With all
this advance there is still no progress in the use of the
brass which 1s as yet never independently assertive.

Mozart, in his later symphonies, built definitely
upon Haydn's foundation but gave more and more freedom
and independence to the woodwinds. His more polyphonic
handling of the orchestra produced scoring of finer trans-

parency and distinetion despite the stagnaney of the

brasses, and the cellos still shackled to the basses.
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It remained for Schubert to give motivating power
to the static potentialities of the brass and to liber-
ate the cello from the bass. Schubert's "Unfinished
Symphony" marks a milestone in our story of the individ-
ualization of instruments. The cello spesking as an in-
dependent melodist, the brass sharpening the line, the
more assertive horns, the occasional individualizing of
sections against each other, all suggest the technique
used later by Tschalkowsky. This same symphony contains
also a remarkable foreshadowing of Sibellus in the dev-
elopment section of the first movement with its divers-
ified hints of the approaching figure of the recapitul-
ation. In turn, both Tschaikowsky and Sibelius were
to be powerful influences in the later scoring of Rach-
maninoff,

The bold trends set forth by Schubert were also
notable in Beethoven's scoring which makes soloistic use
of the kettle-drum and double bass, as in the "Fifth
Symphony". Beethoven's varying orchestral dynamiecs,
beginnings of complex textures, (as in the "Ninth Sym-
phony"), and simulteneous coneeption of theme and its
instrumental expression, even further antleipate the Sib-
elius technique.

After Beethoven a new level is born for the orches-
tra. This next cycle focuses itself nost sharply through

Tschaikowsky whose revolutionary scoring marks an inered-

ibly progressive and epoch-making leap. As the orchestra
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§§ yielded to his shaping power, it became an entirely new
and dramatie vehicle of expression. Tschalkowsky drew
forth from it a brilliant elarity of tone and broke away
completely from the strings as the backbone of the orches-
tra. In his scoring, the drass, now completely emerging
from 1ts more or less static condition, breaks through
as a section co-equal with the strings and woodwind. The

" ecellos also soar into still more expressive upper ranges.
Tschalikowsky's individualizing of complete sections
against each other became almost & mannerism.

An exactly opposite approach is seen in the scoring
of his friend and protégé, Rachmaninoff, who takes no
advantage of this advance but favors & promiscuous rein-
foreing of themes, and a mixing of instrumental groups
which too often eliminates the possibility of the dramat-
ic color schemes produced by the answering of complete
sections. Rachmaninoff does not consistently individual-
ize any one section over a prolonged stretch. Seldom, 1f
ever, does the brass or woodwind stand alone as in other
modern scores. His scoring shows no straining after
effect; whatsoever effect there may be is derived main-
ly from legitimate contrapuntal treatment. Unlike
Tschalkowsky, he opens no new level of orchestral devel-
opment but forms perhaps a very necessary foil to the

rapld growth of this trend away from the strings. He

returns with vehemence to the emphasis which Haydn placed

|
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on the string section. The lyric melodiec type of writing
80 characteristic of his "Second Symphony" absolutely de-
mands emphasis on the singing quality of the strings to
express 1t. The dull uncompromising tone of the woodwind
and brass, though excellent in producing eolorful and drem-
atic contrast, is of 1ittle value for prolonged expressive
passages, and Rachmaninoff never mekes the mistake of using
them for this purpose. Aware that the wind instruments
lack the warmth and elastic quality so characteristic of
the strings, he wisely lets the string-tone permeate al-
most continually through the woodwind and brass. His scor-
ing is somber and conservative when contrasted to the dazg-
ling, colorful effects in the scores of both Tschaikowsky
and Korsakoff. Yet Rachmaninoff achieves phenomenal re-
sults not antieipated from the printed rage, and we marvel
that with such a conventional approach he can attain such
amazing effects as we hear in the Scherzo and Finale. His
rather unsensational scoring is but another proof that a
composer will of necessity score in s way to fit his musie
as did the conservative Brahms and Franek who were not in-
novators but merely adapted prevailing orchestral technique
to fit the profound quality of their musie. Similarly
Rachmaninoff is more interested in the vitality of the mus-
ic proper than in exploiting orchestral colorings. 1In this
respect he 1s a striking contrast to his two contemporaries,

Stravinsky and Korsakoff, composers whose scoring is un-

believably brillisnt but who often have little to say.
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After the "Second Symphony", two powerful innovators
appeared on the scene - Stravinsky and Sibelius. Their
revolutionary treatment, one of harmonic methods and the
other of the management of thematic materisl, finally dis-
turbed the unruffled complacency of Rachmaninoff who,
until this time, had composed music untouched by the har-
monic and rhythmic innovations of the present. In consid-
ering the influence of Stravinsky and Sibelius on Rachman-
inoff's scoring, it will be necessary to slightly digress
from our sketeh of orchestrsl development. For true
though it is that Stravinsky did further frasctionize the
orchestra by his exploitation of the instruments of per-
cussion and his elaborately divided woodwind, his chief
influence on Rachmeninoff wes through those bizarre har-
monie combinations created through polytonality and other
means. Rachmaninoff, however, like Prokofieff, (even
after thirty years) remains firmly rooted in the old har-
monic system, only occasionally coloring his music with
radicel departures into the new harmonic idiom which

Stravinsky (like Schénberg) employs so persistently as the
very foundation of his writing.

In Rachmaninoff's "Third Symphony", we still gee his
adherence to the traditional gnd concentrated type of
scoring which is based on the ides that the ear cannot sat-
isfactorily follow more than three independent tone lines

at one time. We see in this symphony very little use of

the diverse independent Streavinsgkian type of seoring in
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which, for instance, every instrument in the woodwind
section is given an independent line.

Ag to Sibelius' influence upon the "Third Symphony",
we can clearly see Rachmaninoff, up to a certailn point,
adopting the :ormer's technique. The upward rushing pas-
sages 0f the strings in the introduction, the mosalc-like
handling of thematlc bits and emergence of these germinal
motifs to full thematic manifestation, the finely-built
transitions, are characteristlic tralts which show Rachman-
inoff at least sppropriasting portions of the structural
trends manifested by Sibelius. In this symphony Rach-
maninoff deliberately breaks through the limiting shell of
tradition but maintains his poise throughout. He is not
thrown off balance by the wildly novel tendencies of mod-
ern innovations. He never departs into chesply sensstion-
al and meaningless passages, nor does he strive for effect,
yet his scoring is thoroughly alive. He consistently
preserves his sincerity of expression, and while main-
taining & firm hold on the traditional principles of form,
he is at the same time able to project himself into the
modern idiom without becoming eecentric. He takes his
rlace among those serious wrlters and liberal conservat-
ives who place music itself above every other considera=-
tion, thus carrying on the strueturasl standerds whieh we
have seen developing through the centuries of evolution

from Bach to Beethoven, Brahms, and Sibelius.




CHAPTER TWO

THE SECOND SYMPHONY
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SECOND SYMPHONY - THE SCORING

Rachmaninoff is a thorough advoceste of the prineiple
that important themes must always be re-enforced if they
are to eut through, and that never more than three of thenm
should be used simultaneously. This doubling-up, which he
conslstently employs throughout this symphony, is done any-
where. The trombones, for instance, with independent them-
atiec material, will be moving against horns and part of
the woodwind with another theme, while passages in trip-
lets will be independently used by flutes and strings.
However, in soft passages where there is less need for
doubling, there is plenty of independent treatment, While
producing everywhere a sound texture, Rachmaninoff's con-
trapuntal treatment of the orchestra often leads into a
veritable maze of independent parts as on page 32.%* The
page 1ls also a typical example of his appropriation eof
Haydn and Mozart's technicue in the use of augmentation,
diminvtion, shifted rhythm, and change of rhythmie pat-
tern, for the creating of independent parts from one theme.
(In this case both parts of theme I are used.)

