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S U MMA R Y

This thesis presents the most detailed s tud) > et o f  the music o f  the English com poser  

Wil l iam Ha\'ergal Brian (1876-1972) .  It concentrates  on the orchestral music  writ ten 

in a single decade —  the 1930s —  at a t ime w'hen he was  arguabh at the height  o f  his 

powers .  The music o f  this decade fo llows on form the complet ion o f  his most  famous 

—  and notorious  —  work,  the mass i\  e G othic  Symphon\- (No. 1). The works  writ ten 

dur ing this decade,  and in particular the two symphonies (the second and third),  were 

crucial in establ ishing a forward path after the singular .symphonic scale and nature of  

the Gothic. This manner  o f  symphonic  composi t ion  would  be sustained and developed 

through a total o f  thirty two symphonies ,  the last writ ten in 1968, wh en  the com poser  

was  ninety-two.

fhc carl_\ chaptcr^ o f  the thesis discuss Brian vvithin a wider musical  context .  Chapter  

one considers a selection ofearl> orchestral  works,  from two points o f  \ iew. They are 

discussed with regard to how they reflect influences on the young Brian,  and also how’ 

they show early signs o f  composi t ional  traits that recur much later in his career,  and 

paii icularl) in the three central works o l ' ih e  thesis.

Chapter  two views the sv mphonic scene in England from the ad\  ent o f  Edward Elgar 

(1 8,^8-l 934) up to works  and composers  con temporar \  wi th the two symphonies  o f  

Brian central to the thesis. As with the earl \  works,  there are shared concerns  with 

fellow composers ,  as Nsell as significant differences.  Brian emerges  as a dist inctive 

contr ibutor  to the English symphonic literaiture.

Chapter  three discusses the Gothic  s> m p h o n \  —  and Brian 's  article on the subject  o f  

its creation —  to establish its crucial place in the output o f  the composer .  The chapter  

also t races characterist ics that r e c u r —  in different contexts  — in the next two 

sxmphonies .

\



C h a p l e r  four to six d i scuss  in tu rn  —  in great  de tai l  —  the S \  m p h o n y  No,  2, No.  

an d  the Viol in Conc er to .

T h e  C o n c lu s i o n  s u m m a r i s e s  the  f ind ings  o f  the th e s i s  and  v\ idens  the  co n te x t  in a 

t lnal  d i s cuss i on  o f  Brian,  his w o r k  and  its s ign i f ica nce .

A p p e n d i c e s  o n e  to th ree  tabula te  —  wi th c o m m e n t a r y  the c o m p o s i t i o n a l  sou rce  

m a te r ia l s  for t h e  three w orks  d i s cu s sed  in ch ap te rs  four  to six.

A p p e n d i x  four ch ro n ic le s  the p e r fo rm a n c es  to d a te  o f  the three  cen t ra l  works .

L
.J
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A note on the music  exam ples

U n le s s  o th e rw is e  spec i t led.  the m u s i c  e x a m p l e s  arc ta ken  f rom w o r k s  b> Have rga l  

Br ian.  T h e  ma jo r i ty  o f  the mu s ic  e x a n i p l e s  in this  thes i s  c o m e  from the  shor t  sco re s  o f  

the th ree  inain w orks  under  d i scuss ion .  Th ese  shor t  sc o re s  (and the  full scores)  c a n  be 

s tu d i ed  in the l ibrar\  o f  the Royal  C o l l e g e  o f  M u s ic ,  w h e r e  they are h o u s e d .  The  

e x a m p l e s  reflect ,  as c loseU as poss ib l e ,  the look an d  layout  o f  the sou rce .  B r ia n ' s  

no ta t i o n  is id iosyncra t ic  in these  scores .  He wro te  top a n d  bot tom par t s  w i th  s tems  

up w ard  and d o w n w a r d  r c s p e c l i \ e l > . r egard le ss  o f t h e i r  pos i t ions  on the  stave.  T h o u g h  

techn ica l ly  incor rec t ,  the layout d o e s  revea l  B r i a n ' s  v iew o f  m u c h  o f  the mater ia l  as 

p r e d o m i n a n t l y  cont rapunta l  in tex ture.  Deta i ls  such as p hr a s i ng  are of ten  a m b i g u o u s ,  

pe rh a p s  revea l in g  the haste to p ro g re s s  to the stage  o f  wr i t ing  a full score .  The  

e x a m p l e s  take n  from the s u r \ i \  ing  sk e tc h  pa ge s  are pre sen te d  in the s a m e  manner .  

The re  a re  a lso s o m e  e x a m p le s  r edu ced  b> the  a u th o r  f rom  the full score.  T hes e  o c c u r  

e i ther  w h e n  the re  are ch an ges  o f  a subs t an t ia l  na tu re  betw een  shor t  a n d  full score,  o r  

w h e n  the  p as sage  in the e x a m p le  d o e s  not  a p p e a r  at all in the shor t  sc ore ,  be ing  a d d e d  

in by B r i an  at the full score stage.

T h e  sc or e s  are m a r k e d  b> rehearsa l  n u m b e r s ,  rather  than co n se c u t iv e  bar  n u m b e r s  for 

e ach  m o v e m e n t .  Th e  n u m b e r i n g  o f  the  three  scores in f igures  is not  cons i s te n t .  In the  

tw o  s y m p h o n i e s ,  a f igure has been  inser ted  by hand ever \ '  ten bars. In the  case o f  the  

X'iolin C o n ce r to ,  the n um ber in g  is m o r e  crrat ic.  .A f igure ma_\ con ta in  as few as four ,  

o r  as m a n y  as t\ \  el \  e bars. Th e  n u m b e r i n g s  do.  h o \ \ e \  er  —  in the a b s e n c e  o f  bar  

n u m b e r s  —  p r o \  ide useful  re fe rence  po in ts  wi th in ea ch  score.  T h ey  a r e  u sed  for tha t  

p u r p o s e  in the  de tai led  s tudies that  fo l low in this thesis.

Br ian  s e l d o m  wro te  any  ins t rumenta l  i nd i ca t io ns  in his shor t  scores  o r  sk e tc h  pages.  In 

the m u s ic  ex am p le s .  1 have indica ted  the  orches t r a t ion  in square  b r a c k e ts  and  italics. 

All  ind ic a t io ns  in o ther  type are b\' Br ian.  I ' h e  ins t ru menta l  a b b r e v i a t i o n s  used  in the 

m us i c  e x a m p l e s  are g ive n  on the next  page .
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E X A M P L E  2 :3 4  S y m p h o n y  no.2.  IL 41 :3-4 ( b o t t o m  line o f  shor t  score)

E X A M P L E  2 : 3 5  S > m p h o n \  nt).2. IL 38:1-2

E X A M P L E  2 :3 6  Sy mphonx no.2.  IL 37:2  and 3

E X A M P L E  2 : 3 7  S y m p h o n \  no.2.  II. 41 :6- 7

E X A M P L E  2 :3 8  S y m p h o m  no.2.  II. 42 :5  and 6

E X A M P L E  2: 3 9 (a )  S y m p h o n \  no .2.  III.  45:2 -6

E X A M P L E  2: 3 9 (b )  S y m p h o n \  no .2 .  HI.  55: 2-5

E X A M P L E  2:40(a) :  Ost inato t \ p e  S \ m p h o n \  no.2.  I l l ,  45: 4-5

E X A M P L E  2 :4 0( b) :  Ost ina to  t \ p e  ' B '  S\mphon_\  no.2.  III. 49:7-8

E.X.V.MPLE 2:41 S \ m p h o n >  no.2.  III.  54:7-8

E X A . M P L E 2 : 4 2  S \m p h o n >  no.2.  I l l ,  58:8- 10

E X A M P L E  2 : 4 3 (a )  S y m p h o n \  no.2.  III.  55:9

E X A M P L E  2 : 4 3 ( b )  Symphon> no.2.  III.  56: 8

E X A M P L E  2:4 3 (c )  Sxmphonv no.2.  111. 57;8

E X A M P L E  2: 4 4 (a )  S y m p h o n \  no .2.  III.  44:1-3

E X A M P L E  2 : 4 4 ( b )  Symphon> no.2.  III.  42:8 to 43:1

E X A M P L E  2 :4 4( c )  Penta ton ic  sca le  1

E X .A M P L E  2 :4 5  S y m p h o n \  no.2.  III.  67:2-8

E X A M P L E  2:4 6 (a )  S \ m p h o n \  no.2.  III.  45:2-5

E X A .M P L E  2 : 4 6 (b )  Penta ton ic  s c l i I c  2

E X A M P L E  2 : 4 7 (a )  Symphon_\ no.2.  III.  50: 5-6

E X A M P L E  2 : 4 7 (b )  Penta tonic  scale 3

EX.A.MPLE 2: 48 (a )  Sxmphonx no.2.  111. 49: 2-6

E X A M P L E  2: 4 8 (b )  S \ m p h o n >  no.2.  111. 62:9-  63 :4

E X A M P L E  2 :4 9  S y m p h o n \  no.2.  I l l ,  63: 5-8

\ i i i



FAAMPLF.  2:50 S\m ph on } no .2. 1\'. 67:9-10 

E X A M P L E  2:51 S_vmphon> no .2. IV. 87:3 

E X A M P L E  2:52(a) S\niphc)n\  no .2. IN’. 67:10-68:4 

E X A M P L E  2:52(b) S}'mphon> no.2. IV. 69:1-4 

EX.AMPLE 2:53 S \ in p h o n \  no .2. IV, 72:7-10 

E X A M P L E  2:54 Symph on y  no .2. IV. 72:1-2 

E X A M P L E  2:55 S \n iphon)  no .2. IN’. 7.‘̂ :l-5 

E X A M P L E  2:56 S\mphon_\ no .2. IN’. 74:8-10 

EX.AMPLE 2:57 Symphon> no .2. IN'. 77:1-2 

E X A M P L E  2:58 S \ m p h o n y  no .2. IV, 77:9-10 

E X A M P L E  2:59 Symphon\- no .2. IN'. 79:9-10 

E X A M P L E  2:60 S ympho n\  no.2. IV, 84:.>-8 

E X A M P L E  2:61 S ympho n\  n o .2. IN’. 82:7-10 

E X A M P L E  2:62 Symphonv no .2. IN’. 80:10-81:1 

E X A M P L E  2:63 S ympho n\  no.2. IV. 82:2-3 

E X A M P L E  2:64 S ympho n\  no .2. IV. 81:6-8 

EX.AMPLE 2:65 Symphony no .2. IN’. 83:5-6 

E X A M P L E  2:66 S>mphon\  no.2, IV. 87:6-8 

E X A M P L E  2:67 Symphony no .2. IV. 87:6-8

E X A M P L E  3 : 1(a) Symphony  No. 3.1 bars 1-3 (reduced b\  the author) 

E X A M P L E  3 : 1(b) Symphony No. 3.1. 31: 2-3.

E X A M P L E  3 : 1(c) Symphon \  No. 3. 1. bars 1-3

EX.AMPLE 3:2(a) S \m p h o n \  No. 3. 1, bar.s 5-6 (reduced b> the author) 

E X A M P L E  3:2(b) S\mphon_\ No. 3. 1. bars 5-6 

E X A M P L E  3:3 Symphon\ '  No. 3.1. 5:9 -6:1.

E X A M P L E  3:4(a) Symphony  No. 3.1.11:8 

E X A M P L E  3:4(b) S \m p h o n \  No. 3.1.12:4 

EX.A..MPLE 3:5 S_\mphon\ No. 1.2:5-6: \iolin.s 1 

E X A M P L E  3:6 S \m p h o n \  No. 3.1,15:6-7 

E X A M P L E  3:7(a) Symphony No. 3.1.16:7-8.

E X A M P L E  3:7(b) S ympho n\  No. 3.1.19:8-9 

E X . \ M P L E  3:8 S>'mphony No. 3 .1 .21:7-8



E X A M P L E  3:9  Symphony  No. 3.1,8:8-10 

E X A M P L E  3:10 Symphony No. 3.1.10:6-7.

E X A M P L E  3:11 Symphony No. 3.1. 6 : 2 - 3 :\ iolins I

E X A M P L E  3:12 Symphony No. 3 .1.14:1-2:  violins 1

E X A M P L E  3:13 Symphony No. 3.1.18:5:  ostinato

E X A M P L E  3:14 Symphony No. 3.1. 19:4-7: top and bot tom line.s o n h

E X .A M P L E  3:15 Mahler:  Symphony No.  10.1: t\NO chords

E X A M P L E  3:16 Symphony No. 3 ,1.27:3-6

E X A M P L E  3:17 Symphony No. 3.1.4:2-3

E X A M P L E  3:18(a)  Symphony No. 3.1.9:1-2

E X A M P L E  3 : lS ( b )  S \n iphon \  No. 3.1.9:1-2: two piano parts

E X A M P L E  3 : 19(a) Symphony No. 3 . 1.7:5

E X . A M P L E  3 : 19(b) S> mphon_\ No. 3.1.7:5:  two piano parts

E X A M P L E  3:20 S\mphon_\ No. 3.1.16:2-3:  \iolin.s I

E X A M P L E  3:21 S_\mphon\ No. 3.1.21:7-9 |skctch page 14)

E X A M P L E  3:22 S>'mphony No. 3 . 1 .2 1 :7-9

E X A M P L E  3:23 S Ninphon} No. 3.1.21:7-9;  t \ \o piano parts

E X A M P L E  3:24 Symphon\  No. 3.11, 32:9-10

E X A M P L E  3:25 Symphon> No. 3.11. 34:4-7

E X A M P L E  3:26 Symphon\  No. 3.11. 36:5-8

E X A M P L E  3:27 Symphony No. 3.11. 41:7-10

E X A M P L E  3:28(a)  Symphony No. 3.11. 49:6-7

E X .A M P L E  3:28(b) Symphony No. 3.11. 5 1 :4-5

E X A M P L E  3:29(a)  S_\mphon> No. 3.11. 32:3-5: \ii.)liii solo

E X A M P L E  3:29(b)  S\mphon} No. 3.11. 52:9-53:3: llute solo

E X A M P L E  3:29(c) Symphony No. 3. II.  52:9-53:3

E X A M P L E  3:30(a)  Symphon> No. 3,11. 37:2-4

E X A M P L E  3:30(b) Symphonx No. 3.1L 3 8 : 7 - 1 0

E X A M P L E  3 :3 I (a )  Symphonx No. 3.11. 32:7-8: solo \ iolin

E X A M P L E  3:31(b)  S>mphon\ No. 3.11. 39:10-40:1: solo flute

E X A M P L E  3:32(a)  Symphony No. 3.1. 17:5-7: violins I and 11

EX.A.MPLE 3:32(b) S \m phony  No. 3.11. 42:5-7: \ iolins 1 and 11



E X A M P L E  3:33 S>niphon_\ N\). 3. IL 44:7-9 

E X A M P L E  3 :34 (a )  Symphon>' No. 3, IIL 53:4-5 

E X A M P L E  3 :3 4 (b )  S>mphon> No. 3.I1L 60:7-10 

E X A M P L E  3:34(c)  S_\inphon_\ No. 3.111. 67:2-5 

E X A M P L E  3 :35  S\ i i iphon\  No. 3.111. 53:10-54:1 

E X A M P L E  3 :3 6  Symphony No. 3. III.  83:3-8 

E X A M P L E  3 :37 Symphony No. 3.111. 82:10-83:2 

E X A M P L E  3 :38  S)mphon> No. 3.111. 82:8-10 (llrsl qua \e r )

E X A M P L E  3 :39  S\mphon_\ Nu, 3.111. 55:2-6 ( lop pail)

E X A M P L E  3 :40 (a )  S>mphon> No. 3.1V. 83:10-84:3:  bass clarinet

E X A M P L E  3 :4 0 (b )  S ymph on \  No. 3 , I \ ' .  85:4-8:  top line

E X A M P L E  3:41 S \m p h o n \  No. 3 . [V. 96:5-7: \ iolins 1

E X A M P L E  3: 42  Symphony No. 3. IV. 88:6-7

E X A M P L E  3: 43  Symphon\  No. 3 . IV. 93:5-7

E X A M P L E  3 :44 Symphony No. 3.1V. 94:6-7

E X A M P L E  3 :45 (a )  Symphony  No. 3.1V. 89:10-90:1

E X A M P L E  3:45{b) Symphon> No. 3.1V. 9 1 :3-4

E X A M P L E  3:45(c)  Symphon> No, 3 . IN'. 92:5-6

E X A M P L E  3 :46 Symphons No. 3.1V. 94:1-2

E X A M P L E  3 :47 (a )  S_\mphon> No. 3 .1 \ ’. 96:5-6

E \ A . V l P L E 3 : 4 7 ( b )  S>mphon\  No. 3 . l \ ' .  98:7-8

E X A M P L E  3 :48  Symphony No. 3.1\' .  87:2-3

E X A M P L E  3: 49  Symphon \  No. 3 . IV. 89:6-7

E X A M P L E  3 :50 (a )  Symphony No. 3.IV. 88:3-4

E X A M P L E  3 :5 0 (b )  S\mphon_\ NO. 6 . ‘■):l-3

E X . A M P L E 3 : 5 I  S\mphon> No. 3.1\' .  96:2: piano part

E X A M P L E  3 :52 (a )  Symph( 'n\  No. 3.1V. 98:4-6: bottom stave (short  score)

E X A M P L E  3 :5 2 (b )  S\ mphon> No. 3.1V. 98:4-6: piano part (full score)

E X A M P L E  3 :53  Symphony No. 3.1 V. 100:3-5

E X A M P L E  3 :54  Symphon)  No. 3.1\' .  100:3-6 (rcciuccd b\ the author)

E X A M P L E  V C  1 Violin C'unceiio I. bar 1

EX.A M PLE V C  2 Violin C oncerto I. 27: 1 -5



E X A M P L E  V C  3 \ ' i o l i n  C o n c c r t o  I. 27: 6-!  2

E X A M P L E \ C  4 Viol in  C o n c e r t o  L 28: 1-3

E X A M P L E  VC 5(a) V iolin C o n c e r t o  L bars 2-4. solo \ ' io l in  part

E X A M P L E  V C  5(b) Viol in  C o n c e r t o  1. 27: 6-12.  c la r ine t  part

E X A M P L E  VC  6 Viol in  C o n c e r t o  L bars 2-4

E X A M P L E  VC 1 Violin C o n c e r t o  L 4:1-2

E X A M P L E  VC 8 Viol in  C o n c e r t o  L 17:1-3

E X A M P L E  VC 9 Violin C o n c e r t o  L 19:1-3

E X A M P L E  VC  10 Viol in  C o n c e r t o  22:1-23:3

E X A M P L E  VC  11 Violin C o n c e r t o  L 33:3-5

E X A M P L E  VC  12 Violin C o n c e r t o  I. 1: 1-2

E X A M P L E  V C  13 V iolin C o n c e r t o  1. 21:  3-4

E X A M P L E  V C  14 Viol in C o n c e r t o  1. 29; 1-2

E X A M P L E  VC 15 Viol in  C on ce r to  1. 5 : 1-6:1 ( so lo  \ iol in)

E X A M P L E  V C  I6( a) Viol in C o n c e r to  1. 4:6-7 

E X A M P L E  V C  16(b) X’iolin C o n c e r to  1. 6:1-2  ( solo v io lin)

E X A M P L E  V C  17 Viol in  C o n c e r to  1. 13:1-2 

E X A M P L E  V C  18 Viol in C o n c e r to  1. 11:1-2 

EXA.MPLE V'C 19 Violin C o n c e r t o  I. 3:2-3 (solo \  iol in)

E X A M P L E  V C  20 V io lm  C o n c e r to  1. 12:1-2 ( l "  \ iol ins)

E X A M P L E  V C  21 Viol in  C o n c e r t o  1. 15:4-16:2 ( solo \ iolin and  P'  \ i o l i n s )  

E X A M P L E  VC  22 Viol in  C o n c e r t o  11. '?3:6 13 (hass )

EX.AMPLE VC 23 Violin C o n c e r t o  11. 39:l-4(.):5 

E X A M P L E  V C  24 Viol in  C o n c e r t o  1 L 44:1-45:4  

E X A M P L E  V C  25 Viol in  C o n c e r t o  11 . 46:3-5 

E X A M P L E  V C  26 Viol in  C o n c e r to  11. 57:1-4 

E X A M P L E  \  C 27(a) \ ’iolin C o n c c r t o  11. 58: 7-1 ()

E X A M P L E  V C  27(b) X’iolin C o n c e r to  11. 58: 7-10 

E X A M P L E  V C  28 Viol in  C o n c e r to  11. 52:4-6 

E X A M P L E  V C  29 Viol in  C o n c e r to  11.53:1-3 (bass)

E X A M P L E  VC 30 Viol in  C on ce r to  11. 54:1 -4 (bass)

EX.AMPLE VC' 31(a) Delius :  Br igg  l-'air: T h e m e  (bars  20-35:  oboe)
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E X A M P L E  V'C 3 1 ( b )  Del ius:  Br ig g  Fair:  Va r i a l ion  1 1 (bar s25 4-7 :  t r umpe t )

E X A M P L E  V C  32  Del ius:  Brigg  Fair:  Inter lude  (bars  150-6:  \ i o l i n s  1)

E X A M P L E  V C  33 Viol in  C o n c e r to  111. 59:1-5

E X A M P L E  V C  34 Viol in  C o n c e r t o  111. 72:1-4

E X A M P L E  V’C  35  Vio l in  C o n c e r t o  111. 72:1 -74:2  ( so lo  viol in)

E X A M P L E  V C  36(a)  Viol in  C o n ce r to  111. 81:1-2 

E X A M P L E  \ ’C  3 6 (b )  V'iolin C o n c e r to  111. 82:6-7 

E X A .M P L E  V C  3 7  X'iolin C o n c e r t o  111. 1 0 1 :7-102:2 

E X A M P L E  V C  38  Viol in C o n c e r t o  111. 65:6-67:1 

E X A M P L E  V C  39  V io l in  C o n c e r to  HI. 63:2-3 

E X .A M P L E  V C  40 \ ' i o l i n  C o n c e r to  III. 68:5-6 

E X A M P L E  V C  41(a)  Viol in  C o n c e r to  III, 62:3-4  

E X A .M P L E  V C  4 1(b )  Violin C o n c e r to  III. 71:3-4 

E X A M P L E  V C  4 2(a )  Violin C o n ce r to  III. 77:4-5 

E X A M P L E  V C  4 2( b)  Viol in  C o n ce r to  III. 79:3-4 

E.XA.MPLE V C  43 Viol in  C o n c e r to  III.  85:5-96:2  

E X A M P L E  V C  44 Viol in C on cc r to  i l l .  86:2-3 ( so lo  \ iolin)

E X A M P L E  \ ' C  45 Viol in  C oncc r to  1. 5: 1-2 (solo \ i o l i n )

E X A M P L E  V C  46 X'iolin C o n ce r lo  111, 89:1 -90:1

E X A M P L E  \ ' C  47 Viol in C oncc r to  i l l .  95:3-96:1 ( r educed  b_\ the au thor )

E X A M P L E  . \3 :  1 N'iolin C oncc r to  111, three bars before  72 to 72:1
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LIST OF TA BLES
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Ta b le  2:3: Pitch oc cu r re nc e  in E x a m p le  2:1

fa b le  2:4: Sco r ing  o f  E x a m p l e  2:1
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Ta b le  2:7: S cor ing  o f  E x a m p l e  2:4

Ta b le  2:8: Scor i ng  o f  E x a m p l e  2:5

Ta b le  2:9: Sec t ions  within the d e v e lo p m e n t

Ta b le  2:10:  Se con d  mov e m e n t  sec t ions

Ta b le  2:11:  Su bd iv is io ns  o f  sec t ion  1

fa b le  2:12:  Su bd iv is io ns  o f  sec t ion  2

Ta b le  2:13:  S ub div is i ons  o f  se c t i on  3

T a b le  2 : 14(a) First  bu ild-up:  H orn  groups

Tabl e  2 : 14(b) Second bui ld-up:  Horn  groups

T a b le  2 : 15(a) Os t ina tos  to f irst  c l imax

Ta b le  2 : 15(b) Os t ina tos  to s e c o n d  c l imax

Ta b le  2 : 16(a) First bui ld-up:  sc o r in g  o f o s t i n a t o s

Ta b le  2 :1 6(b)  Second b u i ld -u p  and  Coda: s cor in g  o f  ost ina tos

Tabl e  2:17:  Final  m o v e m e n t :  sect ions

fa b le  2:18: P i lches and ra ng e  in E xa m ple  2 :50

Ta b le  2:19:  S ubd iv is i ons  o f  d e v e lo p m e n t

Ta b le  2:20:  Subdi v is ion s  o f  Inter lude  and C l i m a x

Tabl e  3:1: First  m o v e m e n t  se c t ions

I able 3:2: Non- tona l  p ass ag es

Ta b le  3:3: Fo cus  on  C and D

Ta b le  3:4 Moz ar t :  K488:  E x p o s i t io n s

Ta b le  3:5 Brian:  The  tw o  p i a n o s
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PREFACE

The musicologist I Ians Keller once wrole w ith regard to ihe Austrian composer Arnold 

Schonberg (1874-1951) that he was 'more talked about than played’ .' This observation 

applies even more to the English composer W illiam  Ha\ergal Brian (1 876-1972). 

Brian 's longe\ ity and extensive output contain enough startling statistics to keep him 

talked about for a considerable time, l or example, his llrst s\mphoii_\. the massive 

U oih ic ( 1919-27) is listed in the Guinness Book of Records as the longest ever written. 

In total he \\ rote th iily  two symphonies, twenty two o f them after he had turned eighty. 

G iven the fame o f the Gothic in comparison with the other s\ mphonies —  or is it 

notoriety? —  it should be pointed out that v\hile its successors are not written on a 

sm iilarly enormous scale, their range is nonetheless considerable. For e.xample. the 

Fourth Symphony. Das Sie^eslied ( 1932-33). lasts just under an hour and requires a 

very large orchestra, chorus and soloists. B\- contrast, the apth lilted Symphonia brevis 

(N o .22, written in 1964-5) is purel} orchestral —  though the forces are still 

considerable — and lasts Just under ten minutes. The Got hie is unique rather than 

typical, and to a degree it stands apart from the rest. This thesis e.xamines the purely 

orchestral works written in the decade fo llo \\in g  the completion o f that massive work.

In addition to the above statistics, there is also the matter o f Brian's bad luck with 

regard to autograph scores. The full score o f his llrst opera. The Ti^er.s (19]  7-29) was 

lost for se\eral \  ears. onl_\ to be recovered fn e  \ears after the composer's death in a 

Chinese laundry. formerly a publishing house 1 lis largest work, a choral and orchestral 

setting o f Shelley's Prometheus L'nhound (1937-44). exists onl_\ in vocal score format, 

for the full score is missing. When he left the score o f his (first) V io lin  Concerto 

(1934) on a train and subsequently failed to recover it, he proceeded to write  a second 

concerto (written in 1934-5. to be discussed in detail in chapter 6) using what themes 

he could recall from the disappeared score. I f  nothing else, this immediate replacement 

o f a lost v\ork demonstrates the extent o f Brian's devotion to composition, a devotion 

that lasted for almost seven decades through the vicissitudes o f his long and eventful 

life.

' I Ians Ke ller.  S c h o i ib c ig  V io l i n  Concerk>. op. 36. Piano Concerto , op. 4 2 ’ . sleeve noie.-i fo r  record 

T u rnabou t  T V  3405 IS, 1969
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Thanks to his very long lite-span. Brian was both a friend o f Edward Elgar (1857- 

1934) —  arguably the most significant English composer since Henr\ Purcell (1659- 

95) —  and a witness to the break-up o f the Beatles, arguabl} the world's most 

significant force in popular music in the latter stages o f the t\sentieth century. His 

composing career thus spans from the Late-Romantic era. dominated in England by the 

figure o f Elgar, to the early careers o f  the so-called Manchester school o f  composers. 

Alexander Goehr (1932-). Harrison B irtw istle  (1934-) and Pelei'M axwell Davies 

( 1934-). In fact. Brian was an interested listener to both the premiere t>f Idgar's early 

cantata K ing Olaf. op.36 (1896). which he attended, and v\ hich he said inspired him to 

begin his long composing career, and the earl\ w orks o f the generation o f  composers 

mentioned above. It is indicative o f the extraordinar\ span of Brian's composing 

career that works such as M axwell Da\ ies' Second Fan lu \n i on John Taverner 'v !n 

Somine (1964) and B irtw istle 's  Tni^^aedui (1965) arc contemporar} w ith  his late 

corpus o f s_\mphonies.

In addition to being a p ro lific  and long-lived composer. Hasergal Brian was also a 

neglected one. Ihe successes o f hi^ earl_\ _\ears wciv lollowed. after the break-up o f his 

first marriage and a subsequent m o\c London. b\ decades oi'obscurity until his 

work began to recei\e attention when the composer was nearing his ninth decade. He 

first heard one o f his symphonies w hen No.8 (1949) w as broadcast in 1954 by the 

BBC. He was then sevents-eight. He lived long enough to see a rebirth o f  interest in 

his output, thanks largely to the services o f Robert Simpson (1921-97), who secured a 

commitment to broadcast all o f Brian's s\mphonics. Simpson, h im self a distinguished 

composer o f  eleven symphonies, was working as a producer for the BBC at the time. 

The first commercial recording o f an\ o f  Brian's work tt)ok place during the last 

summer o f  his life. b\ the Leicestershire Schools Symphony Orchestra under James 

Loughran and Eric Pinkett.' The recent recording o f several o f  the symphonies in 

performances for the Marco Polo label has fina ll\ begun to address, as yet in an 

incomplete manner, the unava ilab ilil\ o f  professional interpretations o f this music, 

which is often challenging for both performer and listener.

'  S vm p h o nv  No. II). S v i i ip ho m  \ o  21: L c i ces ie i sh i i x ' Schoo ls  S\  m p h o n \  Orchest ra.  James 

1 o i i i i hran ( N o  10) and F n c  Pinket t  ( N o  2 11, I n icorn t.F RHS '  I 1 w ' ’ .

\ M I



Many o f  the first per lbrnianccs  o f  Brian symphonies  ha\ c been o f  a perfunctorx nature,  

due to pressures  o f  t ime and the dubious  quality o f  performing materials.  Br ian 's 

notation —  as noted abo\ e in relation to the music examples  —  is idiosyncratic at 

t imes,  and orchest ra l  parts hand-wri tten b\ others often contamcd errors in 

t ranscription as a consequcnce.  fhcse  are lai' more likel_\ in the absence  of  an 

authori tat ive publ ished score. The Marco Polo recordings o f  the last few years, whi le 

variable,  have at least been produced with more rehearsal t ime and clearer  orchestral 

parts (often d o n e  us ing a music p rogramme on computer).  The importance  o f  accuracy 

in realising the composi t ional  intentions of  Brian is — as for an_\ compo ser  —  

fundamental  to any at tempt  to assess his music.

T w o  o f  the three  works  that form the centrepiece o f  this thesis have been successfully 

recorded c o m m e r c i a l h  —  Symphon>' No. 3 (193 1 --2) and the Viol in Concer to  ( 1 9 3 4 -  

5) — while the o ther  work, the S }m phon \  \ 'o .  2 (1930- 1 ). is adequately pla>ed (see 

Discography ). Th e recording was made.  ho w e \e r .  without the full complement  o f  

sixteen horns  required for the third m o \e m e n t .  the 'Bat t le '  scherzo.  In this regard, the 

more  accurate performances  and recordings o f  Brian in recent years ha\  e an important  

part to pla_\ in secur ing for him a status better than neglect.

My first encounter  with the music o f  I lavergal Brian came with the broadcas t o f  four 

late symphonies  earl> in 1979 (Nos.  27. 29. 3 1 and 32). I listened wi th curiosity to hear  

this music that was  neglected, and heard a dist inctive \o ice .  i f an  unfamiliar  one. The 

broadcast  o f  a live performance o f  the legendary (Joihic the fol lowing > ear made an 

even s tronger impression.  1 jo ined the Ha\  ergal Brian Society as a consequence o f  that 

Gothic  broadcas t ,  and since then h a \ e  been getting to know and hear more and more o f  

his e \ ten s i \ ' c  output .  ,Although —  as a com poser  m y s e l f - -  1 felt s_\mpathetic towards  

the plight o f  Brian and his neglected output.  1 realised that Brian could  be best served 

b) a dispass ionate exploration o f  his musical  language,  rather than by an uncritical plea 

for salvation and belated recognition. Brian de se r \ ed  - -  t>r rather needed —  treatment  

no different from an\  other composer ,  neglected or exalted.

W i l l



It is impossible to state with finality exactly how Brian's compositional process 

worked —  he is hardh unique in that respect —  but it is clear from what follows that 

the composer worked out his ideas with deliberation and craft, in order to arrive at the 

finished scores o f the three works. On the basis o f those scores, and taking the wider 

context into consideration. Brian emerges as a distinctive \dicc in British s\niphonic 

wrilinu o f the nineteen thirties —  at the \ er\ leasl. 1 le had something indi\ idual to say, 

and worked at his ideas in order to saN it as clearK as possible. What he said emerges 

clearh in the detailed discussion o f S\mphonies 2 . 3 and the V iolin Concerto in the 

central chapters o f this thesis, separated from the sensational stories that can beset 

anyone becoming acquainted with Brian and his music Ibr the llrsl time.

Uncritical commentar\ is as damaging to the celebrated as it is to the lesser known. For 

Brian to be assessed as a composer pure and siniple. without an_\ qualif\ ing adjectival 

description, his music needs to be seen in a similar manner, as music pure and simple 

(or perhaps not so simple). The question as to whether Brian w ill ever become a 

popular composer is an unanswerable one. but as the composer himself once wrote, 

'Fortunately, in music, popularit) does not affect qualit) ’ The Brian works discussed 

below —  from the earh pieces to the three orchestral works that form the centrepiece 

o f ihe thesis —- are becoming better known as a result o f the recordings ofrecent years. 

Music w ill alwavs make its ow'n wa\ once it is heard. .And Brian is a composer who 

deser\es to be heard.

I l i i\ergal Brian. /cinJ L l ^u r  l l ar iv ,  i iI il’ ol'ficicil Havergal Brian website:
hu p . uv^\s musicweb.ul^ net brian . 3 I March 2U03.

\ \ i \
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INTRODUCTION

’What  kind o f  symphon ism is this?"—  this question was raised b> the late Hugh 

Ot taway.  in a review o f  the first commercia l  recording o f  the Sy mphonies  Nos.  8 

(1949) and 9 (195 1) b \  the Engl ish compo se r  Havergal  Brian (1 876 -1 972) . '  This 

thesis tocuses  on a particular period in the lengthy composing career o f  Brian, after the 

complet ion o f  his first sy mphony,  the mass i \  e G othic  (1919-27) .  and before he began 

v\ ork on P rom etheus U nbound  (1 9 3 7 - 4 4  ). v\ hich is his longest work in any medium.  

The three purely orchestral  works  d iscussed at length below —  the Sy mphonies  Nos . 2 

(1930 -1)  and 3 ( 1931- 2 )  and the Viol in Concerto (1 9 3 4 - 5 )  —  reflect his approach to 

the task o f  compos ing for the orchestral  medium after f inishing his largest,  and most  

singular symphony. This detailed examinat ion of  three o f  Brian 's  pi\  otal scores from 

the 1930s offers the closest  g limpse yet into the workings  o f  his creat i\  e mind,  at a 

time when he was arguably at the height  o f  his powers.

This period also includes vocal works,  n a m e h  the Fourth and Fifth Symphonies  Das 

Siegeslied  (1932-3 )  and IVine o f  S um m er  (1937). but the three works  chosen share a 

preoccupation with the purely orchest ral  medium.  They also share a concern with the 

solistic treatment o f  a particular ins trument  or group o f  inst ruments in each work.  This 

ranges from the four concertante groups  o f  four horns in the 'Bat tle ‘ scherzo o f  

Symphony No. 2. and the two solo p iano parts in Symphony No. 3 —  particularly 

prominent  in the first o f  its four movements  —  to the Viol in Concer to,  which 

represents a clear culminat ion o f  this composi tional  thread. Further to this, my research 

into the manuscr ipt  sources o f  the first movement  o f  the Third Symphony  reveals that 

Brian may well have planned the piece initially as a concerto for one or two pianos  and 

orchestra (see chapter 5 below).

Br ian 's  long and eventful life has been  the subject o f  three biographies,  and the thirty 

two symphonies  which form a major part  o f  his artistic legacy are the subject o f  three 

\ o lumes o f  commentary by the foremost  Brian scholar.  Malcolm MacDonald ."  The 

biographies chronicle the stages in Br ian 's  life, from a potential successor  to Elgar,  

through the years o f  neglect after the First World War.  to the revi \ ’al o f  interest in his

' H u g h  O t t a v v a v ,  r e v i e w  o f  Havergal Brian: Symphonies \o s .  tS’ and 9 in Hi-Fi Vt' it.v t t  Record Review . 
J u l y  1 9 7 8 .
■ S e e  t h e  b i b l i o g r a p h y  f o r  d e t a i l s .



m us ic  as the c o m p o s e r  rea che d  his  ninth decade .  M a l c o l m  M a c D o n a l d ' s  th re e -vo lu m e  

s tu dy  ot  the s y m p h o n i c  ou tp ut  detai ls  the na tur e  o f  each  sym ph on>  in turn,  in the 

m a n n e r  o f  ins igh tfu l  p r o g r a m m e  notes.  T h e  bul k  o f  the third v o l u m e  then  d i scusses  the 

charac ter i s t ic  fea tures  o f  B r i a n ' s  st} le. and  prox ides the m o s t  de ta i led  s ingle  

c o m m en ta r}  on his mus ica l  l a nguage  as a w h o le  } et wri t ten.

hi the absenc e  o f  an  a u t o b io g ra p h y  or  a dera i led c o m m e n t a r y  on the  m u s i c  b y  its 

c o m p o se r ,  one  is left wi th  the  mu s ic  i t se l f  and  the  s o m e t i m e  sensa t iona l  facts o f  his 

b iog raphy .  The  f o rm e r  forms  the basi s  for. and  the ra ison d 'e t r e  o f  this thesis.  The 

lat ter is detai led in the three  b iog raph ie s  o f  the  c o m p o s e r  p u b l i s h e d  to d a t e  ( see  

b ib l iography) .  O f  these  three,  the E as t au g h  do es  not  a t t em p t  a c o m p r e h e n s i v e  survey 

o f  the music .  The  tw o  Nettel  b o o k s  offer  int roduc tor>’ c o m m e n t a r i e s  on  s o m e  works  

( s o m e t i m e s  wi th m u s ic  ex a m p le s )  but  do not  a t te mpt  the sort  o f  e x t e n d e d  crit ical  

as se s sm en t  found in the third \  o lu m e  ot M a l c o l m  M a c D o n a l d ' s  b o o k s  o n  the 

s \  m p ho ni e s .  The  fol lov\ ing thesi s repre sen ts  the m os t  deta i led c o m m e n t a r i e s  on  any  o f  

B r i a n ' s  w or ks  —  w i th  the exce p t i o n  o f  the G oth ic  —  \ et w ritten. Th e re  is m u c h  m ore  

to be said —  and w ri t ten —  ab ou t  the  ex ten s ive  ou tpu t  o f  this c o m p o s e r .  The  t'lve 

operas ,  for  ex a m p le ,  ha \  e not  r e c e i \ e d  n e a r h ’ as m u c h  a t ten tion  as the sy m p h o n ie s .

In 1974, two  years  a f te r  the dea th  o f  the co m p o s e r ,  the Hax ergal  Br i an  So c ie ty  was 

found ed  by two en thu s i as t s ,  Mar t in  Grosse l  and Ja m es  Reid  Baxter .  T h e  N ew sle t te r  it 

pub l i shes  every tw o  m o n th s  has  a m a s s e d  a co ns id erab le  a m o u n t  o f  l i t erature o n  the 

co m po se r ,  a se lec t ion  o f  w hi ch  forme d the basi s  for Ju rg en  S c h a a r w a c h t e r ' s  HB:  

A sp ec ts  o f  H a r e r g a l  Brian,  pub l i s hed  by  A s h g a te  in 1997 (see b ib l i o g rap h y ) .  In 

addi t ion  to this, the  Soc ie ty  has  lobbied  success fu l ly  for p e r f o r m a n c e s  a n d  reco rd ings  

o f  B r ia n ' s  output ,  as well  as o f fe r ing  a reward  w h ic h  led to the recoverv  o f  the  full 

score  o f  The T igers  in 1977,  m e n t i o n e d  above .

.A neglec ted  c o m p o s e r  such  as Br ian needs  a c h a m p i o n  —  or a s oc ie ty  o f  en thus ias t s  

ded ica ted  to c h a m p i o n i n g  his cause  —  but  his mus ic  also needs  to be ob jec t i ve ly  

appra ised.  T o  eva lua te  the m us i c  as full) as possible,  two d i f f e r en t  but  c o m p l e m e n t a r y  

a p p ro a c h e s  are take n  in the fo l lowing  thesis.  Firstly,  by m e a n s  o f  a s tudy  o f  sources  

suc h  as ske tch  pa ges  and shor t  scores ,  it is poss ib le  to de te rm in e  how Br ian  a r r ived  at 

the  final scores  o f  the two s y m p h o n i e s  and the \ ' i o l i n  C once r to  tha t  form the



cent rep i ece  o f  this  thesis. This resul ts  in the  m o s t  de ta i led  insight ye t  into his 

c o m p o s i t i o n a l  m e th od  f rom a c o m p a r i s o n  o f  the  var io us  comp os i t io na l  so u rc e  

material s .  F r o m  the earl iest  su r v iv in g  ske tch  mate r ia l  to the f ini shed score  o f  e a c h  

work ,  the c lear  p ic ture  e m e r g e s  o f  a c o m p o s e r  s ing le -m in d e d ly  and de l ibera t e ly  

w ork ing  tow ards  the m os t  e f fec t i \  e real isat ion o f  his com pos i t i ona l  ideas.

The  mu s ic  o f  each  separate m o v e m e n t  in the th ree  cen t ra l  wor ks  is t rea ted  in turn,  

s ta r ing  w i th  an overv ie w,  and  p r o c e e d i n g  to a de t a i l ed  expos i t ion  o f  the c h i e f  e l e m e n t s  

that shape  each  one .  Th e  a p p r o a c h  do es  no t  seek to im p o s e  a s t ruc ture  on  the m us ic  

f rom the  outs ide ,  but  rather  to ex t r apo la te  c o m p o s i t i o n a l  priori t ies and e m p h a s e s  f rom 

the mater ia l  i t s e l f  Thus ,  for e x a m p l e ,  the  first m o v e m e n t  o f  the S y m p h o n y  N o.  2 is 

d i scus sed  b ot h  in te rms  o f  a so na ta  s tructure ,  a n d  in te rm s  o f  the tel l ing u se  o f  the 

orches tra l  forces  to dr ive the m u s ic  to its c l imax.  T h e  d iscuss ion  o f  the o p e n i n g  

m o v e m e n t  o f  the S \  m p h o n \  No .  3 detai ls  h o w  B r ia n  t e l l i n g h  em p lo y s  t w o  p ianos  in a 

c once r t an te  manner ,  which  b l end s  the s y m p h o n i c  w ith in t luences f rom th e  concer to  

genre,  and a  stud> o f  the ske tches  and  shor t  score prov id es  m any  c lues  to h o w  Br ian  

sou gh t  to reconc i le  the d e m a n d s  o f  c once r t o  and  s \  m p h o n y .  The  Viol in  C o n c e r t o ,  by 

contrast ,  represen ts  a c o m p a ra b le  fus ion f rom the  op pos i t e  perspec t ive,  as  B r i a n ' s  

s\ m p h o n ic  m a n n e r  is g iven a new con te x t  in the genr e  o f  concer to,  as d i s c u s s e d  be low.  

T he  labels  used  to define  sec t ions  —  and indeed  the d iv i s io n  into those  se c t io ns  

ou t l ined  in the  c o m m e n t a r \  —  represen t  o ne  \ i e w  o f  the  music,  but  b \  no  m e a n s  the 

only one.  O th e r  c o m m e n t a t o r s  m a y  d if fer  in the ir  app ro ach ,  and the ir  co n c lu s io n s .  T h e  

\ a lue o f  the  follow ing c o m m e n t a r i e s  —  apart  f rom the  unpre ced ent ed  de ta i l  in w hi ch  

the} e x a m i n e  the three central  Br ian  w o r k s  —  l ies in their  acknow le d g e m e n t  o f  the 

im por tan ce  o f  B r ia n ' s  ow n  co m p o s i t i o n a l  mater ia l s  (n a m e ly  the ske tc hes  and shor t  

scores)  in form ing  the app ro ach  to the  f ini shed  work .  A ssess i ng  wh a t  Br ia n  vvas 

a t temp t in g  in each vvork thus in fo rm s  j u d g e m e n t  o f  the f in ished p iece  as the e n d  

product  o f  a de l ibera te  c reat ive process .

U n d e r s ta n d in g  Br ia n ' s  c o m po s i t io na l  a im s  is c ruc ia l  in assessing  his  a c h ie v e m en t .  T h e  

com pose r .  h o w e \  er. vvas not part icu la r ly  f o r th c o m in g  on  this mat ter ,  e i th er  in let ters  o r  

in w rit ten c o m m e n ta r ie s  or  ar tic les  about  his  work.  Th e  case o f  his a r t icle ent i t led  

i  lov\ the Goth ic  S y m p h o n y  c a m e  to be writ ten" is to pical  o f  this, as d i s cus sed  beloW' 

in the ch ap te r  on that  m a m m o t h  vvork. His c o m m e n t  to Nichola s  S l o m i n s k y  that  ‘The



S y m p h o n i e s  c o m p o s e  t h e m s e lv e s '  was  m a d e  to\ \  a rds  the end  o f  a long life b l igh ted  by  

neglec t ,  and one  can  interpret  this b l and  s t a te m ent  as a protec t i \  e m a s k . '  His c o n t in ua l  

c o m p o s i t i o n  in the  face  o f  a lmo s t  total  neg lec t  —  t w e n t y - t w o  s y m p h o n i e s  af ter  the a g e  

o f  e ighty,  fo r  e x a m p l e  —  speaks  far m o re  forcefu l ly  o f  an at t i tude o f  for t i tude  ra ther  

than ind if ference.

Th e  second a p p r o a c h  to the  case o f  Br ian  and  his m us ic  in this thesi s  p re sen ts  a 

c o m p a r i s o n  o f  the m u s i c  o f  Br ian wi th  that o f  his  m a i n  con te m po ra r i es .  This  revea ls  

m u c h  commonali tN o f  tho ught ,  as wel l  as im p o r ta n t  d if ferences .  T h e  d is cus s i on  o f  

ear ly  w ork s  by  B r i a n  b e l o w  sh ow s that  he bo th learned ,  and stood  apar t  f rom his 

cont em pora r ie s .  T h e  inf luences  that shap e  a y o u n g  c o m p o s e r  can o f f e r  a n  insight  into 

h o w  the  d e v e l o p i n g  s ty le  in the m us i c  ref lect s  ideas  t'rom contemiporar ies and 

predecessors ,  . ^n ind iv idua l  voice is o f ten  the  resul t  o f  a d e ve lop ing  ab i l i ty  to ab so rb  

and  t ransf orm those  inf luences .  .A.s he  co n t i n u ed  to c o m p o s e  and d e \  e lop .  B r ia n ' s  

ap p ro ach  inevi tab ly  b e c a m e  more  and  m o r e  sub jec t  to his  ind i\  idual  v\ a>' o f  th inking .  

The  st r iking indi \  idualit>' o f  works  such as the S e c o n d  and Thi rd  S y m p h o n i e s  and  the  

Vio l in  C once r to  can thu s  be traced ba ck  to the ear l ie r  works ,  and t h r o u g h  them 

in t luences  f rom  o th e r  com pos e rs .  The  fo l lo win g  ch apt e rs  on  the e a r h  w ork s ,  and  the 

m u s i c  o f  his  Engl i sh  co n te m p o ra r i es  in the s y m p h o n i c  t'leld. both t race the se  po in ts  o f  

s imi la ri ty  and d iv ergence .

B r i a n  q u o t e d  in M a c D o n a l d .  The Symphonies, v o l .  3 ,  81
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CHAPTER ONE 
THE EARLY ORCHESTRAL WORKS

Introduct ion

The w or ks  d i s cussed  b e l o w  of fe r  a c ross  sect ion  o f  the ou tput  o f  the \ o u n g  Brian ,  prior 

to his  beg inn ing  work  o n  the  tw o  de f in in g  w orks  w h ich s igna l the a r r n  al o f  his  

inaturitN . the  comic  o p e ra  The T igers  ( 1 9 1 7 - 2 9 )  and the G o th ic  S y m p h o n y  ( 1 9 1 9 - 2 7 ) .  

T hey  are se lec ted  on  the  b a s i s  o f  the w ays in w hi ch  they reflect  in f lu enc es  on  the 

\ o u n g  c o m pose r ,  as w ell as for  the m a n n e r  in w h ich  they conta in  fea ture s  w h i c h  

ant ic ipa te  s o m e  o f  those  f o u n d  in the  three  w ork s  that  fo rm  the cen t r e p ie ce  o f  this 

thesis,  n a m e h '  S y m p h o n y  N o .  2 ( 1 9 3 0 - 3 1 ) .  S y m p h o n y  No .  3 (1 9 3 1 - 2 )  a nd  the  Vio l in 

C once r to  (1 9 3 4 - 5 ) .  T h e y  p r o \ i d e d  the c o m p o s e r  wi th  s o m e  o f  his ear l iest  

op por tun i t i es  to write for  the  orchest ra l  m e d i u m ,  wi th  w h ic h  he r e m a i n e d  fasc ina ted  

th roughou t  the re m a in de r  o f  hi s career.  The  fact that  he he a rd  p e r f o r m a n c e s  o f  these 

w orks  al so cont r ibu ted  to w a r d  his d e ve lo p ing  skill in the art  o f  o rches t ra t io n .  T h e y  are 

\er> assured ,  whi le al so h in t in g  here and there at the m ore  dist inctix e s o u n d  o f  later 

Brian.

The  inf luence  o f  E d w a rd  Elgar ,  m e n t i o n e d  in the prev io us  chap te r  as p e r h a p s  the mos t  

impor tan t  inspi rat ion for  the  y o u n g  H a \  ergal  Brian,  is m os t  notable,  p a r t i cu l a r ly  in 

relat ion to F o r  Valour  ( 1 9 0 4 - 0 6 )  and In M e m o r ia m  (1910) .  Richa rd  S t ra us s  is another  

seminal  f lgure.  his in f luen ce  be in g  mos t  p ro m in ent  in re la t ion to D o c to r  M e r r y h e a r t  

( 1 9 1 1 -1 2 ) .  Fur ther  to these  c lear  inf luences ,  there is an ab id in g  c o n c e r n  with o n e  o f  

the burn ing  issues o f  the day .  n a m e l y  the presence  or  ab se n c e  o f  an e x t r a -m u s ic a l  

p r o g r a m m e  for a work.  In this  regard,  there  is a paral lel  b e tw e e n  the t h in k in g  o f  Br ian 

and  Elgar.  Br ian d escr ib ed  In  Memorial?! (1910)  as a ' s y m p h o n i c  p o e m '  but  d id  not  

p rovide  a de tai led p r o g r a m m e  for the work ,  beyo nd  a d iv i s ion  into th ree  scenes .  E lgar  

descr ibed  h is  FaLslaft { \ 9 \ 3 )  a s  a ' s y m p h o n i c  study" and pub l i s hed  an e x p l a n a t o r \  

p r o g r a m m e  prior  to the p r e m ie r e ,  but  the titles o f  sec t ions ou t l ined  in the  p r o g r a m m e  

do not  ap pe ar  in the p u b l i s h e d  score.  T hese  detai l s ref lec t a shared  u n c e r ta in ty  wi th  

regard to how muc h e x t r a -m u s ic a l  in format ion  to reveal  in order  for  the  p iec e  to m ake  

the best  impression .  Th e re  is a lso  a concern,  g iven the use o f  the te rm  ' s y m p h o n i c '  in 

the subti t le to each work ,  that  the musica l  a rg u m e n t  shou ld  be taken  se r io u s l y  a b ove  

and bey ond  the presence  —  or  absence  —  o f  a p ro g ra m m e .