Another interesting example of Rachmaninoff's contra-
puntalism is seen on pages 87 and 88 where rapid passages
in eighth notes in the woodwinds move against passages in
eighth notes in the strings through partlal contrary mo-
tion. A fine example of Rachmaninoff's plentiful indepen-

* The Harcourt, Brace Edition; edited by A. E. Welr.
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dence in the woodwind parts, particularly the flutes
against the strings, is shown on pages 158 to 167.

Despite his appreciation of the brass as able to
asslist in earving out the melodie line or to cut through
the general mass of tone with independent material, never
does he let it stand alone. Even the woodwind rarely
stands alone. Rachmaninoff's general practice of prom-
iscuous doubling (as mentioned in Chepter I) prevents this,
and also precludes the vivid contrasts of individualized
sections against each other so characteristic of Tschai-
kowsky. Hls scoring, though produective of many colorful
and novel effects not anticipated from a silent perusal
of the score, definitely lacks the eolor found in Korsa-
koff's scoring, the ethereal quality of either Debussy's
or Ravel's scoring, or the freedom and independence of
Stravinsky's scoring. Rachmaninoff's scoring often hes
a gloomy, somber, almost leaden hue, largely due to his
abundant use of the lower registers in the woodwinds snd
brass. Furthermore, he holds to the strings even more
tenaciously then did Haydn, Mozart, and Schubert. While
Rachmaninoff's scoring is finely planned and contrapunt-
ally fluent, it is nevertheless conventional when com-
pared to that of the modern writers noted above. As men-
tioned in Chapter I, he falls in line with such orchestrat-
ors as Brahms, Franck, Elgar, and Vaughn Williams, whose
scoring, while entirely adequate, is yet of secondary ime-

portance to the music itself. Rachmaninoff's profound
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sincerity and directness 1nhibit him from pursuing the
more sensational, bizarre trends of modernism, His aris-

tocratie, grave, reserved musicianship demands a conserva-

tive orchestral treatment.
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STRUCTURAL ANALYSIS OF THE SECOND SYMPHONY

As the Harcourt-Brace miniature score edited by
A. E. Weir (the only score available at the time the
analysis was made) describes in detail the formal
structure of the symphony, we will meke no measure
by measure analysis or chart of the music. We shall
merely point out aspeets of it which reveal Rachman-
inoff's peculiar technique and methods of develop-
ment,

The reader is referred to the Vietor Book of the

Symphony for a colorful deseription of this work.
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SECOND SYMPHONY - THE MUSICAL STRUCTURE

The introduction foreshadows the material to be

used in the first theme of the exposition,

Introduction
rfrer o =
- e . He%
} I {1 — e

First theme

3 -
-0 1
— ; 11 t '

1
Hd
)

| 1
1T
1 1

The narrow range covered by this opening material is sug-
gestive of Sibelius' themes. The manipulation of the sub-
Ject matter throughout the exposition by shifted rhythm,
diminution, and augmentation, is an innate characteristie
of Rachmaninoff's technique. The Second Theme beginning
with a figure taken from Theme I, or from the introduection
and given to the clarinet,

Second Theme
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Ageinst it are hints of the first theme. All the thematic
materisl is firmly knit together.
The Development begins with a variation of the opening

figure of Theme I.

| v

On page 24 a portion of Theme I is presented in augmenta-

11T

tion.
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All through the Development, Rachmaninoff, in his
attempt to avoid all that 1s obvious, rather than adopting
the older sequencing of Mozart or Haydn in which the them-
atic parts are easily followed, resorts to random refer-
ence and disguising of mere bits of his themes. Often
augmentation, diminution, and shifted and altered rhythm
appear simultaneously with the original presentation of
the theme. Because the first and second themes have
figures or motives in common (the second theme being par-
tially drawn from the first), it is not always easy, es-
pecially where only fragments are referred to as is so

often the case, to ascribe every portion of the develop-

ment to a definite source.
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The First Theme (which started the Development) con-
tinues until page 3, where the figure, appearing on page
9 is carried abreast with it in developed form. The
First Theme then continues on page 33, with references, on
pagesAas to 37, to the upward leap in the first sudbject.
y

1 3
r

TTe

A recurrence of the triplet formations of the first theme
from page 13 appears on pages 36, 40, and 41, and g return
to the development of this theme leads into the Recapi tu-~
lation. The Recapitulation begins and continues with the
second theme throughout, although references to the first
theme appear against it. The Coda deals with the first
theme alone. This irregular procedure, of giving over the
entire Recapitulation to the second theme alone, preserves
the even distribution of thematiec material and is thorough-
1y logical when one considers that the first theme predom-
inates throughout the Development section, and that the
Introduction and Cods also present only the first theme.
Thus the contrast provided by the material in the Recapit-
ulation is much needed before the positive return of the
first theme in the Codas.

The closely knit thematie material of the first move-
ment extends into the second movement where the three-note
figure in the horns st the Introduction, page 60, (from
which Theme I is projected) is a repetition of the begin;
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ning of the first subject of Movement I. The second

movement is a "Song-form with Trio" in which the Prinei-

pal Song is a First Rondo-form.

e e e e
- T

The triplet figure in the woodwind at the opening of the
rrincipal section appears in augmentation in the bdridge-
Passage on page €9 against the subordinate theme which,
in turn, 1s similar to Theme II on pages 17 and 18 of

Movement I,
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and continues even in the following bdridge-passage on
rage 73, thus forming a continuous thread whiech knits
these sections together.

The Trio makes use of two figural patterns
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drawn from the thematic material of the Prineipal Section.
Part 4% of the principal theme, which has already made a
return directly after the subordinate theme, is omitted

*Theteditor of this score has divided the themes into
parts.
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entirely in the return of the principal section succeed-
ing the Trio. Also, the triplet figure which appeared
so continuously throughout the Principal Section, bridge-
passages, and Subordinate Theme of this Section, is like-
wise omitted at the first return of the Principal Theme
on page 76; 1t appears only momentarily in the Trio, and
comes back definitely at the return of the Principal Sec-
tion and Coda. This even scattering of material is re-
mindful of Beethoven's instinet for balance.

The repetition, in the Coda, of the figure from

Theme I, Movement I,

and the similarity of parts of the Subordinate Theme %o
the five-note ascending figure in the Subordinate Theme
from Movement I, again reveal Rachmaninoff's instinet
for unifying his movements.

Theme from Movement I

g

I
L

) _raftey iyt £E

H
<. . J [ H
T

H

Subordinate Theme of Movement II

!

—
£

Ao
~N -
L T

1 1 1 1
+ T

-lD
.-1-‘




19.
THIRD MOVEMENT

This movement is in Sonatine form, and the tech-
nigue employed is similar to that in one of the species
of double-fugue where each theme is treated separately
until the Recapitulation when both are carried sbreast.
The first theme is taken directly from the Subordinate
Theme in the First Movement on page 18.

First Theme
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Theme from page 18
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The second theme, however, is the most characteristic of

T
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the two, for, from its opening announcement which is
little more than the econtinuous repetition of = figure
in sixteenth notes (taken from the introductory figure
on page 1), something more thematic &gradually emerges
in each succeeding part.

Opening announcement of Second Subjeet

I gp i e oe
M:&&:

iy

l &
o

'y
"-;JI

e




20.
Following his usual practice, Rachmaninoff takes full
advantage of the bridge-passage on page 121 to anticipate
the section to come. Here the pronounced return to the
materisl in the Recapitulation so completely disguises
the bridge-passage that the listener could regard the
bridge-passage 1tself as the Recapitulation.

FINALE - FOURTH MOVEMENT

In the Finale the thematic material is treated dif-
ferently from that in the other movements. Theme I, which
grows out of the Trio theme from Movement II (page 81),
Trio Theme
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Theme I
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ocontinues without any radical departures which would
necessitate a separation into parts. On page 137 there
is an augmentation of a figure from the theme which
closely resembles the opening figure of the first sub-

Ject in the first movement, page 9.

Page 137 - figure Page 9 - figure
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Rachmaninoff's themes, which cover so narrow a range,
resemble those of Sibelius in whieh characteristic turns
in the melodiec line generate endless possibilities of
development. The remote, sometimes close, affinity of
all of Rachmaninoff's themes, and their linking together
by recurrent prominent figures (a trait also suggestive
of the Sibelius technique) is again strikingly illustrated
in the second subject of the Finale which is related in
both mood and figures to the first subject of the Third
Movement on page 109.
Second Subject of Finale
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First Theme of Third Movement
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This second theme of the Finale, like the first, holds

80 consistently to the same material throughout that it
defies any division into parts.

The Development begins with a brief return of the
introductory figure of the First Movement (used algo in
the Recapitulation of the Third Movement). Then the
First Theme of the Finale is developed, and eventually
against this, the introductory figure of the First Move-

ment, page 1, (a figure which is also repeated in dimin-
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ution in the second subject of the Third Movement) appears
from page 161 (last measure) to page 165. At this point
only the opening figure of the second theme, Third Move-
ment, remains, similar to its form on pages 162 to 163.

Figure from page 161
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Introduotory figure - page 1
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On pages 166 to 170 the three descending notes of the
theme are further augmented into guarter notes and even
whole notes (as on page 166), with the original augmenta-
tion in eighth notes appearing with it, the first theme
of this movement being dropped completely except for a
suggestion of its triplet rhythm in the timpani. How-
ever, on page 169 just preceding the Reeapitulation, the
downward progression of the second theme is accelereted
from eighth notes to triplets, thus, at least rhythmie-
ally, suggesting the return of the first subject of this
movement at the Recapitulation and ereating & rhythmic-
ally smooth transition from one section into the other.

On page 180 the figure in the second violins and

violas, an inversion of a figure from the first theme
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of this movement,

P

;:%‘ o o
could also be regarded as an inversion of the charscteris-

144

tic figure of the first theme of the Third Movement, on
rage 107, in the first violins.
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Much use is made of this figure up to page 184 against
further augmentation of it in the brass and woodwind, snd
against Theme I itself.
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3
On page 185 this figure returns in its original form

in the bassoons, serving as another instance of the close~
ly knit manner in which Rachmaninoff's whole structure is
woven together.

While the Coda concerns itself Prineipally with the
First Theme of the Finale, there is also a finsl reference
to the second or "subordinate"™ theme which appears in dim-

inution in the strings and woodwind on pages 193 to 194.

fr e
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SECOND _SYMPHONY - SUMMARY

The first movement, though in no way rhythmically
or harmonioally outstanding or individuvual, is, however,
strong, intensely expressive, adequately scored, well
integrated, and closely knit. FNothing foreign or aes-
thetically unrelated 1is 1ntroducéd such as strangely
enough happens in the otherwise more mature writing of
the Third Symphony. Even the allegro following the slow
introduction meintains the mood. Rachmaninoff's charac-
teristie sequential building to climaxes and logical con-
sistent drawing away from them is especially powerful.

The Scherzo is perhaps the strongest movement of
the symphony. Stern, sometimes tragio, the dull and omi-
nous chords cutting in on every attempt to be carefree,
its saturnine humor is an entire departure from the Men-
delssohnian playful type of scherzo. The "trio", however,
is far lighter and gayer in character, and provides the
necessary contrast in mood. The whole‘movement is master-
fully scored with somber emphasis on the low register of
brass and woodwinds. The concluding measures with their
heavy unylelding chords are reminiseent again of Tsechai-
kowsky, though Rachmaninoff's message is perhaps not so
vital, objective, and direct, as that of Ischaikowsky,
desplte his profundity and amazing technique. Rachmani-
noff's music hes tremendous reserve when contrasted to

the excess of emotion found in Tschalkowsky.
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The opening theme in the slow movement, though start-
ing out promisingly for the first five measures, drifts
into the prosy, sentimental, and saeccharine. The second
theme is even more indeterminate, lacking in dignity, end
definitely the sentimental "salonesque" type of melody
whose too-long-drawn-out lyric meditations are stabilized
only by Rachmaninoff's wonderful polyphonic treatment, and
powerful climactic building.

TheeFirst Theme of the last movement ranks with the
Scherzo in quelity. With all its vitality and character it
is distinely Russian, just as meny of Beethoven's themes
are distinclly Germaniec. The Second Theme, however, is
far more expressive. Although a great contrast to the
first subject, it yet preserves the pronounced triplet
figure of Theme I (now in guarter notes) as & background
accompaniment, thus tying the fabric together and welding
the second subject firmly into the prevailing rhythmie
current. However, the necessity for inserting a theme of
more emotional quality is a debatable point with many
composers today. Rachmaninoff's procedure here recalls
the 0ld 1dea of emphasizing contrast in the A B A design,
rather than continuing throughout with the opening mood,

The Coda is eonventional and pProsy.
The Second Symphony as a whole, in spite of being
long drawn out, has passages of great power. It is per-

meated (especially throughout the Scherzo and Finale) by




26.

the 0ld Russian gypsy spirit, and while far more prosy,

it nevertheless hangs together more consistently than

the Third Symphony in its establishment of a definite

mood.
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CHAPTER THREE

TEIRD SYMPHORY
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THE SCORING OF THE THIRD SYMPHONY

In this symphony, as in the second, the scoring,

though adequate and handled in a way that fits the

orchestra, producing everywhere contrast and cecolor, is

nevertheless greatly dominated by the music itself and

the remarkable handling of its thematic materisl. The

scoring presents very little that 1s new or especlally

individual when compared with that of such innovators

a8 Korsakoff, Tschalkowsky, Debussy, or Stravinsky.

Outstanding, characteristic passages in this score

are:

Page 7
Page 11

Page 23
Pages 38, 39
Page 43

Page 48
Page 59

Muted clarinet

Divided cellos and violas, but here
only the chord is subdivided and
the scoring therefore not to be
compared to the polyphonie treat-
ment found in Strauss and others.

Muted tromdbones
Xylophone, triangle, etec.

Trombones marked FF with all other
instruments, but muted, thus
softening the tone so they will
not overpower violins and wood-
winds. Rachmaninoff evidently
wishes the muted quality of tone,
for otherwise simply marking the
trombones F or MF would reduce

the power without any necessity

of muting.

Cello solo

Flute solo, harmonics in violins,
more elaborate division of
strings
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Pages 60-61 Unusual saccompaniment, provided
by horn and harp.

Page 65 Horn solo with harp.

Pages 68-70 Subdivision of strings and flute

s0lo with harp accompaniment.

Pages 69-71 Unusual harp and celeste accompa~
niment against divisl strings.
(Such fragilely scored passages
as these in which Rachmaninoff
catches the Debussy spirit, are
a 8reat contrast to his more
vigorous scoring.)