Brian 's  ambiguous  attitude in this mat ter  can also be related to that  o f  Gustav Mah ler  

(1 860-1911) .  who presented prog ram mes  for some o f  his earlier symphonies ,  only to 

subsequently wi thdraw them in a desire to let the music stand on its own.  The case o f  

his First S_\mphony is perhaps most  i l luminat ing in this respect. At  its first 

performance in Budapest  in 1889. the work was bil led as a Symphonic  Poem in two 

parts. For a subsequent  performance in Hamburg in 1893. Mahler  prox ided a new 

o\ era l l  title (‘Titan: a tone poem in symphonic form' ) ,  titles for each individual 

mo \  ement.  and maintained the d i\  ision into two parts. When the w or k was  publ ished 

in 1899. howe\  er. it was  simply called S\ mphon}’ No. 1 in D major,

Mahler  admitted,  in a letter to the critic Max Marshalk,  written in 1 896, that the title 

and explanatory notes  (the latter not used in the booklet  for the Budapest  premiere) 

post -dated the composi t ion o f  the work.' '  In a letter to another critic, Richard Batha,  

writ ten later the same \ ear. he elucidates his atti tude at this stage o f  his composi t ional  

career:

If I have occas ional ly g iven them [Symphonies  1 to 3] titles, it was  in 
order to provide  pointers to where feeling is meant  to change into 
imagining. '

The later Mahler symphonies  are devoid  o f  programmat ic  trappings.  Th e Symphony  

No. 8 (1906) does set the final scene o f  Go e the ' s  F aust  as its second part,  but the 

music is not programmatic ,  tending rather towards  the realm of  oratorio.  This absence  

o f  programmatic material  in relation to his later work may explain the tendency on the 

compo ser ' s  part to strip away retrospectively an_\ such associations from his earlier 

symphonic essays. There is a parallel here with the case o f  Brian. Mis commen ts  

regarding the relationship o f  his Second Symphony (1 930-31)  to a program me drawn 

from Goethe ' s  Gotz von Berlichingen  (1773) are d iscussed below (see chapter  4). T h ey  

reflect a similar conclusion to that o f  Mahler  —  as Brian neared the end o f  his long life 

—  that the music should stand on its own merits.

With regard to the earlier works,  it is Dociur M erryhearl (19] \ - [ 2 )  ihal is the most

■* Gu s ta v  Mahler ,  Let t er  o f  20  March,  1 896;  trans.  in K.nud Ma r tn e r  (ed.).  S e le c te d  L e t te r s  o fGustcn-  
M a h ler  (Faber and Faher ,  1979),  177-8.
’ Gus tav  Mahler .  Let ter  o f  18 N o ve m be r ,  1 896:  trans.  In M a r t ne r  (ed ). Sek 'L ie i l  Le t te rs  o f  G u s ta v  
M ahler .  197-8,

6



pr og ram m at ic ,  w h e r e a s  the o ther  four w o r k s  d i s c u s s e d  b e lo w  can.  to a cer ta in  d eg ree ,  

be said to m a k e  use  o f  titles in ord er  to a c h i e \  e v\hat  M ah le r  e xpr es sed ,  n a m e l y  the 

cha ng in g  o f  fee l ing  into imagin ing .  In this  m a n n e r ,  titles such  as F or  Valour  a n d  In  

M e m o r ia m  in part icu la r ,  and Fantas t ic  I 'a r ia t ions  a nd  F es ta l  D a n ce  to a l esser  deg re e ,  

g i \  e the l is tener  an ins igh t  into the musical  w o r ld  im a g in e d  by the  y o u n g  Br ian.  It is a 

wor ld  o f  d e \  e lo p in g  ideas and  g row in g  a ss ur anc e ,  w he re  inf luences  f rom 

co n te m p o ra r i es  an d  trai ts fami lia r  f rom later Br ian  wor ks  mix  in a m a n n e r  typ ica l  o f  

the early ou tpu t  o f  m a n y  com pos er s .

It is one  o f  the  m o s t  fasc ina t ing  aspec ts  o f  these  ear ly  w orks  to o b s e rv e  these 

charac ter is t ics  o f  the  later c o m p o s e r  in thei r  ea r l ie s t  incarna tions .  Fea tures  s u c h  as the  

lack o f  t rans i t ion be tw  een  ideas and  the re la ted  use  o f  b locks  o f  ma ter ia l  th r o u g h o u t  

the progress o f  a p ie ce  are ha l lm arks  of these  earl}' works ,  as well  as their  m u c h  later 

successors .  T h e  use  o f  d i scont inu i ty  as an im p o r t a n t  part  o f  his co m p o s i t i o n a l  m a n n e r ,  

w h i le  not as p r o m i n e n t  a feature as it w ou ld  later  b e c o m e ,  none the le ss  fea tures  to a 

certain ex ten t  in th e se  works .  This  indicates s t r o n g ly  that this  feature w a s  not  p u re ly  a 

later d e v e lo p m e n t  —  w hen the co m p o s e r  w a s  w r i t in g  his w or ks  w i t ho ut  hea r i n g  the 

major i ty o f  th em  —  but  wa s  a consc ious  dev ice in the years w hen  B r i a n ' s  w o r k  w'as 

far more  regularK per fo rm ed .  A personal  a p p r o a c h  to the use  o f  tona l  h a r m o n y  is 

ind icated in these  e a r l \  w or ks  by the av o id a n c e  o f  the  d om inant  in cadent ia l  pas sa ge s .  

The  imp or tance  o f  o r ches t ra l  texture in a s t ructura l  sense —  perhaps  g le ane d  f o rm  tha t  

inspirat iona l he a r ing  o f  the a tmosphe r ic  o p e n i n g  o f  Hlgar ' s  K in g  O la f  (18 96)  —  can 

a lso be traced th r o u g h  these ear ly efforts.  T h e  t e n d e n c y  to \ ary ideas  con s i d e ra b ly  

w h e n  be ing restated,  p r esen t  in bo th  these earl_\ w o r k s  and their  successo rs ,  s h o w s  a 

c o m m o n a l i t y  o f  th o u g h t  wi th  the symp hon ic  m a n n e r  o f  a c o n t e m p o r a r y  such  as G u s t a v  

.Mahler. T a k e n  as a who le ,  desp i te  the d i ffe ren t  s o u n d  worlds ,  there is a co n s i s t en cy  o f  

approach  to cer ta in  c o m pos i t io na l  param eters  on  the  part  o f  Br ian f rom these ear ly  

w o r k s  o f  the first year s  o f  the  twentie th  c e n t u r \ . r ight  th rough to his  f inal w o r k s  o f  the  

late 1960s. T h e s e  ear ly  efforts,  then,  form an in tegra l  part in t rac ing  the d e v e l o p m e n t  

o f  Br ia n ' s  c o m p o s i t i o n a l  l anguage  up to the p o in t  w he re  he wrote  the w orks  cen t ra l  to 

this thesis.



Concert Overture ''For Valour’ (1904-06)

This work,  completed  in 1904 and re\ ised (to what  extent  we do not know) in 1906, 

was first performed at a Henry Wood  Promenade Concer t  in 1907, the most  successful 

\ ear o f  Br ian 's  career. The English Suite  .Vo. / ( 1 9 0 3 -4 )  was also performed at the 

Proms that year.-’ The Victorian o \e r t ones  implicit in the title (which is part of  the 

legend on the Victoria Cross,  awarded for braver\ '  in the armed forces o f  the British 

Empire)  are to a large extent  borne out in the broadh  heroic tone o f  much o f  the work.  

It is perhaps  typical o f  Br ian 's  unor thodox approach that a work that carries wi thin it 

the spirit  o f  the (military) march should stride forth at the outset  in 3/4 rather than 4,'4. 

It is very  m uch  o f  its t ime, both in being written for a large late-romantic orchestra,  

v'. ith the addition o f  organ,  and also wi th regard to the ambiguit> betw een the 

associative title, and the lack o f  a programme.  It is descr ibed b_\ Brian as a 'Concer t  

0 \  er ture'  rather than a tone poem, a generic title it shares w ith In the Sou th  1903-4)  

by Elgar.  The music certainly contains echoes  o f  both Elgar and Strauss, but  there are 

also individual  touches w hich prefigure some traits o f  the compos er ' s  later works.

For I 'alour is described b> Malcolm MacDonald  as being in sonata form, while the 

or thodoxy o f  the resta tements o f  the themat ic groups  also strongly suggests a ternary 

feel, wi th the 'developmen t '  section ser \  ing as a central contrast.  The labell ing o f  

sections is o f  less importance than the fact that the broad outl ine o f  the form is related 

to that o f  a vvork such as the Tragic Ovcriurc.  op. 81 (1881) by Johannes  Brahms 

(1833-97) .  The central section o f  that w ork can be v iewed both as a develo pmen t  of  

the opening ideas, and as a slower contrast  to the outer sections of the work.  The 

central 'development '  section in the Brian concentrates on the rhythm o f  the opening 

bar  o f  the first theme, present ing it in changing contexts,  rather than maintain ing the 

character o f  its initial appearance.  This anticipates to a certain degree the al lusive 

de\  elopnientai  processes found in later Brian. The sonata idea is nonetheless treated 

wi th more fluidity between parts in For Wdoitr than is the case in the first mo\  ement  

o f  the later Second Symphon\ '  (1930-3 1 ) (see chapter 4). This would support  the 

contention that the relati\  ely or thodox nature of  the latter movement  is related to its

M a l c o l m  M a cD on a l d ,  Brian:  For  Valour ,  D o c t or  Merryhear t ,  Svrnphonie; ,  nos. I 1 and 1 5, s l eeve  notes  
for c o mp a ct  disc  Ma rco  Polo  8 .223588 .  2000 . 2  
■ Ihid.. 3.
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role in the context  o f  that vvork as essentially introdiictor\ .  rather than a lack o f  

composit ional  sophisticat ion on the part of  the composer .

One o f  the more subtly effective features o f  Foi' Valour is the c o m p o s e r ’s handl ing o f  

the moment  o f  recapitulation.  This begins,  not w ith the stri\ ing open ing theme, but 

with the quieter second strain o f  the first subject group. What  fo l lows is a relativ ely 

orthodox resta tement  o f  the rest o f  the main themes,  but with the open ing  re-appear ing 

tellingly at a cl imactic moment .  The re-placement o f  the opening is thus rendered 

highly effective in its new context.  Instead o f  being a point o f  departure,  as at the 

outset,  it now appears  as a point o f  dramatic arrival. This shuft ling o f  consti tuent  ideas 

is part o f  the fluidity referred to above.  The first mov ement o f  the Viol in Concer to 

(1 93 4- 5)  reveals a much more radical rethinking o f  the moment  o f  return, with a 

drastic compress ion o f  the opening bars onh '  appearing before a new,  ca lmer section 

ensues (at fig.27: 6). In this later case an entire opening paragraph is compressed into 

jus t  four bars. What  these moment s  in For Valour and the Violin Con cer to  share, 

however,  is a concern  that the onward  mom en tum of  the music,  and its processes  of  

development and renewal ,  are not arrested b \  too literal a gesture o f  repetition. This 

lack o f  literal repetition is tv pical o f  the later st_\ le. but the idea behind it also informs 

parts o f  this early work.

The end o f  For  Valour is one o f  its w eaknesses,  being rather ov erdone,  while at the 

same t ime being too short. There is little in the way of  a coda, and instead the work 

seems to impose a sense o f  finality by sheer volume.  Brian was often  —  in his later 

work —  to display a dift'iculty wi th creating a fitting end to his works .  The sketches 

for the end o f  the Third  Symph on y (1931 -32)  reveal this difficulty, as d iscussed in 

chapter 5. This shows a tendency on Br ian 's  part to opt somet imes for the abruptly 

dismissive rather than the appropriately conclusive.  In the case o f  the  Third 

Symphony, however,  the ending —  if rather sudden in its immedia te context  —  can be 

related to music heard much earlier in the vvork. The conclusion o f  F or  Valour, by 

contrast,  does  not contain such dramatic resonance.

For Valour shares with the first movem ent  o f  the Second Symphony  (1930-31) .  

perhaps coincidentally,  a com mon use o f  the key areas o f  C and E. C (major) is the
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tonic m the early work,  as opposed to E (minor)  in the first mov ement  o f  the 

s\ mphony.  The second strand o f  the first subject  group o f  the present work is 

presented in E major,  in both the e.xposition and restatement,  but wi th enhanced 

orchest rat ion in the latter. This also suggests a further parallel wi th the opening 

movemen t  o f  No. 2. where the second subject  group  is treated in a s imilar manner.

The implication is that Brian, even in this earl \  work,  fax oured \ arying s ta tements  o f  

his material b> textural addi tions  rather than harmonic  or melodic changes.

Incidentall  v . the pairing o f  these tw o particular tonali ties (C and E) also recurs in other 

early works discussed bel ow . suggest ing a fondness for these ke\' areas on  the part of  

the young Brian. It is important  to note, howev er, that the character o f  the music in 

these ke>'s differs in each work,  thus a\ oiding an\- hint o f  m on o to n v .

O f  further interest in For Valour is the com poser ' s  use o f  the augmented triad. This 

chord  is not a com m on  element  in his later music,  but it is the manner  o f  his use o f  it in 

the present context  that is o f  more  relevance than the fact of  its occurrence.  At three 

cl imactic points,  the triad o f  C-E-Ci sharp is heard. 'I'he first l ime it leads, after a 

reduction in orchestration,  to the first appearance o f  the second subject group,  in the 

key o f  the dominant .  G major.  Its second occurrence  is central to a move from E major 

to C major,  at the end of  the exposit ion,  and its final use is located close to the end o f  

the work,  where it al ternates briefl> with triads o f  E minor. Its neutral role in triadic 

language is exploi ted by Brian to mark these sectional divisions.  The fact that it 

contains both the pitches C and E —  and thus the capability o f  suggesting either key 

area —  enables it to link these two tonal areas, central to the harmonic structure o f  the 

work,  without the extensive use o f  modulat ion.  Br ian 's  later music  is noted for the 

general  absence o f  modulat ions  between ke\  areas,  as w ill be discussed below' in 

relation to the three works that form the centrepiece o f  this thesis. The use o f  the 

augmented triad in the present work can thus be related to a central facet o f  Brian 's  

musical  language throughout  his career,  namely the avoidance o f  modulat ion.  I f  the 

sound o f  the triad is atypical in Br i an ' s  work,  its function is more characteristic.

A further trait typical o f  the later composer  is his use of  sequence between thematic 

statements,  once again effectively avoiding modulat ion.  The blocks o f  thematic 

statement  separated bv these passages  stand all the more clearlv in relief as a 

consequence,  anticipating the block-l ike separat ions ol material found in later works.
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For l aloiir also contains  instances o f  his habit o f  halt ing at a climactic momen t  before 

resuming,  after a pause,  with contrasting material.  This feature anticipates one of  the 

most  frequently noted aspects o f  his later st\ le, te rmed ‘productive discont inuity'  by 

.iohn Pickard.*' Its occurrence here re \  eals that it was  an important  part o f  the 

compo ser ' s  manner  o f  discourse even at this early stage o f  his career.

Fantastic Variations on an Old R hym e (1907)

In 1907 and 1908. the young Brian worked at his first work bearing the title 

■S\ mphon_\ '. This was  a programmatic piece in four movements  with the overall title 

of.-! Fantastic Sym phony.  The spectre o f  Hector Berl ioz (1803 -69)  and his epoch- 

making Sym phonie  Fantastique  (1830) may have led the young compo se r  to revise his 

scheme, especial ly when one considers that his work,  like the Berlioz, contained a 

' .March to the Scaffold ' ,  in a 1909 letter to Herbert  Thompson,  the music critic o f  the 

Yorkshire Post. Brian ment ions this mo\  ement  in the context  of  what  had become by 

then a th ree -mov ement  Humorous L eg en d  on 'Three B lind  Mice At some stage af ter  

this Brian decided to disband the work further. He a l lowed the first and last 

m o \em en t s  to stand independent!}. and appears  to ha\  e abandoned the central scherzo.  

The opening mo\  ement  became Fantastic I'ariations on an Old Rhyme,  and the finale 

acquired the title Festal Dance. When preparing these scores for publication,  Brian 

wrote to Granvi lle Bantock in 1912 that he had 'purged  the variations on "mice"  o f  its 

worst  crudi t ies’. Published in 1914. the Fantastic I'uriations  recei \ed  its premiere 

under Lyell T a \ l o r  in 1921. in Brighton, where it was  cut to some degree. The first 

uncut performance took place two s ears later under Sir Dan Godfrey,  and the work 

was also conducted b\' Donald Tovey in Edinburgh in 1934. which accounts for the 

inclusion o f  an analysis of  the piece in volume 6 o f  his famous Essays in Musical 

.Analysis.'"

This work is representati \  e o f  the satirical, humorous  and whimsical  side of  Brian. H e  

would go on to write three so-called 'Corned)  Over tures '  —  Doctor Merryheart  

(1911-12) .  The T inker 's  fTfc/o'/ntf (1948) and The Jo lly  Miller [1962)  —  and an Opera

* J o h n  P i c k a r d ,  ' H a v e r g a l  B r i a n ' s  p r o d u c t i v e  d i s c o n t i n u i t )  W i t h  a c o m m e n t  b y  Mart v  n B e c k e r '  in HB  
Aspects oj Havergal Brian. J u r g e n  S c h a a r v s a c h t e r  ( e d  ), ( A s h g a t e ,  1 9 9 7 ) ,  9 3 - 1 0 4 .

M a l c o l n i  . M a c D o n a l d .  ' H a v e r g a l  Br i a n  (1 8 7 6 - 1 9'?2):  F a n t a s t i c  V a r i a t i o n s  o n  a n  O l d  Rh_\ me .  
S \ m p h o n i e s  N o s .  2 0  a n d  2.^',  s l e e v e  n o t e s  for  c o m p a c t  d i s c  M a r c o  P o l o  8 . 2 2 3 7 3  I, 1 9 9 5 ,  2 

thid.. 2.



— The Tigers (1 91 7 -2 9 )  —  v\hich anticipates,  in some respects, the anarchic h um our  

o f  the Monty Python television series o f  the 1970s. It seems likely that the changes  o f  

title that occurred,  as well as the changes in context,  were accompan ied by revisions o f  

some nature. Brian 's  co m m en t  to Bantock —  quoted above —  may go some way  

toward explaining how the three-mo\  ement  work described to Thompson ,  which  he 

said lasted ' forty  f i \ e  minutes '  has come down to us as two intact parts o f  that three- 

movement  scheme.  The two survi \  ing pieces bareK extend to twenty  minutes  in total,  

leaving a huge span for the central  scherzo (called, intriguingly. ’The Bogey M an ' ) ,  

which seems ex t re m eh  unlikely. .<\s with many o f  Br ian 's  early works,  there are more  

tantalising ment ions  o f  scores —  many o f  which seem to have been lost —  than hard 

evidence o f  the exact  sequence,  and size, o f  his output at this time.

The Fantastic Variations  was  published without an> programmat ic informat ion,  which 

ma\  reflect Br ian 's  desire to let the purel> musical  aspect of  the piece be taken more 

seriously than might have been the case otherwise.  It is interesting to note, in relation 

to this, that Donald  Tovey,  wri ting in volume 6 o f  his ' Essay s in Musical  Analys is '  

described the second main melodic idea o f  the Fantastic  Variations  as being 

representative o f  the human feminine e lement."  He may well ha\  e g leaned this 

information from a cons ersation with the composer ,  but if that is the case.  Brian chose 

not to tell h im o f  his addition o f  a policeman to the saga, as love-interest.  This 

representative o f  the forces o f  law and order is as much  a lampoon as the later 

incarnations found in The Tigers  (1917-29) .  as well as in the Three Ilh im inations  for 

piano (1916). The police officer in the present vsork. as Brian related to ' I 'hompson,  

'makes  Love to Farmer ' s  Wife (all Caruso) ' .

The use of  the variation principle implied in the title is blended wi th other 

considerations (whose  presence in the work may be due to the original p rogramme)  

resulting in a sense o f  tluidit \  beyond the periodic sections often found in a var ia tion 

work. The variat ions in the present work can be v iewed as dramat ic episodes in the 

unfolding o f  the programme,  with the presence o f  additional thematic material  further 

diluting the not ion o f  periodic variations on a single theme. The slow m o v em en t  o f  the 

\ ' io l in  Concer to (1934 -5)  is also a set o f  variations (the theme o f  which is treated in

" Tove\  quoted in Ibid.. 3,



passacaglia-l ike fashion), and one can see a relationship between the handl ing o f  the 

form in the two pieces. Both feature independent  material which is also subject to 

de\  e lopment and v ariation, result ing in a flexible handl ing o f  the form in each work,  

and a broader range o f  ideas being used. The idea o f  character \ ariations in the 

Fanlastic Variations also permits Brian to develop his materials in an allusive manner  

which prefigures his later dev elopmental  procedures,  as the restraint imposed by the 

adoption o f  periodic variations is pul to one side.

The Fantastic Variations present us with a further instance o f  Br ian 's  fondness for 

using C and E as complementary  tonal areas in his early work.  The piece begins  in E 

major with the eponymous theme,  fol lowing it with a second s tatement  in C major.  

Further to this, the second melodic  idea, which,  we can deduce from Brian’s letter to 

Thompson,  represented the Fa rm er ' s  wife,  is also initially heard in C major.  There are 

two 'chase'  sequences  in the work,  the second o f  which further uses C major as its 

starting point. These uses o f  the flattened submediant  suggest that Brian liked to use 

the latter as a substitute for the more  traditional dominant  ke\  in his tonal hierarchy, 

fhis  avoidance o f  the dominan t  was to remain a constant e lement  in the harmonic 

thinking of  the composer  th roughout  his career.

The florid melodic writing used at the point of  the appearance o f  the police officer in 

the work is cer ta inh intended for comic effect in the present context.  Perhaps  the 

pol iceman is o f  Italian origin,  as the phrase 'all Caruso '  implies.  This florid writing, 

however,  also prefigures the sort  o f  ornate melodies found in certain later works,  such 

as occurs in the slower episodes  o f  the Eighth Symphony (1949).  where the orches tra 

is treated in a comparably vi rtuoso manner.  The nature o f  this particular variation is 

therefore that o f  a character portrait.  This presents a clear link w ith the approach o f  

Elgar and Strauss to the use o f  variation form. The idea o f  character  v ariations is 

central both to Elgar’s E nigm a  Variations (1898-9 )  and to St rauss ' s  Don Quixote  

(1896-7) .  The latter is subti tled 'Fantastic Variations on a Them e  o f  Knightly 

Character ' .  A further link between the work o f  Brian and his great German 

contemporary is provided by the nostalgic coda o f  the Fantastic Variations. This is 

brushed aside by the abrupt conclus ion in a manner analogous  to the conclus ion of 

Strauss' s Till Eiilenspiegel (1894-5 ) .



There are also two passing allusions to the music o f  Wagner (and the 'R in g '  cycle in 

particular,  a suitably large target for satirical s ideswipes)  which add to the sense of 

m isch ie f  in the Brian work. The augmented  triad, noted above in relat ion to its use in 

For I a lo w ,  makes  a climactic appearance here, but in the present work the rhythm 

used raises the distinct spectre o f  the Valkyries,  as does the horn writing.  .After the 

rodents  ha\ e lost their tails —  or. perhaps.  Eulenspiegel-like.  their heads —  a solo for 

t impani ,  on C sharp, presents a shadowy  allusion to ‘Siegfried' s Funeral  Music" from 

C otterdam m eriing  (1869-74) .  The fmale o f  Brian 's  Second Symphony (193 0-3  1) 

retlects the int luence o f  this music far more  pervas ively in a serious context,  as 

d iscussed below,  and in so explicit  a manner  that it can be heard as a homage,  as 

opposed to the irreverent allusions in the present  work.

The second ‘chase'  sequence anticipates the pract ice o f  the later Brian in its rapid 

alternation between sections o f  the orchestra,  in a manner  which could be v iewed —  in 

relat ion to a narrative programme —  as focusing in turn on the pursuer,  and the 

pursued.  These abrupt  changes  o f  focus anticipate the elliptical manner  o f  discourse 

characterist ic o f  a much later Brian work such as the S\ mphon>' No, 17 (1960-61) .  

w here the technique is found alongside examples  o f  the ‘productive d iscont inui t) ’’ 

descr ibed by .lohn P ick ard . ' ’ Unl ike the fmale o f  the Second Symphony,  which also 

makes  notable use o f  discontinuity as it unfolds, the present w ork does  not feature this 

personal  device to any significant degree. It is clear,  from all three ‘C o m e d \ ‘

0 \ e r t u r e s  which Brian would go on to write (see the following discuss ion o f  Duclor  

Merry heart, the Hrst o f  these) that the use o f  discont inuity was not necessarily 

excluded from a comic  context,  but the discourse here is not subject  lo such purposeful  

disruption.

One should not over look the fact that the first work b \ ’ Brian to bear the title 

’S y m p h o n \ ' (of  which the present work const ituted the opening movem en t )  is a 

deliberately satirical,  not to sa}' flippant, contribut ion to the genre. This attitude of  

sub\  ersion is also present,  but in a far more profound manner,  in the G othic  Symph on y 

(1919-27) .  which,  in its hugely different w'ay. is ju s t  as unorthodox an essay in the 

form. Perhaps Brian felt, as he broke the Fantastic Sym phony  up into independent

J o h n  P i c k a r d ,  ‘ H a v e r g a l  B i ' i a n ‘s p r o d u c t i v e  d i s c o n t i n u i t v ' .  i n HB. Aspec t s  if 'Havcrgal Brian.
S h a a r v \  a c h t e r  ( e d . ) ,  1 0 0 - 1 0 1 .
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pieces, that som ething o f  the b re \  ity which forms the soul o f  wit was lost in a fort\ 

five minute sym phonic caricature. The 'p u rg in g ' o f  the present piece also suggests  a 

desire to condense the joke, as it w ere This m ay have led to an imbalance betw een the 

two 'chase ' sequences in the score as it stands, but the F antastic  Variations are cjuite 

succinct as a consequence. They  displa_\- enough craft and sophistication in the w orking 

out o f  \'ery basic material to suggest the com poser was capable o f  weightier things.

Festal Dance (1908)

The original title for this piece, as the fmale o f  the F antastic Sym phony  (1 9 0 7 -0 8 ) .  was 

'D ance  o f  the Farm er 's  W ife '.  It is likely that this score, like the F antastic  V ariations  

(1907), was revised prior to its publication in 1914. It received its prem iere in 

Decem ber o f  that year under Sir Granx ille Bantock. and was one o f  the \ ery few  Brian 

scores to retain a slender presence in the orchestral repertoire in England, at least in the 

inter-war years. It received further perform ances under Bantock. as well as featuring in 

Prom concerts under Sir Henry W ood in 1920 and 1935.'’ It is as close as Brian got to 

what might be termed an orchestral 'L o ll ipop ',  and no doubt its brevity, and sparkle 

were contributing factors in its modest success.

The form can be described as ternary, w ith the central fugato as the contrasting section. 

Alternately it can be viewed as a modified sonata  design, with both subjects in the 

tonic in exposition and restatement, and the contrapuntal centrepiece replacing a more 

orthodo.x developm ent o f  motives. The dance element is o f  paramount im portance, and 

the work can be heard purel\  as a rh} thmic study without resource to any detailed  

programmatic associations.

The work begins with the percussion section setting out the rhythmic backbone o f  the 

outer sections o f  the work, and the writing for this section o f  the orchestra is one  o f  the 

most adx anced features o f  the piece, anticipating as it does the com poser 's  later 

treatment o f  this orchestral division. The ch ie f  rhythmic gesture informs the w ork  in a 

way which looks forward to the scherzo o f  the Third Sym phony, written m ore  than 

two decades later (1931-32).  There is actually a resem blance between the two figures,

' '  M a l c o l m  M a c D o n a l d ,  H a v e r g a l  B r a i n  {1 S 7 2 - 1976) :  In M e n i o r i a m ,  Fes ta l  Da nc e .  Sy mph on _\  N o .  17, 
S> mph on > N o  32 ' .  s l ee ve  n o t e s  for  c o m p a c t  d i sc  M a r c o  Po l o  S . 2234S 1. 1 9 9 3 . 5 .
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despite the disparity o f  time signatures.  The F esta l D ance  is in 3 '4.  whereas  the later 

movement  in 2!A

The relationship between E and C major is once again  a prominent  feature, with outer  

sections in the former key surrounding the central fugato in the latter. The link to the 

tonalities used in the F antastic varia tions on an O ld  R hym e  is clear,  and could well be  

a remnant  o f  a desire to unify on some le\ el the four original movem en ts  o f  the 

Fantastic Sym phony. Further to this is the appearance,  in the second melodic strain, o f  

the three note descending figure which begins  the old rhyme on which the F antastic  

I'ariations  is based. Whether  these \  eiled musical  references  to the departed mice was  

of programmat ic  significance is not known,  but i f  the fa rmer ' s  wife  is dancing a dance 

o f  t riumph, the pang o f  remorse  which the reminiscence  o f  their tune  might  suggest  

does not greatly influence her mood. These tonal and mot ivic references  may have 

been augmented by further unifying links in the original slow mo\  ement  and scherzo.  

However ,  Brian, when dismant ling  his first work to bear the title ’S \m p h o n y ' .  decided 

that each o f  the former movements  v\as to be self-sufficient.  In this regard,  the F estal 

Dance is best v iewed as a m o \  ement  in the manner  o f  a scherzo,  despi te its original 

place as the finale o f  the F antastic  Sym phony.

Sequences  are used in a manner  which anticipates their incorporat ion into the fabric o f  

later pieces. They are used to separate out themat ic s tatements in a m an ner  which 

complements  the feeling o f  a structure that mo\  es in b locks  o f  material,  rather than 

gradual changes  from one idea —  or  one harmonic area —  to the next.  One 

characteristic harmonic feature, however ,  is a major factor in the cod a o f  the work.  As 

the chief rhythmic idea builds towards  an excited close to the work,  its re-iterations o f  

E major are answered by horn chords  which studiousl>' avoid the dominant .  This 

cl imaxes in the penul timate blast from, the brass with a chord o f  B flat major —  the 

furthest point harmonical ly from the tonic, hi such a context,  a perfect  cadence would  

be inappropriate,  so Brian brings this ebullient work to a close \ ia the t lattened 

supertonic.  It is this type o f  gesture which saves the present  work,  as well as the early 

works in general,  from blandness.  b \  contributing a dist inctive colour to the harmonic 

language.
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Another  feature which anticipates the later style o f  the composer  is the lack o f  

transition between sections. There is none between the first and seconci strains,  nor is 

there a gradual progress ion leading to the central fugato. or from it back to the opening 

material.  Rather does  Brian use contrasting orchestral  te.xtures to differentiate between 

the \ 'arious di\  isions o f  his musical  narrative. The fugato subject is first heard in cellos 

and basses as the orchest ral  forces —  and the dynamic  level —  are summari ly  reduced.  

This is Brian's first fora\  into sustained instrumental  counterpoint,  and its unorthodox 

nature, and the initial focus on the lower register, prefigure traits o f  the linear style 

found in his later s> mphonies .  Brian was to maintain a fondness for the lower  registers 

throughout  his long compos ing career.  As Robert  Simpson has commented:  'he  thinks 

from the bot tom upv\ards.  not from the top down' . '" '

In M e m o r ia m  (1910)

In M em oriam  is subti tled ' tone poem", but all that survi \  es o f  what  may have 

originally been a detailed p rogram me is a division o f  the work into three ' scenes ' ,  the 

outer ones in C major,  and the central one in E major.  The manuscr ipt  score displays 

evidence o f  the delet ion o f  a program me which,  according to Malcolm MacDonald ,  

concerned a funeral ceremon> .' '  The further subtitle o f ’Homage to an Art is t '  has led 

to much speculation as to the particular inspiration for the memoria l  tone  o f  the piece. 

In the absence o f  a definite source o f  external st imulus.  In M em oriam  occupies  a 

s imilar middleground between absolute and programme music to the o ther early works 

discussed in this chapter.  It was composed  in 1910. and publ ished three years later, but 

was only performed twice in Br ian 's  lifetime, both t imes by the Scot tish Orchest ra 

under  Sir Landon Ronald in 1921

The use of  C major and E major as important harmonic areas once  again  refiects 

Br ian’s fondness for them at this point in his career. The sequence o f  keys  in In 

M em oriam  sees an ele\  ated. brighter character given to the central use o f  E major,  in 

contrast  to the more  sombre  tone o f  the outer sections, which are somewha t  in the 

character o f  a solemn funeral march in C major. The central scene bears the initial 

inscription 'Andan te  ma solenne e religiose' ,  which suggests the type o f  mood the

' R o b e r t  S i m p s o n  in c o n v e r s a t i o n  wi th  S t e p h e n  J o h n s o n '  in H B  A s p e c t s  o f  H a v e r g a l  B r ia n ,  ed.  J u r g e n  

S c h a a r w a c h t e r ,  .Ashgate .  1997,  168,
M a c D o n a l d ,  s l e e ve  n o t e s  for  c o m p a c t  d i sc  M a r c o  P o l o  8 . 2 2 3 4 8 1 .  1993.  3.
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composer, perhaps in initial response to a program m e. m a\ h a \e  wished to capture. 

One can infer t'rom this that the outer sections in C major are, by contrast, more 

earthbound. It is interesting to note in relation to this associative use o f  the two key 

areas how  the coda aspires to end in E m ajor (literally floating upwards in harp and 

tremolo strings) before re turning to earth vvith the last few- bars o f  C major.

Like Festal Dance,  the open ing  o f  In M em oriam  is scored for percussion, as i f  to 

prox ide the rhythmic undercurrent o f  the music at the outset. The tonic o f  C m ajo r  is 

approached through a p rogression  which starts in .A.b major, after the m arch rhythm  on 

the note C on timpani which opens the work. This use o f  A b major suggests an 

approach to C m inor —  rather than major, w hich  proves to be the case —  for the 

ensuing music. The type o f  opening  harmonic gambit found here recurs in later Brian, 

notably at the start o f  three Sym phonies —  Nos. 8 (1949). 10 (1953-4) and 13 (1959) 

(the latter also centred, like In M em oriam .  on C major). The beginning o f  the earlier 

work shares with these later ones the character o f  an introductory call to attention, 

before the m ain thematic and harmonic areas are presented.

The Elgarian tone o f  much o f  the work suggests a parallel with the work o f  the older 

composer, already noted abov e as providing the spur for the young Brian to pursue a 

career as com poser with his K ing  O la j\  1 896). The term ’nobilm ente '.  so be loved  o f  

Elgar, seem s apposite for In M em oriam  as well, although this descripti\ e term is not 

actually used by the younger composer, A com parison  o f  B rian 's  opening melody 

(heard after the brief  introduction referred to abo \  e) with the long tune w hich  begins 

E lgar 's  Symphons No. 1 (190 7 -0 8 ) .  however, offers points o f  pu reh  musical 

com parison that suggest the latter work was a potent influence on the younger 

composer. The Brian m elody is presented in the m anner o f  a slow march, with the 

accom panim ent characterised by chords —  in a halting rhythm similar in effect to the 

accom panim ent used b> Elgar for his slow, m arch like m elod\ '—  which lend a 

tentative nature to the processional evoked by the music. The sombre tone o f  each 

passage is achieved in part by a similar concentration  on the middle register for the 

orchestration o f  the melody, set in relief by the richer texture o f  the accom panying  

chords.
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Parallels be tween In X femoriam  and the music o f  Elgar can also be heard if one 

compares  the Brian vs ork with the second movement  o f  the Elgar Sympho ny  N o .2 in 

Eb major, com po sed  almost  e\actl_\ contemporar)  with the Brian work,  but finished 

and premiered in the fol lowing > ear (1911). In fact, the two works  offer interesting 

points o f  conf luence and di\  ergence.  Brian chooses major keys to capture  his elegiac 

mood,  in contrast  to the use o f  C minor  in the Elgar s low movement .  Both,  however,  

can be heard as memoria ls  to an era in England,  marked b> the passing o f  King 

Edv\ ard Vl l  in the same year as the composi t ion o f  the Brian work. The Elgar 

s \mphon>’ is. in fact, dedicated to the memory o f  the King, but this does not imply that  

that  event was the inspi rat ion for the work.  Brian, by compar ison,  in one o f  the few 

comments  about  an\ '  o f  his early works,  denied that In M em oriam  was related to the 

passing o f  the monarch.

There are further points o f  compar ison with the music o f  Richard Strauss,  who exerted 

a strong influence on the young Brian,  and u h o s e  tone poems were to be wittily sent 

up in Doctor M erryheurt  (1911-12) .  as we shall see. One particular Straussian echo 

occurs in the final cl imax o f  the In M emoriam.  where a sumptuous  C major  chord is 

g i \ e n  a Straussian ecstatic stretch b\ the added sixth (A )  on high \ iolins at the apex o f  

the build-up. This is strongly redolent o f  the final cl imax o f  Tod iind Verklaning  

(1 889). with which the Brian shares the general subject  matter, .lust before the end o f  

the Brian work,  the manner  in which In M emoriam  alternates between the high register 

writing in E major,  and the answer  in C major in the lower register can be  related to the 

famous end o f  Strauss ' s  Also Spruch  Zaruthusira  (1 895). .'X s imilar disparity o f  

register and key is present  between B major (top) and C major (bottom) at the 

conclusion o f  the Strauss work. The Brian, however,  does not end with the  deliberate 

and famous non-resolution o f  the Strauss piece, but the imbalance created  by the br ief  

final emphasis  on the tonic does leave a feeling o f  ambiguity at the conclus ion o f  In 

Memoriam.

The idea of  a noble apotheosis  has a clear precedent  in Siegfried 's F unera l .Music from 

Richard Wagner ' s  G otterdam m erung  (1869-74) .  in particular in the use o f  halting 

march rhythms and exalted climactic passages.  The relationship is even more 

conspicuous in the case o f  the final m o \  ement  o f  the Brian Second Symphon\- (1 9 3 0 -  

3 1). where the gestures are — del ibera teh  in the opinion of the author —  very closely
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related to the music for the funeral  procession o f  W a g n e r ’s hero. O ddh '  enough,  given 

that both composers  focused extensively on march rhythms,  there is no substantial  

evidence o f  the influence o f  M ah le r  in the present  work,  but the reputa tion o f  the latter 

had not yet spread to England,  where  Strauss enjoyed greater acclaim.

In addition to these clear echoes  o f  his Late-Romantic contemporaries .  In Memoriam  

also contains  characterist ics which anticipate the later work o f  Havergal  Brian. There 

are instances of  discont inuity in the work, but the device is used in a di fferent  manner  

from that o f  the later s \ 'mphonies .  For example,  a subsidiary idea, first heard in E 

minor  early in the 'First Scene ' ,  consists o f  a triplet figure which is repeated  as 

dynamics  and orchestral texture accumulate.  On each appearance,  this figure breaks o ff  

at a high point,  only to be fo l lowed by a contrast in both dynamics  and texture. The 

harmonic area, however,  does  not  change across this dynamic and textural  divide,  

providing an element o f  continuit} which counteracts the disruptions in other 

parameters.  The sense o f  d is ruption is much more pronounced in later works ,  where 

e\  en the thread of  harmonic  continui t)  is not maintained,  so that the break in the 

musical  fabric is more total in effect. The t requent  use o f  this technique in a work such 

as the Sxmphony No. 17 (1 9 6 0 - 6 1 )  contributes g re at h  towards  its challenging,  

initially unsettling impact.

One o f  the most effecti\  e m om en ts  o f  In M em onum  is found at the juncture between 

the end o f  the second scene and the beginning o f  the third, Fhe culminat ion o f  scene 

two sees an orchestral bui ld-up in E major, complemented by an increase in tempo.  At 

the climax —  effecti\ el \  the beginning o f  the final scene —  the music immedia te ly  

cuts back to the original slovv tempo, and the original  key o f  C major,  for a fully scored 

repeat o f  the main theme o f  the opening scene. The abruptness of  the change is 

dramaticalK effective, and Brian would return to this device in the ’Bat t le '  scherzo o f  

the Second Symphony (1 9 3 0 - 3  1). to create an almost  cinematic sense o f  perspect ive 

using four spatially separated groups  of  four horns  (see the discussion o f  this 

movement  in chapter 4).

.Another characteristic o f  the later v\ ork o f  the composer  in this early p iece is the b lock

like treatment of  instrumental  groups  within the orchestra.  The sense o f  perspective  

achiex ed in this manner  is not unrelated to the use o f  acoustic space ment ioned  above
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in relation to the scherzo o f  the Second S> mphony, This technique is most  c l earh  

deployed in the initial stages o f  the second scene o f  In M em oriam ,  where  strings, 

hushed and warmly scored, alternate wi th brass and harp interpolations.  The wri ting 

for strings here anticipates,  both in terms o f  the key, as well  as the general  use o f  a rich 

lower  register, a s imilar  contrast o f  texture and mood  in the t'male o f  the Second 

S> mphony (19 30 -31) .  wi thin a m o \  ement  which is equalK sombre  and funereal.

Like the earlier For Valour  (1904-06)  —  to which it can be seen as an epi taph —  In  

M em oriam  is very m u ch  o f  its time, but it is a work in which it is possible to discern 

s t ronger portents o f  the later stylistic development  o f  the composer .  The structural use 

o f  orchestral  blocks, the productive use o f  discontinuity,  and the varied use o f  themat ic 

material  in restatement  all clearly foreshadow' the more dist inctive musical  g ra mm ar  o f  

the older Brian. Slow marches figure prominentl_\' as part o f  Brian 's  sonic landscape —  

in later as well as earlier works  —  most potently in the second movem en t  o f  the G othic  

(1919-27) .  The elegiac tone so characteristic o f  In M em oriam  can also be heard in a 

different stylistic conte.xt in the final movem ent s  of  both the Second (1930-3  1) and 

Third Symphonies  (1931-32) .  both o f  which are fully discussed below.  The early 

s_\ mphonic  poem could se r \ e  as an int roduction to the composer  in a more  immediate 

stN'le —  or a more familiar one —  than the later, more  t renchant  works  in a manner  not 

dissimi lar to the earl\'  works  o f  .A.rnold Schonberg.  such as the hugely popular  

I'erkUirle S'achl (1899). Br ian 's In M em oriam  could, given the chance,  prove equally 

popular.  It is a pol ished achievement ,  and provides a fine culminat ion to the serious 

side o f  Brian encountered in these earl_\ orchestral  works.

Comedy Overture No. l “Doctor Merryheart” (1911-12)

This accompl ished work represents the culmination o f  the humorous  s trand in Br i an ’s 

early orchestral  output.  It also represents a sophisticated return to the principles of  

\ar ia tion form al read\ explored in the Fanlaslic Variations on an Old Rhym e  (1907) as 

well as the Burlesque Variations on an Original Theme  (1903).  The relat ionship to a 

programme is, at least on  one level, less ambiguous  than in the other works  o f  this 

period,  in that each variation is given a descriptive title, as is the coda to the work.



These run as fo l lows:

Table EW I : Sections of  ‘Doctor Merryheart’

Sect ion Tit le

T h e m e D o c to r  Merryhear t

V'ariation 1 W h i m s i e s  and  S u n s h a d o w s

\ ' a r i a t io n  2 S m i l e s  and  S torms

V'ariation 3 D re am s.  As leep  in the a r m s  o f  V enus

Varia t ion 4 M e r r \  hear t  as a ch i \  a l r ou s  kn ight  chases  B lu e b e a r d

Var ia t ion  5 M e r ry h e a r t  fights a D r a g o n

N'ariation 6 M e r ry h e a r t  leads a p ro c e s s io n  o f  heroes

Var ia t ion  7 M e r ry h e a r t  awakes

C od a T h e  d a n c e  o f  M erryhe ar t

'i 'he charac t e r  o f  Men-yhe ar t  w a s  a lmos t  c er ta in ly  an  invent ion  o f  B r ia n ' s ,  an d  can in 

so m e  aspects  be v i e w e d  as a self-portrai t  (as is the case wi th S t rauss  in re la t ion to the 

hero o f  Ein Helc ienleben).  T h e r e  is an i n t rodu c tor \  note to the sc o re  ( p u b l i s h e d  soon  

af ter  the first p e r f o r m a n c e  o f  the w ork in 191?)  w h ich adds  a n o th e r  layer  o f  w h i m s y  to 

the p ro g ra m m a t i c  t i t les w hi ch  are tabula ted above .  The  note sets out  a c h a ra c te r  ske t ch  

o f  the Doctor  vvhich is at best  fanciful,  and at t i m e s  de l iberate ly  i r re levant  to the w o r k  

at hand.  It d e sc r ib e s ,  for  ex am p le ,  a theory p ro p o u n d e d  by the "smi l ing  D o c t o r '  that  

' th e  sun.  m o o n ,  ear th  and  "al l  that therein is" are part  o f  a vast  d ia ton ic  scale,  ha v in g  

its tonic in the cen t re  o f  the M i l ky  W'a} ' .  but  that  ’there  are no c h r o m a t i c s ' .

Be y o n d  the fl ippanc>'  o f  the abov e com m e n ta ry ,  it is wor th  no t ing  that  the  pr inc ipa l  

th em e  dep ic t ing  the  D oc to r  does ,  in fact, cons is t  o f  diatonic sca les  in con t ra ry  mo t io n ,  

and  that the c o m p o s e r  later  descr ibed  the C o m e d y  Ov er ture as a ' c o n t i n u o u s  set  o f  

s ym phon ic  va r ia t ions  on  two con ve rg ing  l ines ' .  O n e  searches  in va in for  pene t ra t in g  

anaKl i ca l  points  in the  Br ian  in troduc tory note,  bu t  it should  no t  be  d i s m i s s e d  out  o f  

hand,  as there a re  insights,  h o w e v e r  f leeting,  into the  m ind  o f  the  c o m p o se r .  Th e re  is, 

for exa mp le ,  the  fo l l o w in g  passage:

Ti t le s  q u o t e d  in M a c D o n a l d .  " Ha v e r g a l  Br ian (1 S ' ^6- 1072) :  For  Val ou r .  D o c t o r  M e r r y h e a r t .
S \  n i p h o n i e s  N os .  I I  a n d  15 . 5-6.



He [N4erryheart] was a great dreamer.  In his dreams he was prone to 
loud mutterings,  and was  know n to excla im i  must  shoot that l i o n \  He 
suffered from nightmares ,  and various ghosts would  pass before h im. ' '

The importance o f  the dream world is apparent from the titles o f  the indi\  idual 

variations.  e\  en al lowing for the absence o f  the lion. Perhaps the dragon represents a 

more knight ly choice o f  nemesis .  This has the twin benefits  of  invoking the spirit  o f  St. 

George,  the patron saint o f  England,  whi le also al lowing Brian to allude to Sieg fr ied  

{ 1857-69).  the third o f  the four music dramas that make up the epic cycle D er Ring des  

Xibeliingen  by Richard Wagner  (1813-83).  In the latter the hero Siegfried fights the 

dragon Fafner.  But beyond the whimsy o f  this passage,  it is known that Brian attached 

great importance to his dreams, from references to them in his article H ow  the Gothic  

Sym phony cam e to be written,  discussed below in the chapter  on that m a m m o th  w'ork. 

Ghosts —  referred to in the quotat ion a b o \ e  —  also figure prominentl \  in the narrative 

o f  his first opera The Tiger.s (1917-29) .  where a similarl \  comic tone is mixed with a 

darker satirical commentar> on the futility o f  war. The closest  the present work  comes 

to a n ightmare is in the dragon sequence,  but e\ en there the elusive character  o f  the 

music suggests that the confrontat ion can be heard as consisting o f  more  shadows  than 

substance. The present work is. in fact, devoid o f  darker undertones,  and can be 

viewed simply as a conf ident  display o f  composit ional  skills b\ the matur ing 

composer.

The relationship to certain tone poems o f  Richard Strauss is immedia tely apparent,  and 

it seems l i k eh ’ that the work vvas intended as an affectionate send-up o f  part o f  the 

programmat ic  output o f  the latter. For example ,  the depict ion of  the ep o n y m o u s  Doctor 

in a great sweep o f  exuberant  opening music brings the magnificent  beginn ing  o f  Ein 

[It'Idcnlehen ( 1898 ) to mind,  and there is a further parallel between the depict ion o f  the 

two characters.  Each is represented,  not by a single theme,  but b\' a group o f  ideas 

which can be subject to variation and dex e lopment  to portray the character  in his 

subsequent adventures.  The use o f  character variations,  com m on  to both Br ian 's  earlier 

essays in the form, the Burlesque Variations on an Original Theme (1903) and the 

Fantaslic I'arialions on an O ld  Rhyme  (1907) also invokes Strauss's Don Quixote

Brian  q u o t e d  in Ibid..  5



( 1 8 9 6 - 9 7 ) .  T h e  subt i t l e  to that S trauss  \vori<. ’Fantas t ic  varia t ions on  a th em e o f  

Knightl}'  c h a r a c t e r ’ un de r l in e s  fur ther  the k insh ip  be t \ s een  the t w o  p ieces ,  part icu la r ly  

w h e n  one  c o n s id e r s  the  sort  o f  a d v e n tu re s  ex p e r ie n c ed  by Doctor  M e r r y h e a r t  in 

var iat ions  4 and  5 n o t e d  in the abov e table.  T h e  b e g in n in g  o f  the final da n c e  o f  

M e rr y h e a r t  in v o k es  the  spiri t  o f  the d a n c e  o f  Till  Eulensp iege l  in the  S t r aus s  tone-  

p o e m  o f  1 8 9 4 - 9 5  w h o s e  bri l l iant  wi t  ma> well  ha \  e se rved  as a m o d e l  for  Brian.  T h is  

is at the po in t  w he re  Till  has  sk ip ped  a w a \  f rom an enc oun te r  wi th  s o m e  increas ing ly  

por ten to us  scholars.  T h e  impl ied  tilt at in te l le c tua l i sm  is a feature that  uni tes  the  tw o 

work s ,  espec ia l ly  co n s id e r in g  the de l ibe ra te  b l i nd  a l leys in B r i a n ' s  i n t r oduc to ry  note,  

d i sc usse d  above .

The  s h a d o w  o f  E lg a r  has  re trea ted f rom the p r o m i n e n t  pos it ion it o c c u p i e d  in re la t ion 

to In M e m o r ia m  ( 19 10 ) ,  a l t hough  in the  ’p roc es s io n  o f  heroes '  sec t ion ,  there  is a return  

to a ‘n o b i l m e n t e ’ s ty le  w h ic h  ec hoes  the tone  o f  the  bu lk  o f  the ear l ie r  Br ian  

s y m p h o n ic  p oe m .  T h e r e  is also a cur ious ,  i f  p e rha ps  co inc identa l  paral le l  wi th  E l g a r ’s 

F alsta fj .  w r i t t en  in 1913.  a year  af ter  Br ian  f in i shed his C o m e d y  O ver tu re .  Both  focus  

on a com ic  hero,  a lbe it  wi th  more  o f  a se r ious tone in parts o f  the Elgar  than in the 

Brian,  and b o th  m o d i f y  thema t ic  ideas as soc ia ted  wi th  the e p o n y m o u s  cha ra c te r  to 

in v o k e  ep isod ic  e s c a p a d e s  as each  w o r k  progresses .  The re  is also a ’D r e a m  I n te r l u d e ’ 

in the  Elgar ,  which  se r \  es  the pu rpo se  o f  b r o a d e n in g  the exp re ss i ve  s c o p e  o f  the  p iece ,  

w hi le  also h in t ing  at the more  su bdued  m us ic  that  c o m e s  towards  the  e n d  o f  the  work .  

Brian,  wr i t i ng  on a sm a l l e r  t ime-sca ie  —  F uls iu l t  is a p p r o x i m a t e h  tw ic e  as long  as 

D o c to r  M erry h e a r l  —  uses his d r eam w o r l d  to e x p a n d  on the w h i m s y  central  to his 

com ic  concep t ion .  T h e  a m b i g u o u s  a t t i tude  o f  Br ian  to p ro g ra m m a t i c  e l e m e n t s  —  see 

the d i sc uss io n  o f  the S y m p h o n y  No. 2 be low —  f inds an echo  in the  o ld e r  c o m p o s e r  

wi th regard to F a h u i f f .  label led as a ’s y m p h o n i c  s t u d > ' rather  than a t o n e  poem.  E lg a r  

wro te  to G e ra ld  C u m b e r l a n d  as fo l lows  in 1913:

But  it m us t  no t  be imagin ed  that  m \  orches t ra l  p oem  is p r o g r a m m e
m us ic  —  that  is p r o \  ides a series o f  inc idents  wi th c onne c t in g  l inks
s u c h  as w e  h a \ ’e. for exa m pl e ,  in Richa rd  S t r au ss ' s  ’Ein H e l d e n l e b e n '
or  in the  s a m e  c o m p o s e r ’s ’D o m e s t i c '  S y m p h o n y .  N o t h i n g  has  been
far ther  f rom  m v  intention.  All 1 ha ve  s t r iven to do is to pa in t  a m us ic a l  

*' * 1 8  
por trai t  —  or. rather,  a sketch portrait .