2 Pages 72, 73 Four solo violas. Here also,

; despite the reénforcecement, there
is a fine instance of individual
treatment in separate parts.

Page 76 Independent thematic use of
celeste against elarinets.

Pages 88, 89 Colorful touches in woodwind
againgt strings.

Pages 87-90 Tambourine, cymbals, triangle,
and celeste.

Pages 98, 110, Repetition of figure in the
and 111 trumpets through alternation of
Players. Stravinsky technique.

Page 101 Brass alone.

Page 103 Glissando in celeste heighten-
ing the effect of the upward
rush in strings and woodwind.

Page 109 The colorful use of brass in
the last measure.

Pages 116, 117 Color gained through strings
answering woodwind. Not vivid
color. The purpose of producing
= color seems more or less defeated,

P | or at least limited by the com-

P | bining of celeste and brass with
strings. The dramatic answering
of one section by another is
rarely seen.
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Page 132 The seemingly independent flute
passage is only an ornamentation
of the theme in the strings. The
same 1s true of the horn part,
although here the main function
of the horns is to supply the
chord.

Page 133 Strings answer brass and woodwind
in a more pronounced way. It is
rare that the entire string-section
moves in unison or the octave.

This is generally limited to the
violins and violas.

Page 144 Muted trombone. This passage
reveals Rachmaninoff's apprecia-
tion of the more colorful tone of
the muted trombone in place of the
horn which would ordinerily have
been used in such a passage.

Page 165 Woodwind in unison, not oectave,
against strings in unison.

Page 156 A momentary individusalizing of
three sections against one
another - strings, brass, and

woodwind.

Pages 161-162 Impressive use of the trombone
choir.

Page 160 Muted clarinet.

Pages 185, 191 Color.

Page 195 Fine independent use of wood-
wind.

Pages 196-206 The percussion, timpani, triangle,
tambourine, ceonstantly employed.

Muted horns are scattered through-
out the symphony.

The strings are almost continuously in evidence.
However, we occasionally encounter just the second vio-
lins as on pages 3, 46, and 47; cellos and basses alone,

rage 172; and silence of the complete string section on
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pages 2, 65, 82, 116, 117, 122, 144, and 192: and on
peges 195-196, the longest tacet throughout the entire
symphony.

Thematic lines are always well reénforced and
limited to not over three at a time. Rachmaninoff's
fine polyphonic handling of the orchestra recalls the
attitude of Ernest Bloch who never regarded orchestra-
tion as a subject of serious import in itself. To him
the orchestra was simply another instrument to which imi-
tation, canon, and fugue could be applied. In Rachmani-
noff's scoring, polyphonic devices such as augmentation,
diminution, and shifted rhythm, continuously present the
original thematic material in an ever-changing variety of
ways; for lnstance on page 14, the passage in sixteenths
in the woodwind is at least a partial diminution of the
passage in the strings. All swiftly moving passages are
constructed from the themes. There is little or no waste.
Note for example on pages 20 and 21 where the triplets in
the woodwind are directly drawn from the material in the
violins. Rachmeninoff has a keen appreciation of the
brass as sufficient in power to penetrate independently
through any massed scoring against it, as shown on pages
14, 56, 58, 113, and 169. He also employs ceonstantly that
technique, used so much by Haydn and Mozart, in which seem-

ingly independent parts are comnstructed from a definite

source. For example, on page 39, note the close resem-
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blarce of the passages in violins to that in the wood-
wind section.

Other outstanding passages which show more expli-
citly where Rachmaninoff's scoring fits the mood or

character of the music are:

l. The plenissimo beginning of the first movement

with cello, e¢larinet and horn ir unison. Here the very
thinness of the scoring, and the lack of harmonization of
this narrow invocation-like figure is suggestive of the
monotonous intoning of the Gregorian chant. There is
something spaceless and floating about it, remindful of

Rachmaninoff's love for the Russian church music.

2. The delicately scored first strains of Theme I
(First Movement) which seem only a re-echoing of the
far-off chant of the introdustion. Here the rarified
tone quality of the high divisi oboes and bassoons over
the monotonous incantations of the violins creates an

effect entirely Eastern and Oriental.

3. Page 7 - the dlvisl trombones entering with omi-
nous tread. This is the first hint of the subtle but
harsh military undercurrent of the symphony. The accom-
panying timpanl and cymbals further intensify this mood.
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4, The scoring of the first pages of the development

of Movement I and the following pages. Here Rachmani-
noff shows an instinet for tone-color suggestive of
Wagner or Sibelius. The dark rhythmic mutterings of the
violas on the monotonous low F, with the divisi bassoons
and clarinets "soloing" above, create an atmosphere of
sinister foreboding and suspense. The laments of the
bassoon and the wailings of the violin, on page 18, fur-
ther intensify this mood. The mysterious staceato foot~
falls of the viola and violin persist to the end of the
section on page 25, where their low monotonous patter-
ing converts even the lyric motto of the introduetion

into something stealthy and dogged.

5. Section two of the development, Movement I, on
page 25. Here an interesting effeect is created by the
long blare of the horn over the B-flat repetitions in
the strings, preparing for the brisk rises in the fol-
lowing section. The short syncopated scoring of the
latter section 1s notable chiefly for its dynamies and

sheer motor vitality.

6. Pages 36 to 38. The martial figure, hinted on
i page 7, now emerges more forcefully, striding in through
the marcato brass. The turmoil of this military marching,

ceasing so abruptly with the unison brass, at (22), is




superseded suddenly by a marked change in dynaemics, a
pianiss;mo interlude beginning in the low violins whose
tonal 1line floats up in gradusl erescendo over a long
sustained horn tone, trilling timpani and low strings,
then descends, ending with horn solo over the same

accompaniment.

7. Page 63 - third measure. Here the trumpets inter-
rupt foreefully, giving us another brief glimpse of the
velled martial undercurrent; then the movement ends,
still in suspense, the stealthy pattering footfalls of
the plucked strings still shadowing in the background.

8. Pages 86 to 112. This scoring is turdulent,
brilliant, high-spirited, and at times even fantastie.

9. Page 113. This is one of the most colorful pas-
sages that Rachmaninoff has scored. While again sugges-
tive of the breaking and receding of a wave, this scoring
with violins wheeling down to meet the rising cello line,
and the triangle and trumpet calls contributing to the
intensity, 1s remindful of Wagner's "Ride of the
Valkyries".

10. Theme I of the Finale. This scoring - sparkling,

bright, and joyous - is yet vigorous and robust.

34.
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11, Page 164. Here the urgent driving horn tones are
remindful of the scoring of Sibelius' "Night-ride and

Sunrise”.

The scoring of this symphony, however, taken as g
whole, is not outstanding when compared to those writers
previously mentioned. There is eolor through the use of
muted horns, trombones, and elarinets, frequent use of
many instruments of the percussion, but such features

introduce nothing new. They appear constantly in the

scores of practically every writer. Consider, for instance,
the subdivision of strings. With Rachmaninoff it means
only a widening of the canvas for greater tone-material;

we see no such independent treatment of the separate parts
as one finds in Wagner, Debussy, Strauss, or Stravinsky.
Rachmaninoff's scoring is overcast by a somber hue.

Due to the almost too continuous mixing of instruments,
vivid contrast between sections of opposite color is

lacking. The brass is seldom, almost never, employed

independently. Apparently Rachmaninoff does not regard
its dramatic powers and contrasting possibilities as

especially necessary toward the expression of his musiec.
Last of all, we mention again his extreordinary persis-
tence in the use of the strings. With Rachmaninoff the

strings permeate almost every combination and give it

life.
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Wrile 1t is true that their singing quality of tone
mekes tﬁe strings the most valuable section of the orches-
tre (a faet clearly appreciated from Haydn to Brahms),
the bdrass and woodwind perform a vital funetion in provid-
ing momentary color in those startling contrasts from a
too continuous use of the strings alone, and in this capac-
ity they are invaluable and imperative. Yet Rachmaninoff
fails to make use of such possibilities. Neither is his
scoring individualized with any particular technique. One
must turn to the music itself, and to the masterly handling
of the thematic material which approaches that of both
Sibelius and Ravel, for a true estimate of his powers. He
is, first of all, a profound musician with a definite
message; next, a great polyphonist dispersing his poly-
phony and its various devices over the orchestra, thereby
imparting genuine interest to the separate line,

Like Brahms, he is never the innovator or showman,
exploiting the possibilities of the orchestra for their
own sake. Always his scoring is adequate, sound, some-
times brilliant with its polyphonie display, but per-
meating it all is that classie restraint which fits the

restraint and reserve of his serlious thought.
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STRUCTURAL ANALYSIS OF THE THIRD SYMPHONY

Before proceeding with the musieal, structural, and
harmonic analysis of the symphony, it will be well to
make & brief summary of modern technique, its use and abuse
by modern writers, and where and how Rachmaninoff fits
into it.

The most vital factor in modern harmonic ecombinastions,
such as chords of the 11th and 13th, chords built up by
fourths and fifths, and simultaneous use of chords from the
two whole tone scales, is whether or not the composer has
gotten the right distridution of tonal material; ¢r, if he
is working in polytonality, whether he has made a jJudicious
selection of keys. To get at the vitality of sound is a
problem similar to the painter's or writer's strivings for
the exact pigments or words; to secure the most satisfying
combination, is a process which requires continual testing.
Ravel and Debussy, pioneers in modern harmony, had an
innagte sense for the right blend which many of the modern
composers strangely lack. With all their vastly more exten-
sive development of the new harmony in modern writing, their
chords are indiscriminately blended; vital dissonance has
degenerated into mere noise. Modern composers can no longer
Justlfy thelr neglect of these more subtle matters under

the pretense that they are still but pioneers in these new

tonal regions and therefore not to be held for the finesse
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of thelr usage, because modern technique has been develop-
ing now over a period of thirty years. The careless putting-
down of Just any bizarre or dissonant combination has no
longer any place in this advanced stage of modern composi~
tion.

The duodecuple system of twelve tones, used so exten-
slvely by the moderns and hinted by Rachmaninoff in his
"Third Symphony", offers even more freedom to the composer
than do the new chord formstions. Beginnings of the duo-
decuple influence are seen in the works of Debussy in
which we find sudden dramatic depaertures into new keys.

But in the modern exploitation of the duodecuple system,
the temptation lies in taking the easy way out by discard-
ing entirely any toniec cecenter. Chords ecan progress so
abruptly and freely into diverse keys that if we are to
avold harmonic chaos it is imperative, though far more dif-
ficult, to preserve harmonic fixity through & dominating
key. The same principle is involved in polytonality.

Likewise the new freedom availsble in modern rhythm
can easily degenerate into rhythmic chaos when the im-
portant pulsating beat is no longer discernidble as an order-
ing influence.

It is program music which is largely responsible for
much of the careless use of the new chords, key combinations

and rhythms. The attempt to depiet a definite program often

leads modern composers into harmonic absurdities which would
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never be tolerated by the Absolutists. However, smong the
contemporary composers of program musice, the works of
Strauss and Stravinsky form two great exceptions to this
general rule, for nowhere can be found a surer or more
sensitive feeling for vital harmonic associations than in
Strauss! "Salome" or Stravinski's "Sacre du Printemps".
In both of these works an expression of all that is ugly,
fierce, gruesome, or barbarlec, is inspiringly depicted.

The same harmonic vitality which characterizes these
works is evident in Rachmaninoff's "Third Symphony". Also
Rachmeninoff is ever careful to preserve unity of key and

rhythmic order, which holds his entire fabric firmly

together.
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MEASURE BY MEASURE CHART OF THE THIRD SYMPHONY

Movement 1 - Sonata Form

Mesasure
1 - 11 Introduction A minor
12 - 99 Exposition

12-30 Theme I A minor
30-48 Bridge
48-99 Theme II E mejor

100 - 233 Development

100-142 Section I in F major

143-204 Section II

204233 Section III beginning in A minor
234 - 302 Recapitulation

234-250 Theme I A minor

251-255 Bridge

255-302 Theme II C major

303 - 322 Codsa

Movement II - Modified Rondo Form

Measure
1l - 88 Adagio
1-9 Introduction F sharp minor
10-25 Theme I F sharp minor
25-29 Bridge
30-49 Theme II E flat minor
50-55 First Recall of Theme I in E flat minor

55-81 Development of Theme II




Measure 4],
8Z-84 Second Recall of Theme I in C minor
85-88 Bridge

88 - 236 Allegro Vivace section

88-118 A triplet figure developed
118-134 New Theme III F minor
135-182 New development of triplet figure
183-190 Theme III in F minor again
191-236 Triplet development continues ageain

236 - 259 Bridge
260 - 261 Recapitulation of Adaglo - beginning with

Theme II in F sharp minor
262 - 270 Recapitulation of Theme I in F sharp minor
270 - 281 Codetta

Movement 111 - Sonata Form

Measure
1 -95 Exposition
l1 -2 Introduction
2 -18 Theme I in A major
19 =29 Bridge
30 =50 Theme I (B) continuing in D major
51 - 66 Theme II in C sharp minor
67 -94 Bridge
b 95 - 247 Development
é} 965-209 Fugue in D mejor
] 210-219  Moderato section Inset - B flat mejor
220~-246 New section in which fragments of fugue

return; really a Bridge-passage




Measure

247 - 323 Recapitulation

247-262 Theme I in A major
263-282 Bridge

283-294 Theme II E flat minor
295-323 Bridge

324 - 376 Coda in A major

42.
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THIRD SYMPHONY - THE MUSICAL STRUCTURE

The opening of this symphony is far more suggestive
of Sibelius than the "Second Symphony". At the beginning
of the first movement (Lento) the thematic material to
come is merely hinted in a monotonous use of three notes
covering a range of a minor third only. (This three-note
figure, despite the proportions into which it eventually
expands, preserves its identity as s motto throughout, and

persists in its own right).
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From this a definite theme is gradueally evolved, first at
(1), and then emerging into a positive announcement at (2)

in violins on the same page.
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At (3) this gradually merges into a triplet formation
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built on the motto
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and assumes a more definite appearanée on page 5. This
treatment, however, is only momentary - episodiec in charac-
ter - for the more sustained presentation of the first theme
on page 3 returns on page 7, although not in the complete
form, and leads into the second theme at (5) which is a
partial inversion of the opening of the first theme, and
contains within it figures (in their originsl form) from

the first theme.
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This is followed by & return of the first theme which
continues to the last measure on page 9, at which point
Theme II is then continued, working in an ever rising
up -swing to a climax at (8). The latter proves only a |
stepping-stone for a new continuation which leads with
ever inereasing momentum, this time to the full unfurling
of Theme II at (9), after which references to Theme I
continue to the end of the Exposition. This Exposition
18 a remarkable example of how closely Rachmaninoff holds

to his themes. They must have been palnstakingly tested
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agalnst each qﬁher during the early formative period of
the work, so closely related are they, so perfeetly do
they agree regardless of any polyphonic treatment in
their joint associsation.