O uo te d  111 Je r ro ld  N o r t h r o p  Moore ,  E d w a rd  E lg a r  .4 C rea f ive  L i/e  (Oxford  L'niversi t} Press,  1984).  
649.
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The cautionary tone o f  this passage is undermined by E lgar 's  use o f  the word ’poem" 

in his description o f  the piece. This ambivalence is also e \  ident in the descriptions 

giv en b \ Brian to the earl_\- w orks o f  his under discussion. \ \ 'hereas  In M em oriam  —  

without a detailed p rog ram m e be_\ ond the d ivision into three scenes —  was labelled as 

a tone poem by the com poser .  Doctor Merryheart  — programmatic details and all —  is 

classified as a C om edy  Overture.

Doctor M erryheart  begins and ends in E major, and also features C m ajor quite 

importantly as a secondary key area. In this m anner, the work continues  the fondness 

for these keys in the four early works discussed above. The music written in E major 

has an extrovert, energetic character vvhich ma}- be associated v\ith the music in that 

ke\ in Festal Dance  (1908). rather than the m ore celestial tone o f  the central scene o f  

In M em oriam  ( 1910). H o w e \e r .  there is also a w ider harmonic palette used in the 

Comedy Overture than in the earlier pieces. This m ay be taken as a reflection o f  a 

broadening o f  the scope o f  the work o f  the young com poser, towards the two 

culminating works o f  the ne.xt years, his first sym phony (the Gothic)  and his first 

opera [The Tigers). Exam ples o f  this are found in \ ariation four (in G minor) and five 

(in F minor). The ke \ o f  the sixth variation, C major, and its tone —  for which the 

Elgarian term 'nob ilm en te '  is apposite — refers back  to In M em oriam ,  and this use o f  

C major provides further evidence o f  Brian 's focus on E and C m ajors in the early 

works under discussion. Further to this, the coda takes C major as its starting point 

before the work ends with an approach to the tonic —  from F major, the flattened 

supertonic, as in the earlier Festal Dance  — which typically avoids any hint o f  a 

perfect cadence.

The use o f  d iscontinuity  in Doctor Merryheart  is as prominent —  if not more so —  

than in the case o f  In M em oriam .  but its application in the C o m ed \ O verture serves 

humorous, rather than dramatic ends. There is m ore to its use than the purely comic, 

how e\ er. There are three prom inent and related exam ples  o f  discontinuity  in the work 

which can also interpreted as m arking significant sectional divisions with in  the piece. 

The three examples discussed below effectively m ark  the end respectively o f  an 

opening section, a central one. and a varied restatement o f  the opening. The w ork  can 

be seen as a sophisticated blend o f  variation form and sonata structure i f  one regards



the sections which conclude with discontinuit\- as exposit ion,  deve lopmen t  and 

recapitulation respectively.

There is an abrupt halt after the presentat ion o f  the opening group o f  themes 

representing Merryheart .  followed b\  a change o f  mood and texture. Th e effect is to 

cut o f f  the swagger ing progress o f  the niusic port raying the Doctor,  as i f  to puncture 

any heroic aspirations that may be present.  From a musical  point o f  v iew,  this 

unresolved break-off  point  robs the opening section —  or exposi tion —  o f  a 

concluding cadence,  and sets a precedent  for this type o f  split found between variations 

later in the work.

The second instance o f  discont inuity occurs  between variations six and seven, and can 

be heard as a depict ion o f  the sudden waking o f  the Doctor  from his dreams. His heroic 

status is undercut  by the rather subdued —  one is tempted to sa\ sleepy —  beginning 

of  v ariation seven, which functions effecti \  ely as a recapitulation o f  the opening o f  the 

work. Incidentally, this subdued beginning o f  variation seven contradicts the assertion 

in the previously discussed int roductory note that Merryhear t  ’always  aw oke in a state 

o f  great excitement".

I'he fmal instance o f  discont inuity occurs at the end o f  this variation, in a manner  

w hich clearly echoes the expectant  conclus ion o f  the opening part o f  the piece. It is 

followed by the l ight-hearted depict ion o f  the (light-footed) Dance o f  Merryhear t .  In 

each o f  the three cases, the expectant  halt is followed by a reduct ion in levels o f  

dynamics and orchestral density, and a concurrent  sense o f  whimsy  as the music 

continues in a more offhand manner .  This device recurs in the two later Comedy  

Overtures,  The Tinker 's  Wedding  (No. 2. 1948) and The Jo lly  M iller  (No.  3, 1962) 

despite the change o f  style in the interv ening years. This consis tency in composit ional  

manner  across five decades  suggests  a conscious  use o f  this device on the part o f  the 

composer  as part o f  his comical musical  armoury

Brian retained a fondness for this work in later years. e\  en though there is a copy o f  

the publ ished score with annotat ions  in blue pencil which indicates that he considered 

revisions at some stage. Howex’er. these were n e \e r  carried out, and in a 1922 letter to 

Bantock.  Brian declared that he considered Doctor M erryheart  ' the best thing l ‘ve
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done apart from the opera  [The Tigers]' . It was the first work of  his to be broadcast  by 

the BBC.  in 1934. The proximity o f  the dates o f  complet ion (1912). first performance 

(1913) and publica t ion (1913) suggest a realisation that this was a work with which he 

was satisfied, and may  also reflect an urgency to present  it before the musical  public. 

Brian 's  patent desire to h a \ e  this early work per formed and publ ished soon after 

complet ion contrasts wi th the feigned indi fference to performances  associa ted wi th his 

later \ ears. This contras t  suggests that the later att i tude was a result o f  neglect  suffered,  

or alternately that the old man masked his true feel ings in relation to his works by such 

an attitude.

.A.S a whole,  the work transcends the clear divisions  implied in \ ar iation form by 

frequently joining one \ ariation to the ne.xt. This fol lows on from the fluid handl ing o f  

\ ariation form found in the earlier Faniasiic Variations, discussed above.  The first two 

\ ariations o f  D octor M erryheart  present a case in point,  reflecting the similarity o f  

tone implicit  in their respective titles. There is also a smooth  transition from the fight 

w ith the dragon in \ ariation 5 to the 'process ion o f  heroes '  in the succeeding variation,  

as one can imagine the suitably chastened dragon receding into the distance as the 

epon> mous hero as sumes  heroic status.

The piece as a whole  unfolds  with a confidence which is perhaps reflected in the 

deliberate anomal ies  in the note which accompanies  the published score, it is as if the 

composer  is providing the programmat ic informat ion as a guide, whi le at the same 

time a l lowing for the necessity of the music to stand on its ov\ n. In this sense there is a 

link to Mahler  (as considered in the introduction to this chapter),  and his ambigui ty 

with regard to programmat ic  descriptions and titles (with regard to his Third 

Symphony (1895-96) .  for example).  Despite the Straussian parallels considered above,  

the language o f  the Brian piece is an important  precursor  to the more  individual,  but 

related music o f  m u ch  o f  The Tigers.

Conclusion

The bulk o f  the next  two decades would see Brian working in success ion on, 

respectively, a massixe comic opera (The Tigers), and his equally mass ive  first 

symphony (the 'G o th ic ') .  It is an oversimpl if icat ion to see these two ext raordinary 

works  purely as cl imact ic explorations ot his comic  and symphonic sides,  since each is



c o m p o s e d  o f  m u c h  m o r e  than  the  h u m o r o u s  and the  se r ious  respect ive ly .  But  on ce  he  

had  fully e x p lo re d  the  con t r as t ing .  >et l inked w or lds  o f  these  two p il lars ot  hi s output ,  

he m u s t  have  felt  ful ly e q u i p p e d  to face any co m p o s i t io n a l  cha l lenge .

Before  a de ta i led  d i s c u ss io n  o f  the three orchest ra l  w o r k s  o f  the 1930s w h i c h  e m b o d y  

this cha llenge ,  n a m e l y  the Sy m p h o n y  No. 2 ( 1 9 3 0 - 3 1 ) ,  S \  m p h o n y  No.  3 ( 1 9 3 1 - 3 2 )  

and  the Vio l in  C o n c e r t o  ( 1 9 3 4 - 3 5 ) .  it is t imely to s u r \  ey the  s y m p h o n ic  ou tp u t  o f  the 

m o s t  s igni f icant  o f  B r i a n ' s  con te m pora r ie s .  The  c o m p o s e r s  d i scussed in the  fo l lo win g  

chap ter  all ac cep ted  the cha l l e n g e  o f  s> mp honic  wr i t ing ,  as did Brian.  H o w e v e r ,  the 

avai labi li ty o f  the ir  w o r k s  in m u l t i p l e  recordings  con t r as t s  x' ividly wi t h  t h e  s i tua t ion 

regard ing  the  t h i r t y - tw o  s y m p h o n i e s  o f  Brian.  A l t h o u g h  thi s  state o f  a f fa i r s  has  

im p ro v e d  in recent  years ,  there  is still no com ple te  cyc le  o f  Br ian s y m p h o n i e s  

ava i lable  on C D .  let a lo ne  the  e x i s t ence  o f  tw o or  m o r e  c o m m e r c ia l  re c o r d in g s  o f  the 

s a m e  work.

Fur ther  to this is the fact  that ne i th er  o f  the Br ian s y m p h o n i e s  unde r  d i s c u s s i o n  was  

hea rd  until af te r  the  c o m p o s e r ’s dea th,  w he reas  the s y m p h o n i c  career  o f  the four  

co m p o se r s  c o n s id e re d  b e l o w  w e r e  m ore  publ ic ones.  T h e  recept ion h i s to ry  o f  their  

w or ks  raises the u n a n s w e r a b l e  ques t io n  o f  hov\ B r i a n ’s s_\mphonic w o r k s  m ig h t  have 

been  rece ived at the  t im e  o f  the i r  comp os i t i on .  It is poss ib le ,  h o w e v e r  —  a n d  th i s  is a 

c ruc ia l  e le m en t  in a ss e s s in g  the u n iq ue nes s  o f  B r i a n ’s w o r k  —  lo d ra w  c o m p a r i s o n s  

be tw een  these  m o r e  pu bl ic ly  success f u l  sy m p h o n ie s  and  B r i a n ' s  h idden  o u t p u t  o f  the 

1930s.  W hat  e m e r g e s  c lear ly  f rom this c o m p a r i s o n  —  e \  en more  c lear ly than  in the 

case o f  the ear ly  w o rk s  d i s c u s se d  above ,  gi \  en B r i a n ' s  g r ea te r  e x p er ie n ce  at this  s tage 

—  is the s ingu lar  na ture o f  B r i a n ' s  thought  as m ani fe s t  in the  three w o r k s  u n d e r  

di scussion .  T h e  w o r k s  s ta nd  apar t  f rom their  notab le  sur rou nd in gs ,  and as su ch  mus t  

a lso be asse ssed  in te rm s  o f  B r i a n ' s  dex e lop ing  p er son a l  style.  This  a s s e s s m e n t  forms  

the  cen t rep iece  o f  this thesis.
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CHAPTER TWO  
THE SYMPHONY IN ENGLAND:

ELGAR AND AFTER

Elgar
It is in the two symphonies  o f  Edward Elgar (1857-1934) that some o f  the clearest 

roots o f  Br ian 's  s\ m phon ism  may he found. From his earliest \ ears Brian was an 

admirer  o f  his great predecessor .  It was  the first performance o f  E lg a r ’s K ing O la f  'm 

1896 that inspired the \ oung  Brian to \ enture down the path o f  com pos i t ion  (as noted 

in chapter  1 V The \ o u n g e r  com poser  sought  the ad\  ice o f  Elgar after this occasion 

with regard to a composi t ional  career,  as noted by Nettel.' '* The two composers  

remained in contact until after 1909. wh ich  was the last t ime they m e t  (at the Musical 

League F es t i \a l ) . ' ” After  Brian 's  mov e to London in 1914. there was  little 

commun icat ion  between the t u o  men.  but despite the cooling of  their initial friendship, 

Brian wrote o f  Elgar, on the occas ion o f  the latter 's death in 1934. that "none more 

than he has carried the standard o f  music ianship  h i g h e r ' . F o r  his part.  Elgar had

■particularK' mentioned H a \e rg a l  Brian'  as one o f  the most  promis ing o f  the younger
“11

generat ion o f  composers  in a 1905 interview . "  The two Elgar symph on ies  — No.  1 m 

.A flat major (1908) and No. 2 in E tlat major (1910) —  pro\ ided prototypes  for an 

English s\ mphonic manner  in Late-Romant ic vein. In this regard the two Brian 

symphonies  d iscussed in the present thesis —  his second (193 0-31)  and third (1 9 3 1 -  

32) —  are notable for their at tempt  to address and develop the particular legacy of  

these works.

Elgar ' s  S ympho n\  No. 1 was almost  immediately recognised as a masterpiece,  both in 

England and further afield. Hans  Richter.  v\ho directed the premiere in Manchester  on 

3 D ecem ber  1908. famousl}'  declared,  when rehearsing the London Sympho ny  

Orches tra for the first performance in the English capital, that the w ork  was  ‘the 

greatest symphony o f  modern times, w ritten b\  the greatest modern composer  .. .and

Re gi na ld  Net te l ,  O rd ea l  h\ M usic  (Ox f or d  Uni ver s i ty  Press ,  1945).  12.
M a l c o l m  M a c D o n a l d  (ed),  H a r e r g a l  Brian  on VIu.sic. I 'oliinte One  British  M u s ic  ( T oc c a t a  Press .  

1986),  65.
■' Haver ga l  Br ian,  Edvsard Elga r  1 8 5 7 - 1 9 3 4 ' ,  in H a r e r g a l  Brian un Music, vol I. 80.
'■ Q u o t e d  in Jer ro ld  Nor thr op  Moore ,  E d w a r d  E lgar  A C rea t ive  Life  (Oxford  Uni vers i ty  Press,  1984),  
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not on ly  in this c o u n t r y ' . ■' Ernes t  N e w m a n  w r o te  that  it was  ' a  w o r k  o f  not  m ere ly  

Engl i sh  but  o f  E u r o p e a n  s ig n i f i c a n c e ' . '■* T h e  w o r k  w as  c o n d u c te d  s o o n  af ter  its 

p r em ie re  b \ ’ A r t h u r  N i k i s c h  in Leipzig,  and by W a l t e r  D a m r o s c h  in N e w  York.

Elga r  had s po ken  on  the  subjec t  o f  s y m p h o n i c  c o m p o s i t i o n  in a lec ture  de l iv ered  in 

1905 at B i r m i n g h a m  w h e n  he  dec la red  tha t  ' th e  S y m p h o n y  wi th o u t  a  p r o g r a m m e  is the  

h ighes t  d e v e lo p m e n t  o f  a r t ' . ‘ ‘ He  later w ro te  to W a l f o r d  Davies  in re la t ion  to his Fir st  

S y m p h o n y  in the fo l l o w in g  terms:

There  is no  p r o g r a m m e  beyon d a \vide e x p e r ie n c e  o f  h u m a n  life wi t h  a 
great  chari ty  ( love)  a nd  a m a ssive  ho p e  in the  future' .

The  contemporar>'  r eac t ion  to E lg a r ' s  First  S y m p h o n y  —  and  in pa r t ic u la r  its re la t ion  

to the \  e \ e d  i ssue o f  p r o g r a m m a t i c  e le m en ts  in a s y m p h o n i c  c o n te x t  —  is re f lec ted  by  

the fo l lowing  c o m m e n t s  f rom a  rev iew b> S a m u e l  La ngf or d  o f  the  M a n c h e s te r  

Ciiiarciicur.

To Elgar,  as  to e \ e r y  thoughtful  m u s i c i a n ,  the  conf lict  w h i c h  has  raged  
in music  for the  past  e ighty years b e t w e e n  the rhapsodic  a n d  the 
a rchi tec tura l  sc ho o ls  or  be tw e e n  p r o g r a m m e  music  and a b s o lu t e  mus ic  
has p re sen t ed  a d i f f i c u l t y . . .But  now.  he  [Elgar ] has ta ck l ed  the p r o b l e m  
in earnest ;  he h as  put  awa_\ his s e l f - accusa t io n  o f  d i l l e t an t i s m and  has  
wri t ten a  S y m p h o n y ,  but  wi thout  f or sak i ng  his old rh a p so d ic  style at all.
■\nd in so d o in g  he has show n  the  t rue so lu t ion  o f  the p r o b le m .  He  has 
refert i l ised the  s y m p h o n ic  form by in fu s i ng  into it the b es t  ideas  that 
could  be ga th e re d  f ro m  the pract ice  o f  the  wr i te rs  o f  s y m p h o n i c  
poems.

The  cont rast  betw een the  f a m o u s  ope ni ng  m ot to  t h e m e  o f  the s y m p h o n y  and  the  first 

subjec t  o f  the ensu in g  Al le g ro  has been  in te rpre ted  by Jerrold N o r t h r o p  M o o r e  as a

poten t  exam pl e  o f ' t h e  need  to test t radi tiona l d i a ton ic  ideals wi th  c h ro m a t i c

'*8 • '  q u e s t i o n s ' . '  T h i s  d ic h o t o m y  is also a m a m  fea ture  ot  the h a r m o n ic  l a n g u a g e  o t  the

Q uo t ed  in Mi chae l  Hurd,  E lg a r  ( Fa be r  and Faber .  1969).  44.  
Q u o t e d  in Moore ,  Elgur. 546.

■' Q u o t e d  in Rober t  A nd er so n,  E lg a r  ( J .M.Dent .  Lon don ,  1993),  32!
Q u o t e d  in Ibid.. 330,

■ Q u o t e d  in Moore .  E lgar. 545.
//’/c/. 521-
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Brian works discussed in the b o d \  of  this thesis. The s trong contrast  between the two 

subjects o f  the opening m ovem en t  o f  Br ian 's  Symphony No. 2 (1930 -31)  is a clear 

reflection o f  this, as d iscussed below.  In the first m o \  ement  o f  No.  3 the harmonic  

range is equally w ide. The double  statements o f  the two main  themes o f  that 

movement  allow Brian to further explore areas o f  harmonic  contrast.  In each case,  the 

first \ ersion o f  each theme is m uch  more diatonicall>’ harmonised  than the second one. 

The Elgar Symphony  No. 1 begins  with an opening mot to melody  —  marked Andante  

(nobilmente e sempl ice) by the composer  —  the relat ionship o f  which to the main  

theme of  the first scene o f  B r i an 's  In M em oriam  (1910) has been noted above in 

chapter  1. This reflection o f  the influence o f  Elgar ' s  language in Brian 's  early music  is 

unsurprising,  given the personal  as well as musical relat ionship discussed above.  By 

the t ime o f  Br ian 's  Gothic  symph ony  (1919-27)  the influence has  been more fully 

absorbed,  and the voice o f  the mature  Brian predominates.

The Symphony No. 2 in E tlat Major,  op. 63 (1910) offered further inspiration for the 

x'oung Brian, and remained a potent  influence when he h im sel f  addressed the 

s} mphonic form some years later. The relationship betw een the slow movem en t  o f  the 

s \m p h o n y  and Brian 's  In M em oriam  (1910) has already been noted in chapter  1. The 

overall  shape o f  Elgar ' s  S ymph on y No. 2. however —  and indeed the general  character  

o f  each of  the four movements  —  find a strong echo two decades  later in Br ian 's  Third 

S\mphon_\ (1931-2 ) .  F lgar conducted the first performance o f  his Second Sympho ny 

in the Queen ' s  Hall. London,  on 24 May 1911. Both it and the Brian  Symphony  No. 3 

are in four movements .  The first tw o movements  o f  both w orks are the weightiest ,  with 

a lighter touch and reduct ion o f  scale in the last two movements .  The scherzo com es 

third in each case, followed by a moderately paced finale based on a lyrical me lody  

heard at the outset.  Elgar ends  his symphonv in a ca lm manner ,  recall ing the opening 

theme of  his first movement .  Brian, on the other hand, eschew’s ca lm acceptance  at the 

end o f  his work (No. 3). closing with a blazing peroration more  in the nature o f  an 

aggressi\ ' e dismissal  than a summat ion.

The theme which begins the Elgar sy mphony in such a forthright manner  —  and 

returns as if t ransfigured at the close o f  the finale —  could be said to invoke the 'Spiri t  

o f  Delight '  found in the Shel le\  mot to  at the head o f  the score. T he  manner  o f  its 

becalmed final appearance in the symph on \  suggests a compar i son with the



concluding section o f  Strauss 's  E m  H eldenlehen  (1898),  'The Hero's  Withdrawal  f rom 

the World and Fulf i lment  o f  his M is s io n ’. Strauss also refers back to the ebullient 

opening o f  his work as his tone poem draws to a close. Further to this, the  Strauss 

work makes  its concerns  explicit  b> means  o f  the programmatic titles o f  its six 

sections. As Strauss h im sel f  wrote,  while he was at work on the piece:

Since B e e t h o \ e n ' s  Eroicu  is so verv unpopular  with oar conductors ,  
and therefore only seldom played.  1 am now  composing,  to fill a 
pressing need,  a larger tone-poem entitled ' A  Hero 's  Life'  (admit tedly 
wi thout  Funeral  March,  but  still in E flat major,  w ith a great n u m b e r  o f

" '9horns,  by which heroism is always  measured. ) . '

The \ ' ictory of  the hero over his foes (in the 'Bat tle ' section) is und er mined by the 

uneasy calm at the end o f  the work ( 'The Hero's  Withdrawal  from the World  and 

Fulfi lment  o f  his Mission ' ) .  The parallel with the ca lm ending of the Elgar  work in the 

same ke\ may suggest  a similar path in that work from the 'Spirit o f  De l ight '  heard at 

the outset. Brian —  by contrast  —  offers a very different closing gesture in his 

Symph on y No. 3 w'ith the abrupt final peroration (illustrated in chapter  5 as 3:54), This 

suggests that, for him. the calm acceptance found in the Elgar and Strauss  works  was 

as alien as the t r iumphant  ending o f  the Eruica  was for the latter two compo se rs  in 

their respective works.  The use o f  the same tonic as the Beethoven and Strauss  works 

in the Elgar Symphon>'  No. 2 raises interesting points with regard to the character  o f  

the latter. One can speculate whether it was intended as a Late-Romant ic com mentary  

on the heroic idealism o f  the Beetho\  en. as is a rguabh  the case with the Strauss work.  

It is significant that the ke> and tone o f  the second m o\  ement o f  the Elgar  bear 

compar ison with the great funeral march that is the second movement  o f  the Eroica.

Elgar expressed his v iews on the future o f  the symphonx —  and the re levance  o f  the 

achie \  ement of  Strauss —  in the fol lowing terms:

h  seems to me that because the greatest genius o f  our days. Richard  
Strauss,  recognises  the Symphonic  Poem as a fit vehicle for his 
splendid achievements,  some writers are inclined to be posit ive that  the 
symphony is dead. Perhaps the form is somewhat  battered by the ill- 
usage o f  some o f  its admirers,  al though some modern Sympho nies  still

Q u o t e d  in Ste phan  Kohl er ,  'Richard Strauss:  Ein He l d e n l eb e n .  op 4 0 ' ,  s l eeve  note s  for  u ra mo ph o ne  

rec o rd i ng  D e c c a  S E T  6 0 1 .  1979,



test ify to its \ 'alidit\-;  bu t  w h e n  the loo ke d - fo r  gen ius  co m e s ,  it m a y  be 
absohi te l \  r e v i \ e d . ‘’'̂

T he  fact that  this was  e x p r e s s e d  before  Elgar  had  wr i t ten  his First  S y m p h o n y  may 

indica te  that the wri ter  saw h i m s e l f  as the ' l o o k e d - f o r '  c o m p o s e r  in s y m p h o n i c  vein.  

T he  fusing o f  e le m ent s  d r a u  n f r o m  the realm o f  the  s y m p h o n ic  p o e m ,  to w'hich St rauss  

had cont r ibu ted  so no tab ly ,  w i th  tho se  f rom the s \ m p h o n y  prope r  w a s  o p e n  to 

interpretat ion as a viable  forw ard  di rect ion.  Br ian,  in fact, can be sa id  to have  fo l lo wed 

this line o f  d eve lo pm en t .  H e  e x p l o r e d  the p r o g r a m m a t i c  aspec t  in his ear ly orches tra l  

w o r k s  —  as d i scussed  in c h a p t e r  1 —  while  also e s ta b l i sh ing  facets  o f  his  pe rsona l  

style that w o u ld  serve h i m  wel l  in his later s y m p h o n i c  career.  C ha rac te r i s t ics  o f  his 

early,  p rog ra m m at i c  w o r k s  co u ld  thus  be seen to s e r \ e  equa l ly  wel l  in the s y m p h o n i e s  

wr i t ten two d eca de s  later,  w h i c h  a re  free o f  p ub l i s he d  pr o g ra m m e s .  T h is  s h o w s  a 

tendency  to fuse the two g e n r e s  to s o m e  degree  on  B r i a n ' s  part,  akin to the re- 

fert i l ising o f  the s y m p h o n i c  form m e n t io ned  by Langford .

Fur the r  to this, how ever ,  it m u s t  be  noted that B r i a n ' s  co m m e n t s ,  a b o u t  his S y m p h o n y  

No.  2 ( 1 9 3 0 - 3 1 )  in par t icu la r ,  revea l  an ambigu i ty  wi th  regard to t i t les o r  sub ti t l es for 

the work .  His  c o m m e n t s  o n  the re la t ionsh ip  o f  this  w o r k  to G o e t h e ' s  G o tz  von  

B er lich ingen  —  discussed  b e l o w  in the chapter  on Symphon_\ N o . 2 —  are  a c lear  

e x a m p le  o f  this a m b ig u o u s  a t t i tude .  The  third m o v e m e n t  o f  the s y m p h o n y ,  w h ic h  

Br ian  said de scr ibed  the ba t t les  o f  Gotz .  p resen ts a d ramat ic  ins tance  o f  ex t r a -m us ic a l  

assoc ia t ions  —  in this case  the use  o f  four spat ial ly separa ted  groups  o f  four  h or ns  —  

be ing  treated to a process  o f  t ex tura l  a ccum ula t io n  as  the mus ic  he a d s  t o w a r d s  its 

c l imax.  The  part icular  idea  for  thi s  m o \  emen t  m a y  ha \  e sprung  f rom the  G o e t h e  play,  

but  the technica l  de \  ices u s e d  a re  consis tent  wi th  those  found  in the o th e r  m o v e m e n t s  

o f  the  s y m p h o n y ,  whe re  the  ex t r a -m us i ca l  idea is m o r e  general .  It is po s s ib le  to v i e w  

the fusion  —  in the ’B a t t l e ’ sc h e r z o  —  o f  the proces s  o f  textural  g r o w t h  wi t h  the 

e \  oca t i \  e p o w e r  o f  the m u s ic  —  presen t  in the four s p a t i a lh  separa ted  g r o u p s  o f  horns  

—  as a successful  blend o f  w h a t  La n g fo rd  descr ibed  wi th  regard  to the E lg a r  first 

sy m p h o n y ,  as p ro g ra m m a t i c  and  abso lu te  e lements .  T h e  evoca t iv e  p o w e r  o f  the  m u s ic  

o f  the  'Ba t t l e '  scherzo  can be  t r aced  ba ck  to the p r o g r a m m a t ic  ear ly  w orks  d i s c u s s e d  

above .  This  s h o w s  Br ian a d a p t i n g  ideas f rom the rea lm o f  the sv m p h o n i c  p o e m  to the

Q u o t e d  in J e r r o ld  N o r t h r o p  M o o r e .  Eigar. 4 8 0 .



more absolute context  o f  a symphony

\ ' a u g h a n  W il l ia m s

A dit'ferent approach to symphonic wri ting is found in the w ork o f  Ralph Vaughan 

Will iams (1872-1958) .  He li\ ed a long creative life, like Brian. The first four o f  his 

nine symphonies  span from the early years o f  the twent ieth century to the middle o f  the 

nineteen thirties, and can thus be considered in relation to the works wri tten by Brian 

during the same period. The first three symphonic  essays appeared wi th titles and 

wi thout  numbers ,  a practise ended when his next work in the genre appeared as 

Symphony in F minor in 1935. .4 Sea S ym p h o n y  { \9 0 3 -0 9 ) .  the first to be written, 

shares wi th Br ian's  first symphony,  the G othic  (1 919 - 2 7 )  the use o f  a chorus  and 

soloists. The large canvas  is roughl> comparable  to that o f  Br ian 's S> mphony No. 4, 

Das S iegeslied  (1 932-3 )  rather than the Gothic, but the manner  o f  the two works  is 

entirely different,  related to the texts set in each case. It is also noteworthy that 

Vaughan Will iams sanctioned the separate performance o f  an> o f  the four movement s  

o f  the SiiLi Sym phony.  This ma\  w ell ha \  e been done 'as a concession to choral 

societies who cannot cope with the whole work in per formance’, as noted by A. E. F. 

Dickinson in his book on the co m p o s e r , ’' but it does  call into ques tion the symphonic 

continuity o f  the whole. The work could perhaps  be more  accurateK titled A Sym phony  

of Sea  Song.s. which would make clear the connection with such works  as the Songs o f  

ihe Sea  (1904) b> Stanford and the Sea Pictures  (1897-9 )  o f  Elgar.

Vaughan W'illiams's second contribut ion to the genre,  titled A L ondon  Symphon y 

(1 91 3-18)  is a major landmark in English s\ mphonic  writing. It can be listened to as 

an evocat ion o f  the capital city w hich blends  the literally illustrativ e —  as in the 

appearances  at the opening and close o f  the work o f  the chimes  o f  W es tmins te r ' s  ’Big 

Ben '  —  with a symphonic sense o f  scale and contrast.  Brian wrote succinct ly o f  it in 

M usical Opinion  that it depicts ' the  a tmosphere  o f  a city inside the f r amework o f  a 

sym phony ' .^ '  Brian also drew attention to the musical  links between m ovem en ts  when 

wri ting on the composer  for M usical Opinion, noting that the "reference to the three 

previous movements  inside the development  o f  the fourth mov ement  is a masterly

■' A . E . F .  D i c k i n s o n ,  I'aiighan H7//;a/?2,5 ( F a b e r  a n d  F a b e r ,  1 9 6 3 ) ,  18 6 .
'■ H a v e r g a l  B r i a n , ' V a i i i i h a n  W i l l i a m s  in R e h e a r s a l '  in Huvergul Brian un yiusic  v o l .  I, M a l c o l m  
M a c D o n a l d  ( e d  ). 3 1 3 - 4



piece of  musicianship and psychological c o n s t r u c t i o n ' . T h e  title o f  the work 

encourages the l istener to seek out evocat ions o f  the sights and sounds  o f  London in 

the music,  and this aspect  places the work within the broadly rhapsodic,  programmat ic 

sphere.  Like Brian and Mahler.  Vaughan Will iams expressed contras ting —  not to say 

contradictory —  \ iews on the relative importance o f  the illustrative e lements  in the 

m us ic  at different t imes in his life. As Michael Ke nn edy  comments:

The com pos er  bede\  illed the issue by insist ing that the var ious  London 
landmarks wh ich  appear in the work are 'accidentals,  not  essentials' ,  
and that the symphon>’ ought to he called 'Sym phony  by a Londoner ' .
Later he re lented and disclosed that the Mife o f  London (including 
possibly its sights and sounds) . . . suggested  an attempt at 
expression' .

There  is a development  o f  particular colours to suggest  and sustain an imaginat ive 

m o o d  or a tmosphere throughout the work. The open ing and close o f  the symphony  are 

indicative o f  this, as the music captures  a picture o f  London  at opposi te ends  o f  the 

d a \ ’. The recall o f  the opening sounds  o f  the s ym phony  close to its end also frames the 

symphon) '  in an ef fec ti \  e wa\ , impl>ing an organic unity in the musical  material (in a 

quas i -c \c l ic  manner) which enhances  the overall des ign o f  the work.  This blends  the 

rhapsodic —  or illustrati \  e —  with the symphonic in a manner which could be taken 

as a further example o f  the blend commented on b>' Langford (see above)  in reference 

to Elgar.

Th e third movement  o f  the London,  subtitled 'Noc tu rn e '  presents a striking example  o f  

the mixture o f  symphonic  and rhapsodic elements.  T he  opening section is repeated (in 

the manner  of  the first part o f  a traditional scherzo),  and there is a contras ting  section 

which can be viewed as a trio. However ,  there is no reprise of  the scherzo,  and the 

moxement  m o \ e s  onward with new material wh ich  darkens  the lone towards  the end. 

Th e closed form o f  a classical mo\  ement has thus been supplanted by a greater 

emphasis  on an ongoing sense o f  continuity with regard to the mood. This is even 

m ore  prevalent in the original (1913) version o f  the symphony, as can be heard  in a

H a v e r g a l  B r i a n .  ' T h e  m u s i c  ot '  R a l p h  V ' a u g h a n  W i l l i a m s '  m  Havergal Brain on Music, v o l .  1, 
M a l c o l m  M a c D o n a l d  ( e d  ),  3 1 4 - 2 1  

M i c h a e l  K e n n e d y ,  The works o f  Ralph Vaughan Williams' (O\'iord L ' n i v e r s i t >  P r e s s .  1 9 6 4 ) .  13 6 .



recent recording.^"' The 'Bat tle '  scherzo o f  Br i an ' s  second s\ niphony (1930-31)  

exhibi ts a com parable  concern with narratix'e o\ 'er  a more  closed form, concentra t ing 

as it does on the accumulat ion o f  ostinatos on the four groups o f  horns as the music  

heads  towards  its dramatic culminat ion.  There is a quiet coda,  as in the Va ugh an  

Wil l iams m o \ ’ement.  and it is interesting to note the dramat ic nature o f  the beginning 

of  the ensuing final m o \  cment  in each work.  The Brian scherzo,  however,  is more  

s ing le-minded in its concerns  than the corresponding mo\  ement o f  the 'London'

S\ m pho ny .  as the composer  eschews a contras ting section to offset the textural bui ld

up central to his mox ement.  The scherzo o f  Br ian ' s  next symphony, the Third ( 1 9 3 1 -  

2), fuses this idea of  textural accumulat ion wi th a more  classically based layout,  

including a central 'Viennese '  trio. This use o f  a d is t inc t i \e  local colour is paral leled in 

the 'N o c tu rn e '  by the evocat ion o f  a mouth-organ and accordion to suggest  Cockney  

London.  T he  hea \  ier orchest rat ion of  the latter stages o f  the Brian scherzo ensures  that 

the sym ph on ic  momentum is carried over in to the finale, suggest ing a kinship wi th the 

manner ,  if not  the sound world, o f  the 'N oc tu rne '  from the Vaughan Will liams work.

A further link with the two Brian s\ mphonies  central  to this thesis —  in relation to the 

e \ t r a \  agant orchestral  textures - i s  suggested b\'  the follow ing obser \  ation by Michael  

Kennedy on  the 'London ' Symphon_\ ;

It is the natural successor to Elgar ' s  two brilliantl_\- scored symphonies ;
and a certain opulence and richness o f  sound place it vvithin its period.

The next V'aughan Will iams S y m p h o n \ . his third, subtitled A Paslural Symphony  

(1921) is a fur ther de\  e lopment o f  the rhapsodic,  atmospheric style, to the extent  that 

there are \ e r \  fe\s climactic gestures in the whole  work,  lending it a contemplat ive  

manner.  Brian wrote that it ' suggests that quali ty o f  shyness which eludes the 

obv ious ' . ’’ He  also drew attention to the 'original stroke o f  genius '  in the finale, wi th 

particular reference to the use o f  a wordless \ oca! solo at the outset.  ’** This use o f  a 

wordless \ ocal  solo —  suggest ing a fa raua \  \ o i c e  in relation to the orchestral bod_\ —  

is paral leled by the sense o f  distance c \ o k e d  b\' the horn solo in the finale o f  the Brian 

Third Sympho ny ,  written ten years later. The context,  ho we \er .  is u t terh  different.

V a u g h a n  W i l l i a m s ,  A London Symphony. L o n d o n  S y m p h o n )  O r c h e s t r a .  R i c h a r d  H i c k o . \ ,  c o m p a c t  
d i s c  C h a n d o s  C H A N  9 9 0 2 .  2 0 0 !

M i c h a e l  ! < . e n n e d \ .  The works of Ralph l ai/ghan IViliiams. 140.
B r i a n .  ' V a u g h a n  W' l l l i a i ns  in R e h e a r s a l '  in M a c D o n a l d  ( e d  ). Op lii . } 13.

''' B r i a n .  ' T h e  m u s i c  o f  R a l p h  V a u g h a n  W i l l i a m s ' s  in M a c D o n a l d  ( e d . ) .  i)p cit . 3 1 6 .



Vaughan Wil l iams uses  the solo voice as a focal point in both the second and fourth 

movements,  whereas  Br ian  uses the solo horn to offer  a momenta ry  gl impse o f  a 

different perspect i \  e to that o f  the main body o f  his final movement .  For Vaughan 

Williams, contemplat ion is central; to Brian it is incidental.  The suggest ion o f  spatial 

distance in Br ian 's  mus ic  is discussed below in relation to this use o f  the solo horn (see 

the chapter on S y m p h o n y  No. 3).

The Vaughan Wil l iams Symphony in F minor  (1931 -4 ) .  which was  first performed on 

10 .April 1935. offers the  strongest possible contrast  to the preceding symphony.  This 

contrast,  and the dark,  violent nature o f  much o f  the music  has led to specula tion that it 

reflects on the deepen ing political crisis in Europe at the time. However ,  the composer  

h imself  made no such connect ion,  and in the fo l lowing remark adopts an attitude of  

disdain not far removed  from the stoicism characterist ic —  in his later years in 

particular —  o f  Haxergal  Brian: 'Take it or leave it. for that is nearly all I can tell you 

about  it'. ’'’ The author o f  the book from w hich the above remark is quoted remarks in 

conclusion that 'Poli tica l or mythical images or concerns  ma\  supply a framework for 

music,  but the} cannot  shape a s> mphony.  a theme,  or a progression' . ' ”' This reflects 

the attitude o f  many composer s  to their music and its relationship to a programme,  

from Vaughan Wil l iams himself,  to Gusta\ '  Mahler  (see the d iscussion in chapter  1) 

and. of  course. Ha\  ergal Brian.

The Symphonx in F minor  is the first Vaughan Wil l iams symphony not to have a 

descr ipt i \e title, and contains his most  intense concentrat ion on mot ivic and thematic 

developments and cross- references  up to that time. The rhapsodic nature o f  the 

preceding s\  mphon>' has  been replaced by a musical  argument o f  a more  purely 

mot i\  ic nature. The change  of  emphasis  in the Vaughan  Will iams F minor  Symphony  

(No. 4) is underlined by a compar ison o f  the Epi logue which brings this symphony to a 

close with that o f  .4 London Symphony o f  two decades  earlier. The latter is an 

atmospheric evocat ion o f  the epon\ mous  city at the close o f  day. which,  as ment ioned 

abo\  e. neatly rounds o f f  the musical narrati \  e o f  the work at the same time. The 

Epilogue of  the fourth, however,  is a fully worked-out  fugue —  the subject  o f  w'hich is 

based on the opening o f  the entire symphony —  which culminates in the literal recall

Q uot ed  in A . E . F  Di c k i ns o n .  I'a ii^hun W ill iams  ( Fa b e r  and Faber  1963).  308
Ihici .  309.
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o f  the opening gesture o f  the w o rk  before the emphat ic  conclusion. There are no 

obvious  ext ra-musical  associations , and the use o f  fugue emphasises  this purely 

themat ic apogee to the de\  e lopmental  procedures  o f  the work.

1 he s torm\  mood o f  the Symphon_\ No. 4 —  descr ibed b> Brian as being o f  

' t remendous  tragic intensity"*' —  has parallels in the music of  roughly contemporary  

symphonies  such as Will iam W al to n 's  first ( 1 9 3 2 - 5 )  and Arnold B ax 's  sixth (1934).  

both  discussed below,  the four th o f  Dmitri  Shostakovich (1936). and Br i an ’s o w n  

fourth. Das Sieges l ied ( \ 9 3 2 - 3 ) .  The extent to which the deepening political crisis in 

Europe affected the lone o f  these works  varies from one to the other. H o w e \  er, nei ther 

the Brian —  first performed in 1967 —  nor the Shostakovich,  which had a similarly 

long wait until 1961 to be performed,  can have influenced any o f  the other works  cited. 

The Bax. Vaughan W'illams and Walton were all premiered in 1935. a fact which 

points to a co m m o n  susceptibi li ty to the tenor o f  the times, but renders unl ikely the 

idea that any one may have been writ ten as a react ion to any of  the others.

The remaining symphonies  o f  Vaughan Will iams bui ld on both the rhapsodic and the 

more  motivic styles. The latter is best characterised perhaps b\  the apocalypt ic fury o f  

the sixth (1948).  a clear sequel to the manner  o f  the fourth symphony o f  thi r teen years 

previously.  The extraordinar\  finale o f  that work —  played pianissimo throughout  -  

has been interpreted as a vision o f  a desolate landscape ra\ aged b> w ar. but this view 

was  dispelled by the composer  in the following remarks  to Michael Kennedy :

With regard to the last movement  of  my No.  6. I do N O T  BELIE VE IN 
meanings  and mot toes,  as you know , but I think we can get in words  
nearest  to the substance o f  my last m ovem en t  in "We are such s tuff  as 
dreams are made on. and our little life is rounded b_\ a sleep” .

The composer  contradicts h im sel f  wonderful l)  here by providing a ’mo t to '  and 

possible meaning in an ext ra-musical  source after dens ing his faith in them. This  

ambigui ty  has parallels in Brian —  see his commen ts  on the S\ m phon \  No. 2 in the 

chapter  on that work —  as well  as with other com poser s  such as Elgar and Mahler .

B r i a n ,  ' T h e  M u s i c  o f  R a l p l i  V a u g h a n  W i l l i a m s '  in Havergal Drum on Music \ o l ,  I 3 1 8 ,  
'*■ Q u o t e d  in K e n n e d \ ,  The works oj Ralph I'aughaii Williams. 3 0 2 .



T h e  rhapsod ic ,  i l lust ra t ive  side o f  V a u g h a n  W i l l i a m s ' s  sy m p h o n ic  m a n n e r  r esur faces  

in the rh a p so d ic  tone  pa in t ing  o f  his next  s y m p h o n y ,  the seventh,  sub t i t l ed  S in fo n ia  

A n la r t ic u  (1 95 3) .  a g lac ia l  coun te rp a r t  to the la nd scapes  e v o k e d  in the third,  the 

P a s to ra l  (1921 ) .  V a u g h a n  W il l i a m s  c o m p le te d  his  late s y m p h o n ic  o u tp ut  by the 

add i t ion  o f  t w o  fur ther  s y m p h o n i e s ,  in 1956  and  1958. T h e  s low  m o \  e m e n t  o f  No.  9 is 

ba se d  on tw o  e l em ent s ,  a f lugel  horn  solo,  and  a con t ra s t ing  march .  In fact  the 

jux tap os i t io n  o f  these  tw o  d ive rgen t  ideas su g g e s ts  a paral lel  wi th  o ne  o f  B r i a n ' s  m o s t  

cont rovers ia l  c o m p o s i t io n a l  pract ises.  ,A.s K e n n e d y  c o m m e n ts ,  the f r equ en t  ch a n g e s  o f  

t e m p o  are "a de l ib era t e  m an i f e s ta t io n  o f  rest less  e n e r g y ' . ’*" B r ia n ' s  use o f  'p ro d u c t iv e  

d i scont inu ity" often a c h i e \ e s  a s imi la r  e f fec t  (see J o h n  P i c k a r d ' s  art icle).  K e n n e d y  

further  r e m a r k s  o f  the o \  erall s t ruc ture  o f  the s y m p h o n y  that it is ’unconx ent ional  

w i th in  a c o n v e n t i o n a l  design'.^"* The  c o r r e s p o n d e n c e  b e tw een  this c o m m e n t  and 

B r ia n ' s  on  h i s  S e c o n d  S y m p h o n y  that  it was  "in the  o r th od ox  four  m o v e m e n t s  —  but 

very u n o r t h o d o x  in s id e '  is o f  interest  in t racing  any  c o m m o n  factors m the  ap p ro ach  o f  

the two m e n  to the task o f  wr i t ing  s y m p h o n i e s . ' ' '

V a u g h a n  W il l i a m s  l ived to the age o f  eights -six. and  his con t in u in g  c rea t ive  \ i t a l i t y  

w a s  r em arkab le .  W h a t  d i s t i nguis hes  the later ou t pu t  o f  both \ ' a u g h a n  W il l ia m s  and 

Br ian  is the co n s t an t  strix ing for  ne w m e a n s  o f  s y m p h o n i c  c o m p os i t i on ,  and  a diversit>- 

o f  ap p ro a c h e s  that w o u ld  be notewor th>'  in a c o m p o s e r  o f  any age.  B r i a n ' s  later 

s y m p h o n ic  ou tput ,  par t icu la r ly  f rom  the  e igh t h  s y m p h o n y  (1949)  o n w a r d s ,  re pr e se n ts  a 

g reat  con t ra s t  wi th  his earl ier  manne r .  This  is t rue  to the extent  that,  as  H aro ld  T ru s c o t t  

has  obse rved ,  ’the Br ian  o f  the 1960s is a \  e r \  d i f fe ren t  Br ian f rom the c o m p o s e r  o f  

be fore  the Fi rs t  Wor ld  War'. '*'’ Michae l  K e n n e d y  c o m m e n t s  on this aspec t  o f  the 

V'aughan W il l ia m s  n inth — and last —  s y m p h o n y ,  p r em ier ed  Jus t  four  m o n t h s  b e fo re  

his  dea th  in 1958.

T h e  last o f  th e m  [No. 9] asser ts  that  he r e m a in e d  unpred ic tab le  and
i n d e p e n d e n t  to the end .  and that his menta l  \ igour was  as ton ish ing . ' ’

K enn edy ,  The  w orks  o f  R a lp h  V a ughan  WtlHams. 370,
Ib id  . 369.
Q u o te d  in M a c D o n a l d ,  s l eeve  notes  for c omp a ct  disc M a r c o  Polo 8 22 3790 .  1997,  3 
Harold  Truscot t .  H a v cro a l  Brian  in The S\ m p h o in  2 FJ^ar lo /he  Presen t  Da\  Rober t  S i m p s o n  (ed ). 

( Pe ngui n Bo ok s .  1967).  140-152
’ Kennedy .  T he  u ork.i u j  R a lp h  \ 'aughan  W i l l i a m s . l l  \ .



The fact that Brian also cont inued to explore new manners o f  sym phonic  thought  is all 

the more remarkable  given the almost total neglect  from which he suffered at this time. 

This is in sharp contrast  to the posit ion o f  Vaughan Williams as the rev ered senior 

figure of  English music up to the time o f  his death  in 1958.

Bax

T he  seven symphonies  o f  Arnold Bax (1883-1953) were composed between 1922 and 

1 939.  and so are roughl_\ contemporary with the first tl\ e of  Br ian 's  symphonies .  In 

fact. Brian 's  first article for Musical Opinion  was  writ ten on the subject  o f  B a x 's  first 

symphony,  premiered in November  1922. The article was actually wri tten as an 

in troduct ion to the work before its first performance,  in the nature o f  a progr am me
48note.  Bax was  supposed to write a reciprocal article on Brian's  First S \  mphony 

(v\hich the latter was working on at the time) in due  course, but wh en  the G othic  was 

publ ished by Cranz in 1932. Bax demurred.  unders tandabl\  deterred b\  the sheer size 

o f  the Gothic, and w ithout ha\ ing heard it. The Brian article is a laudator\ '  int roduct ion 

to the symphonic debut o f  his younger  contemporary  —■ who. he declared,  had the 

potential  ‘to become a great symphonist ' .  It is also o f  interest in relation to what  it 

re \e a l s  of  Br ian 's  \ ie \ \s  on s>mphonic wri ting at the time he was working  on the 

G othic  (the most  ambit ious  symphonic work he was e \  er to write). He praised B ax 's  

■facult}' for uninterrupted cont inuous thinking v\ i thout which works  on a large scale 

arc impossible ' ,  an obser \a t ion  which would appear  to be contradicted by the use of  

discont inuity in his own symphonic work,  as documented by John Pickard.''*'^ The 

article on Bax documents  his appreciat ion o f  a qual ity in the work o f  another co m p o se r  

that  seems at odds with the nature o f  his ow n style. It can also be taken to infer that his 

o w n  use of  discont inuity was a deliberate at tempt  to subvert w hat the abo\  e c o m m e n t  

recognises as a nccessar_\ qualit) for the composi t ion  o f  works 'on  a large scale ' .  This  

approach may ha\ 'e been adopted out o f  discontent  with that more cont inuous  style in 

his own music —  balanced by a keen appreciat ion o f  it in the works  o f  others,  such as 

B ax  —  or as a composit ional challenge.  This is o f  less significance than the fact that 

the composit ional practices in his mature music were  deliberately adopted rather than

H a v e r g a l  B r i a n .  ' T h e  F irs t  Ss  mp h o n N  o f  . Arnol d  B a x '  in M a c D o n a l d  ( e d . ) .  Havergal Brian on Music. 
2 3 3 - 4 0 . '

J o h n  P i c k a r d ,  ' H a v e r g a l  B r i a n ' s  p r o d u c t i v e  d i s c o n t i n u i t v . W i t h  a c o m i n e n t  b> M n r t v n  B e c k e r '  in HB  
Aspects oj Havergal Brian. J u r g e n  S h c a a r w a c h t e r  ( e d . ) .  ( A s h g a t e .  19 97 ) .  9 3 - 1 0 4 .
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arri\  ed at as a result o f  a lack o f  techiiical abilitN. The skill o f  early orchestral works 

discussed above clearly negates  this notion. Further to this, the study of  his short 

scores and surviving pencil  sketches reveals that the broad span o f  his musical  

argument  in each m o \ ’ement  was largeh intact from an earh '  stage. The clarification o f  

detail was the main pre-occupat ion as he approached the final full score (see 

appendices  1 to3 for a su m m a r \  o f  these points in relation to the three works  central to 

this thesis). The above co m m en t  in relation to Ba.\ reveals Br ian 's  level o f  appreciat ion 

and understanding for the work o f  an es teemed colleague,  and places his own approach 

to symphonic  writing in context.

Brian writes o f  the Bax Symph on y  No. 1 that ’the music tells its ow n tale' ,  and this 

quality can be applied to B a x ' s  symphonic output as a whole,  al though the evocat ion 

o f  landscape —  or. more  often,  seascape —  is a recurring feature. The absence o f  

either subtitle or programme betrays the desire o f  the com poser  to allov\ the music to 

be assessed on its intrinsic qualities, but like Brian his symphonic  work could be 

prompted by external ideas. The Symphony  N o .3 (1928-9) is prefaced, in short  score, 

by a quote from Nietzsche ( ' M y  wisdom became pregnant  on lonel\  mountains ,  upon 

barren stone she brought  forth her young' ) ,  but the published full score is devoid  of  

this reference. '" There is a parallel here with both Br ian 's  Second Symphony  (1 9 3 0 -  

3 1). linked by its com poser  to Goethe ' s  G dl: von Berlichingcn.  but eschewing any 

such reference in the com pose r ' s  autograph full score, and the fol lowing symphony.  

The full score o f  Brian 's  Third  (1931-2)  had the word 'Ai tarus '  written on it. but it 

was subsequently almost  completely erased, as if to suppress an\'  ext ra-musical  

associations.