The Development starts with a statement of the first
theme in developed form in the bassoons on page 18. This
is followed by a reiteratiqn of 1ts opening figure in the
clarinets and the relteration in the oboe of a later figure
from the same theme. (Compare this treatment with the
theme as a whole on page 3.) All this occurs against a
prevailing accompaniment‘in triplets drawn from the

extension of the first theme on page 5.
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The varied and interesting rhythmic treatment of the motto,
measure 7 on page 18, in the second violins against the
same figure in slower rhythm in the violas, aptly illus-
trates one of the most prominent features of Rachmeninoff's
technique, namely: the closely knit organic unity which
he gains by constructing seemingly independent voices from
a single thematlie source. Throughout this whole develop-
ment, he makes full use of scant material, constantly pre-
senting the same figures in s new guise through his contra-
puntal treatment. The new material at (13) seems to be a

projection or expansion of the Preceding repeated figure
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in the stringé, which in turn is only a development of
the first theme.
In the last measure on page 23, the trombones give
out, in asugmentation, this figure from the preceding

measure in the first violins.
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In the Development so far, the triplet rhythm has formed
a constant accompaniment which persists without pause

to page 25 where, in the last measure, the violas announce
a figural pattern (modification of material at (13) )
which 1s repeated by the second violins and then trans-
ferred to the first violins on page 26. The figures con-
talned in this pattern are then consistently developed

in cellos, basses, and woodwind through Rachmaninoff's
characteristic broad line to page 31 where, against the
triplet background, the brass announces the first theme

of page 3 through partial augmentation. At (17) we have

a continued reiteration of the opening downward progres-
sion of the first theme of page 3 which breaks into
triplets on page 35. From here to (20) the material hints
of the second theme in developed form. At (20) the appar-
ently new materisl in the piccolo and bassoon, typieally

Russlen in charaeter, is taken from the second theme at

(5) but presented now in partiasl diminution.
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In the basses and cellos is & suggestion of the opening
downward descent of the first theme. On page 42 is a
modified return, in the trombones, of the motto from
page 1, through partial sugmentation. At (22) the first
violins sweep upward with material which strongly sug-
gests the opening of the second theme at (5)
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and at (23) the second theme is unmistekably announced.

There is now a gradual descent of this material from a
"fortissimo” climax down to a modified return of the
material on the opening page, the motto, whiech hints of
the more positive return at (25). The msterial from
rages 42 to 46 is really a bridge-passage which antici-
pates the subjects in the approaching Recapitulation

at (25).

The Recapitulation introduced by the opening motto
from page 1 begins with the accompaniment figure from the
last two measures of page 2, ageinst which Theme I appears
on page 46 followed by the second theme on page 50. This

merges at (31) into an extension of the first themse.
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At (33) the second theme returns in the flutes as
it appeared on page 50, but with a portion of the theme
in augmentation against it. A codetta theme, faintly
resembling Theme II, is announced at (34).
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This theme continues in gradual diminuendo to almost
the end of the'movement,'with continual reference to the
'motto' giving it identity. The motto alone is given out
in the last five measures of the movement.
Rachmaninoff's subtle handling of material makes
him closer to Sibelius than any other writer. In this
"Third Symphony", especially, he makes use of the
Sibelius technique by at first only vaguely hinting the
themes to be developed. Both writers employ a very
limited range for their‘figures, and the marvel is,
with such frugal thematic material, with such close cor-
relation between the themes and such complete avoidance
of sequences and other points of corroboration, that any

feeling of thematic unity can prevail. His sequential

Progressing toward and away from climexes is the one
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factor that preserves the broad line and countersacts

this constant evasion of the obvious.
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SECOND MOVEMENT

The Second Movement might be regarded as a modified
Rondo-form. It begins with an alternation of two adja-

cent tones which is a return of the motto from Page 1.
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Beneath is an accompaniment figure in the herp from which
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Theme II is eventually developed.
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Theme I is then stated in descending sequence at (36),
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end expands in the following way at (37).

e Em— , oyt e
: T e lla!M*gi?iFﬁ?*” Pref]

] LY —p 3
The bridge-passage at (38) contains within it the triplet

formation from the second and fourth mesasures after (37),
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and leads into the second subject on page 68 where par-

tial augmentation in the strings is used against it.

s ¥ 2 o o )

p

D3 =S
Nd ¢ 7

AN

The opening figure of Theme II is nearly identical with
that in the second theme of the first movement at (5).
From (40) to page 73, measure 2, diminution of Theme II
appears in the strings against shifted rhythm of the theme
in the woodwind. A modified version of this material sap-
Pears in triplets in measure 2 on page 73. The bridge-
passage, sterting with the last measure on page 73, econ-
tains portions of Theme I in shifted rhythm, thus conceal-
ing the entrance of Theme I at (41). After a very brief
recall of Theme I, Theme II in the cellos, measure 7,

page 75, is developed canonically between the celeste and
clarinet on pages 76 to 77, and then expands in divided
strings on pages 77 to 81 with its opening figure sweep-
ing on upward and oreating the broader line.

On page 79 diminution of Theme II appears in the
woodwind and trombones against the originsl formetion in
the strings. (Compare with page 72). The persistent
sequential development of Theme II is maintained to page

81 where the theme tskes on the character of the first

theme from which various figures are drawn.




52.

This leads to a definite return of the first theme in

the English horn on page 82, followed by a bridge-
passage similar to that used between Themes I and II at
(38), after which a triplet figure, taken from the devel-
opment of the first movement, converts the preceding
adagio into a vivace.

In the Vivace we encounter a new figure
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mixed with figural references to the first theme. There
is a return of Theme II, slightly extended, in the strings
on page 86; 1its downward descent in the next measure is
an extension of the original downward tendeney of this
theme on pages 68 to 69. Thus the Allegro Vivace, sside
from the new figure it contains, is & mixture of both
first and second themes in developed form. At (49) is an
inversion of the new figure and at (51) a new theme

emerges from the new figure.
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It is interrupted at (53) by a return of the new triplet
figuré from the opening of the Allegro at (47), now used
a8 an accompaniment. The opening of the second theme
appears periodically against it, first in the violas, then
in the second violins, while an augmentation of Theme II

(first note omitted) appears in the bassoons at (53).

(The latter figure continues prominently in the following
pages.) Other portions of Theme II are presented on

rage 95 in both the bass clarinet and English horn,
(compare theme on page 68) while oboes and clarinets
present a figure, the general line of which has developed
from the new theme at (51). As this thematic material
continues on page 96 it resembles more nearly the outline
of Theme II from page 68, (Note especially page 96,

measure three, where the first violins present within

their accompaniment the opening figure of the second sub-
Jeet, which in turn is repeated above in a more definite
way by the flutes and oboes, the woodwind and horns re-
turning with the augmentation of Theme II already seen at
(53) ). On page 102 the new theme is re-stated in the
flutes, piccolo, and oboe as it appeared on page 90.

From pages 105 to 111 there is continual reference to the
opening figure of Theme II (stated in the violas at (60) )

interspersed with the new figure. On pages 112 to 113 this
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figure dominstes almost completely. The scale-wise
ressage (development of Theme II) which appears in the
celeste on pages 116 to 117, is further extended at (66)
in the Alla Breve. Thus the Allegro Vivace or Develop-
ment section combines fragments from the first and second
themes (mostly Theme II) with the new figure and the new
theme which has grown from the new motif, developing all
these factors by the various methods mentioned.