O ne clear distinction between Bax and Brian lies in their use o f  an 'Ep i logue '  at the 

end o f  their symphonic works.  Four out o f  the seven Bax symphonies  —  nos. 3,5.6 and 

7 —  end wi th an ’Hpi logue’. Vaughan Will iams also used this term to describe the 

closing music of  both his London  and F minor symphonies ,  as discussed above.  There 

is a similar implication in all three composers that the concluding music stands outside 

the main dramatic thrust o f  the Symphony,  while encapsulat ing the spirit o f  the 

preceding music in a summaris ing manner.  The tone is often reflect i \e in Bax. but

Q u o t e d  in L e w i s  Fo r e m a n .  Bax:  T h e  C o m p l e t e  Ss m p h o n i e s .  s l e e v e - n o t e s  to CH. AN 8 9 10 .
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abruptl\ dismissi\'e in Brian, when used at the end o f his Third S\ mphony (1931-2). 

With the exception o f No. 5 (1932). the Bax "Epilogues' are reflective postludes which 

steer the music towards a calm close. This type o f retlective calm is rarel\ found in 

Brian's works, and Brian’s comment on the Bax Symphony No. 1. that it 'breathes 

defiance and triumph' can be said to apply equallx- aptly to the Epilogue o f his own 

Third Symphony. As MacDonald has noted o f the end of Brian's work, 'here is no 

Baxian meditation', as the music echoes his oun description o f the Bax First 

Symphony, fu ll o f v\hat ma\ neath’ be termed defiant triumph.''

Both composers share the use o f richly layered textures (often fuelled by ostinatos) to 

create an atmospheric backdrop —  as in the concluding movement o f Bax's Symphony 

No. 3 (1928-9). Both hav e incorporated the piano and organ into the large orchestras 

deployed in their works. Bax uses organ in nos. 2 (1924-6) and 4 (1930). and piano in 

nos. 2 (1925). The harmonic language o f Bax betray s at times the influence o f Delius 

in terms of the richl>' coloured palette found in the music, and this is wedded with the 

gestural OamboN ance and sense o f scale o f Elgar. This blend o f the rhapsodic style o f 

the t'ornier vvith the sv mphonic sweep o f the latter is also present in the v\ ork o f Brian, 

but the results are \ ery different. W'ith Bax. the expressive world is \er_\ much his 

own. and less wide-ranging than that found in the Brian sy mphonies o f the time. The 

use o f triadic and non-triadic harmonic idioms in the first movement o f the Brian 

S\'mphony No. 3 reflects this difference in language. To some degree, the 

concentration on a three-mo\ ement form in all se\ en Bax symphonies is an outward 

manifestation o f this reflection o f an inner world with relativeK fixed horizons. Brian's 

work. b\’ contrast, constantly threatens to break its boundaries, so disparate are the 

juxtapositions and range o f textures found therein. The first movement o f the 

Ss mphony No. 3 pro\ ides the most striking and large-scale example o f this 

inclusiveness. Brian's continuing exploration o f new symphonic possibilities in the 

works of his later \ ears is a further manifestation o f this trend, whereas Bax. after his 

Se\ enth Symphon\ (1939). wrote no further essa\ s in the genre, although he li\ed for 

a further fourteen years.

' '  MacDonald. T/il’ Svinphonies. vol. I, 8^.
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Bax's Fifth Symphon) (1932) is cited by Lewis Foreman as having 'confirmed his 

standing as the leading British s\ mphonist after Elgar', although 'formal difficulties 

still bothered some commentators'.'' Whether those formal difficulties were a result o f 

an imbalance between the progranmiatic and absolute elements (to return to the terms 

used b\ Sanuel l.angford) is debatable, but Bax's position as a notable follower in the 

path o f Elgar w as secure and remains so toda\'. This contrasts with the obscurity in 

which Brian worked on his symphonic works, both in the earl\ nineteen thirties and 

later.

Bax's symphonies can be said to continue the tradition to which Elgar made such a 

notable contribution, but. like Vaughan Williams, there is more national colour in his 

music in contrast to the case o f Brian, whose music reflects a more international, 

eclectic mix o f elements. This national colouring reflects the strong ties felt by Bax 

towards Ireland, and can be clearh detected in early tone poems such as In the Faery 

Hills  (1909) and The Garden o j Fand [ \9\6) .  The Celtic and the English sound worlds 

surface in Brian's music from time to time. The Celtic can be heard in his Sixth 

S\'mphon\. the Sinfonia Tragica (1948). which started its life as an operatic prelude to 

a setting o f S\ nge's Deii'dre of fhc SorroM.s. whereas the English is found in more 

isolated examples o f folk-like or. on other occasions, 'nobilmente' melodic writing. 

Mowe\ er the styles are less per\ asive on the whole. The two composers share the 

common heritage o f Late Romanticism, from Elgar and Delius, but their differing 

artistic temperaments resulted in a unique approach to the task o f symphonic 

composition o f the part o f each composer.

Conclusion

Like the Bax Fifth Symphon\’. the first o f W illiam  Walton (1932-35) was hailed as the 

most significant successor to the two symphonies o f Elgar when it was given its first 

complete performance in 1935. Brian wrote at the time that the composer ’has all 

contemporary modernist tendencies at his finger-tips, and directs them to his own 

individual purpose'.'’ As a significant contribution to the English symphonic tradition, 

it makes for an interesting comparison with the Brian works with which it is roughly

'■ Foreman, sleeve notes to C H A N  8910.

Haverga l B r ian .  ‘ W i l l i a in  W a l to n '  in H a \e rg u !  B ru m  on Music,  vol. I. M a lc o lm  M a c D o n a ld  (ed ). 

(Tocca ta  Press. 1986), 350-1.



contemporary. The terse, Sibetian manner o f its opening mov ement in particular offers 

a strong contrast w ith  the inclusive approach o f Brian, not least in the blend o f tonal 

and non-tonal languages, as discussed below in relation to the opening movement o f 

the Third Symphony (1931-2). The Walton s\mphon_\ was commercially recorded by 

Decca in December 1935. just over a month after the first performance o f  the 

completed work.''^ This immediate recognition contrasts \ i\ id l\ ' w ith  the case o f Brian, 

who li\  ed just long enough to be present —  aged 96! —  at the recording sessions o f 

the first commercial recording o f  any o f his music (by the Leicestershire Schools 

Synphony Orchestra), but died just before the record was commercially released. 

Brian's output from this time remained unknown and unheard until three decades later, 

and none o f his s\mphonies was heard at all until 1954 (No. 8). It is id le to speculate 

on what the critical and public reaction might have been to Brian's Second and Third 

Symphonies at the time when they were newly written. The foregoing sur\ e\’ o f 

symphonic w riting  o f that era indicates, however, that his position would ha\ e been as 

unique then as it appears in retrospect toda) . As was the case for the greater part o f his 

creative life  —  e\ en in the early years —  Brian does not tit in w ith his contemporaries: 

he stands apart from them. This becomes even more apparent when one considers the 

opening work in Brian's long symphonic canon, the enormous Gothic (1919-27).

It is beyond the scope o f this thesis to fu lh  discuss this astonishing work, but it is 

important to trace its relationship to its immediate successors to show how crucial a 

part o f Brian's development it constituted. The consequences o f composing such a 

hugely ambitious work for the nature o f its successors is also o f importance. However 

much the Guihic may stand apart from its successors in the symphonic genre —  as 

well as contemporary efforts by other composers discussed in the foregoing —  it 

ne\ ertheless must be \ iev\ ed in relation to them. howe\ er disproportionate that 

relationship may be. The disproportion becomes even more pronounced w ith the 

shorter, later symphonies o f Brian. One can thus trace how Brian benefited from the 

e.xperience o f the composition o f the Gothic when w riting  the tv\o symphonies which 

form the centrepiece o f  this thesis.

M ichae l K.enned\. P o r i ra i i  o j  l l 'u lton  (O x tb rd  U n iv e rs i l \  Press. 1989). 85.
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C H A P T E R  TH REE  
THE ‘G O T H IC ’ SY M PH O N Y

Introduction

\ \ ' hen  Brian w as asked,  tow ards the end o f  his lit'e. w hicli work o f  his he considered 

the greatest,  he unhesi tat ingly chose the Got h ie . A  composer 's  opinion o f  his own 

work ma> often be taken at little more than face value, especially when the work  

referred to w as writ ten over forty years p r e v i o u s h . Nevertheless the size and scope o f  

the Gothic,  as well as its place at the head o f  a long and \ aried s\ mphonic  career,  lend 

it a special s igni ficance quite apart from its intrinsic merits. It is not only the longest  

s> mphon\ '  writ ten by Brian, and scored for the largest forces, but it is also his most  

ambit ious  vvork in the genre —  by far his largest  u  ork outside the operatic sphere o ther  

than Prometheus I 'n h o im d  ( 1 9 3 7 ^ 4 ) .  This is partl \  a question o f  scale (both in terms 

o f  duration and foi'ces required I. and paill_\ related to the enormous expressive and 

st> listic range o f  the piece.

The Gothic,  the first o f  Br ian’s thirt> -t\\ o s\  mphon ies  is his most famous work. Its 

inclusion in the Giiinne.s \ Book of Recorcl.s as the longest symphony ever writ ten has 

assured it a unique place in the annals o f  music histor\  . It w as writ ten between 1919 

and 1927. publ ished by Cranz & Co. in 1932. and first performed by partly amateur  

forces under Bryan Fairfa.x in 1961. The first fulh'  professional performance took place 

under  Sir ,A.drian Boult  in the Royal .Albert Hall in 1966 — at tended by the ninety year  

old composer  —  and the u o rk  has been per formed in each decade since then. The 

advent  of  a studio recording in 1990 has taken the vvork to a far w ider public than 

would  ever have been possible through live performances  alone, given the enormous 

forces required. '^

The Gothic  has been written about more than any other work o f  the composer .  It was,  

for e.xample, the subject  o f  a book publ ished b\ the Hax ergal Brian Society in 1978.

‘Rober t  S im p s o n  in conver sa t ion  wi th Stephen J o h n s o n '  in H B  A spects  t)f H a v e r g a l  Brian,  ed.
Jn r ge n  Schaarvvachter .  Ashgate .  170.

Haverga l  Brian.  " G o i lv c  " S y m p h o n y .  Jeni sova.  Pe ck o va .  DolezaL Miki i las.  Sl ovak  P hi l ha rm oi nc  
Choi r .  S l ov ak  Op e ra  Cho ru s .  Slovak Folk E n se mb l e  Choi  us.  Lucni ca  Chor us .  Bra t i s l ava  Ci ty Choi r ,  
Bra t i s l ava  C h i l d r e n ' s  Choi r .  >'outh Echo  Choir .  Pavol  P ro c h a z k a  (chorus  di rector ) .  C S R  S y m p h o n y  
(Bra t i s l ava) ,  Sl ovak  Phi lharmoni c.  Ondre j  Lenard ( c onduc t or ) .  Marco Polo 8 223280-1  (2 C D  set)
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This contains tw o anah tical studies o f the work, one by Harold Truscott and the other 

b\ Paul Rapoport.'^ It also contains a reprint o f an article b \ Ha\ ergal Brian him self 

entitled 'H o w  the Gothic S>mphon> came to be w ritten ', o rig inally published in the 

Modern Mysric in 1938. In addition to the chapter on the v\ork in volume one o f 

Malcolm .MacDonald's three-\ olume study o f the entire symphonic output, there have 

been man> articles and letters published in the newsletter o f  the Havergal Brian 

Society about the work. These ensure that it continues to be a topic o f debate, even 

among those who —  one would imagine —  know it better than most. This level o f 

interest can be partly attributed to its legendary —  not to sa> notorious —  status. 

However the contrasting approaches to purely musical issues by Harold Truscott and 

Paul Rapoport in the 'Tw o  Studies' book offers com pelling testimony that there is 

musical substance beyond the sensational nature o f  the size and duration o f B rian ’ s 

first symphony.

Brian on the Gothic

The Brian article referred to above is unique in that it represents the only published 

instance o f the composer v\riting on the subject o f his ow n music. At least that is w-hat 

one would assume from the title  o f  the article. That title. ho\\e \ er. is perhaps a shade 

misleading, in that it might lead one to conclude that the composer reveals how he 

went about the composition o f  this massive work. What the article does detail, 

however, is how Havergal Brian came to the point in his life  where he wrote the 

Gothic. The article is more selective autobiography than musical commentary. In short, 

it describes how the Gmluc came to be written, rather than how it was written. The 

forces that shaped Brian's personalit> and imagination are re\ealed from his own 

perspective, and thus the composer is uniqueh portrayed in his own words. W ith 

regard to the actual process o f composition o f the work, there are few comments which 

reveal how Brian w orked on the internal details o f organisation and balance, details 

that receive detailed scrutiny in the commentaries b\ both Truscott and Rapoport. A t 

one point, for example, he states: 'The actual composition o f the Gothic Symphony 

was a matter for the composer on ly '.'* ’

Harold Truscott and Paul Rapoport. Havergal Brian  ,v G uih ic  Svinphfny Tm n Studies (The Havergal 
Brain Society. !978).
'* Havergal Brian. 'How  the Gothic S>mphon_\ came to be writ ten ' in Havergal B r ian 's  G o th u  
Symphony Two Studies. (The Havergal Brian Societv. 1978). 8"
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This reflects an att i tude to composit ion as a private matter,  the details o f  which  are 

only o f  importance to Brian himself,  which is at odds  with the care wi th  which he 

sought to preserve his sketches  and short scores. Within these sources the very detail 

can be studied which,  for the most part,  he studiously avoided reveal ing in his written 

and recorded comments .  The sense o f  mystery in the abo\  e comment  is complemented 

by a sense o f  mission in the following observation:

1 instinctively felt 1 was at the beginning o f  the biggest quest  o f  m \  life.
,A.nd it was  wri tten in the deep silences o f  the n igh t . . . '

At one  stage in the article Brian seems  about to provide some insight into the technical  

side o f  composing,  o n h  to reinstate the sense o f  mystery,  and further frustrate the 

cur ious  reader by an observat ion on the work,  and its finale in particular,  which 

borders on the banal;

Each work presents a new problem in technique,  a process e v o h e d  
during its creat ion and never repeated,  and it is beyond the intel ligence 
of  any com pose r  to describe what  that process is. The composi t ion  o f  
the Gothic S ympho ny  presented no problems beyond the usual 
\ exatious one o f  the finale - should it be instrumental  or choral.*''’

The idea that Brian found the composit ion  o f  a mam m oth  work like the G othic  

unproblematic seems untenable,  given the fact that he spent eight years work ing  on the 

piece. He is also k n o w n  to have writ ten some o f  his piano works (the Preludes  and 

Fugues  in C minor and D minor 'major .  and the Double Fugue in Eb. writ ten c . l 9 2 4 )  as 

studies for fugal techniques employed in the choral sections o f  the work.  It stretches 

credibility that the sole problem encountered during his eight years o f  w ork  on this 

piece was the (minor?)  irritation o f  deciding w hether to opt for a choral  finale or not.

There are also passages  in the article where Brian approaches the topic o f  the Golhic  in 

an obl ique manner  \\ hich parallels the use o f  perspect ive and surprising juxtaposi t ions  

as part o f  his musical  language. The fol lowing description o f  the South  Downs,  

situated near where he was  li\ ing at the time, is typical of  this manner:

Ibid.. 86 
I b u L .  8 7 ,

4 '



I can think o f  no th in g  m o re  men ia l l \  in \  igora t ing  than gaz ing  at mi les 
o f  f reshly m a d e  p l o u g h e d  fur rows ,  u n i f o r m  and  symm et r ic a l ,  g l is ten ing  
purp le  red in the a u t u m n  m or ni ng  l ight ,  u n b r o k e n  by a single hedge ,  
o v e r  the vast  rol l ing dow ns .  This  I h a \ ’e a l w a y s  felt to be the pivot  o f  
the Goth ic  S \ m p h o n >  —  a work  u h i c h  1 v\as c o m p e l l e d  to write.

The  idea o f  a natural  set t ing be in g  the ■pi\ ot" for  s u c h  a m a s s i \  e choral  and  o rc hes t ra l  

w o rk  is full o f  my s t ic i s m  and  poe try ,  and qui te  r e v e a l i n g  o f  B r i a n ' s  a t t i tude to the  

p ro fou nd or ig ins  o f  his c rea t ive  impulses.  The  fo l low ing r e m a r k  —  that  the  w o r k  w a s  

so m e th in g  that  Br ian  ' fe l t  c o m p e l l e d  to w r i t e ' —  is b \  contrast  d i sa rming ly  b l a n d  and  

un informat ive .  This  jux tapos i t io n  —  at a sl ight  s t re tch  —  can  be related to the p u r e ly  

mus ica l  ju x ta p o s i t i o n  o f  cont ras t s  that form s u c h  a s ign i f ican t  part  o f  his mus i ca l  

manner .  T h e  sense  o f  m is s io n  is c lear  f rom the c o n c l u s i o n  o f  the abo ve  pas sa ge ,  a 

sense  w h ic h  pervad es  the a rt ic le  qui te  strongl_\ . T h e  m e t h o d s  used  by Brian  to fulfil  

this m is s i o n  r em ain  und isc losed ,  H o w e \  er. Br i an  d o e s  pay a tou chi ng  t ribute to the 

f r iendships  formed dur ing  the successful  ear l \  y e a rs  o f  hi.s ca reer  in the f o l lo w in g  

passage ,  s h o w i n g  that the p icture  o f  the c o m p o s e r  tu rn in g  out  mass ive  s y m p h o n i e s  in 

splendid  i sola t ion  from his con te m pora r i es  and  co l le a g u e s  d o e s  not  qui te fit. T h i s  

suppor t s  the foregoing  c on s i de ra t io n  o f  Brian in re la t ion  to his con te m pora r ie s  b e i n g  as 

subjec t  to in f luences and recept ive  to help as any  d e \ e l o p i n g  artist:

As  this is the first ar t icle  1 ha \  e eve r  wr i t t en  about  m y  work,  and  I m o s t  
def in i te ly will no t  wr i te  again.  1 sh o u ld  l ike to sa \  that  such a w o r k  as 
the  ’Go th ic  S y m p h o n y '  would  have  b e e n  im po ss ib le  but  for the 
k in dness es  T v e  rece ive d  from Elgar.  B an to ck .  Del ius .  W ood.  B e e c h a m .  
Ronald .  C a n o n  G or ton .  John  Co ates ,  a n d  Ernes t  N e w m a n .  My  visi ts to 
the m  in their  h om es ,  s i t t ing cha tt ing,  s m o k i n g  a p ipe  before the fire, the  
wa rm ly  vi tal i sing e f fec t  o f  a g lass  o f  w ine at d inner ,  a flash o f  the eyes  
a nd  a smi le  across  the  table - they are o v e r  now.  but  my big w orks  
w o u ld  not  have been wr it ten  bu t  for  the se  go o d  fellows.*’"

In conc lus io n ,  the article is a cu r ious  mix t ure  o f  the  anecdota l ,  the banal  and  the  

un iquely revea l ing ,  s o m e t i m e s  w ithin the spa ce  o f  a few sentences .  The  uni q u e  

charac ter i s t ics  that  go to m a k e  up the per sona l i t y  o f  Have rga l  Br ian the c o m p o s e r  are 

revea led  f rom his ow n  qui rky  perspect ive ,  but  o n e  searches  in vain for any  in s ig h t  into 

the technica l  aspec ts  o f  c o m p o s i n g  such a m a s s i v e  work .  The  fact that Brian  c h o s e  not

Ibid.. 86. 
IhiJ.. 86.
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to detail any such technical matters in the article is at odds v\ith his preservation o f 

preliminary compositional materials throughout his long life. Lea\ ing his sketches and 

short scores without \ erbal commentar\ is perhaps his idiosyncratic way o f letting the 

music —  quite litera lly —  speak for itse lf

An overview of the Gothic

The symphony dix ides into two parts o f unequal length. Each part has been said by 

Malcolm MacDonald to enshrine a different approach to s\’mphonic w riting  on Brian’ s 

part. The first part consists o f three instrumental movements. They are characterised by 

MacDonald as belonging to a ’classicizing' tendenc) in Brian's writing, wherein he 

’ came to (often uneasy) terms with traditional symphonic designs'.'”  They correspond 

to a degree to the first three movements o f man\ a purel} mstrumental four movement 

s> mphon\' —  namel_\ an allegro based on sonata principles, followed by a slow 

movement and scherzo —  but w ith in  a widening expressive and stylistic range. This 

widening range comprises the 'uneasy' element referred to b\ MacDonald, and it 

culminates in the huge second part o f the work. This encompasses a massive setting o f 

the 'Te Deum' and follow s the end o f the third movement scherzo w ithout a break. It 

contains what Macdonald describes as 'a more radical approach' to symphonic w riting  

'combining free, allusive development w ith  'anti-symphonic' contrasts'.'”' This second 

part o f the Gothic also follows a path o f increasing stylistic and expressive diversity.

1 his sense o f  outgrowth is one o f the most compelling features o f the work as a whole, 

and is perhaps reflected in the relative duration o f the two parts, w ith the choral part 

being approximateh double the length o f the instrumental section which precedes it.

The opening o f the choral part o f the symphon} does not return to territory sim ilar to 

the opening (instrumental) nioxement. but rather takes on a whole new dimension w ith 

the addition o f the massive choral forces. Brian directs that the whole w ork should be 

played w-ithout a break, so that the choral music comes as a direct continuation o f the 

journex undertaken in the instrumental music, rather than a fresh beginning to the work 

after an interval —  however short —  that would disrupt both concentration and 

continuity. The orchestral trilogy has. nonetheless, been performed separately on 

occasion, but this was also the case with a work the finale o f which demands large

MacDonald. The S y m p h o n ie s ,  vol.3. 274
I h i iL .  2 7 4 .
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fo rces  —  i f  not  on  the  m a s s i \  e scale o f  the G o th ic  —  name ly  the R e su rre c t io n  ' 

S y m p h o n y  ( 1 8 8 8 - 9 4 )  o f  G us ta v  M ahle r .^ ’’ In each  case  the full scope  o f  the 

c o m p o s e r ' s  v i s ion  e m e r g e s  on ly w h e n  the  s y m p h o n y  is per fo rm ed  co m p le te .  T h e  

B r i an  s y m p h o n y ,  l ike the Mah le r ,  is c o n c e i \ e d  as o n e  piece in two par t s  —  w h i c h  are 

d ispara te !}’ scored  —  ra ther than as two separa te  works .

T h e  G oth ic  has been  var ious ly desc r ibed  as con s i s t in g  o f  ei ther  four  or  s ix  m o v e m e n t s  

by  Br ia n  scholars .  The  s y m p h o n y  e m e r g e s  as a fo u r - m o v e m e n t  w o r k  i f  the  se t t ing  o f  

the ' T e  D e u m '  is cons id e re d  as the m a m m o t h  chora l  fmale.  wh ich  m a k e s  the overa l l  

l a y o u t  o f  the G o th ic  ana lo go us  to the f o rm  o f  the m o s t  famous  chora l  s y m p h o n y ,  

B e e t h o v e n ' s  N in th  (1 8 1 8 - 2 3 ) .  Paul  R a p o p o r t  p r o p o s e s  this d iv i s ion  o f  the  s y m p h o n y  

into four  m o v e m e n t s  in his  part  o f  the  ' T w o  S t u d i e s '  book.  He has a lso  wr i t t en  on h o w  

the na ture  o f  B r i a n ' s  set t ing o f  the Lat in text  o f  p ra i se  can be inte rpre ted  as a spi ri tual  

u p d a t e  —  in 2 0 ’'̂  cen tury  te rms  —  o f  the  Schi l le r  O d e  to Joy. the text  se t  by B e e t h o v e n  

in the  f inale o f  that  e p oc h  m a k in g  work .  T h is  c o m p a r i s o n .  h o w e \ ’er, d o e s  no t  ex t e n d  to 

the  relat ive length o f  the m o v e m e n t s  in e a c h  w o r k —  the finale o f  B e e t h o \  e n ' s  w ork  is 

not  on  the sa me  mass i \  e scale as the ' T e  D e u m '  o f  the G othic

T h e  s y m p h o n y  has  also been  d iv ided  into six m o s e m e n t s  —  by both  M a c D o n a l d  and  

T ru s c o t t  —  by de f in in g  the set t ing o f  the  "Te D e u m '  as consis t ing  o f  t h r ee  fur ther  

m o v e m e n t s ,  p lay ed  wi thout  a break.  T h e r e  is s y m m e t r y  —  not p resen t  in te r m s  o f  

d ur a t io n  —  impl ied in this d i\  ision o f  the w o r k  into tw o parts o f  th ree  m o v e m e n t s  

each ,  one  inst rumenta l  and one  choral .  T h e  f o l l o w in g  discussion o f  the w o r k  favours  

th i s  s i x - m o v e m e n t  d iv is ion o f  the G oth ic .  B o th  v ie w s  have co n s i d e ra b le  me r i t s ,  

h o w e v e r ,  and  the cu r ious  reader  is re fe r red  to the ’T w o  Studies '  b o o k  fo r  the  m o s t  

e x t e n d e d  expo s i t io n  o f  both \ ’iev\ s o f  the  work .  In addit ion to these a p p r o a c h e s ,  the 

c h a p t e r  on the G oth ic  in the first o f  M a l c o l m  M a c D o n a l d ' s  three v o l u m e s  on the Br ian  

s y m p h o n i e s  char t s  the m o m e n t  to m o m e n t  p ro gr es s  o f  the work.  His c o l ou r fu l  

c o m m e n t a r y  is bo th informat ive  and percept i ve ,  and  captures  the spir i t  o f  thi s  huge  

w o r k  admirab ly .

Egon Gartenbers. M ahler The man and his m usic  (Cassell, London. I97S), 265.
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The G othic  has been descr ibed by MacDonald as ‘Br ian 's  most crucial and personal  

work' /® He further notes that its sheer size and scale can appear to dw arf  the remainder  

o f  the co m p o se r ' s  s> mphon ic  output. This is com pou nd ed  by the fact that it is Br ian 's  

best known work,  and as a consequence may be assumed to be representati\ 'e by those 

unfamiliar  wi th the rest o f  his extensive oeuvre. The uniqueness  o f  the Gothic  is o f  less 

concern  to the Brian scholar,  however,  than the man ne r  in which —  as the first in a 

long line o f  sympho nies  —  it can be said to pave the way for the works w'hich 

followed. It is in the details,  rather than the imposing shadow  cast b\' the huge scale o f  

the entire conception,  that the composer  can be seen to ha\  e established a way o f  

working which would  stand him in good stead o\  er the next  four decades o f  

symphonic writing.  Th e sheer scale o f  the Gothic  marks  it as a singular work,  but not 

an isolated one. The Second and Third Symphonies  tackle the legacy o f  the G othic  

head-on — how could it be otherwise',’’ —  while address ing the question o f  symphonic  

composit ion  on a less mass ive scale. Through these two large but not mam m oth  

s_\mphonies. Brian arrixes —  in the Viohn Concer to o f  1934-5 — at a more concise 

style removed  from the huge scale o f  the Gothic, a style that paves the way for the 

more concentra ted manner  o f  his later SN mphonic output.

The Gothic in context  

a) Texture as form

It is hardly surprising that one o f  the che f  legacies o f  the G othic  is a fondness for very 

rich and detai led orchestral  writing. The massi \  e orchestral  textures in the second and 

third m ovemen ts  o f  the Gothic  — before the entry o f  the extra orchestral forces plus the 

\ ocal and choral addi tions  for the "Te Deuni '  —  leav e their mark on parts o f  the 

succeeding two symphonies  in terms o f  a similar ext ravagance o f  textural detail.  Brian 

uses these rich textures in two different structural contexts,  both in the Gothic  and the 

succeeding two symphonies .  The t'lrst occurs within what  MacDonald  describes  as 

Br ian 's  ' c lass ic iz ing'  manner.  This concerns the second movement  o f  the G othic  in 

particular,  where in  the main theme is presented in ever richer orchestral textures as the 

mov ement  progresses,  resulting in some o f  the most  massive orchestral sonori ties ever 

penned by the composer .  This progressive enr ichment  o f  texture within the context  o f  

themat ic restatement  — the latter being the ’traditional '  element  o f  design in this

M a c D o n a l d ,  The S y m p h o n ie s ,  vol .3, 273



context  —  recurs in the opening m o\  em en t  o f  both succeeding sv mphonies .  A 

compar ison is included o f  the scoring o f  successive appearances  o f  both first and 

second subject groups in the first mo\  emen t  o f  N o .2 in the discussion below (see 

chapter 4), The subject groups  are more  heavily scored as the mo \  emen t  moves  

towards  its climactic outburst.

In the opening m ovem en t  o f  No. 3 —  which features a double s tatement o f  each 

thematic group in the exposi t ion  —  the second presentation o f  each group is more fully 

scored than the first. In the case of  the D major theme which begins the second group, 

the accompaniment  all but drowns out  the melody line on its second appearance.  These  

instances reflect a growing impat ience wi th the idea o f  literal restatement  on the part o f  

the composer,  culminat ing in a version o f  the D major theme ment ioned abo\  e which 

is all but unrecognisable from its initial presentation.

The third movement  o f  the G othic  shows Brian 's  rich scoring in a second formal 

context.  The idea here is not one o f  themat ic enrichment ,  for as M acDona ld  observes,  

the thematic connect ions  m this m ovemen t  are 'not iceabU loose’. R a t h e r  does the 

orchestration serve to articulate what the same writer described,  in the passage quoted 

above,  as Brian's more radical symphonic  st> le. This type o f  writ ing recurs in the 

second movement  o f  the Symphony  N o . 2 (which was the first o f  the four movements  

o f  that symphon) to be composed),  where,  as discussed below, the mot ivic links 

between sections are indeed ' loose' .  The impor tance o f  texture in the st ructure of  that 

movement  is paramount ,  to the extent that themat icism is relegated to the point where 

there is nothing that can be called a main  theme. What  this movement  shares with the 

third movement  o f  the G othic  is a sense o f  expansi \  eness. also characterised b\  

MacDonald  as a type o f  symphonism which ’ma)' be "open' '  in form, but by no means 

formless' . ' ’** The formal organisation o f  the second movement  o f  N o .2 is fully treated 

below.

The first mo\  ement  o f  S\  m phon \  N o .3 can be seen as a blend o f  the radical and 

classical symphonic st\ les discussed above.  The classical e lement  can be traced 

through formal aspects which owe something  to the origins of  the piece as a concerto

MacDonald,  The Symphonies,  vol. l .  36.
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for one. or possibly two pianos (as detailed in chapter 5). This results in the double 

statement o f  clear first and second subject groups (each given a texturally enriched 

restatement after a linking interlude), as well as a cadenza for the two solo instruments. 

The greatly enriched restatements o f  these thematic blocks have been discussed above, 

Between the two statements o f the second subject group, however. Brian inserts a 

passage. e ffecti\ e l\ an interlude, w hich contains, as MacDonald notes ’ one o f  the most 

astonishing masses o f orchestral sound in modern m usic'/''’ While it is debatable i f  this 

music can be called 'anti-symphonic' —  since it clearly occupies an important place in 

Brian's concept o f symphonic discourse —  the expansi\ eness o f parts o f the Gothic  

can be heard to have borne fru it in the nature o f  this extraordinary passage. Brian has 

thus juxtaposed his classical manner (the second thematic group) with one o f his most 

radical textural explorations (the interlude) to te lling  effect, an effect that is personal to 

Brian, and to his ov\n unique symphonic style.

b) Harmonic and formal ideas

The first movement o f the Gothic has been cited by MacDonald as ’ the least successful 

part o f the symphon>' and. i f  one regards it as an exercise in orthodox sonata design, 

the departures from that blueprint can be construed as weaknesses. ' Harold Truscott 

takes a different view however, characterising the form o f the movement as a 

■purposeful avoidance o f sonata fo rm '.’ ’ A comparison o f the opening movements o f 

Symphonies 1 and 2 reveals some shared features which show how Brian bu ilt on the 

achiexement o f  the opening movement o f the Gothic  when writing the first movement 

o f  its successor. In the opening movement (m D mmor ) o f the Gothic, the lyrica l 

second theme is t'lrsl heard in D fiat major, and soon afterwards is restated and 

dev eloped in D major. This use o f  the tonic major for the second subject material is 

even more pronounced in the opening movement o f  N o.2. which is in E minor. The 

second subject group o f that mov ement begins in E major on its initial appearance, in 

what 1 refer to in m> commentar\ below as the exposition. Further to this, however, 

the theme also appears in E major later in the movement, in the recapitulation. Brian 

uses the tonic as a launching point for the main sectional divisions o f the opening 

movements o f the Gothic and its successor (i.e.. presentation, development and

l b i i l . 1 6 .
” I b u l . 26.
' Truscott .  'T h e  First M ove m e n t '  in Two Siudie^.  19



resta tement  o f  themes,  w ith the addit ion  of a s lou int roduct ion in No. 2). .A.s a 

consequence he intensifies the contrast  between the major  and minor m ode o f  the tonic 

key to a significant degree in these mox'ements.

G i \ ’en the sense o f  expansi \  eness noted abox’e as a characterist ic o f  each part o f  the 

Gothic, it is also possible to \ iew the opening inst rumental  m o \e m e n t  as introductory.  

This is even more pronounced in the case o f  the Second Symphony,  as w ill be 

discussed below. This introductory nature explains the relatively fixed horizons  in both 

opening movements ,  a sense emphasised by the use o f  the same key centre —  with a 

contrast  o f  mode —  in the presentation o f  subject groups.  The minor  mode o f  the 

opening subject  is tbl lowed in each case by the major mode o f  the second subject. One  

can thus see that the idea behind Br ian 's  use o f  two very different subject  groups  in 

both opening movements  — that o f  a contrast  pr imar ih  o f  mode rather than key —  is 

more clearly focused in the case o f  Symp h o n y  No .2. The use o f  the tonic major in the 

Second Symphony signifies an even more  radical de\  iation from the idea o f  key 

contrast than that found in the Gothic,  and its effect is to intensify the contras t  o f  mod e 

which is central to both m o \  ements.  This avoidance o f  one o f  the conv entions  o f  

sonata style writing is thus the product o f  a consciously different approach on Brian 's  

part, rather than the result o f  a formal w eakness.  In addition,  one should note that the 

discussion above is based around what  the music contains,  rather than wh at  it does not 

include. Crit icising the music for w hat it is not often misses  the point o f  assess ing the 

music as vvhat it is. and drawing conclus ions  from there.

A further example o f  how the composer  rethinks the role o f  the tonic key is found in 

the first movement  o f  No .3. A sense o f  expansi\ ' eness is a major characterist ic o f  the 

opening movement ,  in contrast to the precedent set in the first two symphonies .  Brian. 

ho\ve\ er. still uses the tonic at key structural  moments  in this first movement .  The 

exposit ion,  development,  cadenza for the two pianos and coda all begin in the tonic 

ke> o f  C sharp minor. The o\ erall harmonic  f ramework is broader,  however.  The 

second subject,  for example ,  is first heard in D major,  and returns in a highly coloured 

E major before the cadenza for the two pianos.  The inclusion of  solo ins trument(s) 

appears to have determined this broader framework,  in that Brian colours  the double 

s tatements o f  both thematic groups in the exposit ion with harmonic \ a r i e t \ . The 

second statement in each case is also more  elaborate texturally —  v\ ith the addi tion o f



the t w o  solo p ianos  —  as wel l  as r icher  h a r m o n i c a l l \ . Br ian rejects the  cont ra s t  o f  

m o d e  be twe en  subjec t  g r o u p s  us ed  in the o p e n i n g  m o \ e m e n t  o f  N o . 2 in favou r  o f  a 

m u c h  wi der  palette.  Indeed ,  the  idea  o f  contrast  ( w h i c h  can be d e c la r e d  as cen tral  to 

m u c h  symp hon ic  th ou g h t )  is pivotal  to the fu'sl m o v e m e n t  o f  each  o f  the first three 

s y m p h o n i e s .  This  is ini t ial!)  foun d  in the o p e n i n g  m o v e m e n t  o f  the G o th ic ,  as Paul  

R a p o p o r t  has no ted  in h is  d i v i s io n  o f  the materia l  o f  this m o v e m e n t  in to  two o p p o s i n g  

t ype s ,  n am e ly  ’c a lm '  and  ’t u r b u l e n t ' . T h i s  cont ra s t  is intensif ied a n d  d e v e l o p e d  in  the  

first  m o v e m e n t s  o f  the next  tw o s y m ph on ie s .  T o  Br ian ,  therefore,  thi s cont ras t  o f  typ e  

b e c a m e  m o re  s igni f ican t  th an  the c lass ical ly  ba se d  cont ras t  o f  key .  a nd  this  o p p o s i t io n  

o f  gesture ,  tone and te x tu re  r e m a i n e d  central  to B r i a n ' s  concept  o f  s v m p h o n i c  wr i t ing ,  

r igh t  th rough  to his last  w o r k s  o f  the late 1960s.

c) Sp a t i a l  s epar at i on

The fifth m o v e m e n t  o f  the G o th ic  sets jus t  four w o r d s  o f  the text o f  the  'T e  D e u m ' .

T h e  w ords  ’Judex c rede r i s  es se  \ e n t u r u s '  ( W e  be l ieve  that T hou  sh a l t  c o m e  to be ou r  

J u d g e )  inspire Brian to s o m e  o f  his mos t  m ass iv e  tex tures  in this e x t r a o rd in a ry  work ,  

fh c  d iv i s ion  o f  the female  vo ic e s  into four gr ou ps  o f  tour parts e a c h  at the b e g in n in g  

o f  the  m o v e m e n t  s t rongly  an t ic ip a te s  the s imi la r  d iv i s i on  into four  g r o u p s  o f  four  

h o r n s  in the ’Bat t le ’ s c h e rz o  o f  S y m p h o n y  N o . 2. Th e  explora t ion  o f  acous t ic  space  in 

the  lat ter m o v e m e n t  is al so fo u n d  in the second  par t  o f  the G oth ic  in the  w r i t in g  for  

four  separa te  brass bands .  A l t h o u g h  this has been  redu ced  to two on  o c c a s io n  —  also  

the  case  in the recent  M a r c o  P o lo  record ing  o f  N o . 2. which uses e ig h t  ra ther  t han  

s i x te e n  horns —  M a c D o n a l d  a rgues  that ’in v iew o f  the spatial  c o n c e p t i o n  o f  the 

w h o l e '  the specif ic r e q u i r e m e n t s  l isted in the score  shou ld  be o bse rved .  He  al so  no t es  

that  the  four choral  par t s m e n t i o n e d  above  shou ld  l ikewise  be spa t ia l ly  separa ted :

I f  possible,  the  four  ha l f -choi rs  should  be ra n g ed  in a vas t  sem i-c i r c le
above  and be h in d  the orches tra ,  each wi th  a brass orche s t r a  b e h i n d  it.’'’

Br ian ,  in fact, is be in g  p rec ise  rather  than merelv ex travagant .  In the  o p e n i n g  o f  the 

’J u d e x '  m o v e m e n t  he relates ea ch  acoust ic  space  to a dist inct  h a r m o n i c  area.  T h e  four  

f em a le  h a l f  choi rs  s in g  ch o r d s  o f  E minor .  D minor .  G majo r  and A  m i n o r  respec t ive ly .

" Ra pop or t .  ‘The First M o v e m e n t ' ,  in Tw o  Studies . .  59-60 
M a c D o n a l d ,  The S y m p h o n ie s .  \ o l  1. 42



Although none is pre-eminent  in the total sonori t\  produced,  the spatial separat ion 

requested in the score reflects B r ian ’s concern — e\  en in mass ive textures such as the 

present one —  for clarity. In the 'Bat t le '  scherzo each group o f  horns is g iven a 

dist inctive fanfare-l ike idea, which is a further instance o f  Br ian's  desire for clarity 

amid complex textures. In this m o \e m e n t .  Brian deplo_\ s his mas s i \ e  sonori ties 

differently.  Rather  than beginning with all four groups o f  horns —  as he does wi th the 

female hal f-choirs  in the ' Ju d ex '  movement  o f  the G othic  —  he uses them together  to 

mark the c l imax o f  two build-ups  in the 'Batt le '  scherzo,  to enormously pow’erful 

effect. In fact, as 1 discuss below,  this scherzo can be considered,  to a degree,  as a 

study in textural  contrasts and bui ld-up

There is a fur ther bulwark agains t a sense o f  mass confus ion in the type o f  harmonic  

language used by the composer  in both the . ludex' and 'Batt le '  mo \em en ts .  In each 

instance the ha rmon \  at crucial points is modal.  Ment ion has alread\ been made  o f  the 

four chords super imposed at the beginning o f  the Gothic  movement .  The resultant 

sonority consis ts  entirely o f  white notes —  all the notes o f  the C major scale are 

present. The use o f  modes in the fanfare material o f  the ’Battle'  scherzo is considered 

in detail below . MacDonald  speaks succinctly in his commentar> of  the "ex ocative 

combinat ion o f  C and D'  and further notes that ' the material  o f  the scherzo is in fact 

the most diatonic in the s ) 'mphon\  '. This complexity is acutely judged by Brian,  so 

that at no point  —  however  complex —  does the music become incoherent or 

unintelligible.  There is alwav s a thread through the labyrinthine complexes o f  sound 

conjured up b\  his fertile, expanding imaginat ion to guide the listener.

Conclusion

It is be) ond the scope o f  the present commentary  to do full jus tice to the extraordinary 

sweep and scope of  the Gothic. The music co\  ers a huge express i \  e range over  the 

course o f  its pla}’ing time o f  almost  two hours,  and w ithin that span contains a 

synthesis o f  e lements o f  Br ian 's  composit ional  style. Like m an \  a work from the 

central part o f  the creative life o f  its composer ,  it draws from the past and anticipates 

the future. There  are clear developments  from the type o f  writ ing found in earlier 

works  —  one can trace a path back from the slow march ot  the second m o\  em ent  to

Ibid.. 65.66
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the manner o f a work such as In Mernoriam (1910) for example —  as v\ ell as pointers 

to the manner in which the composer would develop his language over the next four 

decades o f w riting  symphonies. W ith in  the 'Judex' movement, for example, there are 

two orchestral interludes that prefigure a later orchestral style for Brian. The first 

anticipates the pithy, concentrated gestural style o f the later symphonies, found in a 

u o rk  such as the S\ mphony No. 17(1960-61). The second clearly points the way 

toward the iridescent and richly scored textures which form such a characteristic 

feature o f the second mov ement o f Symphony No. 2. written just three years later. The 

fact that both these interludes end expectantly, followed by the re-entry o f  the choms 

as i f  from a different perspective, also foreshadows the abrupt change o f  direction and 

focus which are a prev alent —  and controversial —  feature o f Brian's later st\ie. This 

type o f discontinuity can be seen, in his largest symphony, to be an essential feature o f 

the hugeh expansiv e language and time-scale o f the piece, and not something arrived 

at as a consequence o f a more concentrated manner in his later sv mphonies.

The abruptness which characterises this type o f discontinuity —  and which has proved 

a challenge to listeners new to this music —  is not ’ anti-SN'mphonic' for Brian. In fact, 

the opposite is the case. From the outset o f his symphonic career, the deliberate use o f 

this manner —  which appears abrupt and disruptive on the surface —  can be discerned 

as an essential build ing block in his manner o f discourse. In the shorter, later 

symphonies the reduced time-scale accentuates this seeming unwillingness —  or 

inability, depending on the view taken —  to compose in long, sustained paragraphs. 

Yet continuity is just as important as discontinuity for Brian, \^'e hav e noted how he 

praised .Arnold Bax for ‘ the wonderful faculty" o f ’ uninterrupted continuous th inking ' 

o f his Symphonv N o .l (1921-2), and Brian's symphonic output reveals a concern w ith  

an unbroken argument in two chief wavs. The first reflection o f this can be seen in the 

number o f the symphonies that are cast in a single movement. There are twelve o f 

these, which is more than for any other number o f movements. ' Even in the m u lti

movement w orks, how ever, there is often a continuitv' o f thought that crosses the 

silences between movements, so that there is a pause, but not a break in the musical 

discourse.

'  See M acD ona ld .  The Svniphi/nic.s sol 3. 1 to r  a table o f  tlie n i i inber o f  m o \ enients in the 
s\ mphonies.
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As MacDonald  has written on the nature and size o f  the Gothic, ' the work is so vast  as 

to be almost  beyond unders tanding on a single h ea r in g ' . ’  ̂ However ,  the same c laim 

may be made on behal f  o f  several  works o f  lesser size and dura tion by Brian and also 

b\ many other composers,  and should  not be regarded as a barrier for the listener to the 

present symphony. In relat ion to this, it should be noted that the recept ion o f  audiences  

has been \ ery fa\  ourable to the li\ e performances.  Th e prolonged ovat ion in the Alber t  

Hall in 1966 —  when the work received its first fully professional performance under  

Sir Adr ian Boult —  can also be partly attributed to the emotion engendered b\  the 

presence o f  the n inety-year-old composer .  The mythical  status o f  the Gothic  has cast  a 

huge shadow over the succeeding symphonies.  This applies to such an extent that  it 

comes as a great surprise to man y  who enquire further about the work o f  the com pose r  

to discover that his shortest symph on y —  No. 22 (1964-5 )  —  is a mere 10 minutes  

long. This misconception —  that all Brian's  ssm phon ie s  are on a similar  scale to the 

Gothic  —  is easily dispelled thanks  to the increasing number  o f  recordings  o f  the o ther 

symphonies  commercial ly available ,  but the aura o f  a composer  engaged  on 

impractical monstrosities has proven an obstacle to Brian being taken seriously.  Th ere  

is an important distinction between a composer  who writes a hug eh '  ambi tious  work 

and does not expect  to hear it. and one who does  not care whether the finished piece is 

performed or not. As Reginald Nettel has ob ser \ed .  the Gothic  'w as  written b \  Brian 

for his own satisfaction'  but  this is hardly a unique obser \  ation on the relat ionship 

betv\een a creative artist and his/her work. One  can onl> speculate on the sense o f  

satisfaction and pride felt by the ninety \ ear old composer  in 1966. on the occas ion o f  

the first fully professional performance o f  the Gothic. In this regard —  and taking 

Brian 's  reticence on creative mat ters  generally, as noted ab o \e  —  one should not  read 

too much into the fact that all Br ian  had to sa\  after the performance in the Ros'al 

.Albert Hall — and the standing o\  ation he receiv ed —  v'.as the fol lowing:  Tt gets you 

behind the knees,  doesn' t  it, all this sitting down'!’’ . *

Malcolm MacDonald  offers the \ iew that that the Gothic  as a \shole is concerned wi th 

"the cont inuing \ alidity for the present time o f  the achiev ements and s tandards  o f

M a c Do na ld ,  The S ym p h o n ies , vol .  1. 25-6.
’Re gina l d  ' Re gi na ld  ' Re gi na ld  Net te l ,  H uvergcil B ria n  The M an a n d  his M u sic  ( D o b so n ,  1976) ,  146. 
Br ian quot ed  in Ma c Don al d .  The S ym p h o n ies , vol . 3, 82



previous cultural eras' .  One could e.xtend this interpretation into a view o f  the Gothic  

as a summing up o f  the considerable range o f  achie\  ements in s> mphonic  writing 

since Beethoven (underl ined by the choral finale, and Rapopor t ' s  v iew o f  it as referred 

to above).  O ne can spend quite a lot o f  t ime and energy finding echoes  o f  past 

symphonic  works  in the vast  canvas  o f  the Gothic  —  from Beethoven,  through Berl ioz 

to Bruckner  and Mahler  —  from passing themat ic resemblance to more esoteric 

notions o f  scale and aesthetic outlook. The danger  is of  losing sight o f  Brian 's  wood 

for all the symphonic trees, and commen t ing  less on what  makes the Gothic  the 

particular work  it is, and more  on its general  context.  However  wide that context may 

be. it cannot be seen as an excuse for excesses  o f  e\ ery kind in the finished work. The 

Gutihc.  h o w e \ e r  ingenuous  this claim ma\  sound —  despite its enormity —  is just 

another s y m p h o n \ . and must  be assessed on its own symphonic credentials.

One may regard the Gothic  as an extra \  agant failure or one o f  the greatest  o f  all 

English symphonies .  MacDonald  remarks  that it is 'central  to the tradit ions o f  the 

European sy m p h o n \ ' Its importance to Brian lies in the fact that the engagement  

that the work represents on such a massive scale with the European symphonic 

tradition freed him to pursue an independent  path in the succeeding works.  He can 

hardly ha\  e foreseen that the path would  lead to w orks at the opposi te end of  the 

spectrum in terms o f  concentrated  utterance and drastically reduced t ime-scale,  but the 

Gothic  is clearly representati \  e o f  a unique approach to symphonic writ ing.  The huge 

outward journey o f  the w ork lends it a special quality w hich has been characterised by 

MacDona ld  as follows: ' formal  perfection is beside the point: it is the intensity o f  the
SI\ ision that counts' . '

That vision, to have full impact,  must  be communicated  as clearly as possible,  and this 

was the challenge Brian would face in the succeeding works,  wi thout  the luxury, and 

the dangers,  o f  the mass i\  e canvas used in his First Symphon_\. One can interpret the 

sombre nature o f  the Second Symphonv as a continuation o f  the dark mood  which 

dominates  the closing minutes o f  the Gothic.  Brian was to write symphonies  which 

formed groupings  within the thirty-two —  such as Nos. 8 (1949).  9 (1951)  and 10

' " I h i d .  274,
I b i d .  21^.

^ ' ' M a c D o n a l d .  The Sym p h o n ies ,  vol.  I. 55.
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(1 95 3 -5 4 )  which he described as ■biothers'“- —  so that continuity is often strongly 

implied  between successiv e works.  The character o f  the s\ mphonic output as a whole  

is very wide ranging — from the stark gestures o f  No .  12 (1957) to the exuberance  and 

bril l iance ot  No. 16 (1960). to pick but two disparate yet equally dist inctive works.  But  

MacDona ld  is correc t when he asserts, with regard to the thirty-one symph on ies  which 

cam e  after it, that  'without  the experience o f  the G oth ic  the_\ would never  have been 

possible ' .

It is possible to regard the Gothic  as the first work in w hich the dist inctive voice o f  the 

three pieces that form the bulk o f  this thesis can be fully discerned. The complet ion o f  

The Tigers in 1929 is also o f  great significance in this  regard. In the view o f  Malcolm 

MacDonald .  'The  Ti^i^eis consti tutes a more original conception,  more perfectly 

achieved than the Gothic'  It is bevond the scope o f  the present thesis to examine this 

more  fully, but what  should also be noted, in relat ion to the above comment ,  are 

Mac D onal d ' s  remarks  on Br ian’s massive first s ym phony  — quoted above —  in 

relation to formal perfection. What  is unique about the relationship between the G othic  

and the works that followed it. is that the latter do not  expand on the possibil i t ies 

suggested in the former: given the scale o f  the G othic  such a prospect is unlikelv . But 

they can be said to build on the achievement  o f  that massive work, but — o f  necessity 

—  on a reduced scale. That reduced scale, however,  is still very large, in particular in 

relation to the Symphonies  2 to 4. The challenge for Brian was not ho w  to surpass  the 

Gothic,  but how to move on and develop beyond the imposing shadow cast by his first 

sv mphony.  The fact that Brian found sufficient inspi rat ion to sustain another  thi rty-one 

symphonies  is one o f  the more remarkable facets o f  his long creativ e life.

B r i a n  q u o t e d  in M a c D o n a l d .  The Sym plvm ii^s  vol  I. 147 

M a c D o n a l d .  The S] u iphonies. vol .  I, 5.^

M a c D o n a l d .  The S \ iiiphonit.'s. so l  3, 2 7 4
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CHAPTER FOUR 
SYMPHONY NO 2 IN E MINOR (1930 -31)

1. Adagio Solenne —  Allegro Assai

2. Andante Sostenuto

3. Allegro Assai

4. Lento Maestoso e Mesto

Instrumentation; 4 Flutes (3 '‘̂  and  4'̂ ' doubling Piccolo), 4 Oboes and  4'^ 

doubling Cor Anglais), 4 Clarinets (3'^  ̂and 4‘'' doubling Bass Clarinet), 4 Bassoons  

(4' '̂ doubling Contrabassoon). 6 H orns (16 Horns ad. lib. in the 3 '‘̂  movement). 4 

Trumpets, 4 Trombones. 2 Bass Tubas. 6 Timpani (3 players). Bass Drum, Cymbals. 

Side drum. Celeste. Glockenspiel, Xylophone, Bell in F, 2 Harps. 2 Pianos. Organ,
c ,  •S tr in gs

Introduction

After the completion of the Gothic  Symphony in 1927. Brian turned back to work on

his comic opera The Tigers, begun in 1917. The vocal and orchestral scores o f  this

huge opus were complete by the end o f  1929. and in June 1930 he began sketching a

new piece. This turned out to be the slow second movement o f  his Second Symphony.

The remaining three movements that make up the work were then written in numerical

order, and the short score o f  the new symphony was completed w ithin five months, on

26 October 1930. The orchestration took until 6 April the next year. The composer

considered the tlnished work as his third symphony at that time —  the Fantastic

Symphony still being considered as No.l despite being broken up into individual pieces

— and the new score retained this numbering until Brian revised his symphonic

catalogue in 1967. .At that late stage he finally excluded the humorous early work —
86no longer extant in its complete original symphonic state —  from the canon. The 

Symphony No.2 was not performed during Brian's lifetime. It recei\ ed its premiere on 

19 May 1973. seven months after the death o f  the composer, in a largely amateur

Taken from the full score in the library o f  the Royal College o f  Music. Brian does not list all 
instruments on the title page. The "Bell in F ' appears in the closing stages o f  the finale.

MacDonald, The Sym phonies, vol. 1,56.
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performance in Brighton by the Kensington Symphony Orchestra under the direction 

o f  Leshe Head.^^

Brian was sUghtly more forthcoming about the ideas behind his Second Symphony 

than was usually his habit. His remarks about the extra-musical inspiration for the 

work reveal a change o f  attitude towards the idea o f ‘absolute' music and its 

programmatic opposite as he grew older. Reginald Nettel, writing in O rdeal by M usic 

in 1945, presumably after consulting the composer, asserted that there was a 

correlation between the four movements o f  the symphony and aspects o f  the play Gotz 

von Berlichingen  (1 770) by Goethe:

the four movements are associated in the composer’s mind with various 
aspects o f  the character o f  Gotz. The first, his resolution, the second, his 
domestic piety and love o f  his children, the third, the smell o f  battle, 
and the fourth, his death.

This attitude changed in his later years, to the extent that he wrote, in 1972, to Graham 

Hatton o f  Musicci Viva —  who were intent on publishing the scores o f  Brian, which 

were mostl>- in manuscript —  that the symphony was about 'M A N  in his cosmic
OQ

loneliness; ambition, loves, battles, death’.

There is no mention of Goethe —  or Gotz —  here, but the contradiction is only 

apparent, as the descriptive terms used above are comparable to the earlier ones related 

to Goethe, but de-personalised and made more uni\'ersal. This move away from the 

representational is a reflection o f  most o f  Brian's symphonic career during the 

intervening years, although it does not always apply, as MacDonald has shown, for 

example, with regard to Symphony No. 30 (1967) and its relationship to Sophocles’ 

Oedipus at Colonus^^

Before the Second Symphony, with the exception o f  the Gothic, Brian had written 

orchestral music of a m ainh representational type, as in the earl>' tone poems

** For further performance details, see appendix 4.
Reginald Nettel, O rdeal by Music, the S trange C ase o f  H avergal Brian. (Oxford  University Press, 

1945). 123.
Quoted  in Malcolm MacDonald, 'Havergal Brian (1876-1972): Festival Fanfare, Sym phony  No. 2 ’, 

sleeve notes for compact disc Marco Polo 8.223790, 1997.4.
M acD onald , The Sym phonies, vol. 3. 11-15,
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discussed above and the first four English Suites. The Gothic can be viewed on one 

level as an attempt to fuse the symphonic and non-symphonic traditions, and 

Symphony No.2 continues that ambition. By the time o f  the Third Symphony, which 

was completed only one year later, we ha\ e only the enigmatic word 'Altarus' as a 

clue to extra- musical stimulus: in this respect at least, the Second is a transitional 

vvork,'^' It is also, after the offbeat, deliberately false start of  the Fantastic Sym phony  

(1907-08) and the “ne plus ultra" o f  the Gothic (1919-27y, a third beginning to his 

career as composer o f  symphonies.

While Brian referred jokingly to No. 2 as his ‘Little Sym phony’ —  in comparison with 

the Gothic most o f  the entire symphonic repertoire could be considered a reduction in 

scale! —  it is a large-scale work, both in terms o f  duration and orchestration. There are 

two pianos, organ, three sets o f  timpani and sixteen horns required in addition to the 

requirements o f  a late romantic orchestra. The work plays for almost fifty five minutes 

in the recent Marco Polo recording.^" and at least on the surface appears more closely 

related to the symphonic tradition than its imposing predecessor. Brian described the 

symphony as ‘ in the orthodox four movements - but very unorthodox inside' in a 

letter to Robert Simpson.^ ’ The first part o f this comment can be accepted as accurate 

w ith the qualification that a slow finale was more exceptional than Brian seems to 

imply. As to the 'inside ' of  the work, the following discussion should make clear what 

the composer meant by this part o f  the quoted comment. The four mo\ ement layout 

bears comparison with works such as Tchaikovsky’s Sixth Symphony, the Pathetique  

(1893) and M ahler 's  Ninth (1908-09), in particular in relation to the idea of a slow 

finale. The purely instrumental scoring of the piece anticipates the similar nature —  if  

not duration —  of  the bulk of Brian 's  future output in what was to become a prolific 

symphonic career for the composer. .After the Gothic, onh' two further symphonies —  

no.4, Das Siegesiied  (1932-33) and no.5. The Wine of Sum m er (1937) —  would 

contain vocal writing.

See the introduction to chapter 6 below in relation to this title and No. 3.
Havergal Brian, Sym phony  No. 2, F estiva l Fanfare. M oscow  S\m phon> Orchestra, Tony Rowe, 

com pac t disc M arco Polo 8.223790. 1997,
Brian quoted in Ib id ., 3.



Brian broke o f f  from the scoring o f  N o .2 during the w in ter  o f  1930 to com pose  the 

recen th  red iscovered  B attle S o n g  for brass band. Onl> the short score o f  this work 

survives, but its existence and tim ing  are intriguing, g iven that the third m ovem en t o f  

N o .2 has been  called the 'B a t t le ’ scherzo, and also bearing in mind the prom inent 

writing for s ixteen French horns in that particular m o v e m e n t . T h e  com positional 

chronologN o f  the four m o\ em ents o f  no. 2 is noted in the co m p o ser 's  hand  on the 

fuial page o f  the ink short score. The following is written there:

Order o f  C om posit ion  

2"‘* M ovem ent.  C om m enced  in June 1930 

continued in July 

First m ovem ent w'ritten on A ug  17''' 1930 

Third }

(4''') Finale } written betw een  A ug  17'’’ ) 1930

and Septem ber 1'’’ {

This working short score com pleted  

From pencil sketches on Oct 26 ‘'' 1930

The address o f  Jaspar Road follows this information. The inscription indicates that 

Brian wanted to chronicle the creative path o f  the work, ra ther than conceal it. He 

surely m eans that the first m ovem ent was finished —  rather than "written ', which 

implies it w as com pletely  com posed  —  on the gi\ en date, but the inscription m akes 

clear that the ink score —  or ’working short score ' as he term s it —  was to form the 

basis for the full score. It represented a clarification o f  the pencil sketches. Based on 

the survi\ 'ing e\ idence, these would appear to have constitu ted  a com plete  pencil 

sketch o f  the work, as in the case o f  the w’ork which follow ed im m ediately , the Third 

S\ mphony. All o f  the sur\ iving pencil sketch material for the Second S y m phony  is in 

fact found on the reverse o f  pages o f  the ink short score o f  the Third, w hich  m akes 

their survival a matter o f  chance. It seem s that once Brian had clarified his pencil 

sketches, he had no particular desire to preserve them  in their entire t> , There are ten

For more detai l  on  the r ed i s cover v and nature  o f  this score,  see M a l c o m  M a d o na l d ,  B r i a n ' s  The  
B attle  So n g  &  15 T r a n s c r i p t i o n s ’, The H a v erg a l B ria n  S o c ie ty  , \e u s le t te r .  125 ( M a y - J u n e  1996):  3-6,  
and 127 ( S e p t e m b e r - O c t o b e r  1996):  2-4.

64



surviving pages o f  pencil sketches for the S ym phony  N o .2. These consist o f  seven 

consecutive pages (num bered  2 to 8) o f  the first m ovem ent,  one from the scherzo 

(num bered 6). and two for the finale (num bered 1 and 2). These are discussed in 

appendix  1.

The chronology noted above is o f  interest in relation to the nature o f  the musical 

d iscourse in each m ovem ent.  The first m ovem ent to be written was the rhapsodic 

second (slow) m o \  ement. It was the first sym phonic m ovem ent com posed  after the 

com pletion  o f  the Gothic, and  its expansive writing is a clear continuation o f  the type 

o f  writing found in the choral second part o f  that work. It eschew s them atic  repetition 

to a large degree, as will be discussed below. This freely developing m ovem en t was 

followed in order o f  com posit ion  by a first m o \ em ent that adheres more closely to the 

ou tw ard  conventions o f  sonata form than do m ost o f  the first m ovem ents  o f  B r ian 's  

sym phonies. This first m o \’em ent also contains a far greater element o f  them atic 

resta tem ent than the second one. The so-called ’Battle ' scherzo, with its steady 

accum ulation  o f  ostinatos and consistent forward m om en tum  towards a dramatic  

clim ax, also eschew s thematic argum ent in favour o f  textural expansion. It is in its turn 

followed in order o f  com position  b>' a finale that relies h eav ih  on repetition o f  the 

opening  gesture for its cum ulative  impact. Thus, during  the composition o f  the work 

the com poser has twice followed a m ovem ent with very little repetition (the second 

and third in order o f  perform ance) by a m o \  em ent that relies heavily on resta tem ents 

o f  material in its layout (the first m ovem ent and the finale). The influence o f  the two 

types o f  writing found in the G othic  and discussed in the chapter on that work —  

nam ely the classically related and the more open-ended  —  can be detected. The w ork 

in fact alternates betw een the tw o types o f  writing over its four m ovem ents .  M alco lm  

M acD o n a ld 's  contention that the Sym phony begins in one century and ends in the 

previous one is a provocative assessm ent o f  this stylistic d i v e r s i t y , b u t  d o esn 't  quite 

fit in relation to the points m ade above about the nature o f  each success i\  e m ovem ent.  

It does, how ever expose a split w ithin the sym phony. As with the Gothic. N o .2 is not a 

unified whole —  it has a fractured quality to w hich  M acD onald  is p a r th  referring in 

the above com m ent. It is s ignificant that B r ian 's  next Symphon>' (written hard on the 

heels o f  N o .2) falls into a com parable  four m ovem ent plan, and m aintains the wide

M a c D o n a l d .  The Symphonies. \/o\ 3 .216
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stylistic and expressive scope o f  N o .2, but is arguably realised with greater assurance 

and overall consistency. The level o f  invention in N o .2 is very high, however, and  the 

w ork  conta ins  som e o f  his m ost  striking te.xtural ideas and explorations, particularly  in 

the middle tw o  movements.

A d ag io  Solenne  —  Allegro Assai

O verview

The s tatem ent by the com poser —  quoted a b o \e  —  in relation to ’the orthodox four 

m ovem en ts ' o f  the symphon> can be said to apply to the first m ovem ent i f  one 

describes it in term s o f  a sonata  allegro, complete with slow introduction. The broad  

sectional d iv is ions o f  this type o f  m ovem ent apply to the main d ivisions o f  the o pen ing  

m ovem ent as detailed in the tab le below.

Table  2:1: First  m ovem ent  sectional divisions

Place in score Description

Bar 1 to 4:5 Slow introduction

4:6 to 12:1 Exposition

12:2 to 19:9 D evelopment

19:10 to 25:4 Recapitulation

25:5 to 27:9 Coda

This corresponds to the 'o u ts id e ' \ iew — the 'o r th o d o x ' part —  o f  the m ovem ent as 

described b \  the composer. O n this le\ el. the lack o f  any significant thematic 

m odifications between the exposit ion  and recapitulation correspond to the ’c lassical ' 

line in B rian 's  writing, already com m ented  on in relation to the Gothic.  How'ever. the 

’inside' o f  the m ovem ent — beyond  the thematic surface —  reveals a process o f  

textural en richm ent which represents  a further developm ent o f  this side o f  B rian 's  

sym phonism  as also seen in (o ther) parts o f  the Gothic. It is this aspect o f  the m usic 

that can be seen  as 'uno r thodox ' and part o f  the more exploratory side o f  B rian’s 

creati\ 'e nature. This  d ichotom y between surface and detail relates to the function o f  

this opening m o \  ement as essentially  introductory. It sets out the oppositions that are 

central to the sym phony —  betw een darkness and lyricism, betw een sparse and full 

textures, and between grov\th and collapse —  and that will be de \ e loped in the
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rem aining m o\ ements. Tlie lack o f  them atic m odification  allows these opposit ions  to 

stand out all the more clearly. The textural narrative —  discussed be low  —  culm inates 

in the climactic collapse o f  the m ovem ent,  a passage that will recur w ith  great dramatic 

resonance in the finale.

A dagio  solenne

T he Second S ym phony  begins by presenting a significant them atic idea in three 

successive versions that present a process o f  textural growth. This open ing  idea is 

subsequently  referred to during the course o f  the A llegro  part o f  the m o \  ement. and 

creates a link b e tu e e n  the two parts across the change in speed betw een  them. It is 

possible to view this slow  introduction in two ways by separating out the thematic and 

textural processes. The them atic argum ent is outlined in table 2:2 below. The textural 

narrative will be discussed in due course. Both them atic  and textural lines o f  

dex elopm ent culm inate  in the beginning o f  the ensu ing  .Allegro assai. It should be 

noted that both aspects d iscussed below w'ork in tandem  as the music unfolds. They are 

treated separately for the sake o f  c la r i t ) . The related deve lopm ent o f  them e and texture 

is a principle that will be developed, not only in the ensuing Allegro assai. but also 

across the four m ovem ents  o f  the s y m p h o n \ .

Thematic  argument:  (a) The opening theme

The following table gives a thematic overview  o f  the slow opening sec tion  o f  the 

movem ent.

Table  2:2: Slow Introduction:  sectional div is ions

Place in score Description

Bar 1 to 1:1 Them e 1 (ex 2:1)

1:2 to 1:10 Contrast 1 (ex 2:2)

2:1 to 2:9 Them e l(ii)

2 :1 0 to  3:7 Contrast 2 (ex 2:3)

3:8 to 4:5 Them e l(iii)

The opening idea, labelled as "Theme 1' in the table above, is stated th ree  times in the 

course o f  the Adagio, interspersed with two contrasting ideas. It is interesting to note, 

in the context o f  the two areas o f  theme and texture m entioned abo \  e, that Brian



begins his Second Sym phon \ not n  ith a theme, but with two bars o f  texture. The 

interval present — that o f  a perfect fifth, heard on timpani. Joined in the second bar by 

clarinets and bassoons —  is one frequently  encountered  in B rian 's  endings, 

particularly in the later sym phonies. Here it begins the music, and is to have an 

important part to p lay as the m usic  progresses. T h ese  two bars are not found in the ink 

short score, however. Brian only added  them in w h en  writing the full score. The 

following exam ple  includes the o pen ing  two bars in short score format. B rian 's  short 

score begins as at the third bar o f  the example.

E X A M P L E  2 : 1(a)

Sym phony no .2. 1. bars 1-4 (reduced  by the author)

Ada$ii> SoletiDt
[Aiiagio Soimm} ClarK,FBgs

CeDox. D.B.

Despite being an afterthought, how ever,  the first two bars are crucial —  as the first 

sounds heard in the work —  in setting  the context for what follows. T he addition o f  

these two bars ensures that the listener has been d raw n  into the sound world o f  the 

work by the time the opening idea is heard. Here, at the outset, the two bars create a 

harmonic and textural backdrop for the opening them e o f  the work. Brian follows them  

with the eight bar theme quoted b e lo w .
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E X A M P L E  2 : 1(b)

Sym phony N o .2. 1. bars 3-10 (bass part o n h  )

Adagio Solenne
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The rhythmic and inter\ allic nature o f  the pizzicato bass is immediate and  c lea rh  

presented. T he opening contour, using in ter\  als o f  a m inor second and augm ented  

third, are recalled in the fifth bar. lending a certain periodicity to the line, em phasised  

by the use o f  the same rhN thm, The shape o f  these opening bars is a l luded to in other 

parts o f  the idea (see a and b in exam ple  2:1 above for these motives), lending  a 

moti\'ic unity to the idea that counteracts the f rag m en ta r \ . hesitant nature o f  its 

presentation. These recurrent shapes are also used s tr ik ingh  b \ Brian later in the 

allegro section o f  the m ovem ent,  as v\ ill be detailed below . The fact that these motivic 

shapes recur in the Allegro section o f  the m ovem en t lends a further s ignificance to the 

clarity o f  their initial presentation at this early  point o f  the musical discourse.

This theme contains all twelve pitches within the octave, a fact w'hich m igh t lead to the 

thought that there is some sort o f  serial p rocedure  at work. In fact. Brian was an early 

champion o f  the music o f  A rnold  Schonberg  —  the p ioneer o f  serialism  —  in England, 

as his v\ ritings in M usical O pinion  show .’’ '̂ but the inclusion o f  all tw elve pitches in the 

present context is less an act o f  hom age to the .Austrian m aster than a se tting o f  a wide 

harmonic context for this opening m o\ em ent o f  the present sy m phonx . T he twelve 

pitches are not presented as a row —  w herein  each pitch would be presented once 

before any one is repeated —  but are rather the consequence o f  this w ide harmonic 

palette, There is no suggestion o f  serial p rocedure here (or. for that matter, e lsew here 

in Brain 's  output).

'’'■’ See M a c D o n a l d ,  The S ym p h o n ies ,  vol,  3. 150-51,  f o r a  s u m m a r \  o f  these  wr i t ings  b> Brian.
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It is significant that the two rh \  ming bars referred to above —  the first and fifth, w hich  

share the sam e rhythm ic and intervallic shape —  begin , respectively, on B and E.

These  are, as ah ead y  observed, the tw-o notes which form  the harmonic backdrop  for 

exam ple  2;1. The fact that these two notes correspond to the tonic and dom inan t  o f  E 

in traditional harmonic theory implies a closer re la tionship  to tonal rather than serial 

practice. In the latter m anner o f  com posit ion  the idea of 'tvvelve tones w hich  are 

re lated only to one another ' is o f  pivotal im portance. The primacy o f  B and E in the 

Brian ensures  that o ther pitches in these opening  bars  are heard in rela tion  to them. 

There is a harm onic  pull exerted b> the two sustained pitches that p recludes the 

equali ty  o f  all tw elve pitches implied in orthodox serial practise. This  opening 

jux taposition  presents  us with a m icrocosm  o f  what the Symphony will explore in 

m acrocosm  in term s o f  its harm onic language. T he contrast between the static fifth and 

the m obile  bass line prefigures later oppositions be tw een  different types o f  material in 

the work. Further to this, the tonal pull o f  the sustained tilth against the non-triadic 

bass line w ill be expanded  to a contrast between, and juxtaposition  o f  the tonally 

centred and harm onically  free-ranging as the work unfolds.

It is worth a closer inspection o f  the abov e exam ple  to see how non-serial is B rian 's  

use o f  the tvveh e pitches. The table below  details the num ber o f  limes each pitch 

occurs in the thirty four note theme:



Table  2:3: Pitch occurrence in E x a m p le  2:1

Pitch Number of  occurrences

C 1

C sharp 1

D 1

D sharp 4

E 4

F 4

F sharp 1

G 5

G sharp 1

A 2

A sharp 5

B s

Taking into consideration  the sustained fifth E-B against the hne  whose p itches are 

represented in the above table, the fact that E. G and B are all am ongst the m ost 

frequently used pitches would indicate a strong pull towards E m inor in the idea as a 

whole. The im m edia te  succession o f  these notes — E. G and B —  would suggest a 

tonic o f  E m inor e \ en more s tro n g h  . This, however, does not occur, but two notes o f  

the triad are heard  in close proximity. G is followed b\' E at tw o  points, once in the 

second bar, and once across the bar-line into the last bar o f  the idea. However, B and E 

never appear in direct succession. The other pitches most frequen tly  used are D sharp 

and F (both semitonall> adjacent to E) and .A sharp (sem itonally  adjacent to B),

Bearing in m ind  that the above table does not chronicle the o rd e r  o f  appearance o f  

pitches in the bass idea, it is nonetheless significant that the no tes  o f  the tonic triad and 

their adjacent sem itones are the most frequently used.

The opening line is. in fact, m ore  memorable for the m oti\  ic shapes presented than for 

the appearance o f  all twelve semitones within the octa \’e du r in g  its course. This  lends a 

greater s ignificance to these m otiv ic  shapes in the music o f  th is  opening section o f  the 

first moN'ement. The broad harm onic  palette opened out b> th is  opening idea is typical 

o f  B rian 's  s t \ i e  at th is  po in t  in his SN'mphonic career, as will be seen in the next work



he w as to write, the Third S \ m p h o n \  (193 1-32) (see the chapter on this work).

(b) C ontrasting  ideas

The first contrasting idea (referred to as Contrast 1 in table 2:2). beg inn ing  at figT, 

features a gesture that alternates betw een three short figures: each occupies  a different 

registral space —  respectively, bottom, top and m iddle —  and each is based on a 

distinctive rhythmic gesture:

E.XA.MPLE 2:2

S> m phony N o .2. 1. 1:2-3

n, VI

fa g  — -
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The orchestral colours are s im ilarly  contrasted: bassoons are followed by flutes and 

oboes, with the fanfare-like rhy thm  —  a Brian fingerprint —  gi\ en to horns. This 

sequence o f  rhx thm s and co lours is varied and intensified for eight bars before a 

crescendo followed b> a descend ing  scale where flutes and oboes are joined by violins 

1 leads to the second s ta tem ent o f  the opening  idea. After this more fully scored 

version o f  exam ple 2:1, the second contrast com es in the form o f  a m elody  on cellos:

E X A M P L E  2:3

S \m p h o n y  N o.2, 1. 2:10 to 3:2 (cellos)

pp

This idea incorporates references to exam ple 2:1 above, in the m anner in which both 

m ake frequent use o f  offbeats. The use o f  a perfect fifth in the opening  bar forms a



clea r link w ith  the perfect fifth w hich  opened the w hole  work; on clarinets, bassoons 

and timpani. The third statem ent o f  the opening idea  — in its fullest scoring —  then 

leads d irec th ' into the Allegro Assai.

Texture as form

T he  in troduction can also be seen to unfold a process o f  textural g row th  that 

cu lm inates  in the Allegro Assai. T here is a constant use o f  trem olandi throughout the 

section, from the E-B on timpani, bassoons and clarinets that accom panies  exam ple  2:1 

above , to the string tremolandi w hich are present in the rest o f  the Adagio  introduction. 

E ach  time the  opening idea returns it is more fully scored, and this gives the w hole  

passage a sense o f  direction and m om entum  tow ards the Allegro. W ithin the slow  

introduction, the opening pizzicato bass idea is heard three times. T he scoring o f  each  

appearance  is presented b e lo w :

Table 2:4: Scoring of  Example 2:1

Place in Score Bar 1 2:1 3:8

Orchestrat ion 2 Piccolos

4 Flutes 2 Flutes

4 Oboes 4 Oboes

2 Clarinets 4 Clarinets 4 Clarinets

2 Bass Clarinets

4 Bassoons 3 Bassoons 3 Bassoons

C ontrabassoon Contrabassoon

4 Horns 2 Florns

2 Trom bones

2 Tubas

3 T im pani

2 Flarps

Cellos ' Basses Strings (di\ isi) Strings (di\ i s i )

The table c learh ' shows how crucial the increase in orchestral w'eight is as a 

contributory  factor in the push tow ards the ensuing .Allegro assai.



Brian requests an increase in tem po on each repetition o f  the open ing  them e; at fig. 2 

he writes C on  anima. and at 3:8 Piii anima. These changes in tem po imply that the 

com poser sought to counteract the repetition o f  thematic m aterial by an ong o in g  sense 

o f  forward m ovem ent.  The sense o f  urgenc> implied both in the richer textures and the 

increases in tem po pushes effective!} tow ards the arrix al point o f  the A llegro  Assai. 

Tem po and texture contribute toward a sense o f  onw ard m om en tum . In con trast  to this 

the repetition o f  thematic ideas, d iscussed above, creates a cyclic sense o f  return. There 

is therefore a tension betw een the them atic  aspect o f  this introduction, and o ther 

param eters  o f  tem po and texture. This d icho tom \' is followed through in the m ain  body 

o f  the m ovem ent,  where a superficial resem blance to sonata outline — en com pass ing  a 

large degree o f  literal repetition o f  them atic  ideas —  is counteracted  by a com parab le  

process o f  textural accum ulation  as the m ovem en t heads tow ard its climax.



Allegro Assai

Relation to sonata design

The following presents an ove rv iew o f  the Al legro part o f  the first mo\ 'ement  

according to the sections o f  a sonata design:

Table 2:5: Allegro Assai: sectional  subdivis ions

Place in score Description

4:6 to 12:1 Exposition

4:6 to 6:9 First subject  group

6 : 1 0 to  7:1 Transit ion

7:2 to 9:5 Second subject group

9:6 to 12:1 Codet ta and Transit ion

12:2 to 19:9 D evelopm ent

12:2 to 14:4 First subject  group de\  eloped

14:5 to 16:1 Slow int roduct ion idea developed

16:2 to 18:5 Second subject  group de\  eloped

18:6 to 19:9 Transition

19:10 to 25:4 R ecapitulation

1 9 : 1 0 t o 2 2 :9 First subject  group

22:10 Transit ion

23:1 to 25:4 Second subject  group

25:5 to 27:9 Coda

25:5 to 26:6 Cl imax

26:7 to 27:9 Conclus ion

This d i \  ision according to presentat ions  o f  themat ic material  follows quite strictly the 

sectional laN Out o f  a sonata allegro with tv\ o contrasting subjects (or two subject 

groups,  as is the case here). This  ’orthodox '  themat ic layout  is com bined  wi th a 

harmonic  scheme which presents a more  original —  and ’unor th odo x '  —  approach.  As  

ment ioned in the chapter on the Gothic, the contrast  between the two subject groups is 

not  one o f  ke\  . but one o f  mode.  The t'lrsl subject  group begms wi th a s tormy idea 

presented in a strongly coloured E minor:



EXAM PLE 2:4

S\mphony No.2. 1.4:6-9
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The l_\ rical beginning o f the second subject group, quoted below, contrasts with this in 

terms o f orchestration and dynamics, as well as the contrast in mode mentioned above. 

!t is more lightly scored than the abo\ e extract, and is in E major.



E X A M P L E  2:5

Sym phony  N o .2. 1.7:2-5
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As can be seen from the examples above, the com bined  elements o f  contrast 

m entioned  result in two subject groups o f  strongly differing character. T here  is a 

rhythm ic similarity betw een  the first bar o f  each idea, however. W hen the tw o  groups 

return at 19:10 and 23:1 respectively, in the recapitulation, the contrast in m o d e  is 

identical to that found in the exposition. T he contrast o f  character, on the o ther hand, is 

further em phasised by the fuller orchestration o f  each  group. The first idea is even 

more storm>'. the second even more luxurian th  lyrical. This intensification o f  the 

contrast between the two groups cu lm inates in the c lim ax o f  the entire m ovem en t,  

followed by a rapid disintegration in the coda. Rather than attempting to integrate his 

two subject groups as the m ovem ent progresses. Brian effectively pushes them  further 

and further apart, leading to the explosive climax m entioned above. This  represents  a 

radicalK different approach  to the internal dynam ics o f  a sonata design than that 

adopted by Jean Sibelius —  in the first m ovem en t o f  his Sy mphony N o .3 (1907), for 

exam ple , where the developm ent reveals the close connection betw-een the tw o 

opening  subjects. Brian is concerned ra ther with m aintaining and deve lop ing  the



separateness o f  the two subject  groups  —  with d isuni ty rather than uni t\  . The ident ical  

contrast  of  m ode in the exposi t ion and recapitulation serves to emphasise this aspect  o f  

the musical  argument.

Subject Groups

The term ’subject  group '  is used abov e since the passages  beginning with examples  

2:4 and 2:5 both  subdivide into smaller  motix ic and textural  units. The two subject  

groups  present a similar  sequence.  Each consists o f  three strands, the central one  o f  

w hich is more  lightK' scored than the ideas on ei ther  side o f  it. In the case of  the first 

subject  group, example  2:4. in which strings are dominant ,  is fol lowed b\  a second 

idea, heard on solo w ood wind  instruments:

E X A M P L E  2:6

Symphony N o . 2. 1.5:4-6 (top line o f  ss)

Phi dolce
(oi/M j —̂ -

This in turn is succeeded by an idea that features imitat ion between top and bot tom in a 

fuller orchestral texture where  lines are doubled in a manner  c loser to the more s to rmy 

character  o f  the opening idea in the group:

E X A M P L E  2:7

Symphony N o . 2. 1 .5 :8 -6:1

C o n F o n a  f+ obsj
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The transit ion to the second subject  group noted in table 2:5 consists o f  two bars o f  

minim chords on trumpets,  t rombones  and tubas  which prepare the \ \ a \  harmonical ly 

for the E major  tonali ty o f  the opening o f  that group:

E X A M P L E  2:8

Symphony N o . 2, 1,6:10-7:1
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The second subject  group, like the first, also has three dist inctixe mot ives.  After 

example 2:5. a second melodic strand begins  as follows at 7:10:

E X A M P L E  2:9

S>'mphony N o .2, L7:10-8:2 (top line)

moSta
{I'lr-LS

PP

This is follow'ed b\  the third strand at 8:9. and although all three feature strings 

melodically.  example  2:9 abo \  e is more l ightly scored than the ideas on ei ther side o f  

it. The third strand com mences  as follows:

E X A M P L E  2:10

S \m p h o n \ -N o .2 .  1.8:9-9:2 (top line)

meno raovlmento
[Obs, I'tor ]J

P oo Crgs
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T h e r e  are th ree  s ta te m e n ts  each  o f  the  first and s e c o n d  sub jec t  s t rands in the  pr esen t  

m o v e m e n t ,  tw o  o f  w h i c h  a re  la rge ly equ iv a le n t  in t e r m s  o f  length,  and  the  third o f  

w h i c h  e x te n d s  the  o p e n i n g  idea  o f  ea ch  group .  T h e  t w o  equiv alent s t a t e m e n ts  o c c u r  in 

the  se c t ions  re fe r red  to in the a b ov e  table as e x p os i t i on  and recapitu la t ion ,  the 

e x t e n d e d  s ta te me nt s  o f  the  first idea o f  ea ch  group  in the  d e v e lo p m e n t  sect ion.  The  

s e c o n d  full a p p e a r a n c e  o f  e x a m p l e  2 :4 does,  in fact,  c o r r e s p o n d  to a re s t a t e m e n t ,  in 

th a t  e x a m p l e s  2:6 to 2:8 fo l lo w  the  o p e n i n g  idea o f  the g r o u p  in the s a m e  se q u e n c e  as 

ea r l ie r  in the piece,  but  a c o m p a r i s o n  o f  the relativ e du ra t io n  o f  each sec t i on  is 

re vea l in g :

Table 2:6: Comparison of exposition with recapitulation

Motive Exposit ion Recapitulat ion

E x a m p l e  2 :4(f i r s t  su b jec t  1) 8 bars 8 bars

E x a m p le  2:6 (first  sub jec t  2) 4 bars 4 bars

E x a m p le  2:7 (t'lrst sub jec t  3) 12 bars 18 bars

E x a m p l e  2:8 ( transi t ion) 2 bars 1 bar

E x a m p l e  2:7 ab o v e  is g iv en  a dou b le  s t a t em en t  in the recapi tu la t ion ,  as wel l  as be in g  

sc o r e d  m o re  heavilv'  than  w a s  the  case  earl ier  in the m o v e m e n t .  The  e f fec t  o f  th i s  is to 

i n c rease  the sense  o f  m o m e n t u m  and urg encv .  and  this  ef fec t  is c o m p o u n d e d  bv' the 

r e d u c t i o n  o f  the  tw o - b a r  t rans i t ion tha t  fo l lo wed it in the  expos i t i on  to a s ingle  b a r  at 

thi s  junc ture.  In the short  score  there  still is a two bar  t ransi t ion ,  wi th  the s e c o n d  o f  the  

t w o  ba rs  c ros sed  o v e r  in penci l ,  su gg es t in g  a late c h a n g e  o f  m ind  on  B r i a n ' s  par t .

Texture as form

T h e  p u s h  tow ards  the c l im ax  o f  the mov e m e n t  is a c h i eve d ,  not  b\  a g rea t e r  

co n c e n t r a t i o n  in the p re se n ta t io n  o f  the  two the ma t ic  groups ,  as c o n s id e r e d  ab ov e ,  but  

t h r o u g h  a sense  o f  g r o w i n g  textural  we ig h t  a nd  orches t r a t i on .  The  t rans i t iona l  bar  

p r e c e d i n g  the s e cond  subjec t  g roup  is m ore  heavi l y  sc or ed  in the recapi tu la t ion ,  and 

the  s e c o n d  subject  i t se l f  is g iven  r icher  textures than  ear l ie r  in the mov em en t .  T hi s  

tex tu ra l  a c c u m u la t io n  registe rs  all the m o re  stronglv w ith the l is tener due  to the fact 

tha t  the  basic shape  o f  b o t h  the ma in  ideas  is not  g rea t ly  t ra ns fo rm ed f ro m  their  initial 

a p p e a ra n ce s .  Both  m e lo di c  out l ine  and  key are essen t i a l ly  unc ha nged .  T h e  i m p o r t a n c e  

o f  o rches t r a l  we ig h t  in the  unfo ld in g  narra t ive  o f  the  m o v e m e n t  is o f  p r im e  im p o r ta n c e
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in creating a sense o f  tbrward m om entum . The role o f  orchestration is also crucial here 

in presenting these ideas distincth '.  This m anner o f  discourse is c learly  related to the 

w ay  Brian treats the opening them e o f  the slow introduction, as d iscussed above. 

Turning to the opening o f  what is referred to in the above overv iew  as the first subject 

group, the consistency o f  B rian 's  approach in this area becom es apparent. The three 

co lum ns in the table below refer to presentations o f  this material that can be said to 

correspond to the beginnings o f  the exposition, developm ent and recapitulation 

sections in the earlier overview o f  the movement:

Table  2:7: Scoring o f  Exam ple  2:4

Place in score 4:6 to 5:3 12:2 to 12:9 19:10 to 20:7

O rchestration 2 Piccolos Piccolo

2 Flutes 4 Flutes 3 Flutes

3 Oboes 3 Oboes

4 Clarinets 3 Clarinets 3 Clarinets

3 Bassoons 3 Bassoons

Contrabassoon C ontrabassoon

4 Horns 6 Horns

4 Trum pets 4 Trum pets 4 Trum pets

2 Trom bones

3 Tubas

Tim pani

2 Harps

Strings (d iv is i) Strings (d i \’isi) Strings (divisiO

It is the relative lack o f  thematic modifications in each successi\  e re -appearance that 

serves to highlight the significance o f  the textural changes referred to in the above 

table. The increase in orchestral weight is readily perceptible, and gi\  es the m usic  a 

sense o f  onw ard  m om entum  towards the climactic point at 25:5.

W ith  regard to the first idea o f  the second subject group, a different, but not 

contradictory picture emerges. Reference will be m ade below to the changes o f  key 

and register that Brian chooses for this idea in the central portion o f  the m ovem ent.  

These differences in presentation lead to a greater similarity be tw een  the first and  last
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statements o f the idea (in the exposition and recapitulation respectively). As the next 

table shows, there is a textural grov\th parallel to that presented in tables 2:4 and 2:7 in 

this case which further underlines the consistency in the application o f this principle o f 

growing orchestral weight on Brian's part.

Table  2:8: Scoring of Example 2:5

Place in Score 7:2 23:1

Orchestration Piccolo

4 Flutes 3 Flutes

2 Oboes 3 Oboes

Cor Anglais Cor Anglais

2 Clarinets 3 Clarinets

Bass Clarinet Bass Clarinet

3 Bassoons 3 Bassoons 

Contrabassoon

6 Morns 6 Horns 

4 Trumpets 

4 Trombones 

2 Tubas

Glockenspiel

Celeste

Glockenspiel

2 Harps 2 Harps

Strings (di\ is i) Strings (d i\ isi )

De\ elopment of ideas

'['he following table details the sequence o f ideas found in this central span o f the 

movement. Graham Saxby. in an article on this work published in HB: Aspects o f 

Havergal Brian, remarks that this portion o f the mo\ ement is ‘short and v ery 

complex'.'’’ Table 2:9 below presents a rather simpler la\'out than Saxb>' implies. It is 

o f note that Brian presents a block-like sequence similar to that found in the 

exposition. The dev elopment o f the slov\' introduction material effectiv ely functions as 

a transition between the two subject groups o f the exposition, which maintain their

G raham  S a \ b \ ,  'H ave rga l  B r ia n ’ s Second S \m p h o n > ' in H B  Aspecis  o f  H a v e r ^ i i l  B r ian .  Jurgen 
Schaarwachter (ed. j ,  (.Ashgate, 1997). 170-193.
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se p a ra t e n es s  and  c lear  m e lo d ic  and  m o t i \  ic ident ii>.

T a b le  2:9: S e c t io n s  within the d e v e l o p m e n t

Place in scor e Descr ipt ion

12:2 to 14:4 i First  subject  g r o u p  ( e x a m p le  2:4)

14:5 to 16:1 ' Slow In troduct ion materia l  ( e x a m p le  2:1)

16:2 to 18:5 : Se c o n d  subject  g r o u p  (e x a m p le  2:5)
i

18:6 to 19:9 ! Trans i t ion  to Recapi tu la t ion

T h e  cla ri t )  o f  the lay ou t  is e n h a n c e d  b> the fact that Br ian  focuses  on  the  o p e n i n g  idea 

o f  each  subjec t  g r o u p  —  n a m e h  e x a m p l e s  2:4 and 2:5 respec t i \  e ly —  a n d  igno re s  the 

o th e r  ( s u b s i d i a r \ ) ideas,  i l lust rated a b o \  e. The o p e n in g  subjec t  o f  e a c h  group  is he a rd  

in a new orches tral  contex t ,  d i s c u s s e d  below.  The sec t ion  as a w hol e  se rves  to fur ther  

e m p h a s i s e  the s ep a ra t en es s  o f  the  tw o subject  g rou ps  —  as represen te d  by their  

o p e n i n g  ideas —  ra ther  than to t r a n sf o rm  them. In shor t .  Br ian d e \  e lops  the idea  o f  

d isuni t} b e tw een  the  th e m e s  ra ther  than  the th em es  th emselves .

(a) T h e  first su b je ct  gr ou p

In thi s  sec t ion  o f t h e  m o \ e m e n t .  F^rian once again ch o o s e s  not to fol low one  o f  the 

c o rne r s t on es  o f  t rad it ional  so na ta  de s i gn  w riting at thi;, pomt .  n a m e ly  the a v o id a n c e  o f  

the ton ic .  This  par t  o f t h e  m o v e m e n t  starts with e x a m p l e  2:4 a b o \ e .  v \here  it is 

p re se n te d  at the s a m e  pi tch l e \ e l  for the first t \ \ o  bars as its first a p p e a r a n c e  —  in a 

h ig h ly  co loured  E mino r ,  as m e n t i o n e d  earl ier  —  before  m o \  ing on  in a new d i r ec t ion .  

T h e  t rea tme nt  o f  e x a m p l e  2:4 s t re tc hes  to twent \  three  bars ( from its initial span  o f  

e igh t  in the expos i t i on) ,  w i t ho ut  recour se  to the o ther  e le m en ts  o f  the  first sub jec t  

g roup .  Betv\een 12:2 and 14:4 this  idea  is presented  in a m a n n e r  w h i c h  c o m e s  across  

as a uni f ied  textural  b lock.  T h e  orches t r a t ion  is ful ler than  was  the case on  its initial 

ap pea rance .  At 14:5 —  m a r k e d  T ran qu i l l o  e sempl i ce  —  the rhy t hm  and orches t ra l  

t ex ture change  c o m p l e t e l ) . W h e n  the material  from the slow in t rodu c t ion  s u c c e e d s  thi s 

pa ssa ge ,  it is e f fec t ixe ly  filling the g ap  be tween  e x a m p le s  2 :4 and 2:5 in p lace  o f  the 

o th e r  ideas —  e x a m p l e s  2:6 and  2:7 a b o \ e  — f rom the first subjec t  g roup.
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(b) The second subject group

E xam ple  2:5 is heard in two different guises in this central portion o f  the m ovem ent,  

both o f  w hich  can be v iewed as developm enta l,  but in regard to different aspects  o f  the 

theme. At 16:2 it is presented in C major, on solo violoncello, accom panied  by solo 

\ iolin and viola, as well as pizzicato cellos and basses, and its eight bars are extended 

for a further eight, using the rhythm and intervals  o f  the opening  bar. The them e is 

varied both in term s o f  key and texture. T he original eight bar melody, how'ever. is 

heard unaltered on solo cello. The lighter scoring introduces a cham ber music-like 

transparency that offsets the build up o f  orchestral textures characteristic o f  B rian 's  

treatment o f  the opening o f  the first subject, as ju s t  discussed. This contrast in 

orchestral w e igh t enhances the sense o f  separation  betw een the two subject groups. At 

17:8 the subject returns in E major, but in the bass. The accom panim ent is in triplet 

crotchets, and this continues as the texture builds up. cu lm inating in the resta tem ent o f  

the first subject group at 19:10 (the start o f  the recapitulation referred to in the synopsis  

above). This textural \ 'ariation is both w elcom e and finely ju d g ed  in view  o f  the fact 

that Brian brings the them e back later in the m ovem ent,  as m entioned above, in a 

m anner close to its original presentation, once again in E major. It is clearly 

recognisable in the present instance, but g i \ e s  the music a fresh impetus due to the 

textural \ a r i e t \ . The idea o f  using the tonic ke>’ in the central portion o f  the m ovem ent 

is also o f  im portance in the first m ovem ent o f  Sym phony No. 3. but in a d ifferent 

manner. The open ing  o f  the bass version o f  the them e is illustrated below:
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E X A M P L E  2:11

S \m p h o n y  No.2. 1.17:8 to 18:1

[Ci-iios, D.SJ

Suave e motio

 1 I----------
7S r■a3

(c) R e t u r n  o f  s lo w  int roduc t ion  mater ia l

An Stated a b o \e .  the opening idea (W’the Symphon> is not limited to appearances in the 

slow introduction, but is referred to m later stages o f  the movement. The first o f  these 

occurs betw een 9:6 and 10:7. in the section referred to in table 2:5 as "Codetta and 

1 ransition ',  where a three-part texture is presented in three successix e arrangements.

1 he fu'st o f  these begins as at e.xample 2:12:
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E X A M P L E  2:12

S y m p h o n y  N o . 2. 1.9:6-8

Ji> tranquPo (sublto]

T h e  par t  on the  m id d le  o f  the  th r e e  s taves  uses  the op e n in g  in te r \ ' a l s  o f  e x a m p l e  2;1 

f rom  the  very  b e g in n in g  o f  the  s y m p h o n y  (bracke ted  as ’a ' ) .  It is d o u b l e d  on the  top —  

as can  be  s een  —  in flute and  ce lesta .  It re ta ins  its place in the cen t r e  o f  the  tex ture  in 

the next  two p re sen ta t io ns  o f  thi s  mater ia l ,  bul  wi thout  the uppe r  d o u bl in g .  T h e s e  bars 

are i l lus trated  as e x a m p le  2 :13 b e lo w .  Thi s  show s  h o w  the  e l e m e n t s  that  m a k e  u p  the 

tex ture  o f  e x a m p l e  2:12 are e f f e c t i \  e ly  shuff led  a ro u n d  by  the c o m p o s e r ,  bu t  w i th o u t  

a f f ec t in g  the ges tura l  cont inui ty .  T h e  re lat ionship b e tw e e n  the th r ee  su cces s iv e  b loc ks  

is c lear ly  aud ib le ,  desp i te  the c h a n g e s  in internal detail .
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E X A M P L E  2:13

S_\mphony No.2. 1.9:8-10:4

[Ob, Cl]

The top and bottom parts exchange places from the second to the third presentation o f  

the material. As far as pitch is concerned, the top part is transposed up a m ajo r  second 

from exam ple  2:12 to the top system o f  2:13. and then up a further sem itone in the bass 

register for its third appearance (in the bottom  system). The bottom part o f  exam ple 

2:12 is initially transposed up a major third, and then up a semitone, but w ith an E flat 

— ratlier than the exact transposed note. E natural —  as the second note in the 

sequence. The middle part is altered e \ e n  further as far as intervals are concerned , 

from its initial reference to the opening o f  the first them e o f  the sy m p h o n > . T he rhythm  

is unchanged , however, so that the successi\  e \ ersions share a com m on factor which 

relates one to the other. Literal restatement, for once in this m ovem ent, is replaced by 

the type o f  allusi\ e developm ent o f  ideas that is t> pical o f  the style o f  later Brian.

The ties to the opening o f  the m ovem ent —  after the beginning o f  exam ple  2:12 —  are 

tenuous here, but significant in view o f  the nature o f  a restatem ent o f  the open ing  bass 

idea at 14:5. in the de\ elopm ent section. Brian doubles the length o f  the original notes



for their appearance here —  and later —  at a quicker tem po. The effect is close to a 

superim position  o f  the earlier A dag io  with the present Allegro. It creates the sense that 

the m anner o f  the slow  introduction has impinged on the quicker m usic  o f  the 

movem ent. Further to that is the feeling that the slow m usic has continued its course  —  

but beneath the surface o f  the piece —  until its re -em ergence  at the present point.

The scoring o f  the present passage, m ainly for high woodw ind, will also be a feature o f  

the later passage in the de\ e lopm ent (at 14:5). The tv\o passages also have a s im ilar 

function in their different conte.xts. Both lead aw ay from  m ore heav ih ' orchestrated  

spans to music with a more delicate scoring. The parallels  are thus related to texture 

and function, ra ther than being o f  a thematic nature. This  allusiveness, where a 

relationship betw een two passages is more readily sensed  than described, is a typical 

characteristic o f  the later Brian sym phonies, where a similarity  o f  profile unites 

material more than direct thematic restatement.

The next references back to the opening material —  fragm entary  in nature —  are 

dotted throughout the section following on from the one just discussed. This 

’transition" is characterised by sem iquaver runs on low er strings, the pitch content o f  

which gave Brian som e trouble, as can be seen in the short score and surviving sketch 

pages (these are d iscussed in appendix  1). Between these  semiquav er passages Brian 

interpolates clear references back to fragments o f  the opening them e o f  the s \ 'm phony. 

The three short references are presented below as exam ple  2:14 (a), (b) and (c). in 

which form their relation to the beginning o f  exam ple  2:1 above is clear.



E X A M P L E  2; 14(a)

Symphony N o .2. 1.10:6-7

E X A M P L E  2 : 14(b)

Symphony N o . 2, 1.11:1

E X A M P L E  2 : 14(c)

S\ mphony N o .2. 1.11:4-5

JPP

JpP to .

{Ci3, B.C-iJ

9

This segmentation o f  the opening seems des igned to mamtain a thread o f  connection 

between the present  passage and the rest o f  the m o \  ement.  and the fact that the passage
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does  not  recur renders it quite incidental in the overall  scheme.  At a s imilar  juncture  

later in the Allegro,  its place —  and that o f  the preceding passage —  are taken by the 

c l imactic gesture o f  the movement .  It ser \  es its function in the present instance,  but 

there is no place for a similar  passage later in the piece.

Be tw een  14;6 and 16:2, in the deve lopmen t  section,  the opening bass idea forms the 

focus for a passage whose  relation to that be tween 9:6 and 10:7 has al ready been 

discussed.  The idea is presented — as earlier,  at 9:7 and the following bars —  in 

augmenta t ion.  The original bass register is replaced by gi\  ing the idea to two flutes, 

oboe,  first harp and glockenspiel .  It begins  a minor  third lower than its initial 

appearance ,  but at 15:2 the original pi tches  are restated ( from the four teenth  note 

onwards) .  The bass line o f  the present passage consists o f  groups o f  four  upward 

m o \ ’ing crotchets in cellos,  basses and bassoons  up to 15:4, follow-ed by a descending 

pat tern still in crotchets.  The arpeggio-l ike shape,  how e \  er, does not provide a diatonic 

bas is  for the music,  and, as for the open ing pizzicato bass,  all tw e h  e pitches are used 

dur ing  its course.  The harmonic f reedom of  the passage is tempered by the rhythmic  

regular i ty o f  the writing,  so that this is a further instance o f  texture and rhythm 

unif}' ing a span o f  the music,  even though  here an earlier theme is being used. The 

them e  is recognisable,  but the surrounding orchestral  writ ing is \er> di fferent  t'rom the 

t remolos  that accompanied the first appearance  o f  the idea. The beginning o f  this 

passage is i l lustrated belov\.

E X A MP L E  2:15

S y m p h o n y  N o .2, 1. 14:5 -7
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The Climax

T he  c l imax  o f  the  m o v e m e n t  oc c u r s  at 25:5.  and  is m a r k e d  by the  arr ival  o f  a n e w  idea 

that is to recu r  in the f inale to grea t  cum ul a t iv e  effect :

EXAMPLE 2:16

S y m p h o n y  N o . 2, 1.25:5-8

a

H o w e v e r  careful l> prepared  this clima.x m a \  be  h \  the  p re c e d i n g  tex tural  bu i ld-up .  

there is still an e l e m e n t  o f  surp r i se  w h e n  it arri \ 'es.  c au sed  pa r t ly  b>’ the  fact that  it is a 

l argely ne w idea ,  and  par tly b y  the  full scor ing  —  the  ful lest  in th e  ent i re  m o v e m e n t .  

T he  arrival o f  th i s  ide a  is l ess the e n d  product  o f  p r o g re ss iv e  m o t i \  ic d e v e l o p m e n t s  

than an in te r rup t ion ,  in its im m e d i a t e  sur roundings ,  o f a  r e s t a t e m e n t  o f  a s eq u en ce  o f  

ideas heard ear l ie r  in the  m o v e m e n t .  It rep laces the m us i c  o f  the 'C o d e t t a  and 

Transit ion" f r o m  the  paral lel  p a s s a g e  in the expos i t ion ,  its a p p e a r a n c e  is therefore  

unp repared  w i th  re g a rd  to its im m e d i a t e  su r roundings .  G r a h a m  S a x b \ '  im agi na t i ve l y  

descr ibes  it as  b e i n g  ' l ike  the  s u d d e n  ma ter ia l iz ing  o f  d o m e  dark  p o w e r ' T h e  

e lement  o f  su rpr i s e  in this ges ture  is crucial  in the presen t  m o v e m e n t ,  w hereas  th ere  is 

a sense  o f  inev i tab i l i ty  about  its reapp ea ranc e  at the  c l im ax  o f  the  f inale.  Clear ly  B r i an  

in tended the ge s t u re  to r eapp ea r  wi th  great  r e so n an ce  as the  c u l m i n a t i o n  o f  the f inal  

m ove m en t .  T h e  p l a c in g  o f  thi s  in ter rup t ion c lose  to the  end  o f  the  t'lrst m o \  e m e n t  is o f  

note.  It retains its r e so nan ce  bet te r  b ecau se  there is no th ing  but  a sepulc hra l  c o d a  to 

fo l low it.

S a x b \ .  ' H a ve rg a l  B r i a n ' s  Se cond  Symphon_\  ’, 179.
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There  is. nonetheless,  one clear moti' .  ic link with a pivotal idea from m u c h  earlier in 

the movement .  The opening intervals o f  the bass idea which begins the m o v em en t  (see 

example  2:1) occur twice in the four bars quoted,  at opposite ends o f  the texture,  

bracket  above as ' a ' .  Th e first three notes o f  the top part —  containing the reference to 

this opening idea — are imitated two bars later in the bass,  and the textural  exchanges  

noted in the passage beginning at 9:6 (the music that it essentially replaces) are here re

dep loyed to powerful  effect.  This  cl imact ic point is more  a dynamic and textural  focus 

than a themat ic one. which is the ul timate manifestation  o f  what the c o m p o s e r  meant  

when he referred to the unor thodox character  at the ' ins ide '  o f  this movem en t .