The transitional materisl, (66) to (68), leading
back to the Recapitulation, is again built on the motto
or from & figure of Theme II. This is followed at (68)

by & return of the original bridge-passage from pages

67 and 83,
Transition figure; with this harp accompaniment
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which leads into the Recapitulation of the Adagio on
page 121.

The first four measures of the Recapitulation
present an episodlc statement of Theme II in partial
augmentation and abbreviasted form in the strings, with
the English horn echoing it in diminution. This leads,
in measure two, page 122, directly into en extended

recepitulation of the first theme. A brief codetta

et
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ends the movement with diminution of the opening material
of this movement. This is really but snother statement
of the motto which begins and closes both the First and
Second Movements.

In this Recapitule tion we see Rachmaninoff exhiblt-
ing Beethoven's instinet for evenly spreading out his
thematic materisl. The Second Theme, S0 extensively
developed in the Vivace section, is referred to only

briefly, while Theme I, s0 scantily used in the Develop-

ment, returns here in extended form.
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THIRD MOVEMENT

The Third Movement is in Sonata form. It begins

with an introductory upward rush from which Theme I is

hurled.
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This theme serves as a generator from which new figures
and novel treatments of the same material are evolved.
A1l of the thematic material from page 127 to page 140
hangs together as Theme I with the exception of bridge
material on page 132 which here takes on the chsracter

of an episode.
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On page 134, the augmentation of the figure in sixteenth
notes in the second measure of page 127, and especially
the addition of the two notes in the next measure, page

135, bring about a more definite thematic utterance.
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(This passage is a typical example of how Rachmaninoff's

orlginal themes logically and consistently expand and

widen themselves, thus providing a eontinuously richer
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field from which to draw for the development section).
Four dark woodwind chords then introduce Theme II
at the Meno Mosso. The leaps in the opening figure

expand into & higher regilster in the next measurs.

b

These two measures provide all the material up to page
143 where the bridge material from page 132 returns in
more episodic form. On page 144 the thematic bits in
the woodwind from pages 135 to 136 re-appear (now in

extended form)
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as a preparation for the storming-out of the tutti at
(80) with its marcato reiterations of the motto which
opened and closed both the first and second movements.
On page 146 a few further repetitions of the fragments
from page 144 complete the transition, stating the sub-
Ject matter to be worked out in the Development which
begins on page 147 with a vigorous four-voiced fugue

derived from Theme I. Its first four notes are an exsot

duplication of Theme I with rhythmic change alone.
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Theme I Fugue Subjeect
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The next figure of the fugue is derived from a figure
of the bridge-passage.

Beginning of Bridge-passage Fugue figure
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From (86) to (92) the strictness and vigor of the Fugue
slackens, giving way to more modified and episodic
treatment. From measure five on page 158 to (88) is an

embroidering of Theme II from Movement II.
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(We see the same scale Pigure used again in the last
two measures of both pages 164 and 165.)

From (92) a more positive thematic return pulls the
Fugue together and culminates in the climax on page 168.
On page 171 is a return in more episodic form of the
bridge material of page 143, now in augmented form and
in the woodwind.

Bridge material from page 171 Page 143
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The thematic material which formed the opening subject
of the Fugue on page 147, reappears at the Allegro Vivace
on page 173 but in rather fragmentary form, with the
bagsoon and cello glving out in augmentation this part
of the opening figure.
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All this appears in more extended form on pages 176 and

177. This Allegro Vivace section, which is merely sa
bridge-ﬁassage preparing for the Recapitulation, is some=-
what similar to the bridge-passage preceding the Develop-
ment.

The Recapitulation proceeds with a slightly varied,
but for the most part exasct, repetition of the Exposition
until page 185. Here a figure taken directly from Theme
II (with the exception of the sixteenth note figure) has
the appearance of & new theme because of the original

treatment it receives.
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This practice is a prevailing characteristic of Rachmeni -
noff's methods. This variation of Theme II'serves as a
bridge-passage which leads directly into Theme II itself
at (105). At (107) the material from the bridge-passage
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also returns, and on page 190 the material is again only

an augmentation of this figure from the Fugue subject.
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This augmented figure.on page 190 continﬁes on page 191
in syncopated form.

The Coda begins on page 193 with Theme I (in the flute)
over an accompaniment in the strings built from the motto.

Accompaniment figure
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It speeds swiftly‘along, pausing ffom measure %hree, page
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194 to (112), for a passage in the woodwinds which is an
expansion of this figure,
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from measure one on page 193. On page 196 (last neasure),
material resembling the Fugue subject on vage 129 appears

in the second violins
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and works up to a forte at the Allegro on page 199 in the

strings. That portion of the Fugue subject which appears
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in augmentation in the horns on page 190

oy
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can be traced throughout the remainder of the movement

on pages 191, 198 (in wind), 199 (last measure in horns)
to 203. The tempo changes to 3/4 at page 202, thus pre-
senting the same tonal pattern in a new rhythmic guise.
At (116) the slight variastion of Theme I from page 128,

fourth mesasure, returns and brings the Finale to its

eonclusion.
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THIRD SYMPHONY - SUMMARY

FIRST MOVEMENT

The opening motto with its eastern, chant-like,
modal character definitely establishes the aneient mood.
But unfortunately, the whole movement is not cast in the
mood of the motto. When the middle of the first subject
is reached there is 1ittle of the anclent quality left,
even though the theme itself is still drawn from the
motto, and when we arrive at the second theme, there re-
nmains not even a trace of the modal feeling. This lyriec,
but rather weak (even cloying) second theme, is saved
from the commonplace only by Rachmaninoff's powerful
sequential expansion of it through elimax upon climax and
the subsequent masterful sequential receding from these
climaxes.

The opening of the Development, with its weird and
sinister scoring, draws us back forcefully to the originsal
mood whiceh persists throughout, the music becoming more
barbaric and Stravinskian in character as it proceeds.
The periodic return of the opening motto, especially its
powerful intoning in the brass on pages 37 to 38, aids in
consistently prolonging the mood which suffered such an
unaccountable relapse in the exposition. With the coming
of the Recepitulation, however, the ancient character is

agaln blotted out. The prolonged treatment of the wesaker

second theme completely dispels the slightest trace of the
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opening mood and the abrupt return of the motto in the

Coda does not save the situation.

SECOND MOVEMENT

The opening chant which re-establishes the mood of
the introduction (on page 1), is broken agsin by the en-
trance of the first theme which, despite its rare beauty
and grace, has little aesthetiec relation to the modal
atmosphere of the beginning. The somewhat liturgical
second theme might possibly be considered as & slight re-
version to the chant, but the succeeding scherzo section
with its pouncing phrases and darting accents entirely
shatters any continuity in the movement and leaves the
listener bewildered as to Rachmaninoff's original inten-
tion. Despite its brilliant scoring, powerful broad
lines, and perfection within itself, it seems more of an
entertaining feature, disrupting the sustained continuity
of mood as grotesquely as does the ballet in a serious
drama. The recapitulation has the appearance of a mere
appendage, and the coda ends with the same motto theme
st111l stalking stealthily in the dackground, thus bring-

ing us back arbitrarily once more to the opening mood.

THIRD MOVEMENT

Beginning with a spirited and vivid theme, and pro-
gressing through bridge-passages and the secondary theme

to a powerful, vigorous fugal development, the Third Move~
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ment has, despite its frequent formal reminiscences of
the motto, little linking with the mood of the beginning
of the symphony. Neither does it always hang together
within itself. Though logical enough in general design,
certain of the passages are illogical in mood and spirit.