The short score o f  this passage —  as reproduced in the example above —  gi \  es only a 

l imi ted idea o f  its o \  er whe lm ing impact  in full orchestral  scoring, th rough the dynamic 

indications and the use o f  octaves.  The lack o f  an>' instrumental  indicat ions  whatsoever  

provides  no clue as to how  the com poser  heard the passage in his head (beyon d its 

cl imact ic volume),  but the mot ivic connect ions  to the opening idea o f  the Symph on y  

under line its impor tance in the scheme o f  the mo\  ement .  This is emph as ised  in the 

scor ing by the inclusion o f  two cymbal  clashes. This is the only t ime these  percussion 

inst ruments are featured in the movement ,  and perhaps  reflects the influence  o f  .^nton 

Bruckner.  One  has only to think o f  the s low movements  o f  the Seventh (1 8 8 1 -3 )  and 

Eighth (1884-7)  Symphon ie s  o f  the Aust rian master  to see —  and hear  —  a parallel 

use o f  the same climactic percuss ion gesture,  albeit in music o f  a \ e r \  di fferent  

character.

■After this outburst ,  the remainder  o f  the Brian movemen t  is concerned wi th a 

dissolut ion o f  all e lements ,  to the point where the music dies away wi th t remolos  and 

pizzicato notes, returning to the textural point o f  departure of  the piece. The sense o f  

complet ion o f  a c_\cle o f  ev ents is la rgeh countered b_\ the dominat ing impact  of  

example  2:16. Any sense o f  finality is provisional,  as the symmetry impl ied  by the 

close textural ties between the opening and close o f  the mov ement are undercut  by the 

placing o f  this explos ive c l imax very close to the end.  rather than —  in a more  

symmetrical  fashion —  close to the centre.



C onclus ion

The first n io \e m e n l .  like its counterpart in the Gothic,  is re la li\e l \  brief. The 

s traigh tforw ard  nature o f  the thematic argument, com bined  with a s ingular focus on the 

c lim ax  as the textural and gestural highpoint. em phas ise  its preparatory function in 

response  to the sym phony  as a whole, and the next m ovem ent in particular. ,A.s G raham  

S ax b \  observes:

the first m ovem ent does not have the w eigh t that one might expect o f  a 
traditional first m ovem ent; it is more o f  a curtain-raiser, setting the 
scene bo th  thematically and in terms o f  orchestration  for the rest o f  the 
symphon}

T he logic o f  B r ian 's  approach in this m ovem ent is borne out by the fact that all things 

point towards the climactic gesture o f  the m ovem ent at. 25:5. The textural line o f  

developm ent,  present in the slow introduction, and detailed in the above discussion, is 

m ade easier to discern due to the relative lack o f  s ignificant transform ation o f  them atic  

com plexes. T he distinctions between the thematic g roups  in this m ovem ent are 

consistently  enhanced  by their scoring as the m usic progresses. The extreme 

cu lm ination  o f  this process com es with the textural h ighpoint o f  the climactic idea, 

followed by a return to the sepulchral texture o f  the opening  o f  the symphony. T here  is 

a sense  o f  the them es accum ulating weight as the m o v em en t m o\ es towards its 

culm ination. T he m ovem ent culm inates in disintegration rather than integration, and 

this is indicative o f  how strongly individual is B r ian 's  approach to sym phonic 

composition.

The elem ent o f  surprise close to the end o f  a m o v em en t has precedents in the 

sym phonies  o f  R obert Schumann. T hough  the effect is different, one is reminded o f  

the delightful introduction o f  a new, lyrical melody close to the end o f  the first 

m ovem ent o f  his 'S p ring ' Sym phony (1 841). where freshness is the end result: the 

patent good hum our o f  the music is given a new im petus, and one may not be too far 

from the co m p o se r 's  intentions to state that the effect is com parable to the invigoration 

felt at the arri\'al o f  Spring i tse lf  In the Brian m o v em en t just  discussed the effect is 

considerably  darker and more powerful, and the resonance set up is exploited in the

S a \ b \ .  ' H a ve rg a l  B r i an ' s  Second S \ m ph o n_ \ ' .  175.
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finale in a way comparahle  wi th the Fourth Sympho ny  (1876) o f  Tchaikovsky.  When 

the fateful fanfares o f  the opening o f  that sympho m'  return to cut across the feverish 

Jo\  o f  the finale, an acute musical  and ps\  chological blow is dealt.  One is thrown back 

to the earlier appearance  o f  the gesture, and the feeling is created that the pow er  has 

been s immering  underneath  the surface o f  the inter\ ening music,  wait ing  to erupt  once  

more,  hi this respect,  the cl imact ic gesture o f  the Brian has a comparably  fateful 

resonance when  it reappears in the final m o \  emen t  o f  his s y m p h o n \ . One  can relate 

this to the quas i -programmat ic  ideas referred to earlier b\ proposing that G o tz ' s  

ambi t ions  and/or  resolut ion in the first m o \  ement  presage his death  in the finale o f  the 

symphony.  The musical  resonance may have had a dramatic origin,  but  the nature and 

context  of  Br ian’s cl imactic gesture assures it a signi ficance that is purely musical .  

Ha\ ' ing thrown down this marker  for the culminat ion o f  the \sork.  Brian proceeds  to a 

second movem ent  that plots a different course,  and broadens  the expressi \ ' e  scope o f  

the work considerably.

Andante Sostenuto

Overview

The second movemen t  o f  the Second Symphonx' .  as has been noted earlier.  v\ as the 

first in order o f  composi t ion.  It is therefore the first symphonic  moxem en t  writ ten by 

Brian after the complet ion —  in late 1927 —  o f  the huge.  spraw Hng edifice o f  the 

Gulhic.  The wide-ranging inx ention o f  the latter work,  and o f  its second part in 

particular,  have left their mark on this movement ,  and to a lesser degree  on the one 

wri tten immedia teh '  after it. which opens  the present work. M al cohn  MacDonald  

com ments  on the first two m o\  ements o f  the Symphon_\ No .2 that the \  are ' a m o n g  the 

most  'm odern '  music Brian ever composed' . ' '*^ The range o f  orches tral  invention in the 

second movement  in par ticular  — noted abo\ 'e as a trait o f  the ' radica l '  second part o f  

the Gothic  —  is one o f  its most  remarkable characteristics.  M ac D ona ld  writes,  with 

regard to the formal layout o f  the mo\  emen t  that it ' conforms to no traditional 

pattern' ."^'  This m o \ e m e n t  certainl) contains the most  rhapsodic  music in the 

symphony,  and within that context,  cont inues  the emphasis on textural  contrasts  that

M a c D o n a l d .  The Svmphunies. v o l . 3.  27.^. 
""  M a c D o n a l d ,  The SvDi/ihonies. vo l .  1 , 6 2 ,
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were such a prom inent part o f  the first m ovem ent.

In this second m ovem ent the m usic derives its sense o f  continuity from a com bination  

o f  textural contrasts and rhythm ic/m otiv ic  allusion ra ther than an ongo ing  process o f  

deve lopm en t and modification  related to a m ain idea. A s Saxby observes:

Its structure is one o f  continuous deve lopm en t by thematic 
m etam orphosis ,  with the introduction o f  new  and contrasting material at 
tw o points.

T hese allusions occur in relation to three distinct m elod ic  ideas, each o f  w h ich  conta ins  

a m otive  w hich  is used as a binding elem ent for one o f  the three large sections that 

m ake  up the m ovem ent. The flam boyantly  scored orchestral textures characteristic o f  

the m ovem en t culminate —  in the final, third span —  in a richly scored them e that is 

the m ost extended and m em orable  idea o f  this second, s low  m ovem ent o f  the 

sym phony. T he following table refers to this d iv ision o f  the music, as w'ell as the c h ie f  

m usical idea for each part.

Table 2:10: Second movement sections

Place in score Description M ain idea

27:10 to 32:5 Section one Exam ple 2 1 7

32:6 to 36:2 Section two Exam ple  2:18

36:3 to 42:6 Section three Exam ple  2:19

The ex tension and developm ent o f  the opening idea o f  the m ovem ent,  and o f  ' c '  in 

particular (see example 2:17 below), in varying textural contexts, suggests  a relation to 

V ariation form. If one extends this com parison to the entire m ovem ent, the layout o f  

the m usical material can be said to correspond to three successive variation-like 

sections, although this should not be taken to apply too strictly. Further to this is the 

literary allusion to G ot: von B erlichingen  referred to in O rdeal by M usic  —  quoted 

above —  which, by implication, draws in musical influences from the rea lm  o f  the 

sv m phonic  poem  and a freer, more rhapsodic style inspired by a program m e. Since 

Brian stated that the present m ovem ent referred to the loves o f  G oe the 's  eponym ous 

hero, it is not too fanciful to suggest that the tripartite nature o f  the m ovem en t could

Sa,\b_\. ' H a v e r g a l  Br ian ' s  S e c o n d  S y m p h o n y ' .  181.
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refer to three loves  in particular — o r perhaps to three types o f  love. However, Saxby 

notes:

As G o tz  (in the play) is a happily  m arried m an, the term ‘lo v es’ must 
imply, in addition to his w ife , his sister M aria, his two closest  friends 
Selbitz and  Sicklingen. his squire Georg, and the false friend 
W e is l in g en . '”"’

W hatever the original impulse m ay  ha \ e been, the extra-musical inspiration can  add to 

our understanding o f  the work, but it does not, by itself, provide the  key to the nature 

o f  the musical d iscourse. The m otiv ic  allusions in the Andante serve  to provide a 

connecting th read  throughout the m any  and \'aried textures con ju red  up by the 

composer, g iv ing  a sense o f  continu ity  to the w ide-ranging course o f  the music.

The three main ideas

The m ovem ent begins as show n in exam ple  2:17 below:

EXAMPLE 2:17

Sym phony N o.2 ,  II. 2 7 :1 0 -2 8 :3

Andante i

[C A .}  I

This melod>, w h ich  begins the A ndante  Sostenuto at the sim plest textural level —  an 

unaccom panied m elodic line, here given to a cor anglais solo —  features the m ain  

unifying thread o f  the opening span o f  the m ovem ent (labelled "c"  in the example). It 

is a starting point ra ther than a m ain  theme, however, and it never returns in exactly  the 

sam e way. For exam ple , it is im m edia tely  restated, on  oboe, accom pan ied  by divisi 

\ 'iolas and cellos, tw o  clarinets, two bass clarinets, tw'o cors anglais  and second oboe, 

but extended from four to five bars, so that a process o f  variation and  elaboration  is 

immediately begun. The opening span begun b \ this idea cu lm inates  in a passage 

m arked ‘poco piu animate: sem pre pesante possible (each note hard  and heavy)’, and

IhUi. 1 9 2 .

iosteniMo e VMuto espressiro

J ,
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after a change o f  texture, the second span o f  the movement begins with a new idea at 

32:6. seen below in example 2:18:

EXAM PLE 2:18

Symphony No.2, II, 32:6-7

[Fis, d s ,  cisj 4 -

I P f  ®
[Fis:. a i .

FP

-------------
tcai

K  j  I-J J .

tRf----------------- ^

T^mpJ

i f ------------ -------------

In a manner comparable to example 2:17, this, too, contains a unifying motive for the 

ensuing passages (marked “d" in the example) which is subsequently heard in a wide 

\ ariet\’ o f  textural contexts. These are considered in detail below. The above excerpt 

from the short score has two noteworthy features. Firstly, it includes an idea not 

transferred —  for whatever reason — to the full score b> the composer. The lower part 

on the top stave was excised by Brian, perhaps to further emphasise the contrast with 

the preceding music, as well as to mark more strongly the onset o f  a new' section in the 

movement. In addition to this, the bottom stave is realised —  in full score —  as groups 

of three repeated crotchets on harp and timpani for each note o f  the short score. The 

unattached ties in the short score may be a shorthand version of this pattern.

The end of the second span o f  the movement and the beginning o f  the third are not 

marked by the sort o f  change of texture and m otif  found at 32:6. Moreover, in the third 

section o f  the movement Brian changes his approach, since the idea which is most 

prominent in the latter represents a point o f  arrival in the musical discourse, rather than 

the point of departure represented by examples 2:17 and 2:18 above. The climactic 

melody o f  this third section is shown below as example 2:19:



EXAMPLE 2:19

Symphony N o .2. II, 40:5-6

[Sns .  t- t o

Pasiama^ autism semfifrmestn

/■fflu, Tb.na. flKs jj_j

This idea can also be viewed as the climax o f  the entire movement, since it is the 

culmination point as far as textural richness is concerned. In contrast to the previous 

example, the short score excerpt here gives but a taste o f  the richness o f  texture found 

in the full score at this point, w ith a welter o f  semiquaver scales surrounding the lines 

of the extract. Following this flamboyant high-point. the music tapers away to thinner 

textures —  as had happened in the first movement —  before a final two-bar cadence 

brings the movement to rest in E major.

The following discussion of the movement treats each section —  characterised and 

dominated in their different ways by each o f  the music examples above —  in 

succession. The conclusion than addresses the question of the entire movement, and 

the issues of unity and continuity raised by such a tripartite d i\’ision of this large, 

discursive span of slow music.

Section 1: Fig. 27:10 to 32:5

This section is considered as a unit because of the continual references to the rhythmic 

shape 'c '  as seen in example 2:17. It is never absent for more than a few bars, and is 

often heard at the beginning of several successive bars within the freely developing 

textures. After the climactic rhythmic development o f ' c '  from fig. 31;5 in
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’development 4 \  the music changes direction and focus at 32;6, from which point ‘d ’ 

becomes the dominant unifying rhythmic shape. A summary o f  the divisions within 

this section o f  the movement is presented below as table 2:11:

Table 2:11: Subdivisions of  section 1

Place in score Description

2 7 :1 0 to  28:10 Opening and Development 1

29:1 to 29:5 Development 2

29:6 and 29:7 Contrast (stopped horns)

29:8 to 31:4 Development 3

31:5 to 32:5 Poco piu Animato (Development 4)

The details behind the outline given in the table above provide illuminating insights 

into Brian's compositional practice in this movement. The first two ‘developments' 

consist of textural build-ups. The division betw'een the two is marked by a reduction in 

the dynamic level, from /  to mp, and a parallel lightening of the orchestral texture. This 

is clearer in the orchestral score than in the short score, quoted below. In the latter the 

d_\ namic change is marked at 28:10 rather than the next bar. What the short score does 

reveal, however, is the continuous nature o f  Brian 's  thought, devoid o f  orchestral 

colourings.
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EXAMPLE 2:20

S y m p h o n y  No.2. I I .  28:9-29:2

\ h A - \  ■ '’4 j-w
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y p  i -------------
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f+ D .B .J

The quaver m o \  em ent creates a link between 28:10 and 29:1 in spite o f  the change in 

dynam ics.  This link helps the m usic to convey a larger sense o f  flow, by m aintain ing 

rhy thm ic shape across a change in texture. Brian is careful to maintain this type o f  

continu ity  as the diverse textures o f  this elaborate m ovem ent unfold. The continuity  o f  

B r ian 's  thought as revealed in his short score will also be discussed in relation to the 

first m o \ 'em ent o f  the Sym phony  N o .3, where a big break in texture betw een  10:6 and 

7 (see exam ple  3:10) rev'eals a strong continuity w hen  studied in that format. The latter 

instance shows Brian deliberately  creating  discontinuity in the orchestral layout o f  the 

m usic , despite the clear continuit) ' o f  thought re\'ealed by the texture o f  the short score.

The cu lm ination o f  the second deve lopm ent —  at 29:5, leads to a very different 

gesture, illustrated below as exam ple  2:21. The martial rhythms played by the stopped 

horns at 29:6 and 7 introduce a strong element o f  contrast which broadens the 

expressive  scope o f  the m ovem en t as well as hinting at the funeral m arch  to com e in 

the fmale. The break in continuity  is m ore complete in this instance. Saxby describes
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example 2:21 as being iik e  the sudden appearance and disappearance o f a spectre'."^"*

EXAMPLE 2:21

Symphony No.2, I I ,  29:6-7

The static nature o f the material in these bars contrasts with the freely expanding 

nature o f the preceding music, a contrast that the composer exploits at several points 

throughout the movement. The nature o f this expansion can be seen in the examples 

which follow. Example 2:22. from the third ‘development' referred to in the above 

table, shows m otif 'c ‘ appearing in a dialogue betw'een top and bottom o f the texture in 

successive bars:

EXAMPLE 2:22

Symphony No.2. I I .  30:3-4

( i lm  SJ

[vim  SJ
n'las? _

[ f  >! j, Cbn. 7l>7ip. Cellos. D EJ

The next extract is from the beginning o f the Toco piu animato' section which follows 

the culmination o f this third developmental section. The change o f tempo complements

Ib id .  182.
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the change in texture and gesture at this pomt. which is why it is described in the table 

above as ‘development 4". Although 'x '  is the basis for the exchange between chords 

and bass-line, the resultant passage takes the music in a new direction, avvay from the 

predominantly lyrical textures o f  the earlier part o f  the movement.

EXAMPLE 2:23

Symphony N o.2, I I .  31 ;5-6

[t'ln s , r 'ia s j

In contrast to this, an example of the blurring of distinctions, or perhaps the blending 

o f  opposites, is illustrated in example 2:24. wherein the stopped horns characteristic o f  

example 2:21 are present in more elaborate textural surroundings as part o f  the third 

’dex'elopment' section noted in table 2:11. It is also noteworthy that both examples 

2:20 and 2:22 share an emphasis on the second beat that has been mentioned in 

connection with 'c '  above: in the follow ing extract this is emphasised by the bass 

drum,

EXAMPLE 2:24

Symphony N o.2, I I ,  30:5-6

^  rffn/ CffH AniM U

The use o f  sequence — whether exact or approximate —  is a characteristic Brian trait. 

His use o f  sequential repetition is varied, depending on context. Often the repetition o f
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an idea creates tension, but B r ian 's  use o f  this device is not limited to bars which raise 

the level o f  tension  in the music. E xam ple  2;20 above shows the use o f  sequence in a 

passage w hich  lowers the intensity  after the climax o f  the first developm ent, E xam ple  

2:25 shows a different use o f  the sequential idea. This illustrates tw o climactic bars in 

the m idst o f  the third developm enta l  section. The orchestration adds  to the climactic 

effect with the use o f  timpani p lay ing  a three-part chord at the beginning  o f  both  bars,

EXAMPLE 2:25

S \m p h o n y  N o ,2. II. 31:1-2

The bars quoted above prefigure the climactic gesture at fig, 3 1 :5 —  where the t im pani 

significantly return —  in a m anner analogous to the crest o f  one big wave anticipating 

a bigger wave to follow. The ebb and flow- o f  this music is. indeed, wave-like, and the 

sense o f  a rhapsodic onward jo u rn ey  is stronger than that o f  a tightly  controlled 

argum ent betw een contrasting m otives. In typical Brian fashion, the music of  this 

section o f  the m ovem ent halts expectantly . The change o f  direction  represented —  

apparentK —  by the start o f  the next section at 32:6 is representative o f  a discontinuity  

which anticipates the later Brian symphonies, although beneath the changing surface at 

this point there are continuing concerns  which provide a sense o f  d irection and 

m om entum  as the m ovem ent progresses. These will be d iscussed in the conclusion to 

the com m entary  on this m ovem ent.

Section 2: Fig 32:6 to 36:2

This section o f  the m ovem ent shares certain characteristics w ith the opening span, in 

that there is a recurring rhythmic idea ( s e e ’d ' in exam ple  2:18) w h ich  lends a sense o f  

unity to the varied textures o f  the music, as well as the use o f  quasi-sequential 

repetition at times. The broad outline o f  a span which concentrates on textural variety .



allied with a motix ic idea presented ir. several d ifferent contexts, holds true for both 

sections. T here is also the com m on  use o f  con tras ting  gestures, a lthough in the present 

section this contrast appears in a more extended form  than was the case in the first 

section o f  the m ovem ent.  M alco lm  M acD onald  d iscerns ‘a suggestion o f  ternary  fo rm ' 

in the use o f  m o t i f ‘d ' .  but the huge disparity be tw een  the textures surrounding  it at the 

beginning  and close o f  this section tends to coun terac t  the sense o f  return im plied  in 

such a formal principle.' '^ ' There are also re ferences  t o ' d '  in both  the ’l ink’ and 

'co n tra s t '  sections, although their function is different, as the labels imply. I f  there is a 

central contrast in the ternary layout suggested by  M acD onald , it is in relation to 

function rather than motif. The following table details  the subdi\ 'isions within this 

section o f  the m ovem ent:

Table 2:12: Subdivisions o f section 2

Place in score D escription

32:6 to 33:3 Statem ent 1

33:4 to 33:8 Sta tem ent 2

33:9 to 34:2 Sta tem ent 3

34:3 to 34:7 Link

34:8 to 35:6 Contrast

35:7 to 36:2 Statem ent 4

If  one considers that statements 2. 3 and 4 above vary  great!}' from  statem ent 1 —  as 

well as from each o t h e r —  a link with variation fo rm  can be perceived. This is a 

characteristic shared  with the opening span. T he division o f  the music into textural 

b locks also tends tow’ards this interpretation, but the sense o f  fantasy here is very 

d ifferent from the effect found in the slow m o v em en t  o f  the Violin C oncerto , where 

the relationship o f  the variations to the opening them e is much closer overall. This will 

be d iscussed in the chapter on that work.

(a) Statem ent material

The beginning o f  s tatement 1 has already been quo ted  as exam ple  2:18. Each 

's ta tem en t '  features a distinctive orchestral texture. After the expectan t pause at the 

end o f  the first span o f  the m ovem ent, there is a com plete  change o f  orchestration  for

M acDonald. The Sym phonies, vol. 1. 64.
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's ta tem ent'! .  The quasi-sequential end o f ’statement' 1 —  commented on below and 

illustrated as example 2:29 —  is scored for strings. The onset of ‘statement’ 2 in 

contrast sees the addition o f  woodwind, horns and harps. In a similar manner, there are 

changes of orchestration for the beginning o f  each o f  the next two ‘statements’ —  a 

reduction for the third and an increase for the fourth —  that emphasise the importance 

o f  texture in terms o f  these sectional di\'isions. In fact, each sectional subdivision 

noted in the above table is marked by a change in orchestration, culminating in the rich 

textures o f 's ta tem en t 4 ', colourfully described by Malcolm MacDonald. Figure ‘d ‘ 

returns, in his words 'on  clarinets against a glittering background o f  celesta chords, 

harp glissandi, and a 4-part susurration from flutter-tongue flu tes '."’*’ The short score 

o f  this passage is illustrated below.

EX AMPLE 2:26

Symphony No.2. II .  35:7-8

S ^tu a  TeM̂ rttmatSK

PP

PP

i

(b) Contrast and link

The 'contrast' between these statements is provided b>'jagged gestures on heavy brass 

with tremolo strings. The abrupt change of tone is reminiscent o f  the ‘stopped horns’ 

passage referred to in table 2:11, in the opening span o f  the movement, illustrated as 

example 2:21. This represents a typical instance o f  Brian forging a relationship 

betw'een ideas which do not share moti\'ic or rhythmic material, but function in 

comparable w'ays in their different contexts. As MacDonald sa)’s. ‘Brian is able to use 

similar themes to suggest relationships without exact p a r a l l e l s ' . T h e  common

6 4 ,

Ihid. 6 4 .
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function is com plem ented  by  a similarity  o f  type: both passages are harder edged  than 

the surrounding music and have a com parab le  d isruptive effect. The ’co n tra s t’ is 

illustrated in the following exam ple:

EXAMPLE 2:27

S\ m phony  N o .2. II, 34:8-10

Ji Jt
fHris. Plni, riaxi

I'StiS, Cin, Cisiijs, D,SJ

The third bar o f  the above exam ple  incorporates ' d ‘ from the ’s ta tem ent ' sections o f  

this part o f  the m ovem ent (as seen in exam ple  2:18). This forges a subtle link betw een 

tw o strongly contrasting b locks o f  material. It w ould  be stretching the point unduly . 

howe\'er. to suggest that, because  o f  this connection , the present passage could  be 

regarded as another ’sta tem ent'.  M o reo \e r .  the ’s tatem ent' passages all begin w ith  ‘d ',  

w h ich  is not the case here. T he  allusion is typical o f  the flexible attitude to his material 

in this m oxem ent on B rian 's  part.

The ’link" w hich  bridges the gap betw een ’s ta tem ent 3' and the ’contrast ' d iscussed  

above begins with a two-bar sequential idea scored  for strings. T he  second bar repeats 

the material o f  the first transposed up a perfect fourth. As can be seen in the following 

example, ’d' is once again featured — this tim e as an inner part —  on cellos.
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EXAMPLE 2:28

S> mphony N o.2. I I .  34;3-4

[ D . B . J

It is because o f  this use o f ' d '  as an accompanying figure, rather than a melodic line at 

the top o f  the texture, that the present passage is not called a ’statement'. The reference 

t o ' d '  is analogous to the connection cited above in example 2:27. In each case Brian 

has created a motivic link between sections o f  contrasting character rather than using 

completely different material. The use of sequence in the above extract also 

distinguishes this section from those labelled as ‘statements'. The latter are largely free 

of sequential material.

There is, however, a partial use o f  sequence in the 's tatement 1' section. This section 

consists o f  three initial bars, scored mainly for wind, followed by four in which the 

strings predominate. A solo horn bridges the gap between the wind and string sections. 

.\s  can be seen in the following example, the sequence —  which starts with the second 

of the four bars scored for the string section —  is not completed; segment ' e ’ is only 

partly restated at a transposed level before ‘statement 2 ‘ begins. Two bars o f  6/4 are 

followed by a 9,/4 bar, by w'hich means Brian effectively cuts out the last three 

crotchets o f  the second 6/4 bar. The arrival o f ‘statement 2 ' coincides with the return 

of the 6/4 time signature, marking the three bars quoted as transitional.
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EXAM PLE 2:29

Symphony No.2. II, 33:1-3 (P ‘ violins)

qffetucKso e

r r T r r ^ r
e ’

f----- ^
----------- 1

* ^  if f ^ f  r r
O ucm rttf

'Statement 4' leads without a pause into the next section of the movement. In contrast 

to the end o f section one, there is no expectant pause here. Continuit) is maintained . 

There is a change o f orchestration, and'd ' is no longer present, but the tone is 

consistent from the end o f ‘statement 4'. To some degree, the latter serves as a 

transition from the stark textures o f the preceding ‘contrast' section, to the richly 

accompanied horn solo which begins the third stage o f the movement. The fact that the 

structural divide implied in the present sectional discussion o f the music o f this 

movement is not readih' audible, in terms of a break in continuity or a clear change o f 

direction or emphasis, serves to re-enforce the smoothness o f the transition achieved. 

This latter trait is more notable for its deliberate absence than its subtle presence in the 

bulk of the music o f Brian, particularly in the later w'orks, where discontinuity is more 

consistently a feature than an unintenaipted flow o f musical ideas.

Section 3: Fig 36:3 to 42:6 

(a) The main melody

The focus in this final, climactic section o f the movement is on a melodic idea which is 

heard on three separate occasions. The first two appearances are scored for the same 

forces, but the second subdivides instrumental families in an even richer manner than 

the first. This second appearance forms the textural climax o f the entire movement, and 

the orchestral sonority at this point is memorably described by MacDonald as 

surrounding the melody line with ‘a blizzard o f glittering scales on flutes, oboes, harps.
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violins and violas, changing  soon to flutter-longuing w oodw ind , trem olo \ iolas and 

ha ip  glissandi".'®* These first two appearances are fo llow ed by a greatly reduced  

tex ture  for the third statement, after which the textures thin  out further before the  final 

cadence  into E m ajor w hich  brings the m ovem en t to its close.

rh e  three statements are not identical, but they share a melodic outline that can be seen 

in the following examples, m arked as ' f .  This  co m m o n  shape marks each o f  the three 

appearances  out clearly from  the surrounding m usic, and their effect is to give this 

final span o f  the m ovem ent a clearer structural outline than the m ore  allusive 

rela tionships o f  material in the earlier sections. T he three exam ples are taken  from  the 

short score, and while m ak ing  the relationship betw een the three s ta tem ents clear, 

provide no real hint o f  the extraordinary w elter o f  orchestral activity in the full score in 

the first two cases.

EXAM PLE 2:30(a)

Sym phony  N o .2, II ,  38:6-7

['Dk-s, CAr.
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EXAMPLE 2:30(b)

S\mphony No.2. II. 40:5-6

[B.ns. i .  Celiavj

PadMMtf  mais semptv mes6>

[fins. T ti.n i JJ,j

[Hns, D .B ./

EX.AMPLE 2:30(c)

Symphony No.2. II. 41:8-9

[F b , C ts , l-lns, VTtuJ

^  mp f.

[H n ,  C e ila r ]

Table 2:13 below details how these melodic statements are framed, and provides an 

overview of this last span o f the mo\'ement:



Table 2:13: Subdivisions of section 3

Place in Score D escription

36:3 to 37:1 Horn Melody

37:2 to 37:10 Canon and build-up (example 2:36)

38:1 and 38:2 Contrast (example 2:35)

38:3 to 38:5 Transition (example 2:32)

38:6 to 38:10 Melody 1 (example 2:30(a))

39:1 to 40:4 Interlude

40:5 to 41 :5 Melody 2 (example 2:30(b))

41:6 and 41:7 Link

41:8 to 42:1 Melody 3 (example 2:30(c))

42:2 to 42:6 Coda

(b) Motivic ideas related to the main m elody

The pervasive influence of the shape illustrated in the examples abo\ e in the present 

section is evidenced by the many references to the rhythm of its opening bar dotted 

throughout this span of music. Before the melody makes its first appearance at 38:6, 

the bars which follow the opening horn solo o f  this section make use o f  the 

minim/crotchet rhythmic figure o f  the first bar o f  the melody (a minim followed by a 

crotchet), as well as sharing a similar profile in terms of inter\ als. The higher o f  the 

two first violin parts from these bars is shown in the following example:

E X A M P L E  2:31

Symphony N o .2, I I ,  36:8-37:1 (1^' violins)

affret e con pa.ssione

This anticipation of the rhythmic shape o f  example 2:30(a) may be said to contribute 

towards the sense o f  arrival felt when the latter is heard for the first time, a sense added 

to by the flamboyance o f  the orchestration at that point. There is a further use o f  the 

minim'crotchet rhythm — in the bars immediately preceding the arrival o f  example



2;30(a) —  in fig, 38: 3 and 4. a lthough there is a d iffe ren t profile as far as intervals are 

concerned. C om ing  as they do after the 'con tras t '  at fig. 38:1 and 2, these bars effect a 

transition from  the harder texture o f  those bars to the florid presentation o f  melody 

s tatem ent 1.

E X A M P L E  2:32

Sym phony  N o .2. II. 38:3-4 (flute)

In the substantial passage betw een the first and second m elody  statements. Brian uses 

the m in im /crotchet rhythm  once again, this time as the basis for a th ree -bar antiphonal 

exchange betw een top and bottom o f  the orchestral texture. These bars are  also 

notew orthy for their sequential nature, as well as the fact that the harder brass sound —  

from the "contrast" section —  is an im portant e lem ent o f  the orchestral tex ture at this 

point. It show s the com poser draw ing together different strands o f  the musical 

language used  throughout this m ovem ent as it approaches  its peroration. The 

cum ulative pow er o f  this repeated gesture is dispelled by a return to th inner textures in 

the bars before the majestic appearance o f  exam ple 2:30(b) at fig. 40:4. T he repeated  

gesture is show n in the following exam ple from the short score:



EXAM PLE 2:33

Symphony N o ,2. II. 39:7-9
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Alter the l luny  of semiqua\ er patterns that characterise the second melody statement 

(see the quote from MacDonald above), there is a further use o f  sequence —  this time 

more approximate —  in the bass, as the climax moves towards the coda o f  the 

movement. A s  can be seen, shape ' f  is an important element here. The sound o f  the 

bars. howe\ er. duu to the scoring, is closer to the antiphonal exchange just quoted. 

They are scored with prominent parts for trombones and tubas. This comparability o f  

texture and gesture is quite clearly a major tactic o f  Brian’s, given the frequency o f  its 

use throughout this movement. The sense is thus created that these gestures belong 

together, and the result is a unifying thread, difficult to define in precise terms, but 

clearly audible as a characteristic element in the sound world o f  the movement. 

Example 2:34 shows the trombone and tuba parts o f  the bars just discussed.



E X A M P L E  2:34

S\ m phony  N o .2. 11, 41:3-4  (bottom  line o f  ss)

(c) C ontrasts and Links

A lthough the formal layout o f  this third section is different from that o f  the two 

sections d iscussed above. Brian does display a consis tency  in his use o f  certain  types 

o f  material. The 'con tras t '  section, for example, repeats a tactic from earlier in the 

moN'ement o f  breaking the f low  o f  lyrical ideas by a harder edged gesture. As in the 

earlier exam ples, the gesture is repeated, and features the brass section prom inently .

E X A M P L E  2:35

Sym phony  N o .2, II. 38; 1-2

Tempo
jTpt,] * [+Stnnss]

CpjjIss, D.B.]

fhe  fluency o f  forward m o v em en t found in the melodic sections is contrasted  with the 

static nature o f  the above gesture. The excerpt above includes a reference to the 

opening  intervals o f  the co r  anglais melody that began  the m ovem en t (see exam ple  

2:17 above) —  bracketed as " c ' ’’ —  but the contex t is utterly different. T h is  difference 

undermines any sense that the use o f  these intervals is an attempt to suggest unit)' 

across the entire m ovem ent,  but the use o f  the open ing  shape here represents  an 

im pressive feat o f  motivic transformation, if  an isolated one. The ’canon and  bu ild -up ' 

section from table 2:13 furnishes another exam ple o f  this type o f  static passage. The 

canon is betw een  two oboes and  cors anglais, and the four flutes fo llow ine. This  is
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illustrated below

EX AM PLE 2:36

S y m phony  N o .2. II .  37:2 and 3 

[Up, Cii]

pocQ crsjcm do

PP

fT

M

Vi'hat ties this otherwise isolated gesture in w ith the rest o f  the su rround ing  music is 

the richness o f  the accom panying  textures, with rapid note patterns in divided strings. 

These patterns are not found in the short score, as the exam ple above illustrates. Brian 

thus can be seen to treat the orchestration as a structural task, adding in e lem ents o f  

texture to suggest links with other passages  in the music as he transfers the material 

from  short to full score.

I anon  is often used as part o f  an ongoing  contrapuntal argument in m uch  o f  B rian 's  

niusic. in particular in the later sym phonies ,  but here the static nature o f  the 

accom panim ent accentuates the circular m otion o f  the canon. The regularity  o f  the 

repetition —  at a distance o f  three cro tchets  —  contrasts with the fluidity o f  much o f  

the surrounding music. This sense o f  m ark ing  time, amidst a proliferation o f  richly 

lyrical textures, betrays a link, in terms o f  function, with the ‘contrasts ' in the earlier 

sections o f  the m o\ ement referred to ab o \  e. hi short, the succession o f  rich textures 

that dominate the aural landscape o f  this m ovem ent is temporarily  halted. A  further use



o f  static gestures is found close  to the end o f  the m ovem ent,  before the third melodic 

statement. The dotted rhythm s on flutes, and the repeated harp  arpeggio o f  C sharp 

m ajor are coun tered  by two rising figures, on  solo oboe and clarinet, which are 

followed by the third melodic statem ent in the nex t bar. These can be seen in the 

m iddle stave and the upperm ost  part in the top s tave in the short score o f  these  two 

bars, as show n in the next exam ple .  The quaver  figure in the bass provides a link to 

exam ple 2:30 (c), which fo llow s on directK from  the present extract,

EXAMPLE 2:37

Sym phony N o .2, II, 4 1 :6-7

[CAsJ -

j - i
/•Fir;

^ 9  Phi ivn*’

IVP
[CLrJ

T he Coda

.After the third statement o f  the m ain  m elod\' o f  the final section, there is a reduction in 

orchestral texture and dynam ics , as the solo cor anglais re-appears. The A n d an te  

Sostenuto had begun w ith an unaccom panied  solo on the sam e distinctive toned 

instrument (see example 2:17). This return o f  the opening instrumental co lour close to 

the end suggests a parallel to the first m ovem ent in term s o f  the use o f  a f ram ing  sound 

world. The process  o f  reduction in orchestral forces also parallels a similar path 

followed at the end o f  the first m ovem ent, a l though  here there is m ore a sense o f  

ebbing away than the sense o f  disintegration per\ ading the final bars o f  the opening 

movement.

After the cor anglais solo, the second m ovem ent ends with a cadence  which 

M acDonald describes as ’a kind o f  harmonic s h i v e r ' , T h e  tentative nature o f  this 

final resolution onto a chord o f  E major is beautifu lly  achie\ ed. but stands som ew hat



apart from the preceding music. Although this cadential ending has the effect of an 

afterthought there is no evidence in the short score to suggest that Brian added it in at a 

later date, as was the case with the endings to the finales o f  both No.2 and N o.3 

(discussed belov.). In a succinct manner, the two bars quoted below encapsulate a 

blend o f  tonal and more chromatic elements found not just throughout the present 

m o\em ent, but the entire work. The formality is curiously affecting, given the 

rhapsodic nature of much that has gone before it.

EXAMPLE 2:38

Symphony N o.2, I I ,  42:5 and 6

Conclus ion

The overall trajector) of this lengthy movement, from solo cor anglais to a richly 

te.xtured orchestral highpoint. is outlined by two contrasting melodies (e.xamples 2:17 

and 2:19 above), and the sheer variety o f  textures in between these poles presents the 

listener with a potentially bewildering diversit\ of  material. Beyond a consistency o f  

tempo and time signature, Brian 's periodic changes o f  rhythmic and motivic focus can 

create the impression that the movement meanders rather than having a strong sense o f  

direction. In the absence o f  a single, dominant melody, the relationships between the 

many gestures and the many textures become more important in assessing the success 

of the movement. Brian's consistenc>- in these areas —  discussed above —  can be seen 

as contributing towards the coherence and clarity o f  the movement, so that there are 

unifying elements within the undoubted diversity o f  the music.

The rhapsodic character o f  the present movement is perhaps the fullest exploration o f  

this type o f  symphonic discourse found in Brian's work after the second part o f  the
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Gothic.  The blend o f  the 'rhapsod ic  and architectura l ' aspects o f  sym phonic  writing 

referred to by Sam uel Langford —  see chapter 3 above —  is problem atic .

All the references to the opening  rhythm  o f  exam ple  2:17 in the third span, as well as 

the three appearances  o f  the m ain m elody o f  the section itself, lend a m ore  im mediate 

sense  o f  cohesion to this concluding  part o f  the m ovem ent.  There is certainly a sense 

o f  the musical argum ent com ing  into clearer focus in the latter s tages o f  the Andante 

sostenuto , a lthough the rhapsodic nature is not by any  m eans abandoned . In the slow 

m o \ ’em ent o f  his next sym phon\ . B rian uses a similarl}' p rom inent m elod) to provide 

focus. H ow ever the m elody  appears throughout that m ovem ent —  at the beginning, 

m idd le  and end respectively —  and as a consequence  gives the m usical argum ent a 

clearer, m ore  singular  trajectory. The balance betw een  invention and form — or 

be tw een  rhapsody and  architecture —  is m ore satisfactory in the later m ovem ent.  This 

will be d iscussed in due course, but a com parison  with the present m ovem en t shows a 

s im ilar inventiveness —  as here, the textural richness is rem arkable  —  but w ithin a 

less discursive argument.

Bearing  in mind the admiration Brian felt for the music o f  F rederick  D elius —  see 

chap te r  5 below for a com parison  o f  the slow m ovem ent o f  the V iolin  Concerto (1 9 3 4 -  

35) with D e liu s 's  B rigg  Fair  —  the rhapsodic nature o f  the present m ovem en t can be 

re lated to the th inking o f  the older composer. Brian wrote his m ost substantial single 

artic le for M usical O pinion  on Delius and adm itted  near its conc lusion  that its nature 

w as 'm ore  enthusiastic  than c r i t ic a l ' ." "  The adm iration he felt for his older 

con tem porary  is evident in the m any descriptive passages on w orks o f  Delius 

contained  in the article. They highlight the qualities that he appreciated  in the 

distinctive music o f  his older contemporary. As an exam ple o f  this, he remarks on the 

fuss  of Life (1904-05 ):

The music is the thing, and it must stand or fall on its m erits  as a
continuous series o f  soliloquies. It is a chain o f  wonderful t h o u g h t s . " '

W ith  regard to the formal sense in the music, his appreciation w as no less keen.

Ha ver ga l  Br ian,  ' T h e  Ar t  o f  Fr eder i ck  D e l i us ' s  in H a v erg a t B ria n  on  M usic, vol .  I, ed,  M a l co l m  
M a c D o n a l d  ( T o c c a t a  Press .  1986).  100-131.

Ib id ..  129,



his sense o f  design  is so exquisitely balanced  that the elision o f  one b ar  
w ould  wreck the whole. In this way his art resem bles a highly polished  
art o f  im provisation  —  with this difference, that what appears as 
im provisation in the art o f  Delius is the ou tcom e o f  long b ro o d in g .""

It is possib le  to see in the m ovem ent under d iscussion a s imilar chain o f  though ts  amid 

a loose-lim bed structure that  creates a rhapsodic feel that can be characterised as 

improvisatory . The formal cohesion praised by Brian in his above remarks m ak e  the 

fo llow ing com m ent o f  Delius h im self  in relation to form o f  interest, especially  in the 

context o f  the present m ovem ent.

O ne can 't  define form in so many words, but i f  I was asked. I should 
say it was nothing more than imparting spiritual unity to one 's  
thought. ' '■

Deryck  C ooke, in the article from which the above quote is taken, defines ‘rh a p so d y ’

—  in relation to the m usic o f  Delius, but applicable to the present m ovem ent b y  Brian

—  as ’that m iraculous freedom .. .  from all the clanking m achinery  o f  traditional formal 

m ethods '." '*  It has been  noted above hov\ the first m ovem ent undercuts a sonata  design 

layout with inner details m ore related to a process o f  textural accum ulation . In the 

second m ovem ent the explora tion  o f  texture is parallel to that o f  the opening 

m ovem en t,  but the outer shell o f  a more traditional formal pattern is absent. It is 

debatable  i f  the overall cohesion o f  the m o\ em ent is enhanced  by its prevalent 

rhapsodic m anner, or i f  the lack o f  an over-reaching single structural span resu lts  in a 

loose sense o f  progression. The orchestral invention in the m o\ em ent is superb ly  

sustained for its considerable  duration. As M acD onald  notes "The variety and 

brilliance o f  the scoring, by turns stark, subdued, shim m ering  and incandescent, is 

as ton ish ing '. '

The present m ovem en t is written in a harmonic language that can best be d esc ribed  as 

enhanced  triadic, but w ithout any sense o f  an overriding key-centre. The e x p re ss i \  e 

but non-triadic nature o f  the opening cor anglais solo is thus an appropriate s tarting  

point for the expansive  harm onic language o f  the m ovem ent.  T he contrast o f

" - I b id . .  103-4.
Quoted in Deryck Cooke,  Delius a n d  Fornr A ^'indication, in Vindicat ions:  Essays on Romant i c  

Music (Faber  and Faber. 1982). 123-42.
Ih id .  128.
MacDonald,  The Symphonies,  vol . l .  63,

119



harmonically static passages with more mobile episodes with a sense o f  harmonic 

movement neatly avoids the monotony that could result from undifferentiated 

harmonic freedom. The fmal cadence, in this context, does not sound like a return to a 

home key. but is rather a point o f  harmonic repose and consonance at the end o f  a long, 

eventful journey. The unadorned triad which brings the movement to a close —just! —  

is no more than a local harmonic goal. Any stronger sense o f  finality is avoided, and it 

is rather a question o f  the music coming to a temporar\ halt —  before the onset o f  the 

'Battle ' scherzo — on a sonorit\ which is a consonant resting point for the elaborate 

harmonic language o f  the movement.

It is interesting to note that Brian, in his later symphonies (as well as in the Gothic as 

mentioned above), advocated only a short pause between indix idual movements, so as 

to maintain the continuity o f  thought so characteristic o f  his w'ork. The gap betw'een 

movements is really nothing more than a pause for breath, and this is the case with 

regard to the Andante and Scherzo in the present work. The pro\ isional nature o f  the E 

major cadence just discussed functions effectively in this manner within the larger 

context o f  the entire sy m p h o n \ .

Allegro Assai

Overview

In stark contra.st to the complexities o f  the second movement, with its freely inventive 

sense o f  rhapsody, and man> -sided musical discourse, the succeeding Allegro assai is 

extraordinarily single- minded in its approach, and far more direct in its effect. It is 

known as the ’Battle' Scherzo, although it is worth noting that Brian does not identify 

it as a scherzo in either the short or full scores, simply identifying it by number —  ‘3 ’ 

in the short score. TIT in the full score —  and the initial tempo mark. Until the climax 

the movement is entireh sustained at that opening tempo —  .Allegro asai —  which 

adds to the mechanical feel o f  the music. There are none of the slight adjustments of 

speed requested in Brian's tempo directions for the slow movement. The basic material 

of the third movement is also noteworthy for the absence o f  any lyricism, in sharp 

contrast to the predominantly lyrical character of the preceding one. If the present 

movement can be considered as a scherzo —  and its placing as the third o f  four
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movements within a symphony as well as its general character would support this view 

—  it is a scherzo without a contrasting trio section. This lack of contrast enhances the 

direct effect o f  the music. From the outset there is a sense o f  momentum that is 

enhanced by the consistent tempo. There are two main culminations o f  this relentless 

build-up of tension —  at 55:2 and 63:5 — and once the second, most powerful 

culmination o f  the build-up has been reached, the music recedes into the distance 

before the onset o f  the funereal final movement.

The layout o f  the music is hugely dependent on two elements, which will be 

considered in detail below. The first o f  these relates to texture, namely the use o f  the 

four groups o f  four horns required by the m ovem ent in addition to the already 

substantial orchestral forces required for the symphony. On the front page o f  the full 

score. Brian describes these four groups as 'ad lib'. However, a look at the short score 

reveals that he went to considerable pains to deploy the extra instruments as effectively 

as possible, so that their use —  and inclusion —  is anything but haphazard (or 

optional). He num bers each group of horns as it m akes an appearance in the music o f  

the short score, and reserves the full use of all sixteen for the two climaxes mentioned 

above. The contrasting use o f  "open’ and 'c losed ' sonorities for alternating groups, as 

well as the placing o f  the final horn solo 'in the distance' imply a spatial dimension to 

the music. The contrast in material given to the groups is enhanced if  they are spatially 

separated in the performance space.

The Four Horn Groups

One could make an extended study o f  virtuoso writing for the French horn from 

Brian 's  deployment o f  his sixteen soloists on this instrument in this 'Battle ' Scherzo. 

Gi\'en that there are four groups o f  four horns deployed here, and noting their spatially 

separated treatment in the music, the analogy w ith the four corners o f  the earth —  or 

the four points o f  the compass —  is irresistible. All four groups o f  horns are heard 

together at two points in the movement, as noted above. In each case their 

simultaneous appearance represents the culmination o f  a textural build-up, whereas in 

the rest o f the m ovem ent they are used selectively to highlight contrasts in motive and 

colour. The use o f  the four groups is detailed in the following two tables, each o f  

w'hich documents in turn how Brian plans the use o f  his sixteen concertante horns in



the  a p p ro a c h  to  the  tw o  c l im a x e s .

Table 2:14(a) First build-up: Horn groups

P l a c e  in S core H o r n  G r o u p ( s )

45:2 1

49;7 2

50:5

2

51 :1 0 4

52 :1 0 1

53:8 9

54:7 1

2

4

Table 2:14(b) Second build-up: Horn groups

P l a c e  in Sco re H o r n  G r o u p ( s )

55:3 1

55:9 2 (I and  III)

3 (I and 111 )

4 (1 and  111)

57:1 2

3 ( l a n d  111)

57:9 1

j

61:2 1

2

nJ

4

65:8 1 (I)

The tw o  tab le s  clearly  rev ea l  h o w  central a part  tex tu re  p la y s  in the  sh a p in g  o f  th is  

a s to n ish in g  m o v e m e n t ,  in a m a n n e r  that is m o re  stark a n d  s in g le -m in d e d  th a n  e i th e r  o f



the first two movements o f  the s> mphon> . All things mo\ e towards the two textural 

climaxes, and after the second o f  them, the mo\ ement recedes into the distance in a 

manner which is ev en more pictorial and e\ ocati\ e than the reduction in forces at the 

conclusion o f  both preceding movements. At this point in the short score, the composer 

has directed that the fmal horn solo be ’in the distance'. In the full score, he expands 

on this direction in the following words: 'Far av\a\' in the distance, growing gradually 

imperceptible’’ The importance o f  the spatial dimension could hardly be clearer. The 

combination of a textural and spatial narrativ e is one o f  the most original — and 

successful —  features of this singular movement.

Gi\ en the importance o f  texture and space, it is not surprising that the thematic 

argument is based more on repetition o f  ideas —  and ostinatos —  than on development 

and transformation. The first section referred to in table 2 :14(a) above, featuring the 

first group o f  horns, presents what may be referred to as the most important thematic 

shape o f  the movement. This opening idea on the horns is also heard —  on the solo 

horn —  in the fmal section from the second table, close to the end o f  the movement, 

and thus can be said to prov ide an effective frame for the main body o f  music. In 

addition to this, it forms the basis for three other sections from the above tables, two o f  

which immediately precede the two places where all four of the horn groups are heard 

together, and the third of which begins the second part of the movement (at fig. 55;3). 

The examples below show the first appearance of this theme, and the beginning o f  the 

second part o f  the movement. v\ here the basic interv als appear in three different 

rhythmic contexts, one of which is also at a different pitch level:

E.XAMPLE 2:39(a)

Symphony No.2. I I I .  45:2-6

4 Solo Hums in dkt&nce



EXAMPLE 2:39(b)

Symphony N o .2. H I .  55: 2-5

[HnsJ

M. r- - -

<9-=-------------------------------

s___.

> ^  f f

_ ^  «/■

■ J U — ^ - 1 —

1 j.

These examples show how the open inten als characteristic o f  natural or valveless horn 

writing permeate the material g i\en  to these instruments to a major extent. The 

association with hunting calls is also pervasive, and combined with the use o f  acoustic 

space, lends a visceral edge to the onward rush toward the climaxes. The octave span 

encompassed by the shape bracketed as "g" in both examples is filled out by perfect 

fourths and major seconds, which results in a pentatonic outline. The resultant 

intervallic shape is not dissimilar to the opening horn call oi' Das Lied von Der Erde 

( 1907-08). M ahler 's  late masterpiece. In the latter context, the pentatonic idea is used 

to suggest an oriental colour inspired by the Chinese texts being set (albeit in Hans 

Bethge's German translations). The Brian work, in contrast, uses the pentatonic shape 

k> lend an elemental, impersonal edge to the horn fanfares that permeate the 

movement. Indeed. Brian dehumanises his musical language to an almost total degree 

as his 'Battle ' unfolds, and it is onl> in the distant final solo for horn that a human — or 

individual —  voice can be discerned.

.As can be seen from the above tables. Brian uses the four groups o f  horns as 

contrasting sound blocks in the initial stages o f  each half o f  the movement before 

summoning their collecti\ e power at the two climaxes. After the first passage for the 

first group, for example —  illustrated above as example 2:39(a) —  the second group 

enters v, ith contrasting material which is marked 'Echo-closed' in the full score. This 

contrasts with the implied —  although unspecified in the score —  'open ' sound o f  the 

first group. This contrast between the groups suggests a distance which would be 

enhanced in performance by placing the second group at a physical remove from the



first. This opening exchange o f  sonorities is followed by one in which the third group, 

playing "open", are in their turn contrasted with the second group, which re-enter four 

bars later playing 'closed'. As the textures accumulate, the music —  or the horns —  

appears to arri\ e at the climax from se\ eral directions at once. No military expertise is 

required to see how superbly apposite is the use o f  this musical metaphor by Brian to 

represent the fields of battle experienced by Gotz, the epom  mous hero o f  the early 

play b>' Goethe identified by Brian as an important inspiration for the symphony.

Ostinato

The prevalent use o f  ostinatos is the second distinctive characteristic o f  this movement. 

This is a continuation and intensification of the kind o f  textures found in the third 

movement o f  the Gothic. There is no relief from the relentless onward tread of the 

ostinatos which dominate the musical —  and metaphorical — battlefield o f  this 

scherzo. The use o f  ostinato here is all-per\ asive: indeed the mo\ ement can be viewed 

as an etude-like exercise in the application o f  this particular compositional device just 

as it can be viewed as a stuciy in horn writing. There are two types o f  ostinato used by 

Brian in this movement. The first is essentially static in nature; both rhythm and pitch 

content are constant. The second type —  referred to as 'mobile ' in tables 2 : 15(a) and 

(b) below —  features alterations in pitch content as it progresses while maintaining 

the consistent rhythmic shape implied in the term 'ostinato'

There are three rhythmic shapes used b> Brian for the ostinatos found in this 

movement, o f  which the first two are far more prevalent. The third shape is only used 

on one occasion —  in the approach to the first climax o f  the movement — and at that 

point it is combined with type B. as can be seen from table 2; 15(a). and music example 

2:41. Each type is a one-bar rh\thmic shape within the 6'8 time signature. An  example 

o f  ostinato types 'A '  and 'B ' follows.



E X A M P L E  2:40(a):  Ost inato  fype ‘A ’

Sym phony N o .2, III. 44:10 -45:1

fTi'mpj,/nor, C dias, D.B]

j j j j i j

E X A M P L E  2:40(b):  Ost inato  t>pe ‘B ’

Sym phony N o .2. IIL 49:7-8

D E . ]

^ -------- ...1 m---------------1

StC----- h
. " f

T hese two rh_\ thm ic  types underpin most o f  the m usic  o f  the m ovem ent,  and contribute 

significantly to the sense o f  relentless onw ard m om en tum . Further exam ples o f  these 

shapes —  with different pitch content —  are il lustrated in the following discussion.

T he tables which  follow sho\s how the pitch conten t becomes m ore mobile in the push 

tow ard  the two c l im axes  o f  the m ovem ent —  at fig. 55:2 and 63:5 respectively —  

although there is a difference in the approach to each  culmination. The ’m obile ' type 

o f  ostinato figure is far more important in the bu ild -up  to the second, m ain climax.

This  results in a greater sense o f  excitement as all e lem ents in the m usic are in a state 

o f  tlux as the\ press onw ards towards the clim actic point at 63:5. There is then a return 

to a static ostinato —  on harp —  as the music retreats towards the am biguous last few 

bars o f  the m ovem ent.
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Table  2:15(a) Ostinatos  to first climax

Place in Score O stinato Type

44:10 A1 Static

49:7 B1 Static

50:3 8 2 Static

51:10 B3 Static

52:8 A2 Static

53:8 B4 Static

54:7 B5 Static

Cl Mobi le

Table  2:15(b)  Ostinatos to second climax

Place in Score Ostinato T y p e

55:3 B6 Static

55:9 B7 Static

56:8 B8 Static

57:8 B9 Static

58:8 A3 Mobi le

61:2 BIO Mobi le

62:2 B 1 1 Mobi le

64:7 B12 Static

At  54;7,  the only example  in the first part o f  the m o v em en t  o f  a mobi le  ost inato is 

heard,  but against  a static version o f  rh\  thmic shape ' B '  The super imposi t ion o f  the 

two ost inatos  at this point is an important part of  the bui ld-up to the first cl imax o f  the 

movem en t .  The la\ out o f  the short score of  these bars,  as it reaches its fullest  expanse 

o f  the m o \ ’ement  —  and indeed o f  the entire syinphon> —  on eight sta\ es reflects the 

textural com plex i t} .



E X A M P L E  2:41

Svmphonv  No .2. 111. 54;7-8

/ W m .  (  i 7 / o v .  I)  / ? /
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rh e  example  abo\ e shows the first point in the movement  where  the four groups  o f  

horns pla} together.  To paral lel  this momen t  in his accompan_\ ing textures.  Brian 

presents  two ostinato pat terns,  each occup\  iiig two o f  the four  staves below.  The  top 

one (p layed by piano 1. t ro m bones  and tubas) is typical in its use o f  gapped scales,  

whereas  the bottom one (gi\-en to piano 2. bassoons  and strings) shows the filling-in o f  

octaves  found in other ideas o l ' the  movement .  It is possible to trace the tw o  os tinatos  

here back to their origins earl ier  in the mo\ 'ement .  but what makes  a far more  

immedia te  impression on the listener is the sense o f  growing exci tement  achieved by 

the accumulat ion o f  textural layers.

After  a short gap —  marked by parallel lines in the full score —  the second par t  of  the 

m o v em en t  begins  with the horns  playing example  2:39(b) ab o \e .  The degree  o f  

super imposi t ion o f  mot ives in that example signals an increase in textural complexi ty ,  

and this is ampl if ied b\ the contradictor} tonal centres implied in the ideas. Th e B 

tlat/E flat centre o f  the top tw o parts is contrasted with the bottom horn part,  which 

revolves  around C. Since each horn part uses  the same sequence o f  intervals —  

perfect  fourth-major second-perfec t  fourth fill ing out the octav e —  the over lapping o f  

modes  is readih  perceptible,  and the resultant sonoritx launches the music towards  its 

second,  main climax.

The most  significant change in the build-up to the second cl imax occurs at 58:8.  when 

ost inato A3 begins  a sequence o f  mobile pitch patterns as the music becomes 

increasingl) frenetic. The bot tom twxi slav es o f  the short score at this point are 

il lustrated belovw

EXAMPLE 2:42

Svmphony  N o .2. I I I .  58:8-10

[FIs, Ci‘2, E. [-■'j, ffcr, C-bn, f tio , Hp] 
 :

---[J--- = i —  — ------- ^  — *---- ‘-Hi-— ----J J 3 1 1 J W J bJ 1
------------------------- i i r  r ___ i - n — s-T ------------
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As par t  o f  this second bui ld-up o f  textu res  and motives.  Brian introduces,  in ost inatos  

B7 and B8. descending patterns which feature both pentatonic and vvhole-tone 

e lements .  Exam ple  2:43(a) below s h o w s  ostinato B7. which is based on a pentatonic 

scale. At 56:8.  the pattern changes  to that shown as example  2:43(b).  which is a lm os t  a 

complete  whole- tone  scale. O n h  the F natural is missing.  This is ost inato B8.

E X A M P L E  2:43(a)

Symph on y N o .2. 111. 55:9

I’Ceiioi, D . E .J

E X A M P L E  2:43(b)

S>mphon>'No.2 .  I lL 56: 8

(l4ii S D t ' lg S i

The fol lowing example  shows ost inato B9. another descending pat tern used by Brian 

(from 57:8) which combines  e lements  o f  both types o f  scale found in ost inatos B7 and 

B8. The  first three notes  form part o f  a w hole-tone scale,  whereas  the final three are 

part o f  a pentatonic formation,  These  first three notes also form a clear link with 

example  2:42(b) abo\  e. Taken as a single unit, the use o f  both G sharp and G natural 

wi thin one pattern reflects the greater harmonic  complexi t \ '  o f  this part o f  the 

movement .

E X A M P L E  2:43(0)

S\ 'mphony N o .2. I lL 57:8

Ct/!.



Texture as form

I f  one considers the  role o f  the orchestration th roughou t  the m ovem ent,  it becom es 

ev iden t  that the subd i\  isions referred to in the tab le  above are m irrored in the way that 

B rian  surrounds the four groups o f  horns with varied  blocks o f  accom pan im en t as the 

ostinatos  change. E ach  new  ostinato  is given a d iffe ren t instrumental colouring, and 

the tw o cu lm ination  points m entioned  above are echoed  in the w eighting  o f  the 

accom panying  textures. With such a large degree o f  local repetition in the m usic , the 

role o f  orchestration  in lending a sense o f  direction  and m om entum  is paramount. On 

this level, the seem ingly  extra\ agant demand for s ix teen horns is. in fact, a crucial 

e lem en t in the unfo ld ing  acoustic drama o f  the scherzo. This prim ary  concern with 

tex ture has been  com m ented  on in relation to the preceding two m ovem ents ,  and unites 

the contrasting surfaces o f  these apparently d ispara te  parts o f  the sym phony. The 

following table om its  the four groups o f  horns in the consideration o f  orchestral 

texture , since this is detailed in tables 2 :14(a) and (b) above, it also includes alm ost the 

entire  m ovem ent in its layout. The opening bars o f  the m ovem ent —  preceding the 

tu'st ostinato patern and the initial entry o f  horn group  1 —  are excluded. T ow ards the 

end  o f  the m o v em en t the climax and aftermath, p lus  the note by note unfolding o f  the 

final chord o f  the m ovem en t are omitted.

Table 2:16(a) First build-up: scoring of ostinatos

Place in S c o r c O st in a to O r c h e s t r a t io n

44:10 A1 2 Pianos. 3 T im pani,  Cellos, Basses

49:7 B1 2 Harps. Cellos ,  Basses

50:3 B2 4 Bassoons, 2 Timpani. Cellos. Basses

51:10 B3 Strings

52:8 A2 2 Pianos. 3 T im pani, Cellos. Basses

53:8 B4 2 Pianos, S trings

54:7 B4.B5,C1 3 Bassoons, C ontrabassoon. 4 T rom bones, 
2 Tubas. X ylophone

1 3 1



Table 2:16(b) Second build-up and Coda: scoring of  ostinatos

Place in Score Ostinato Orchestration

55:3 B6 2 Flutes. 2 Oboes, C or .Anglais. 2 Clarinets. Bass 

Clarinet. Timpani

55:9 B7 2 Pianos. Violas (1 '2). Cellos. Basses

56:8 B8 3 Bassoons. C ontrabassoon, 2 Pianos, V iolins (1/2), 

Violas (1 /2), Cellos Basses

57:8 B9 As above

58:8 A3 4 Flutes, 2 Oboes, C or .Anglais, 2 Clarinets, Bass 

Clarinet. 3 bassoons. Contrabassoon, 3 Trum pets, 2 

Tim pani. Organ, Strings

61:2 BIO -As abo\ e *  1 Trum pet

62:2 B 1 1 As above + 2 Pianos, X ylophone, Snare D rum

64:7 CD Harp

The entry for the final ostinato requires som e further com m ent. In the full score, the 

ostinato begins at 64:7 on the bottom  o f  two staves which are bracketed together as 

’Arpa 1 and IT. with the ' 1' opposite the treble clef, and 'IT  opposite the bass c l e f  In 

this bass c le f  part, however,  the com poser has written "a 2 ' w here  the arpeggio pattern 

begins. On the next system, the tw o bracketed staves ha\ e ’2 .Arpa' written beside 

them, and on the following system this is changed to 'A rp a '.  T aking  the context into 

consideration, which is a subdued  and lightly scored passage, all the above 

annotations, with the exception o f  the rather puzzling 'a  2 '  can  be understood to refer 

to a single harp part at this point. There is no need for the second player to double the 

one placing, as the 'a  2' would im pl> . The other possibilit) is that the com poser 

wishes the single harpist to pla) the notes o f  the arpeggios o f  the ostinato with both 

hands simultaneously, a lthough this would not enhance the delicacy characteristic o f  

the passage.

Harmonic language

fhe  m o \e m e n t  is framed b> an introduction and conclusion which each present 

gradually unfolding chords, the harmonies o f  which form the basis for m uch o f  the 

ostinato-based material o f  the music. At the beginning o f  the Scherzo, the two harps



spell out. note b\ note, a chord shown in exam ple  2:44(a). .-^gainst this chord is heard 

an ostinato pattern  on violins and \ iolas which is based on two notes. C and G. this is 

illustrated as exam ple  2:44(b). The harp chord is bu ih  up from an o pen ing  D. m oving  

dow nw ards, w hereas  the string m otives centre around C. Taken together,  the resultant 

pentatonic scale is a significant pointer to the use o f  gapped scales in m uch o f  the 

material o f  the m ain  body o f  the m o\ ement. The pentalonic scale is show n in exam ple  

2:44(c)

E X . \ M P L E  2:44(a)

S \m p h o n y  N o .2. I I I .  44:1-3

fHpsJ

E X A M P L E  2:44(b)

Sym phony N o .2. I I I .  42:8 to 43

J* ' 1 , pp

ppU u
E X A M P L E  2:44(c)  

Pentatonic scale I

The pull o f  tw o different harmonic orbits is s u b th ’ presented in this opening, with 

neither C nor D reigning supreme. This is borne out in the main body  o f  the scherzo by  

the increasing use o f  overlapping ostinato patterns based on gapped scales. The final 

chord o f  the m ovem ent unfolds in a similar m anner to the opening one. from the initial



D on oboe, but tlie basis on this occabion is the w hole -tone scale, w hich has also 

figured in some o f  the moti\ ic material heard earlier. This fmal chord, however, does 

not provide a resolution, nor does it attempt one: it is more o f  a dissolution, leaving a 

sense of incompleteness which propels the music onwards without a pause into the 

finale,

EXAMPLE 2:45

Symphony N o.2, I I I ,  67;2-8

The forty four bar theme heard from the first horn group, beginning at 44; 10. is based 

on a pentatonic scale, related but not identical to the one implied at the start o f  the 

movement. The long notes at the end of phrases present an intriguing example o f  the 

tonal ambiguit) referred to abo\e . The notes C. E. and G are prolonged at the end o f  

the initial phrases. In contrast to this the note D is featured climactically at 48:6, before 

the final phrase ends with a long C. The accompaniment to this long melody is based 

around D, as can be seen in the following e.xample taken from the short score. The 

primar\ notes, presented in oc ta \e  doublings, are D. .A and B fiat, with the oc ta \e  

filled out in each case b>' a middle note a perfect fifth abos e the lower note of the 

octave. There is a strong sense o f  D minor to the harmony, but without the sharpened 

leading note C sharp. As a consequence of this the C natural of the horn melody can be 

heard, either as part o f  a pentatonic scale on D. or as a contrasting tonal centre o f  its 

own. as at the \ er\ beginning o f  the mo\ ement.
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EXAMPLE 2:46(a)

Symphony No.2. I I I .  45:2-5

4 Hoio Honts in iUsitatcf

[P kx ,  Jfrn/ir, Ci-ik‘S, D.B.] '■

A

The use of gapped scales in the fanfare illustrated abo\ e contrasts strongly with the 

passages which use ostinato throughout the scherzo, where a more fully coloured 

harmonic idiom is used. The combination of these two t\ pes of harmonic colouring 

sets a distincti\ e tone for the music in the process.

The pentatonic scale \\ hich forms the basis for the forty four bar solo b> the first group 

o f  horns —  the beginning of which is shown abo\ e —  differs in one note from the one 

quoted above as example 2:44(c). Instead of the F. there is an E. This results in a 

different pentatonic formation, which is illustrated below as pentatonic scale 2.

EXAMPLE 2:46(b)

Pentatonic scale 2

It is also worth)' o f  comment that there is no B natural in either o f  the abo\'e mentioned 

scales. The significance of this resides in the fact that the exclusion o f  this pitch —  the 

leading note to C —  has an effect similar to that caused by the a\ oidance o f  C sharp



ment ioned above in relation to D minor. Brian susta ins  this dist inctive harmonic  

out l ine throughout  the whole mov ement.

Ost inato B2 —  see table 2 : 15(a) —  presents us wi th  an example o f  Brian deve lop ing 

the characterist ics discussed abo \  e. The horn par ts here are centred around E flat rather 

than D, and the accompanim en t  again uses fi l led-in octaves,  this t ime on four 

bassoons,  t impani ,  cellos and basses.  Taken together ,  the resultant pentatonic scale 

pr o\  es to be a t ransposit ion o f  the one found in the  forty four bar horn  melody, 

under lining the consis tent  use o f  a certain type o f  harmonic  language on Br i an ’s part  as 

a unifying device in the movement .

EXAMPLE 2:47(a)

Symphonv’ N o . 2. I II .  50; 5-6

[BfiH. CL-ii03, D .E  J

mp

EXAMPLE 2:47(b)  

Pentatonic scale 3

I. „ k ........
. ..   ----------------

T h e  climax

As the cl imax o f  the movement  approaches.  Brian uses a rhythmic shape —  heard for 

the t'lrst time much earlier in the movement  —  to h ighl ight  the increas ing sense o f  

excitement.  At the end o f  the forty four bar solo for the first group o f  horns just  

discussed,  a peak is reached, both in terms o f  regis ter  and dv namics .  signalled by the 

figure o f  two semiquavers  fol lowed bv a long note,  as illustrated in the fo l lowing 

example.
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EXAMPLE 2:48(a)

S x m p h o m  N o , 2. III .  49: 2 -6

r"Tp^ rr-̂ %

This  d i s t i nc t iv e  figure is a l so  fe a tu re d  at o ther  po i n t s  t h r o u g h o u t  the m o v e m e n t ,  and 

w h e n  it r e turns  in bo th ho rn s  a n d  t rumpe ts  at 62 :9.  Br ian  u se s  it. at first onc e ,  a nd  then  

twice  per  b ar  as the e x c i t e m e n t  moun ts .  It is a c lear  s igna l  to the l is tener tha t  a n o t h e r  

h igh  poin t  h a s  be en  r e ache d ,  a n d  m a n a g e s  to be  b o th  i m m e d i a t e  in its imp ac t ,  as well  

as be in g  a pp ropr ia te ly  p la c e d  w i t h in  the broa de r  c o n te x t  o f  the  m o \  emen t .  Its fu nc t io n  

in each  case  as i l lustrated is cun u i l a t i \  e. and Br ian  i nc rease s  the intens ity  in a th r i l l ing 

m a n n e r  at the  c l i m a x  o f  the  m o v e m e n t  by c o n d e n s i n g  it rh \  thmica l ly .  as c an  be  seen  in 

the last tw o  ba rs  o f  the  fo l l o w i n g  example .

EX AMPLE 2:48(b)

S > m p h o n \  N o , 2. I IL  62:9- 63 :4

(TpL'J

JT
A

A

I L

The  h a r m o n ic  gesture  w h i c h  c a p s  this exc i t ing  b u i ld -up  is s ta r t l ingly s im p le  and  

e f fec t i \  e. as four  l imes  a c h o r d  w h ic h  co m b in e s  B flat m i n o r  and  A Hat m a j o r  is 

fo l lowed b \  a D m in or  c h o r d  o n  the last s e m iq u a v e r  o f  each  bar.  T h e  e ffect  is ra ther  

s imi la r  to the snap  o f  an e las t ic  band.  It is as i f  in a c o n d e n s e d  m a n n e r ,  the  m u s i c ' s  

path f rom a c en t re  o f  D to the flat ke \  s in the cou rse  o f  the m o v e m e n t  is be in g  both  

su m m a r i s e d ,  a nd  cance l led  out .  The  idea o f  su d d e n ly  p u l l i ng  the m us ic  b a c k  to its 

tonal  cen t re and  s tar ting p o in t  —  but wi thout  the  gradua l  p ro ces se s  o f  m o d u l a t i o n  a n d  

tonic p repa ra t io n  —  is one  w h i c h  shall f igure p r o m in ent ly  in the h a r m o n i c  s t ruc tur e  o f  

the first m o \  e m e n t  o f  B r i a n ' s  ne x t  symphonx' .  his third.  The  p re se n t  ges ture  is s h o w n  

as e x a m p l e  2:49.



E X A M P L E  2:49

S}'mphony N o . 2. I I I .  63: 5-8

ffpr. St?tngsJ
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C o n c lu s io n

This  mo \  ement  does not conclude wi th any sense o f  resolution. Instead,  the 

harmonica l ly  neutral sound of  the whole- tone  based fmal chord is left hanging over  the 

shoi1 silence before the beginning o f  the finale. This chord can be seen in example  

2 45 abo \e .  B r ian ' s  'a ttacca '  marking cont l rms his intention that the last m o \ e m e n t  

shou ld  follov\ hard on the heels o f  the third. The fl ickering string os tinatos  from the 

\ ery beginning o f  the m o \  ement are recalled over  this ambiguous  final chord to 

emph asi se  the connect ion between opposi te ends  o f  the Scherzo,  w hich function as 

int roduct ion and coda,  respectively,  to the main act ion o f  the central span. Both 

beginning and end o f  the movement  are linked by the super imposi t ion  o f  D and C as 

poss ib le  tonal centres.  However  nei ther C nor D reigns  supreme.  The start ing point  o f  

both ihe initial and fmal chord is D. lending that pi tch a certain pr imacy,  but the string 

ost inatos .  which cut across the opening and c los ing chords,  focus on C in a way  w'hich 

undermines,  in each case, the tonal orbit  implied by the chord. One could describe the 

ef fect  of  this as bitonal.  but what is more  relevant  to the success o f  the Scherzo is the 

consistency wi th which the composer  develops  this distinctive sonori ty throughout  the 

mo'. enient,  as detailed.

There  is a readily perceptible unit) o f  purpose under Uing  the musical  language o f  this 

Scher /o .  Hovve\ er the additional inst rumental  resources  required, and the 

concentrat ion on ostinato within the scherzo ensure that, in the w ider context o f  the 

symphon\-,  the 'Batt le '  scherzo stands apart. The blending o f  tonal and non-tonal  

e lements  characterist ic o f  the first two m ov em en ts  find an echo here to some degree,  

but it is the absence  o f  any chromat ic writ ing that really stands out  wh en  one l istens to 

the scherzo.  It is not a question o f  the musical  language o f  the third movemen t  being



any less advanced —  which the  absence o f  chromat ic ism might  im p h  —  than that o f  

parts o f  the opening two movemen ts ,  but more  a quest ion o f  a shift in harmonic  focus. 

The explora tion o f  ideas cent ra l  to the mov ement  is no less invent ive and adventurous  

than was the case in the o pen ing  two movements ,  and the composi t ional  skills in 

evidence are no less impress i \  e.

1 do not feel the N4alcolm M ac D o n a ld ' s  content ion that ’The third and fourth 

m o v e m e n t s . . . revert to a m u c h  more  late-Romantic symphonic  concept ion '  is fully 

borne out by the third m o \  em en t  (the finale will be d iscussed in this regard in due 

course) ,"^  A  compar ison wi th  any scherzo from the symphonies  o f  Anton Bruckner  

re ad ih  reveals a comparable  use o f  ostinato. and a similar use o f  long term bui ld-ups  

o f  orchestral texture,  leading to equally powerful  cl imactic moments .  But al though the 

origins o f  the language and techniques o f  the basic material may  lie in the scherzos o f  

the Austrian master,  the t rea tment  o f  these ideas is dec idedh '  un-Brucknerian.  It is the 

structural a l ignment  o f  orches trat ion  w ith os tinatos  in the music o f  Stra\  insky. as in Le 

Sucre du Prin iem ps.  that finds a parallel in the composi t ional  practise o f  Brian in the 

present movement .

The ext ravagance o f  the inst rumental  demands  can be related to the legacy o f  the 

Gothic  —  and the part o f  the choral  part o f  the symphon_\ that sets the words ' . ludex 

crederis esse \ enlurus’ using four additional brass bands in addi tion to the huge four 

part chorus in particular. B r ian 's  exploration o f  the acoustic space in the present  

movement ,  whi le looking back  to the example o f  Berlioz in his Requiem —  and the 

Dies Irae movem en t  in par t icular  —  also ant icipates the polyorchestral  works  o f  post 

war  composer s  such as Kar lheinz  Stockhausen ( I 9 2 8 - )  —  in G ruppen  ( 1 9 5 5 - 5 7 )  for 

three orchestras,  and Carre ( 1959-60)  for four orchestral  and choral  groups —  and 

Elliott Carter (190 8 - )  —  in his A Sym phony o f  Three Orchestras  (1 97 6 -7 7  ),

The depict ion o f  the battles o f  Gotz von Berlichingen  —  ment ioned  by Brian in both 

his comment s  on the s y m phony  quoted above —  result in one o f  Br ian 's  boldest  

creative strokes in his handl ing o f  large orchestral  forces. The prevalent use o f  ost inato 

rhythms in a 6/8 t ime signature,  and the presence o f  the four spat i a lh  separated groups

Ma c Do na ld .  The S y m p h o n ie s ,  vol.  3. 276-7



o f  four horns, w hose  material is largel_\ fanfare-based, may also suggest the im age o f  

the Four H orsem en  o f  the A pocah  pse. T he associative qualities o f  the music are 

certainly very strong, but what m akes the m ovem en t so strikinglx effective is the 

single -m inded approach  o f  the com poser  to his musical materials.

If  one brietly  considers another 'b a tt le ' ,  nam ely  that found in Ein H eldenleben  (1 8 9 7 -  

98) by R ichard  Strauss —  a com poser for w hom  Brian felt great adm ira tion  (the 

G othic  Sym phony  is dedicated to the G erm an  master) —  it can be seen ju s t  how  far 

awa) the scherzo  o f  the Sym phony N o.2 has m oved from the la te-Rom antic illustrative 

style. The section o f  the Strauss tone-poem  is a brilliantly constructed din. using 

orchestral noise and clashing themes, fam iliar from the earlier parts o f  the tone-poem .. 

to portray  an onom atopaeic  battlefield o f  opposing  forces. The literal clash o f  the 

themes, representing  the eponym ous hero and his enemies, is part o f  the fun. The Brian 

battle, how ever,  is non-specific and m uch m ore  monolithic, so that it is exciting, but 

does not engage our sym pathies one way or the other. It is a battle presented  as a clash  

o f  elem enta l forces, rather than a clash betw een  hero and villains. Brian contrasts this 

objectix ity with the more subjecti\ e music o f  the dark finale to follow. O ne could 

assert that the figure o f  Gotz von B erlichingen has temporarily  s tepped to one side for 

the duration o f  this elemental battle, only to resume centre stage in the funereal. 

subjecti\  e tread o f  the finale.

Lento Maestoso e Mesto

Overview

The slov\ final m o \ em ent is the culm ination o f  the entire s \ m p h o n \ . Vlalcolm 

M acD onald  has written o f  it that ' i t  contains its [the sym phony 's]  greatest and most 

deeph '-fe lt  m u s i c ' . ' ' It certainly contains the most expressive music o f  the sym phony , 

and as i f  to em phasise  this, it is also the m ovem en t that most patently betrays its 

Rom antic  roots. M acD onald  has com m ented  on this, in his third vo lum e on the 

sym phonies —  w hich reflects a later op inion o f  the work than the one ju s t  quoted —  

that, as a consequence ’The symphony ends  in a pre\ ious century to the one in w'hich it

MacDonald . The Symphonies,  vol 1, 68.
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I ! 8 •began'. As i f  to counteract this feeling, Brian is at pains to forge musically un ify ing  

links with the fu'st movement, as w ill be discussed below. The re-appearance o f  the 

clim actic idea from the opening mo\ ement in the latter stages o f the finale is certainly 

an impressive moment, but the movement as a whole has two contrasting —  not to say 

irreconcilable —  functions, it attempts both the w idening o f the expressive language o f  

the symphony, and —  as its culm inating movement —  seeks to draw together the 

disparate threads o f  the pre\ ious three movements. The earlier stages o f the finale are 

concerned w ith  the former, and the approach to the final clim ax and dissolution w ith 

the latter. The impression is thus created o f a patently Wagnerian firs t part —  see 

example 2:50 below —  followed by music which is much more closely related to the 

rest o f the symphony. In short, the finale is part epilogue, and part final act, w ith  the 

former preceding the latter. Graham Saxby is aw'are o f  this relationship to earlier 

funeral marches when he writes:

The o\ erall impression is o f a gigantic funeral march, complete with 
appropriate trip let figures and other m otivic material which proclaim its 
kinship w ith its distinguished predecessors in the Eroica Symphony and 
Gotterdamniering. '

1 he idea o f a slow , cathartic finale can be traced to works such as M ahler's N inth 

Symphony (1909), and, perhaps most famously. Tchaiko\’sky's Sixth (1893). The 

move aw'ay from a hea\’en storming, triumphant finale had given way. in these Late 

Romantic w'orks, to an ultimate destination o f either resignation or acceptance. This 

was not lim ited to the symphonic canon: both Strauss's Em Hc/denlehcn (1 898) and 

Schonberg's Pelleas and Melisunde (1902) end w ith  substantial passages o f slow 

music. The idea o f an epilogue to the main e\ ents o f  a work has been commented on 

above w ith regard to two o f Brian's English contemporaries. Vaughan W illiam s and 

Bax, The present movement, however, despite its valedictory tone, is too lengthy to be 

heard as a postscript to movements one to three. There is a tension between the move 

towards an all-encompassing climax, and the static nature o f some o f  the material, and 

the latter quality is exacerbated b>' the amount o f repetition, particularh in the firs t ha lf 

o f  the movement.

MacDonald. The Syinphunics. \ ol.3. 270.
Saxbv, 'Havergal Brian's Second S>niphon_v'. l8'7-8



There is far more  repetition used across this m o \  em ent  than was the case in any o f  the 

three preceding  ones, and this concern  with gestural repet it ion represents a move  away 

from the textural  concerns o f  the earlier parts o f  the work.  There is great cumulat ive  

power  in the music,  as references  to the first movem en t  in par ticular  are d ra w n  into the 

process ion o f  ideas that leads to the sepulchral  conclus ion.  As  Mac Dona ld  has written,  

Tt does  not  reconcile the conflicts  o f  the preceding movement s :  rather it intensifies and 

thus somehov\  ennobles them ' ,  and the effect is cer ta inh'  c a t h a r t i c . T h e  broader 

sections o f  the mo\  ement  are presented in the fo l lowing table, from which one can get 

a g l impse  o f  how the com poser  orders  his material.

Table 2:17; Final movement: sections

Place in Score Description Example(s)

67:9 Statement 1 2:50; 2;52(a);  2:52(b)

69:5 Statement 2 2:50; 2:52(a);  2:52(b)

70:8 Development 2:50

75:1 Sta tement  3 2:50; 2:52(a);  2:52(b)

77:1 Interlude and Cl imax 2:57

84:5 Culminat ion and Link 2:60

85:9 Statement  4 2:52(b);  2:52(a); 2:51

fhe  div ision o f  the movement  according to the sections in the above table reveals a 

certain resemblance  to rondo form. Ho weve r  when one notes the prominent  use o f  

variants o f  example  2:50 in the ’dex e lo pmen t '  section, it becomes clear that the 

contrasts central to episodes w-ithin a rondo are not fol lowed here. The appearances  o f  

example  2:50 in the 'des e lopment '  are detailed in the section on that part o f  the 

movement .  In fact the i n t e r l u d e  and Cliniax '  section is the only substantial  part  of  this 

extensive m ov em en t  not to feature the opening idea at all. The final s tatements o f  this 

example  are presented as part o f  a sepulchral  coda, wherein  the three ideas that opened 

the mov em ent  are heard —  as noted in the table above —  in re\  erse order.

In the sec ond  part o f  the mov em en t  (from fig. 77 onwards)  Brian turns to a concern  o f  

the earl ier movements  —  that o f  texture —  as a means  o f  mov ing the musical  

argument  forward.  The copious use o f  repeti tion earlv in the m ovem en t  gives wav to a

M a c D o n a l d .  The S ym p h o n ies , vol.  1. 68.



non-repel i t ive path to the climax, before the return o f  earlier themes — and their final 

repet i t ion —  ef fec t i \ e ly  brings the music  to a close.  The ’interlude'  sec tion begins 

wi th  a melody,  new  to the movement ,  scored for much subdi \ ided lower  strings, and 

culminates  —  at the cl imax —  in full orchestral  gestures.  The nature o f  the themat ic 

mater ial ,  and its use. corresponds to the predominant ly  lyrical style o f  the second 

m ovem en t ,  rather than the earlier parts o f  the present  one. which results in a lack o f  

consis tency in approach  across the breadth  o f  the finale. One can d ra w  a connect ion 

be tween the use o f  repeti tion and stasis. v\ ith the contrast  provided b}' the  lyrical 

interlude in the second hal f  o f  the m o \  ement  as representatix’e o f  growth.  The finale as 

a whole  can then be interpreted as a depict ion o f  the numbing effect o f  grief, with an 

a t tempt  to move beyond it represented by the ' interlude' .  There is certainly a tragic 

feel to the conc luding pages  o f  the symphony ,  as if the music has a t t empted to move 

beyon d  the funereal concerns  o f  the opening idea —  with the dist inct  echoes  o f  

S ieg fr ied 's  F unera l Music  from C oU erdam m erung  (1 869-74) —  but cannot  ult imately 

escape its per \  asive influence.

T h e  opening idea

Th e movemen t  opens  as shown at example  2:50.  and the listener is at once  presented 

with  a dist inctive gesture which will frequentK punctuate the music.  The dark, 

oppress ive  tone is also immediately established.  The resemblance to Wagne r  noted 

a b o \ e  is so s trong that it seems deliberate,  especial ly when one considers  the 

associa tion o f  the present  movement  wi th the death  o f  Goi: von B erlich ingen  in 

Br ian ' s  commen ts  quoted above,  and its funereal  atmosphere and tread. Th e gesture 

ma}’ be described as a s low flourish, and the pause mark,  combined  wi th the r i tardando 

at the end. ensure that it is free in t iming, lending to it a certain air o f  improvisat ion



E X A M P L E  2:50

Sym phony N o .2, IV’. 67:9

Lenia Maestoso e metfo
—  3

This opening is not repeated exactl)  at an\’ subsequen t appearance, but the shape o f  the 

gesture, with its opening  urgent rising semitone, fo llowed by an undulating consequen t 

which pushes upw ards at the end. is instantl}’ recognisab le  \\ henever it is heard. Table 

2:18 below chronic les the many appearances o f  this idea. The \ aried pitches at the 

opening and close o f  the idea are detailed, as well as the overall range o f  the gesture. 

The discrepancies here indicate that it is the gestural shape that matters, ra ther than the 

pitch content, as the m usic unfolds

Table  2:18: Pitches and range  in E xam ple  2:50

Place in score First pitch Last pitch Range

68:9 G F sharp M ajor ninth

69:5 G sharp F sharp M ajor ninth

70:8 D sharp I- sharp M ajor tenth

71:2 A sharp F sharp M ajor ninth

71:6 E ! c Octave

71:10 D sharp E M ajor tenth

7"’-7 D sharp  ! C O cta\ e

72:4 C sharp j F M ajor tenth

75:1 A D flat D im inished twelfth

75:6 A sharp D Perfect twelfth

87:1 D sharp G M inor seventh

87:3
i

B G M inor seventh

1 4 4



These  appearances  o f  the opening idea are not placed at regular  intervals dur ing the 

course o f  the finale [Rearing in mind that a figure num ber  in the score occurs every ten 

bars or so, one can see that, after the initial two statements,  there is a concentra t ion on 

the ges ture at figs. 71 and 72. This is fol lowed b\  two appearances  close to each other 

in fig. 75, The longest  stretch between two statements occurs  between figs. 75 and 87. 

This encompasses  the interlude and the cl imax o f  the movem en t  as out l ined in table 

2:1 7. There are two final s tatements as the movement  draws to a close. The final one is 

il lustrated below

EXAM PLE 2:51

Symphony  N o .2, IV ' .  87:3

/  +5.T0. o . s j

Graham Saxb\ '  remarks  about  this gesture that ' its banali ty contrasts oddly  with the 

nobility o f  the music it so frequently interrupts ' .  He further notes:

The frequent repeti tion o f  this fuss\ little phrase se r \e s  not so much  to 
increase tension as to proxoke irritation. It seems  to h a \ e  been one of  
Br ian 's  rare miscalculat ions.  "

If the banali ty is deliberate —  and the sketches and short score show that the final form 

was arrived at carefully —  the frustration it arouses as it interrupts the noble  fiov\ o f  

the music is perhaps o \  erdone in the central section o f  the movement ,  be tween figs 71 

and 72. But  elsewhere Brian  judges the effect o f  the Wagner ian  reminiscence  acutely.  

The open ing two s tatements o f  exaiTiple 2:50 are each part  o f  a sequence o f  ideas that 

const itute the  ‘s tatement '  material o f  table 2:17. They are follov\ed in each case by a 

melod\ which begins by referring to example  2:16 from the opening mox ement .  and 

finall} a fanfare-l ike rhythm on horns. These two ideas are shown below as examples  

2:52(a) and (b).

Sc i \ b \ .  ' H a ve ry a l  Bi iar. i  Se cond  S \ m p h o n \ ' .  I8S
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E X A M P L E  2:52(a)

S>Tnphon}' N o . 2. IV. 67:10-68;4

/CL- E . a j

p

E X A M P L E  2:52(b)

Symphony N o . 2, IV. 69:1-4

C'frr, OrgJ

The succeeding ent ries o f  the opening idea all ser \  e to interrupt the t low o f  the music,  

and there is great tension as these interruptions occur  more and more  frequently,  

culminat ing in the appearances  at tv\o bar inter\  als between figs. 71:10 and 7 1 :4. This 

marks  the most  recurrent use o f  this idea in the movement ,  and it is clear that the 

frequent repet it ions o f  the idea at this point are increasing tension rather than marking  

major structural subdivisions.  The punctuation —  or  interruption —  h\ this idea has 

m o \ e d  in this section from a macro to a micro le\ el.

In the closing stages o f  the finale, after the main  c l imax o f  the m o \ ’ement,  there is a 

return o f  this sequence of  ideas heard earlier, but  in the re\  erse order.  The link fo llows 

the return o f  an earlier theme —  example 2:60 —  as culmination o f  the cl imact ic uses 

o f  the G oiierdanim erung  related rhythms seen in example  2:54. It fol lows the cl imact ic 

moment ,  and e\ entualh '  leads to the return o f  ex ample  2:52(b). T he  most  signi ficant  

aspect  of  the reversal o f  the order o f  ideas at this point  lies in example  2:52(a) being 

heard before, rather than after 2:50. Thus Brian brings back the open ing idea o f  the
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lon g  m o \  e m e n t  as the end  o f  th e  p ro cess  o f  th inn in g  out  t ex ture s .  T h e  s l o w  f inale  as a 

w h o l e  is th us  f r am ed  wi th  a p p e a r a n c e s  o f  this ges ture.  It ushe rs  the  m o v e m e n t  in, and 

a l so  s ign a ls  its disso lu t ion,  it is s ig n i f ican t  that the pi tch ra n g e  o f  the  idea  is at its 

s m a l l e s t  for  the final two a p p e a r a n c e s  deta i led in table 2 :18.  T h e  idea is l ess  e x p a n s i v e  

than  ear l ie r  in the finale,  a n d  c o n t r ib u te s  to the sense  o f  i m p e n d i n g  closure .  T h e  

ge s t ur e  is bu t  a pale echo  o f  its fo rme r ,  m ore  urgent  s e l f  as a c o m p a r i s o n  o f  e x a m p l e  

2:51 w i th  2 :5 0  c l ea rh '  re\  eals.

D ev e lo p m en t  section

I 'he ' d e v e l o p m e n t '  sec t ion fi 'om table  2 :17 ab o \  e is b r oken  d o w n  into its c o m p o n e n t  

part s  in tab le  2:19.  F rom  this o n e  c an  see that  it is in the ear ly  par ts  o f  thi s  se c t i o n  o f  

the  mov em. ent  in par t icu la r  tha t  the  o p e n i n g  ges ture  ( e x a m p l e  2 :50)  is d o m i n a n t .

Table 2:19: Subdiv isions o f  d eve lopm ent

Place in sc o r e Desc r ip t io n

70:8 to 71:1 2:50 + C o n s e q u e n t  I

71:2 to 71:5 2:50  -t- C o n s e q u e n t  2

71:6 to 71 :9 2:50 -r C o n s e q u e n t  3

71:10  to 72:1 2:50  C o n s e q u e n t  4

72:2 to  72:3 2:50 + C o n s e q u e n t  5

72:4 to  7 2 :1 0 2:50 -  C u lm in a t i o n  (2 :53)

73:1 to 73:5 2:55

73:6 to  74:1 2:52(b):  Static

74:2 to 74 :1 0 Textura l  g r ow th  and  Ext inc t ion

T h e  im p r e s s io n  c rea ted  b \  the mul t ip le  repet i t ions  o f  e x a m p l e  2 :50 .  wi th a d i f fe ren t  

seque l  on  e a c h  occasion,  is tha t  o f  a frustrated se ries  o f  a t t e m p ts  to branch  out  f rom  the 

narrow co n f in es  i>l'the e x p re s s ix e  \ \ o r ld  g o v e rn e d  b \  that  ges ture .  There  is a s e n s e  o f  

o p p r e s s i o n  at  this junc t ure ,  w h i c h  is c a p p e d  b \  the ’c u l m i n a t i o n '  —  at 72 :7  —  refer red  

to above .  T h i s  c l imact ic  ge s t u re  refers back  to the c l im ax  o f  the  first  m o v e m e n t  —  and  

‘a '  f r o m  e x a m p l e s  2:1 and 2: 16 —  and  is the first ins tance  in the  f inale o f  tha t  idea 

b e in g  taken  up  as an equa lly  i m p o r ta n t  c l imact ic  e le m en t  o f  the  presen t  m o \  em en t .  In 

this respec t ,  it points  the wa\ '  f o rw a rd  to later re fe rences  to this  ide a  in the  f inale.  The  

fo l l o w in g  e x a m p l e  from the shor t  score  s ho w s its first a p p e a r a n c e  in the m o v e m e n t .



EXAMPLE 2:53

S y m p h o n > - N o . 2 .  I \ ' .  72 :7-10

[ Org] ^  |

GraBtUam emare

A.

In a d d i t io n  to the  orches t ra l  forces no te d  in the a b o \ e  exa m p le ,  s t r ings  (d iv ided)  —  

w h o s e  materia l  is n o w h e r e  to be seen in the shor t  s cor e  —  co nt r ib u te  s ign i f ic an t ly  to 

the  w e l te r  o f  so und .  This  pas sag e  thus  of fers  fur ther  e \  idence  o f  the  i m p o r t a n c e  o f  

o rc he s t r a t io n  —  at the full score s tage —  as par t  o f  the  creatix e p ro c e s s  for  Brian.  T h i s  

p a s s a g e  is m a r k e d  ’Grandioso"  in bo th the short  a nd  full score,  and  its t ex tura l  r i c h n ess  

a l so  br ings  to m i n d  the similarl}'  e labo ra te  sco r in g  o f  cer ta in  cumula t ix  e par ts  o f  the 

s e c o n d  m o v e m e n t .  By reca l l ing key m o m e n t s  in t w o  prev ious  m o \  e m e n t s .  Br ian  is 

p la c in g  an a d d e d  wei g h t  beh ind  the presen t  gesture,  w h i c h  reaches  b e y o n d  the 

i m m e d i a t e  co n te x t  o f  the finale —  a nd  its increas ing ly  tense  repe t i t ions  o f  ex am p le  

2 :5 0  —  to draw to ge t her  all four m o \  e m e n t s  o f  the  work .  The  fact tha t  Br ian  re turns  to 

th is  gestural  and  tex tural  shape  at the u l t ima te  c l i m a x  o f  the m o v e m e n t  —  at 84:5 —  

o nl y  se rves  to e m p h a s i s e  the pu rpo se fu ln es s  o f  this re fe rence  to ear l ie r  e \  ents.  It is as 

if  the  w hol e  w o r k  has been leading up to tiiat final c l im ax ,  f h e  e x a m p l e  a b ove  thus  

fo rm s  an im por ta n t  par t  o f  that cu m u la t i \  e bui ld-up.

T h e  ' co nsequ ent s"  re fe r red  to in the table also in t roduce ,  at f ig.72. and  in each  o f  the 

next  five bars,  a gesture  w hich  is to fea ture prominentl>  in the c l im ac t i c  s e q u e n c e  o f  

ev e n ts  at, 84:2.  T h e  bar  begins  v\ith a ch o rd  p l a \ e d  on the first two semiquax 'e rs ,  as
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shov\n in example  2:54. 1'he rhxihmic placement  is another  al lusion to S ieg fr ied 's  

F unera l M usic ,  and the similar ity o f  mood only serves  to heighten the compar ison.  

This  ges ture is given a \ aried restatement  a little later on. at 75:3 and 7. where  the 

chord  is pla\  ed on the first three, rather than the first two sem iqua\  ers o f  the bar. The 

pow er  o f  these gestures is considerable,  and to accuse  the composer  o f  a lack o f  

original ity is to miss the point.  The music is as appropriate for the express ive  purposes  

o f  Br ian  as it was  for Richard Wagner ,  and Brian sav\ h imsel f  as part o f  the 

cont inuance o f  that heritage His writ ings for M usica l Opinion  re\  eal his admira t ion for 

the great German.  He descr ibed him as "a phenomenal  genius '* '"  and praised his 

■facilit) for writ ing con t inuous  contrapuntal  m u s i c ’. ' " '  The latter quali ty can be traced 

to Br ian ' s  very last sym ph on ic  works  o f  the n ineteen sixties, such as Symp h o n y  No. 31 

(1968).  This  admira tion for things  German is also borne out b_\ his setting o f  the 

G erm an  language, rather than his nati\ e English,  in sev eral ke\  vocal works  (such as 

the Four th S> mphony. Das Siegeslied.  and the Operas  Turandol  and Faust).  Th e 

present reference to Wagner  is more  of  an allusion than a direct  quote,  and a knowing  

nod in the direct ion of  a famous example  o f  Germ an ic  funeral music,  indeed one o f  the 

most famous examples  in the literature.

E X A M P L E  2:54

S ympho ny No.2.  IV. 72:1- :

/S ro ji.  'CV,e, TmpJ
Tempo

■ S ---------------

Fol lowing on  from the first c l imax of  the mov em ent  at 72:10. Brian int roduces a new 

idea which  is related to example  2:52(ai  — and in particular the second bar o f  that 

melod\ '  —  and w ill recur before the end. This latter appearance is in a s imilar  context

Ha v er g a l  Br ian .  ' Gu s t av  Holst ;  an Engl i sh C o m p o s e r '  in H aver^a l B n o n  on M usic, vol I: B ritish  
M usic. M a l c o l m  M a c D o n a l d  (ed. ) .  ( T occ at a  Press,  1986) ,  288-293 .

H a ve r ga l  Br ian ,  ' Ar no l d C o o k e '  in Op.  cit.. 33 1-5
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to the  pr e se n t  one.  c o m i n g  af ter  a c l i m ax ,  in fact the c u lm in a t io n  o f  the w h o l e  

m o \ e m e n t  (at  fig. 84:8) .  In each case it is f o l l o w e d  by a r e f e r en ce  to 2 :5 2( b ) .  wi th  

w h i c h  it a lso shares  s o m e  c o m m o n  mate r ia l ,  n a m e ly  the  t r ip le t  quave rs .  T h e s e  

c o n n e c t i o n s  be tvseen  ideas  are typica l  o f  Br i an  in tha t  the \ '  he lp  to c rea te  the  

im p r e s s i o n  that  the ideas  be lo n g  toge ther ,  desp i te  their  se pa ra te  identi t ies.

EXAMPLE 2:55

S y m p h o n y  N o . 2. I \ ' .  73:1 -5

jg? UnenmMntt f

This  sense  o f  co n n e c t io n  is also relex an t  to the  ' s ta t ic '  a p p e a r a n c e  o f  2 ;5 2 (b )  at this  

junc ture.  T h r o u g h o u t  the s y m p h o n y .  Br ian  has  used fanfare- l ike  mater ia l  in a s im i la r  

m a n n e r  —  and  will a lso  do  so in his ne. \ t  sy m p h o n v  —  part icu la r l )  in the  sec ond  

moN e m e n t .  w he re  the co n t r a s t  be tw e e n  this  t \  pe o f  ge s t ur e  a nd  m o r e  free ly  d e v e l o p i n g  

p a s sa g e s  w as c ruc ia l  to the d ialec tic  o f  the  mov ement .  It is in t e res t ing  to no te  tha t  it 

l eads in the  presen t  case  into a m o re  d iscursix e sect ion.  T h e  o p e n i n g  idea o f  the 

mox e m e n t  p lays  no part  here ,  and the interest  is he ld  by a bu i l d-up  o f  orches t ra l  

t ex ture ,  l inked  large ly by th e  use  o f  do t ted  r h y th m s.  This  is a short  b u i ld - u p ,  how'cver,  

and  it is b rusque l}  d i s m i s s e d  after  e igh t  bars b\  a th u n d e r o u s  E flat rol l  on  two t i m p a n i  

an o c ta v e  apart ,  s u p p o r t e d  b> cel los a nd  basses .  T hi s  is i l lust ra ted as e .xample 2 :56  

be low,  r h i s  af f ront  to c o nt in u i t \  is s u c c e e d e d  b\  the  re turn o f  the o p e n i n g  idea o f  the 

mox 'eme nt  (at fig. 75:1),



EXAMPLE 2:56

S>mphon>- N o .2. I \ ' .  74:8-10

r '- i 'j, Cis, B.Ci, Bn::] i !'■+ Fis]

IT Ji> ^ pp

[Cbn, Tbm. Tbss]
1>XT

[Timf/, Celi:;?, D.BJ

Brian repeats the d ismiss ive  ges ture on t impani  only 4 bars later, this t ime on an F 

natural ,  before the initial sequence o f  three ideas is restated, Fhis has  the effect  o f  re- 

af fn 'ming the dark m ood  o f  the opening o f  the movement .  The return o f  2 :50 twice  in 

c lose success ion is well judged here, in that the resonance it has acquired  f rom earl ier 

appearances  gives it an added associati \  e power .  Brian is careful not  to overuse  it, 

cspecia lK given the six consecut i \  e appearances  betvseen fig.70:8 and 72:4 (as 

detai led  in table 2 :19) —  where,  perhaps  its use is excessi \  e. The result o f  this is that 

the contras ting  string melody w iiich begins at fig.77:1 is both a surprising,  w e lc ome 

chang e o f  direction,  and a composi t ional  necessi ty  if the movement  is not  to become 

too repeti tive or static.

I n t e r l u d e  and  c l imax

1 he next  table charts the e\ ents from that new melod)  to the c h m ax  o f  the m ovem en t ,  

described in table 2:17 as ' interlude and c l imax ' .  There are three factors crucial  to the 

d is t inct iveness  o f  this pail o f  the movement .  Firstly, there is the absence  o f  2:50,  so 

dom inan t  in the movem en t  up to this point. This is complemented by the change o f  

focus  to expansive melodic vxriting. beginning as at example 2:57. The concentra t ion 

on textural  deve lopmen t  tow ards cl imact ic gestures  also marks this section o f f  from 

the rest  o f  the movement ,  a l though the idea o f  accumulating textures was  —  briefly —  

a feature o f  the 'd e \  e lopment '  section jus t  discussed.  At the same t ime Brian creates a 

s t rong link with the manner  o f  discourse in the pre \  ious three movem en ts  o f  the 

s> mphony ,  as noted abo\  e. as he moves  the mox ement  — and the entire sy m p h o n y  —  

towards  its ult imate climax.



Table  2:20: Subdivis ions  o f  Interlude and Climax

Place in score Description

77:1 to 80:5 Melod> ( e x a m p le  2 :57 )  a n d  textural  b u i l d - u p  1

80:6 to 80:9 C l im ax 1

80 :1 0  to 81:7 Textura l  bu i ld-up  2 ( e x a m p l e s  2:62,  2 :64)

81:8 to 82:1 C l i m a x  2

82:2  to 82:6 Stat ic in te r lude  ( e x a m p l e  2 :63)

82:7  to 83:4 C l im a x  3 (e x am p le  2 :61)

83:5 to 84:1 Tex tur a l  bu i ld-up  3 (e .xample  2 :65)

84:2 to 84:8 C l i m a x  4  (e x am p le  2 :6 0)

This par t  o f  the  m o \ ' e m e n t  b e g i n s  wi th  one  o f  the m o s t  su s ta in e d  p icces  o f  lyr ical  

wr i t ing  foun d  in the  ent i re v\ ork.  It sets a d i ffe ren t  tone  to the  ear l ie r  m u s ic  o f  the  

m o \  em en t .  b o t h  in te rm s  o f  the  w a rm  so u n d  o f  di \  ided  ce l l os  and  d o u b le  b a s se s ,  and 

the c l ear  m a j o r  m o d e  o f  the  tonic  (E) at the  start. T h e  o p e n i n g  is i l lus tra ted be lo w.