Throughout every movement of the symphony, Rachmani-~
noff at some place leaves the mood of the opening mater-
ial stranded, and develops incidental new ideas and
moods instead. With all these extraneous unintegrated
features (however fine in themselves) one does not feel
as though there is an underlying mood or message per-
meating the work. On the contrary, the symphony leaves
one with a baffling conglomeration of impressions which
is difficult to explain or reconclile, since this sym-
phony is neither impressionistic nor program musiec.

The opening motto, while distinely modal and atmospher-
ic in character, is not used as a means of drawing the
work together in the establishment of a predominating

mood, but is simply used as a generstor from which much

of the music is evolved.
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CHAPTER FOUR

RACHMANINOFF'S PLACE

IN THE MODERN IDEAL OF FORM
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RACHMANINOFF'S PLACE IN THE MODERN IDEAL OF FORM

As suggésted in the opening chapter, the pervading
feature of present day scientific and social trends seems
to be the relating and integrating of all isolated separ-
ate factors. We can see this unifying principle at work
in every department of modern civilization; in the new
flow and convertibility of light and space in modern or-
ganic architecture; in the standardizing and integrat-
ing of all the elements in interior decoration; in the
more plastic and flowing forms of the new poetry; in the
breaking away from representational form in the realm of
rainting; 1in the revolutionary adaptable trends of the
new educational techniques. Science itself having liber-
ated the core or generative nucleus of the atom, has now
ceased to work from the separate, crystallized, fixed side
of matter, atomic discoveries having made it possidble to

convert almost any element into any other. The set,
limiting boundaries of the old, being thus dissolved,

scientists, architects, mechanics, and artists are now

free to unfold their structures and patterns according to

a more basic and natural law, beginning with the motivet-
ing purpose or.seed-essence and subsequently unfolding its
inherent structure step by step. What Wright says of
modern architecture, that "Any great building grows from
within outward; it is not & shell into which life is after-

: ‘ _
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wards crammed”, is true of every other modern art, the
field of music being an especially clear example.

This funetional development of an idea in organic
sequence is as & principle sweeping aside entirely the
0ld separate unrelated units that made up the musical
form of the paet. Whether it be a symphony, a movement,
a two or three-part song-form, either the separate mowve~
ments or parts are telescoped into one division or the
initial dynamic impulse creates the inner slliance of
all the movements. The new technigue demends that the
composer maintaln at least a predominating hold on
fundamentel opening material.

Beethoven anticipated this trend in his Fifth and
Ninth Symphonies. He was a pivotal point between the old
and the new techniques and from his advances it was but a
step to the modern consistent evolution of themes in s
functlonal way. His constant presentation of the return-
ing theme in a new guise, his organic codettas, conclu-
sionsg, and bridges, so carefully concealing the design
beneath, were a great step toward the modern organic uni-
fication of structure underlying a complete work.

The short works of Debussy and Ravel are also out-
standing examples of this organic consistency. Franck,
Debussy, and D'Indy of the Modern French School, made fur-
ther advances in this unifying trend when they launched
out with the eyelic principle, evolving & whole work from

Just a few themes, drawing together an entire series of
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movements through their transformetion and re-combination.
Likewlse D'Indy's "Istar Variations”™ were a beginning step
in the evolvement of the new variation-form in which hints
0of the theme in the opening varistion sre, with each suc-
ceeding variation, focused into greater clarity, the full
unfoldment or revelation of the theme itself coming at the
conclusion instead of being stated at the beginning. The
0ld formasl finished statement of the theme at the begin-
ning and the subsequent toying-with and re-working of its
parts, is today being outgrown in favor of a progressive
unfolding of idea step by step toward s culminating ecenter
or objective. Each separate variation as sn entity within
itself loses its identity under this process.

This blurring of the old definitive, separative out-
lines is even more startling in its revolutionizing of
operatic form. Consider for instance how Wagner, by the
use of recurrent leit-motifs, organically connected and
merged the conglomeration of heretofore arbitrary, separ-
eate, unfunctional arias, trios, choruses, and scenes, into
a more concentrated unified dramatic whole with no mood
unrelated to the general mood.

Debussy's "Pelleas and Mélisande", with its absence
of defined vocal melody, shows even more clearly this melt-

ing-down of the o0ld separate disjointed outlines and

elements.
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In absolute musie, we see the final emergence of this

trend in the Sibelius Seventh Symphony which is a continu-
ous development of its original statement snd mood from

beginning to end, everything being generated from the power-

ful opening ldeas. This gradual organic expansion from
mere germinal motifs into complete crystallization of the
initial idea with all separate elements of the structural
design concealed, is the complete realization toward which
the unifying process has been tending, and Rachmaninoff,
though suggesting this technique in his Third Symphony,
only partly achieves the ultimate g0al. In the face of the
integrating trends which are molding modern musie, it seems
strange that many composers of absolute music, such as
Rachmaninoff, seem to be still hanging on to the o0ld dis-
connected suite ideal of the symphony, with its incongruous
diverting scherzos. Why is it that music, which beyond all
other arts requires a clear organic form, should even now
be slavishly adhering to the unrelsted dance forms out of
which the symphony sprang, when long before the orgasnic
trend began to marshall all the elements of eivilization,
many artists in all other fields had pioneered in the new
way? To mention only a few fields, take, for instance, the
schools of impressionistic snd expressionistic painting,
‘and the great dramatists and architects, with thelr unfail.

ing organic unity of mood or purpose. Is it not then a bit

strange that a serious messaged symphony should not pursue
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e leading thought, or motif with this same coherence and
congistency, but should slavishly end in the traditionsl
merry gigue?

The Impressionists, and writers of program musie in
sharp contrast to the Absolutists, have, by the continu-
ous development and projection of one dominant message,
held all movements aesthetically together in its expres-
slon. For example, Macdowell, despite his loose handling
of material, definitely anticipated the modern trend in
his last two Sonatas by discarding the entertaining scherzo
as extraneous in the suggestion of his Norse and Keltic
subjects. But in spite of these advances, Rachmaninoff,
like many other absolutists, persists in the old separate,
disjointed way of incorporating elements which not only
do nothing to further the originsl ides, but even halt its
development, just as the ballet or aris interrupted the
action of the older operas. This is the basic dilemma of
all the absolutists who, like Rachmaninoff, consefvatively
hang on to the old forms even while dabbling in the new
techniques, retaining no dominant mood or opening material
throughout their forms. Rachmaninoff is s strange hybrid
mixture of the old and the new. He stands on the brink
deliberating between both methods, for neither does he

remaein an out-and-out conservative absolutist nor does he

come forth wholly into the new way. His Third Symphony,
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though beginning with the Sibelius method of develop-
ment, lapses back to the 0ld technigues without retain-
ing any initlal idea throughout. Thus his music, color-
ful, vital, alive, as it is, does not mirror clearly the

essence of contemporary trends.
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BIOGRAPHICAL DATA

1873 - Birth
1892 - Graduated from the Moscow Conservatoire
1895 - First Symphony composed and produced: (a failure)

1905 - Genersal Manager and Conductor of the Grand
Theater of Moscow

1907 - 1909 - 1In Dresden. Wrote the Second Symphony,
First Plano Sonata, "Isle of the Desd”.

1909 - First Journey to America to accompany Max Fiedler
and Boston Orchestra on s short tour. Conducted
Second Symphony with Philharmoniec and Chicago
Orchestras.

1909 - Vice President of the Imperial Russian Musiecal
Soclety.

1911 - 1913 - Permanent Conductor of the Philharmonie
Concerts in Moseow

1913 - Composed Chorale Symphony "The Bells™

1917 - Left Russia

1918 - Arrived in America and made his home here
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