E X A M P L E  2:57

S \ m p h o n \  N o . 2. I \ ' .  77:1-2

h

[Ckucis. D.B._

■ w

A  tttfi

F rom  this s ta r t ing-point .  Br ia n  gradual lv a d d s  to the or ch es t r a l  te.xture, un ti l  the  first 

c l im ax  at 80 :6 reca ll s the t e e m i n g  tex tures  o f  the first a n d  s e c o n d  m o \  e m ent s .  V io las ,  

also d iv ide d ,  are added  af te r  s ix teen bars  o f  the m e l o d } . w i t h  the \ iol ins  c o m p l e t i n g  

the s t r ing  c o m p l e m e n t  wi th  horns ,  c la rinets  and ba ss oo ns  a l so  jo in ing  in. a f te r  a fur ther  

six bars.  T h e  sense  o f  an e x p a n d i n g  tex ture  is keenh '  felt ,  d u e  to the inc re as ing  

br igh tness  o f  the st r ing  tone  as the up pe r  m e m b e r s  o f  that  s ec t io n  o f  the o r c h e s t r a  add  

their  \ o i c e s .  T h e  me lod ic  wr i t i ng  is al so expans ixe .  but  B r ia n  un i f ies  his m e l o d i c



insp i ra t ion  by  the repe t i t ion  o f  a d i s t i nc t i \  e f a l h n g  Figure, as well  as i n t r o d u c in g  a 

subt le  e le m ent  o f  im i t a t io n  be tw een  top  and  b o t t o m  at the very start  o f  th e  m e lo d y ,  as 

c a n  be seen in e x a m p l e  2 :57  ( b r acke te d  as 'h ' ) .  T h i s  b r i e f  hint  at a c a n o n i c  r e la t io nsh ip  

b e t w e e n  treble  a n d  ba ss  w oul d  be d e v e l o p e d  to a gr e a t e r  extent  in b o th  the  Thi rd  

S y m p h o n y  a n d  the  V io l in  Co nc er to ,  as wel l  as in m a n y  o f  the later  w o r k s ,  w h e r e  lo ng  

poly phonic  s t r e tc he s  of ten inc lude  c a n o n  b e t w e e n  d i f fe ren t  parts o f  the  texture.

T h e  fal l ing sh a p e  is hea rd  tw ice in c los e  su c c e s s io n  in the earl}- par t  o f  the  m e lo d y ,  as  

show'n in e x a m p l e  2 ;58  (bracke ted  as 1 '  and  ' j ' ) .

E X . \ M P L E  2:58

Sy m p h o n y  N o . 2. IV. 77:9-10

J

Fur t he r  on. a f te r  a s ing le  ba r  o f  stat ic cont ra s t  —  w h ic h ,  once  aga in,  b e a r s  a fami ly 

k ins h ip  to e x a m p l e  2 :52(b) .  and in par t icu la r  to the  ' s ta t ic '  p a s sage  b a s e d  on  it b e t w e e n  

73:6  and  74:1 —  the  rich textures return with this  fa l l ing m o t i \ e  in a u g m e n t a t i o n  in 

suc cess i ve  bars ,  as b racke ted .  The  c h a n g e  to 2/2 resu l t s  in the s e c o n d  b a r  do u b l i n g  the  

sp e e d  o f  the first,  as Br ian  m ov es  tov\ a rds  his t lrst  c u l m in a t io n  point .  T h i s  is i l lust ra ted 

as e x a m p le  2:59.



EXAMPLE 2:59

S y m p h o n y  N o .2, IW  79:9-10

[ + F b , C b i .  C ^ . ,  O rgJ

O ne o f  the most intriguing th ings about these repetitions is their p lacem ent by Brian. 

The idea o f  a melodic s tatem ent, or phrase, and its consequent, or answ ering  phrase, is 

often  rooted in the close resem blance  between the overall shape o f  each  m elodic  unit. 

T hus  one phrase can be heard to 'an sw er '  the other, as betw een successive phrases.

But Brian includes his repetitions as p an  o f  a freeK expanding  melodic passage, so 

that they appear in different con tex ts  each tmie. Their appearance m ay  therefore be 

surprising, but it is anything but arbitrary. The com poser is striving for. and to a large 

degree  succeeds in achieving, a sense o f  melodic spontaneity, or. indeed, rhapsody. 

This  feeling o f  rhapsody was noted in particular in relation to the second m ovem ent.  

The difference here is that the contrast with the earlier part o f  the m ovem ent,  w ith  its 

insistent repetitions o f  exam ple  2:50. is stronger —  and on a larger time scale —  than 

any contrast within the slow m ovem ent.

The four clim axes o f  this finale are carefu lh  w eighed so that the b iggest o f  them  is 

both a culm ination o f  texture, and thematically the m ost resonant. Both clim ax 1 and 

c lim ax 4 refer to the ’G rand ioso ' section from earlier in the m ovem en t —  see exam ple  

2:53 above —  and therefore. b> extension, back to the climax o f  the first m ovem en t o f  

the sym phony , and in particular to figure 'a ' .  C lim ax 4 also refers to the rhythm ic 

figure o f  two sem iquavers quoted in example 2:54. These two outer c lim axes are 

s imilarly  fully scored, but w hereas  the first uses a single cym bal clash  from the range 

o f  percussion on offer, the fourth adds timpani, xylophone, g lockenspiel and gong  to 

the w elter o f  orchestral sound. .A. comparison o f  climax 1 with clim ax 4 reveals the



care  taken  b y  Br ian  wi th  regard  tu tlie relatix e w ei g h t i n g  o f  the  c l i m a x e s ,  in tha t  the 

ad d i t io n  o f  t u n e d  p e rc u s s io n  to the lat ter  sonori t> g i\  es  an ad d ed  sh e e n  to the  t i m b re  at 

tha t  po in t .  T h e  c u l m i n a t i n g  fourth c l i m a x  is i l lust rated be lo w.  Thi s  e x a m p l e  b ea rs  

c o m p a r i s o n  w i th  e x a m p l e  2:53 above .  T h e  ges ture s  a re  c lo se ly  re la ted,  and  Br i an  

unde r l in e s  thi s by a c o m p a r a b l e  use o f  the  orches tra .  L ike  the  ear l ier  e x a m p l e ,  the 

orches t r a l  score  for the bars  that  a re i l lus t ra ted  be low  c o n t a i n  addi t iona l  t e x tu re s  for 

d i \  ided  s tr ings.  T h e  s imi la r i ty  o f  ge s tu re  a nd  o rc hes t r a t ion  e n s u re s  that  e x a m p l e  2 :60  

is hea rd  in re la t ion  to —  and  as a d e \  e l o p m e n t  and in tens i f ica t ion  o f —  the ear l ie r  

pa ssage .

EX.AMPLE 2:60

S y m p h o n y  N o . 2, IV'. 84 :5-8

[Fis. o b i,  G iori:. Xyi.

The s e c o n d  o f  the  four  c l im a x e s  is c a p p e d  b> the add i t ion  o f  o rgan ,  tw o  ha rps ,  cy m b a l  

and  s ide d r u m  to an a l ready  full scor ing.  Hovve\  er. the for ce s  a re  r e d u c e d  a f te r  a  s ingle  

bar ,  l e ad in g  to the next ,  ' s t a t ic '  subs ec t ion .  T h e  fact that  this  s e c o n d  c l i m a x  is not  

the ma t ic a l ly  referent ial  renders  its s i gn i f ic anc e  m ore  local.  T h e  s u c c e e d i n g  ‘s ta t ic ’ 

pa ss age  c o m e s  c o m p le te  with subdued  fanfar es ,  w hi ch  p ro \  ide the  rhyt l imic bas is  for  

the m o r e  m o b i le  c o n s e q u e n t  that forms  the  thi rd cl imax.  T h e  lat ter  con s i s t s  o f  a



se q u e n c e - l i k e  four ba r  uni t ,  w i th  a rise o f  a se m i t o n e ,  f rom C na tural  to C  sharp,  a f te r  

the first  tw o  bars.  As  the e x a m p l e  sho\\  s. the repe t i t ion  o f  rh \  thm is e xa c t ,  tha t  o f  

p i t c h e s  var ied.  This  t_\ pe  o f  ge s t ur e  has been an in te rmi t ten t  fea ture  o f  the  m us ica l  

l a n d s c a p e  o f  the  s > m p h o n \ . so that  its re so nanc e  is m o re  genera l  than  par t icu la r .  T h e  

re la t i \ ' e  l ack o f  rich tex tura l  detai l  also ensures  that this is not  heard  as the  u l t i ma te  

h ig h  po in t  in c o m p a r i s o n  to c l i m a x e s  I and 4.

E X A M P L E  2:61

S y m p h o n y  N o . 2. IV. 8 2 : 7 - 1()

[Tills:]

JP

1+

JP

*1 ^

%'  I (tw

in the  mus ic  b e u \ e e n  these  poin ts  o f ' c u lm in a t io n .  Br ian  uses c o m p o s i t i o n a l  d e v i c e s  

t_\ p ical  o f  him,  lvh\ ihmi^ i i i t i tation be tween  the  top and bo t to m o f  a te x tu re  is seen  at 

the  b e g in n in g  o f  the bu i ld -u p  to the  second  c l im ax .  1 he essent ia l ly c o n t r a p u n t a l  m o d e  

o f  t h o u g h t  found  here u  ou ld  b e c o m e  a pre\  a lent  charac te ri s t ic  o f  h i s  l a te r  s y m p h o n i e s .  

fhi-N c iuirac te ri i tK o f  his w o rk  c o m e s  across  \ e r\  clear!} from an in s p e c t i o n  o f  the 

layout  o f  m u c h  o f  the  ma ter ia l  in his short  scores ,  w h e r e  the  part w r i t i n g  is ev ident .

T h e  fo l low ing  e x a m p l e  show s the  start o f  the s e con d  textural  bu i ld -u p  as wr i t t en  in the 

shor t  score



E X A M P L E  2:62

S y m phony  N o . 2, IV. 80:10-81:1

[CeU i:.’S , D .B.!

The next  ext rac t  shows a typical use o f  similarits o f  profile betw een ideas, w hi ch  is 

also a recurrent  Brian fingerprint.  Th e 's tat ic '  music between c l imaxes 2 and 3 has 

al ready been ment ioned.  Beneath the fanfares,  one can see the use o f  imitat ion once  

again,  on this occas ion at the half-bar.  The shape o f  the four qua\  ers refers back to 

example  2 :62.  but the context  is quite different.  Further to this is the figure in the  bass,  

which can be v iewed as an ant icipat ion o f  the bass figures found at the third cl imactic 

point,  as quoted abo\  e in example  2:61. The frequenc> o f  these occurrences  o f  

instances o f  famil> resemblance between ideas throughout  the music o f  Brian 

discounts the not ion that they are haphazard,  or merely coincidental.

E X A M P L E  2:63

S>'mphony No.2 .  I \ ' .  82:2-3

T T

D.B.J

There  are also instances o f  quasi -sequent ial  repeti tion o f  ideas as part o f  the bui ld-ups.  

The first o f  these occurs as part o f  the second textural build-up. and is i llustrated as



example 2:64 below . The second starts the approach to the fourth climax, and is shown 

as example 2:65. In each case, the rh\'thm is repealed exacth  , but the approach to 

inter\ al content varies somew hat. In example 2:65. neither top nor bottom of the 

texture maintain the same interval structure for the two bars. The intervals are the same 

in the first two bars o f  example 2:64. but are then altered in the third bar.

EXAM PLE 2:64

Symphony No.2. IV. 81:6-8

fS r a ,  Cbn,  Hnr, G?iior, j^' E j

EXAM PLE 2:65

Symphony No.2. IV. 8,i:5-6

Coda and Conclusion

.'-Xfter the shattering power of the climax illustrated as example 2:60. Brian follows the 

manner o f  the closing bars of each of the first three movements in the conclusion to 

this finale. As earlier, there is a rapid retreat into shadowy textures as the music heads 

toward a subdued conclusion. Reference has been made above to how Brian reverses 

the order of the three ideas that opened the movement — quoted as examples 2:50, 

52(a) and 52(b) respecti\ eh  — as part o f  the sepulchral retreat o f  the final moments o f  

the s\ mphon>. There is also a reference back to the opening of the entire work at the



very end.  in the use o f  that fa\ ouri te final sonorit) '  o f  Brian 's ,  the bare fifth. In this 

instance,  the C (natural) which im media teh  precedes the final chord s trongly suggests 

the minor  mode,  and there is a sense o f  the work ha\  ing com e  full circle, from a 

premoni t ion o f  tragedy at the outset ,  to the darkness o f  this final sonori t\  . This  is 

il lustrated below as example  2:66.

E X A M P L E  2:66

S y m p h o n y  N o . 2. IV. 87:6-

[ai
n -

fCaVoi, D.3 J PPP

[Tunp:. VlasJ

H o w e \  er, the fmal bare fifth in the abo\  e example is not present in the short  score o f  

the fmal  bars,  but was put in by Brian at the full score stage, and has been added to the 

above example  b> the author o f  this thesis. .As the fol lowing example  shows,  the short  

score ends  wi th  an unaccompan ied  melodic line in the upper o f  the two staves.

E X A M P L E  2:67

S ymphony  N o . 2, IV. 87:6-8

P ‘ _ _ _  _  . C : . - ^ r _ _  - - - - - - - - 1------
— 1- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - n

- - -  : ■ - - - - - - - - - - - - - - - - 1- - - - - - - - - - - - - - - - - - - - - - - - 1- - - - - - - - - - - - - - - - - - - “
_ ■  ■— = = — p f i p

. . . . . . . . . . . .  j e  «  ■ ■ . . . . . . . . . . . . . . . . 'U  f I
Thus the bare fifth which —  ver}’ effecti\ el_\ in the score as performed —  links the 

opposite ends  o f  this large symphon> was an af terthought  —  and an inspired one —  by 

the composer .  The fact that nei ther the beginning nor the end —  two  o f  the most  

impor tant  par ts o f  a W'Ork. to put  it bluntly —  o f  the S) mphon\ '  N o . 2 v\ ere deter mined  

until a relatively late stage in the creative process by Brian is one o f  the more  cur ious  

revelations o f  the short score. T he  short score o f  the next s\ mphon>’ —  to be d iscussed



in turn —  also reveals that B rian 's  ending was an af terthought. As M alcolm  

M acD onald  observes, beginnings and endings were 'problem atical areas ' for Brian.

In each m ovem ent o f  the sym phony. Brian places his m ain  climax close to the end, and  

follows it with music w hich  retreats quite hastily from textural richness to a sparse 

close. This contributes in a significant wa\' to the tragic sense that dom inates  the 

emotional tone o f  this s>mphonN. The lack o f  a brighter ending to an>' o f  the 

m ovem ents  may intensif}’ the feeling o f  gloom, but there is also a consequent lack o f  

\ ariet> across the s\ mphon}'. In contrast to this, the S ixth  Symphony (1903-04) o f  

Gusta\ ' M ahler offers a d ifferent 'T rag ic '  proposition. In that huge work, the jub ilan t 

ending o f  the first m ovem en t offers the strongest possible  contrast with the dark  final 

pages o f  the finale. 7'he contrast betw een the two endings has the twin effect o f  

broadening the expressi\  e scope o f  the v\ ork as a whole, and intensifying the feeling o f  

tragedy as the finale draw s to a close. In the Brian work, by contrast, there is nothing 

to offset the dark —  or. at best, in the second and third mov ements, tentative —  

conclusion o f  each m ovem ent.

The beginning and end o f  the finale arc acutely judged, and the contrast p rovided  by 

the richl)' divided string m elody is welcome, as well as widening the expressive  scope 

o f  the movement. The prob lem  lies with the six consecutive  repetitions o f  the opening 

gesture. It is almost as i f  Brian is using repetition to em phasise  how crucial that device 

is in relation to the language o f  this part o f  the work, but stresses the point too much. 

Disruption o f  continuit) can be effectiv e —  as Brian 's  use o f  this technique proves 

throughout his output —  but successive uses o f  this com positional device can becom e 

predictable, and the pow er o f  understatement —  and the consequent tension generated  

by stasis —  is lost. T he onw ard  dynamic in the m ovem ent,  as opposed to m om en t to 

m om ent continuit\ . is held in abevance while a sequence o f  ideas is repeated. The 

contrast provided b> the string melody is a vital part o f  the movement, but it is 

arguable that it arrives too late. The intervening resta tem ent o f  the opening  three ideas 

exacerbates this sense o f  the music looking back on i tself ra ther than pushing  onw’ard 

to its dramatic culmination. The finale, then, can com e across as a little too  long, 

although it should be noted that no performance to date has been sufficiently prepared

N 4 a c d on a ld .  The Symphonies, v o l . 3. 91 ,
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to a l l o w  for  ca re fu l  pac ing  —  the  op e n in g  ges ture,  as o f ten  as not .  has  so u n d ed  

s o m e w h a t  in c o a t e  ra ther  than  urgent .

T a k in g  the  en t i re  s y m p h o n \  into account ,  the  d i \  is ion into tw o  pa i r s  o f  m o v e m e n t s  

eme rg es .  T h e  su cc in c t  first m o v e m e n t  is f o l lo w ed  b\ '  the  d i s c u r s i v e  secon d ,  and  a 

s imi la r  re l a t io n sh ip  ex is ts  b e t w e e n  the  third m o v e m e n t  and the  f inale.  This  pa ir ing  

resul ts  in a lack  o f  ba l ance  at the  o u te r  ed ges  o f  the  s \ ' m p h o n > . W h i l e  the first 

m o v e m e n t  c a n  be  rega rd ed  as a pr e lu de  to the second ,  the s a m e  c a n n o t  be said for  the  

th i rd  and  four th.  T h e  'B a t t le '  sc h e r z o  is a focal  po i n t  o f  the symp hon > ' .  e spe c ia l ly  in 

te rm s  o f  v i sc era l  e x c i t e m e n t  a n d  tex tural  a c c um ul a t io n .  The  f ina le  is the  m o v e m e n t  o f  

g reatest  w'eight  in the  s y m p h o n y ,  and  is not  in any  sense  an e p i l o g u e  to the  po w erf u l  

third.  It is in te re s t i ng  to note th a t  the order  o f  c o m p o s i t i o n  o f  the  m o v e m e n t s  resul t s in 

a s imi la r  d i s p o s i t io n  o f  we ig h t  to that  o f  the next  s y m p h o n \ . w h i c h  he  b eg an  a m e r e  

six d a y s  a f te r  f in i sh ing  N o . 2. In the  Thi rd,  the  first m o v e m e n t  is m u c h  longer  tha n  its 

cou nt e rpa r t  in  the  Second,  and  w h i l e  both seco nd  m o v e m e n t s  c o n t a i n  m us i c  o f  a 

c o m p a r a b l e  r h a p s o d ic  qua li ty ,  tha t  o f  N o . 3 is bo th m o re  t ightl)  o r g a n is e d ,  and  sh or te r  

than its p r e d e c e s s o r  in N o . 2. B o t h  third m o v e m e n t s  stand apart  f r o m  the su r ro u n d in g  

m o v e m e n t s  in te rm s  o f  languag e ,  and Brian al so e n d s  N o . 3 wi t h  a slow m o v e m e n t ,  bu t  

one w h i c h  re l ies  less on  repe t i t ion  than its counte rpar t .  In s o m e  se n se s ,  then.  N o . 3 can  

be seen  as a s e c o n d  run at the t\  p e  o f  s\  m p h o n ic  organisa t ion  a t t e m p t e d  in N o . 2. and 

the resul t  is a m o r e  success fu l  w o rk .  Th e  d i ffe ren t  mater ia l ,  o f  c o u r s e ,  m e a n s  tha t  they  

are very  d i f fe ren t  l is tening e xper ie nces .  The}' bo th conta in  i m p r e s s i \  e music ,  bu t  N o . 3 

se em s m o r e  su cc in c t  —  desp i te  be i ng  slight!}' long er  b ecause  o f  its g rea te r  in terna l  

unity.

N'lalcolm M a c D o n a l d ’s c o n te n t i o n  that ' the  actual  them at ic  m a t e r i a l s  are not  

suf f ic ien t ly  s t r ik in g '  in the o p e n i n g  tw o m o v e m e n t s  o f  S y m p h o n y  N o . 2 is pe rh ap s  a 

ma t te r  for  p e r s o n a l  t a s t e . T h e  f or ego in g  d i sc u ss io n  has h ig h l ig h te d  the 

s t ra ig h t fo rw ard  p re sen ta t io n  o f  th e se  ideas in the  op e n in g  m o v e m e n t  b} the c o m p o s e r  

—  and  a r g u e d  tha t  this is d o n e  in order  to m a k e  the textural  a c c u m u l a t i o n  all the m o re  

apparen t .  M a c D o n a l d  fur ther  o f fe rs ,  in re la t ion to the first two m o v e m e n t s  that  ' T h e  

m us ic  is h ig h l y  in teres t ing but  no t  ( for  me)  a m o n g s t  B r ia n ' s  m o s t  c o m p e l l i n g ’ . '"^ He

Ihid. 27.y
Ihul. 275.
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finds more "memorable ideas' in the latter two movements.'"' This view highlights a 

difference between the first tw'o movements and the concluding pair borne out by the 

preceding discussion. The first two movements are quite discursive, the second in 

particular, w'hereas the latter two are more single-minded in their approach. The 

manner in which Brian utilises his straightforward material in the opening movement 

in particular is precise!} what makes it memorable. The textural explorations o f the 

opening two movements —  arguably their most distinctive feature —  are fu lly  detailed 

above. Graham Saxby refers to this command o f orchestral texture when he notes that 

these parts o f the sxmphony 'widen the lim its o f timbre and texture in orchestral music 

to an unprecedented extent'.'"^ comparison o f the slow mo\ement o f No.2 with that 

o f N o.3. however, does reveal a tighter grip on the material in the latter. The main 

melody provides a clear focus, lacking in the corresponding mo\ ement o f No. 2. 

without any lessening o f the textural in\ enti\eness characteristic o f Brian.

There is also a more satisfactory balance between unity and a wide expressive scope in 

No. 3. The clearest example o f this can be found in the scherzo, which offers a separate 

expressive world from the rest o f the symphony. There are also subtle links u ith  the 

other mo\ ements — to be discussed in turn —  which ensure that the contrast enhances 

the scope o f the symphon>. by pro\ iding the listener with a clear sense o f re lie f from 

the concerns o f the other three movements. This relief is lacking in the Symphony 

No.2, where the balance between concentration and expansiveness is more 

problematic. The weaknesses o f the S_\mphon\ No.2 are a matter o f structure and 

internal balance rather than material. Vv'ith different material in his next symphony, 

Brian was able to create a more satisfying structure and internal balance. The Gothic 

testifies to the fact that expansiveness was not a problem for Brian. The Symphony 

No,2 seeks to add concentration to the mix o f symphonic elements. The Symphon}'

No.3 mixes these apparentl_\ contradictor} qualities in a uniquel}' personal, and more 

satisfactor} manner.

Ihu l .  275
Saxby, 'Havergal Brian's Second Symphonv '. 191.
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CHAPTER FIVE 
SYMPHONY NO 3 IN C SHARP MINOR

1. Andante Moderato e Sempre Sostenuto e Marcato

2. Lento Sempre Marcato e Rubato

3. Allegro Vivace

4. Lento Solenne

Instrumentation; 4 Flutes and 4"' doubling P i c c o l o ) . 4 Oboes and 4"’ 

doubling Cor Anglais), 4 Clarinets and 4'^ doubling Bass Clarinet). 4 Bassoons. 

Contrabassoon. 8 Horns. 4 Trumpets. 2 Tenor Trombones. Bass Trombone,

Contrabass Trombone. 2 Bass Tubas. 6 Timpani. Bass Drum. Cymbals, Gong. Side 

Drum. Tenor Drum. Triangle. Tambourine. Castanets. Celeste. Glockenspiel, 

Xylophone, 2 Harps, 2 Pianos, Organ (ad. lib.). Strings.^

Introduction

Brian finished the full score o f  his Second Symphony on April 6''\ 1931. Six days 

later, he began the process of sketching out a new piece. This was to become his Third 

Symphony, but the evidence o f  the sketches and short score suggests that it may well 

have begun life as another sort o f  work, namely a concerto for one, or two pianos and 

orchestra. This issue is discussed below. Brian’s Third Symphony, like his second, was 

composed in the following stages, based on the surviving manuscript material; pencil 

sketches, pencil short score, ink short score, and final full score. This sequence of 

compositional stages served the composer well, for he follow-ed it until the last works 

o f  his career, written in his nineties.

The manuscript material in relation to the Third Symphony consists of eight pages o f

,lerem> Marchant lists 2 extra piccolos (see the Supplement to Havergal Brian Society Newsletters 
144 and 145), but a closer examination o f  the score reveals that Brian left out an instruction to change to 
piccolos at 45: 10 in the second movement. This makes this passage playable using the forces listed 
above.

T e n o r  Drum, Tambourine and Castanets are not listed on the title page o f  the score in the library o f  
the R oyal College o f  Music. The former is required in the opening movement, the latter two in the 
closing stages o f  the third movement.

See MacDonald , The .Symphonies, vol. 3. 86. for a table o f  the manuscript materials for Brian 's  
s \m p h o n ic  output.
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sketch material, a short score written in ink. and the full score. Some o f  the eight pages 

o f  pencil sketches are fragmentary, but there are also four consecutively numbered 

pages o f  a pencil short score, among which is the last page o f  a presumably complete 

draft, dated "Thursday, July 16' '̂, 1931'. This date is conoborated by a letter from 

Brian to Granville Bantock, This letter also gives the following information about the 

pencil short score:

1) the sketch o f  the First movement was finished on May 1931

2) the second mo\ ement was begun on .June 21^' and completed on July 1̂ '

3) the finale was completed on July 16"'

4) the scherzo w'as sketched out on July 17'*' and 18‘*̂ .

The ink short score is forty-eight pages long, and has an inscription at the end o f  the 

final movement which reads: 'Com m enced Sunday. July 12'' ,̂ Finished Thursday July 

16‘*’\  The fact that both pencil and ink copies o f  the final movement have the same 

completion date could infer that Brian w'orked almost simultaneously on the two short 

scores. This would mean that he wrote out the scherzo —  the final movement in order 

o f  composition —  in both ink and pencil in two days. It is more likely that he wished 

to have identical dates on both versions o f  the short score, to document the initial 

drafting o f  the material. The survival of pages o f  the pencil short score seems arbitrary. 

They are found on the reverse sides o f  pages o f  the ink short score o f  No. 3, as are the 

surviving pencil sketches for No. 2. This supports the view that Brian considered his 

pencil short score expendable once they were superseded by the ink version, but 

wished to commemorate the chronology. In fact he preserved the ink short scores of 

most of his works. The speed with which this short score was written out thus implies 

the pre-existence o f  a complete preliminary pencil score, which w'as used as the basis 

for the ink copy. The full score has the following inscriptions:

1) at the end o f  the first movement : ‘ Score completed Sunday January 10'^. 1932'

(the date o f  January 10‘'’ is also written in b racke ts) ;

2) at the end o f  the second m o v em e n t : ’Saturday March 19 1932';

3) at the end of the third m o v em e n t : ‘Friday .April 22 1932’;

Let ter  q u o te d  in Da v id  B r own ,  ‘Ha ver ga l  Brian.  S y m p h o n \  No.  3 ' .  s l eeve  notes  for c o m p a c t  disc 
h h p e r i o n  C D A 6 6 3 3 4 .  1989.  3-4.
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4) at the end of the final mov ement : ‘Score Completed Sat evening May 28 1932’

and, to the left o f  this; ‘In Studio i Jasper Road London SE 19'

As with the Second Symphony, therefore, the movements were composed in a 

different order to the sequence in which they appear in the finished work. In the 

present case, the scherzo, written out of sequence (as the dates in the letter to Bantock 

indicate), stands apart from the other movements in terms o f  both the nature o f  the 

musical language and the m ood evoked. The orchestration o f  the sketches was clearly 

a vital part o f  the creative process for Brian, as opposed to an exercise o f  a technical 

nature, taking the best part o f  a year to accomplish. .A. comparison o f  short score and 

full score reveals many new textural ideas —  often o f  a subsidiary nature —  in the 

latter, w'hile the broad musical argument remains largely intact. This broad vision was 

also the main impetus behind the pencil short score, and. given the speed at which the 

ink short score was completed, it seems very likely that the latter did not incorporate 

any major modifications by the composer. Brian had w'ritten to Bantock on July 20'*̂ , 

1931; ‘It will take a long time to decipher and write out my s k e t c h e s ' p e r h a p s  the 

ink short score represented a necessary clarification o f  his pencil notation before the 

production o f  a full score. A comparison o f  one o f  the surviving pages o f  the pencil 

draft (numbered 14) with its ink counterpart bears this out, and is discussed below.

The cover page o f  the full score has the word 'Altarus ' partly erased from it. The 

provenance and meaning o f  this word are unclear, and have been the subject o f  much 

speculation,'^^ and there is even a website devoted to this mysterious t o p i c . I t  may 

have had some programmatic significance for Brian, or perhaps was a coined w-ord to 

convey the idea of great (or greatest) height. The heroic striving o f  much of the music 

could reflect this. There may have been some astrological or mythological 

significance. It may also be that Brian simply mis-spelt or incorrectly remembered the 

term with which he wished to inscribe the score o f  this work. If  he wished to convey a 

sense o f  mystery and power by this term, the music more than adequately 

compensates for the lack o f  a clear link v\ ith this enigmatic word. In typical Brian

Brian quoted in Brown, ‘Havergal Brian. Symphony No. 3 ’. 4.
See Martyn Becker, ‘B rian ’s Third  S ym phony’ in HB: A spec t o f  H avergal Brian, ed. Jurgen 

Schaarwachter, Ashgate, 1997, 193-7.
htDp://vvw"w. Binternet.com/~j.b.w/alta.htm, 23 March 2004.



fashion it was firstly w'ritten and then —  in keeping with his attitude to programmatic 

ideas in general —  partly but not completely erased.

The immediacy w'ith which w'ork on the third followed the completion o f  the second 

points to an urgency on the part o f  the composer to sustain a creative burst. In addition 

to this, it may also suggest a continuity o f  thought shared between the two works. 

There are, indeed, some shared musical concerns between the two works, which can 

be taken to infer that Brian washed to develop, in No. 3. the type o f  symphonic 

thinking found in the earlier piece. Both end with extended slow movements, and have 

third movements which stand apart from the rest o f  the symphony in terms o f  style 

and language. Further to this, each slow (second) movement is shaped around 

passages o f  great textural richness. It is the first movements o f  each work, however, 

which differ most from each other. That o f  No. 2 is smaller in scope than the 

succeeding second movement, w hereas the opening movement o f  No. 3 is the largest 

of the four movements that make up that symphony. The preludial nature of the 

opening m ovement o f  No. 2 —  discussed above in chapter 5 —  presents a strong 

contrast to the greater scale and w’eight o f  the first movement o f  No. 3, although both 

begin with an introduction in slow tempo. In the latter case, however, the succeeding 

passage is actually marked Piu Lento, which effectively makes the opening bars a 

quicker, rather than slower prelude to the main tempo of that movement. The fact that 

the opening movement of No. 3 was initially conceived as the first movement o f  a 

Concerto finds reflection in its larger scale. This includes double statements o f  

thematic material in a manner related to the practice o f  a composer such as Mozart in 

his Piano Concertos, as outlined below.

It is important to distinguish betw'een Brian effectively doing a re-run o f  No. 2 w'hen 

writing No. 3, which is clearly not the case, and learning, and drawing upon the 

experience o f  writing his Second Symphony when embarking upon his third. It has 

been suggested in conversation with the author by Irish composer Kevin O'Connell 

that each successive work by a composer represents —  to some degree —  a critique of 

the preceding one. There is certainly an accurate observation here, in that a composer 

will naturally become more self-critical and exacting in each successive work. The 

point acquires further resonance when successive works are written within the same 

genre, as is the case with Brian 's Second and Third Symphonies. The composer will
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also endeavour to explore new ideas in succeeding works, whether they be expressive, 

technical, or a combination o f  the two. The matter o f  compositional technique, and its 

development, is a separate issue from the thematic and expressive character o f  a 

composition, however. Thus the tragic world o f  Brian 's Second Symphony is followed 

by the 'expansive, objective, heroic and lyrical' world ofNo.3.''^^ However, a 

comparison o f  the compositional techniques used in the two works does suggest that 

the composer wished to develop his symphonic skills in the third, building upon the 

achievement o f  No. 2. W ith the Fourth Symphony, Das Siegeslied (1932-3), Brian’s 

interests returned to the type o f  writing found in the T e  Deum" setting w hich forms 

the second part of the Gothic  (1919-27 ). The purely instrumental nature o f  both the 

Second and Third Symphonies relates more pertinently to the first, instrumental part of 

that huge work. Part o f  the challenge for Brian in these w'orks was to write 

instrumental music which did not pave the way for a choral peroration, but could 

generate, sustain and conclude a self-sufficient musical argument. This w'ould remain a 

challenge for the composer as far as his nineties, since after the Fifth Symphony, Wine 

of Summer  (1937), Brian never again included a vocal part in any o f  the Symphonies.

Andante Moderato e Sempre Sostenuto e Marcato

Overview

The divisions in the opening movement o f  Symphony No. 3. detailed in table 3:1 

below, show that sections o f  the music can be seen to correspond to the components of
137a sonata structure. N4alcolm Macdonald has described it as ’retaining a sonata basis'. 

However, the inclusion o f  a cadenza-like passage, as well as the double statements of 

thematic groups betray the influence of the concerto principle on the com poser 's  

thinking in this movement. The question o f  the concerto-like origins of the first 

movement will be more fully treated below. Brian’s comment to Bantock, in a letter o f 

25 May 1931 —  after the completion of the pencil short score of the first movem ent —  

that he had ‘resolved the Concerto into a Sym phony' neatly summarises the process of 

redefinition evidenced by the surviving pages o f  the pencil short score, as well as the

Brown,  'Havergal  Brian, S y m p h o n \  No.  3'. 4. 
' Ma cDonal d,  The S ym p h o n ies, v o l . l ,  73.
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1  ̂8ink short score. ‘ After that resolution. Brian treated the two piano parts far less 

prominently in the remaining three movements of the symphony, and the design is no 

longer a cross-fertilisation o f  concerto and symphony as in this opening movement. 

Table 3:1 below presents an overview o f  the movement:

Table 3:1: First movement sections

Place in score Descript ion

Bar 1 to 2:4 Introduction

2:5 to 3:2 First subject 1

3:3 to 4:1 Interlude 1

4:2 to 4:8 First subject 2

4:9 to 5:9 Transition

5:10 to 7:4 Second subject 1

7:5 to 8:10 Interlude 2

9:1 to 10:6 Second subject 2

10:7 to 11:7 Transition

11:8 to 15:5 Development 1

15:6 to 16:3 Development 2

16:4 to 19:6 Development 3

19:7 to 21:6 Development 4

21:7 to 23:2 Transition

23:3 to 24:10 Second subject

25:1 to 27:2 Transition

27:3 to 29:2 Cadenza

29:3 to 31:3 Coda

As in the case o f  the first movement o f  No. 2. the present opening movement is framed 

by related passages at a different tempo from the bulk of the music, in the nature o f  an 

introduction and epilogue. Like No. 2. the effect is o f  opening out the harmonic palette 

at the beginning o f  the movement, and o f  closing it back in at the end. In each case, the 

tone o f  the work is strongly defined by the nature o f  the opening gestures.

Furthermore, the thematic material heard at the outset proves to be of great

'■'* Q u oted  in B ro w n .  'H averga l  Brian, S y m p h o n y  N o .  3 ’. 3.
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significance throughout the movement. The brooding atmosphere o f  No. 2 contrasts 

strongly with the forward moving march rhythms heard at the outset o f  No. 3. 

MacDonald has aptl\ characterised this opening as possessing 'a  strong, deliberate 

forw^ard motion, full o f  a sense o f  heroic purpose’.'"’̂  Martyn Becker has written that 

there is ‘a tremendous sense o f  powerful doggedness in this music, a great sense of 

purpose which can be felt from the outset'.''^'^ The opening rhythms —  which bear a 

distinct, if unlikely relationship to the well-known 'Habanera ' from Bizet's  Carmen 

(1873-4) as noted by Becker —  return triumphantly at the conclusion o f  the 

movement. This contrasts strongly with the end o f  the first movement o f  No. 2, which 

retreats into the shadows from whence it came. In the case o f  the first movement of 

No. 3 the latent power of the opening gesture is fully realised. The opening and 

conclusion o f  the first mo\ ement o f  No. 3 can be seen in examples 3; 1(a) and (b) 

below.

H arm onic language 

(a) T onal centricity'

The introduction and coda both centre on the key o f  C sharp minor, and thus provide 

an important frame for the \ aried harmonic language of the main body o f  the 

movement. As in No. 2, there is a contrast therein between passages rooted in triadic 

harmony, and those of a less triadic nature. In No. 3. the beginning and conclusion of 

the movement are like pillars which introduce, and re-enforce the tonic respectively. 

The change o f  mode, from purposeful minor at the start to triumphant major at the end, 

is also emblematic o f  the path o f  the entire symphony. The coda o f  the final 

movement, in fact, is prefigured in the first movement, a characteristic also discernible 

between the endings o f  the outer m o\em ents  o f  No. 2. Examples 3 :1(a) and (b) show 

the beginning and end of the movement respectively:

MacDonald,  The Sym phon ies . vol. 1, 74.
Mart>’n Becker.  'Br ian ' s  Third Symphony ' ,  in HB Aspects u / 'Huver^al Brian. Jurgen Schaarwachter  

(ed ). .Ashgate. 1997. 193-97,
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E X A M P L E  3 : 1(a)

S ym phony  No. 3.1 bars 1-3 (reduced h>’ the author)

jUlegro moierato
cresventio e r.waifiD

mp

[Bra. Cbn, Tbn. Tbas. D.E.J

E X A M P L E  3 :1(b)

Sym phony  N o. 3,1. 31: 2-3.

A com parison  o f  the fo llow ing example, taken from the short score, w ith  exam ple  

3; 1(a) above , which is a reduction by the author from the full score, show s Brian —  as 

in the case o f  the opening o f  the Symphon_\ No, 2 —  reaching a definitive opening 

gesture only at the full score stage. The dotted rh\ thm  which is so pre\ alent in the 

finished work is less clearly defined in the short score. B rian 's  alterations give the 

opening a m uch  greater sense o f  impetus. This is another clear instance o f  the full 

score gi\ ing the com poser one last chance to polish his material. We shall see another 

instance o f  this creative clarification in the coda o f  the last movement, w hich  —  like 

the final bars o f  the previous sym phon\ —  differ from  what is found in the short score. 

The short score o f  the opening  bars are g i\  en belov\:
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EXAMPLE 3 : 1(c)

Sym phony No. 3.1 bars 1-3 (short score)

Allegra modersto
c rs jc ^m S c  e ’K u rc a u j

it ^JL£_________ ________

mp

a ^

Both introduction and coda can be seen to feature D major p rom inen tly  as an im portan t 

auxiliary key, to som e degree fulfilling the function o f  a traditional dominant, in that D 

m ajor often leads directly to the tonic, C sharp minor. This can be clearly seen in 

example 3 :1(b) above. The four bars immediately  preceding this are built up over a 

bass line centred on D. in the m anner o f  the opening o f  the m ovem en t,  making the shift 

to C sharp m ajor at the start o f  exam ple  3 : 1(b) all the more effec tive and dramatic.

This distinctive use o f  key areas contributes to the successful incorporation  o f  triadic 

tonality into the music, in that the most important harmonic inter-relationships are 

c!carl\ presented at the outset. The triadic nature o f  the material presented  in the key 

areas o f  C sharp and D throughout the m ovem ent offers a unifying thread, while also 

referring back  to the s trongh  key centred introduction. This triadic material also 

presents a m ore local contrast to several intervening passages w h ich  can be described 

as not possessing any binding sense o f  key. or diatonic harmonic language. The 

following exam ple , soon after the opening o f  the m ovem ent, show s  that the initial 

departure from a bass-line rooted on C sharp, is to a D. w hence the music is 

em phatically  pulled back. The im portance o f  D as a secondary key in relation to C 

sharp minor, is thus presented in concentrated form at both ends o f  this large 

m o \em en t .  show ing the com poser  te ll ingh  relating small scale e \ ents  to the large 

scale organisation.



EX AMPLE 3:2(a)

Sym phony  No. 3 .1.bars 5-6 (reduced  by the author)

[+i^asj

[5ns, lins, Tiar. Pno, D.'S..]

As in the case o f  the opening  o f  the m ovem ent.  Brian has only arrived at a definitive 

rhythm ic shape for these bars  at the full score stage. The follovving ex am p le  shows the 

above bars as they appear in the short score;

EX AMPLE 3:2(b)

Sym phony No. 3 .1,bars 5-6 (short score)

}  1  - "f 'jS

ft_______ ^  ---------------------- ■ _

S  — = z  " l j |M
The fact that the second subject referred to in table 3:1 a b o \e  is initially presented  in D 

m ajor is a further instance o f  the close re lationship between the two key-areas. 

E xam ple  3:3 below show s the opening bars o f  the second subject, in its first 

appearance in the m ovem ent:



EXAMPLE 3:3

Symphony No. 3.1. 5:9 -6:1

—      (3u.!r.
[Etnnss]

J- - - - J - r d —^ ^ ^ —fp fJ^ ...........................

r
P

The more common choice o f  a contrasting key at this juncture would often be the 

relative major, in this case Fi major. This is eschewed here, but it is intriguing, and 

further evidence o f  his original approach to the use o f  key areas, that Brian does place 

his second subject parth in the latter key when it returns later in the movement (at 

23:3). It moves from an A major beginning to E major, as the initial version —  the 

beginning of which is quoted abo\ e —  had moved from D to .A. major. Rather than 

being a contrast, howev er, the relati\ e major in the present instance (E major) is used 

more as a counterfoil to the tonic (minor) than as a source of harmonic conflict at this 

point by Brian. This is reflected in the use o f  a common pitch. G sharp, between the 

two key areas in the lead-up to the cadenza for the two pianos, based in C sharp minor, 

which follows the conclusion of the restatement o f  the second subject. This enhances 

the continuity betw cen the two harmonic areas rather than the contrast.

The main body o f  the movement makes further telling use of D as an important 

secondary key. The fact that C sharp and D are a semitone apart means that Brian can 

present the latter as a displaced version o f  the former. This is, in effect, what happens 

at the very end o f  the movement, as mentioned above, where a build-up in D major is 

suddenly wrenched back to C sharp major for the final bars. A further example o f  this 

occurs at 11:8 and 12:4. in the "development 1' section. The section begins with a 

martial gesture in 6 '4  marked Allegro con Brio. This is repeated at 12:4. but transposed 

up a semitone to D minor. The effect is similar to that o f  a phrase and answering 

phrase, w’ith the proximity making the rise in pitch readily perceptible.



EXAMPLE 3:4(a)

S>mphony No. 3.1.1 1:8

Anegro Moikmto
/’n'rMM'i.'iar, 3̂ &. .ffw, Tbns.

Aifi bno e ,'iDriiMJ

EXAMPLE 3:4(b)

Symphony No. 3 .L12:4

Tpfe. lYrsj,

(b) Development sections

Brian’s use o f  the tonic key is crucial to his planning of the central portion o f  the 

movement. As was the case in the first mo\ ement o f  No. 2. he uses the tonic key as an 

important reference point as this portion of the movement unfolds. It is used as a sort 

o f  launching pad for the \ arious subsections referred to in table 3:1 above as 

"developments' one to four. Each subdivision is begun by a statement of material in C 

sharp minor which is closely related to the beginning of the movement —  quoted 

abo\e  as example 3:1 (a) —  or to the subsequent first subject, presented below as 

example 3:5.
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EXAMPLE 3:5

Symphony No.3, 1.2;5-6:violins

Plu Lento e espresa

es|JTtSEivo e legato

The second appearance o f  this theme at 4 : 2  (see table 3; 1). is illustrated below as 

example 3:17, from which it can be seen that the theme retains its original character far 

more closely than is the case with the second subject, as will be outlined below. The 

first two developments, which begin at 11:8 and 15:6 respectively, are closely related 

to the opening of the work, rather than the first subject illustrated above. The 

beginning of 'development 1' has been included abo\ e as example 3:4(a), while the 

beginning o f  the second anticipates, in the piano writing illustrated below as example 

3:6, the type o f  gesture which will characterise the climactic cadenza (compare the 

follow'ing with example 3:16 below).

EXAMPLE 3:6

Symphony No, 3.L15:6-7

v n n r l p r n ^ f i

The next two 'dex elopments' refer explicitl)' to the first subject (example 3:5 above), 

the third using its opening as the basis for a canon, and the fourth continuing with the 

subject over an accompaniment based, once again, on canon. The ongoing sense of 

development in each case counteracts any strong sense o f  thematic return, although 

one could describe these two instances as the double restatement of the tlrst subject, 

within a continuously e\'ol\ ing sonata structure. While it is true that these allusions to 

first subject material provide aural reference points, the strongest gesture o f  

restatement is provided b> the E major version of the second subject, which leads to



the cadenza. T he  beginnings o f  the trea tm ents  o f  first subject material in 

•developm ents ' th ree  and four are illustrated below.

EXAMPLE 3:7(a)

Sym phony N o. 3 .1.16:7-8,

[Obj, Tpfc, JCyiJ

f  l^ns, Tbs3, Flis. D .SJ

EXAMPLE 3:7(b)

Sym phony No. 3.1.1 0:8-9

Meno Allegro
[Fb. Qbs. C'-'L", ypuj

njtji.: moi'fC' irr'ssc

[ClS. BClS. I'UlsJ

fBiir, JSfw, Cellar  ̂ D.S.J cajo nomposx}

The rhythm o f  the first subject is also referred to in a striking passage which follows 

the developmental passages just discussed. Four bars for strings, m ark ed  ‘s lo w er’ by 

the composer, separate  the end o f  'd eve lopm en t 4 ' from the ’trans i t ion ' referred to in 

table 3:1. The latter begins as show n in the following example, and the re lationship o f  

its opening bar to the opening o f  subject 1 is clear. The writing for t im pani,  seen on the 

bottom stave o f  the short score excerp t below, anticipates the in terpolations on that 

instrument in the cadenza. It is arguable that this subsection is. once  again.
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developm ental in nature, but it is better view ed as a transition to the resta tem ent o f  the 

second subject which fc>llovvs. in that the context is different from that o f  the 

beginnings o f ’deve lopm ents ' one to four. This justifies the choice o f  key by Brian, 

n a m e h  D minor, rather than the tonic, as in the case o f  the abo\'e exam ples. T he  shift 

upw ards o f  a semitone m akes  the return to C sharp  m inor for the cadenza all the more 

em phatic, while also prov iding further ev idence o f  B rian 's  purposeful use o f  the 

former key as a counterfoil to the latter,

EXAM PLE 3:8

Sym phony No. 3 .1 .2 1:7-8

Pocn lenio
[FIs, ObsĴ

 n  I

I I

(c) The non - tonal passages

In each o f  the three passages in the following table, which are discussed in turn  below, 

the non-tonal stretch o f  music is preceded by one in which the harmony is quite static, 

and connections to the two main themes o f  the m ovem ent are lenuous. T he  m usic  

appears to be winding dov\ n at these points, but the non-tonal passages effec t an 

increase in forward m om entum  (partlv through the use o f  repethive rhv thm ic  patterns). 

The unexpected jux taposition  with the preceding m usic imparts a sense o f  jou rney ing  

onward. The effect in each case also seems calculated to be destabilising and



unsettling.

Table 3:2: Non-tonal passages

Place in score D escription

7:5 to 11:7:

(i) 7:5 10 8:10

(ii) 9:1 to 10:6

(iii) 10:7 to 1 1:7

Interlude 2 

Second subject 2 

Transition

14:1 to 15:5 D evelopm ent 1

18:5 to 19:6 De\ e lopm ent 3

At the end o f  these passages, there is an increasing focus on selected pitch-groups, 

w hich  prepares for a return to key-centred  music; the tonic o f  C sharp m inor fo llow s in 

each  instance, hi their im m ediate  contexts, these passages have the character o f  

interludes. They  are also imaginative side-steps from the march-like music which 

dom inates  m u ch  o f  the first m ovem ent. The unsettling impact o f  these passages is a 

typical result o f  the d iscontinuity  noted b> .lohn Pickard as one o f  the m ost distinctive 

—  and controversial —  aspects o f  B rian 's  stv le . '”" T h e  sense o f  im m ediate  continuity  

is avoided, in favour o f  abrupt changes o f  direction (or perspective).

1: 7:5 to 11:7

This large span o f  music consists o l ' lh e  second statem ent o f  the second subject o f  the 

m ovem ent,  fram ed by m usic which follows its initial appearance, and a succeeding 

passage w'hich u ltim ately  leads back to the tonic key. These three subsections are 

separated from each  other by caesuras —  notated as tw o parallel vertical lines in the 

full score —  and are quite distinct from one another as far as texture is concerned. T he 

fact that the m usic immediately  preceding  this broad span is largely diatonic helps to  

create the very unsettling  impact o f  the present passages, while also separating the 

paragraphs quite sharply from a harm onic  point o f  view .

S e e  J o h n  P i c k a r d .  ' H a v e r g a l  B r i a n ' s  p r o d u c t i v e  d i s c o n t i n u i t y . W i t h  a  c o m m e n t  b \  M a r t y n  B e c k e r '  in 
HB: Aspects o f  Havergal Brian. J u r g e n  S c h a a r v v a c h t e r  ( e d ) .  ( A s h g a t e .  19 9 7 ) ,  9 3 - 1 0 4 .
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(i) 7:6 to 8 : 1 0  ( In ter lu d e )

M alcolm  M acD onald  has written o f  the opening  bars o f  the present passage as ‘one o f  

the m ost astonishing m asses o f  orchestral sound in m odern m u s i c ' . I t  d ivides into 

tw o  units o f  tw o bars each in w h ich  descending  scale patterns are surrounded  by 

enormously  rich textures: the strings, for exam ple  are divided into sixteen parts, ha lf  o f  

W'hich are ‘o p en ' ,  and h a l f 'c o n  so rd in i ' ,  accord ing  to the co m p o se r 's  instructions in 

the full score. T he two piano parts o f  these bars can be seen in exam ple  3 : 19(b) below. 

There  is a partial use o f  w h o le - to n e s  in the harm ony, but texture is the strongest and 

m ost m em orable aspect o f  the music. Brian never refers to the substance o f  these bars 

again, but their textural richness is paralleled by several passages th roughout the rest o f  

the symphony. This  richness o f  texture is a characteristic shared with  Sym phony  No. 2, 

as well as the orchestral texture in the first part o f  the Gothic. T he fo llow ing  bars o f  

‘Interlude 2 ’ are similarly subd iv ided  accordm g to sequential repetition. Two bars o f  

dotted rhythms on piano one coupled  with dem isem iquaver flourishes on flutes and 

oboes are fo llow ed by four bars in which the two pianos are accom pan ied  by dotted 

rhytlims on low  brass. Then three bars featuring semiquavers on p iano  one and flutes 

are succeeded by a repeated one-bar sum m ons on both pianos (supported  by strings 

and horns on the first beat). The second version o f  the second subject follows after an 

expectant caesura. The continuity  o f  this passage is more a ques tion  o f  the succession 

o f  striking textures than o f  any them atic deve lopm ent or harmonic device such as 

modulation. If  anything, it is the gestures and textures that are trea ted  sequentially 

rather than m elodic patterns or keys. The follow ing example show s the final bar of 

semiquavers followed b\ the repeated one-bar sum m ons.

Mal col m M a c D o n a l d ,  The S} mphonie.s .  vol.  \ . 76.
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EX AM PLE 3:9

S y m p h o n y  No.  ?.1-S;S-1().

/Fii, Î no)

 ̂ ici3..7 p
m -J

:-L.

f i

\ ^ w
“T i

[Tbn

■

* ^ i — i

5, SiJings]

■ ■ ..fat

Ji

Suave

(ii) 9:1 to 10:6 (Second Subject 2)

T h e  presen t  ver s ion  o f  the  second  suhiec l  is heard as a greailx \ a r ied re s ta te m e n t  o f  its 

first a p p e a r a n ce  (quo te d  a b o \ e  as c.xample 3;3 i. It acts  aN a counter fo i l  to that  ver s io n  

by m a k i n g  use  o f  the  s a m e  m e l o d \ . ! lo\ \  e\  er.  the m e l o d \  w as su p p o r te d  b y  the  

ha rm on v  in the  first \ e r s i o n ;  here,  the  m e lo d y  is all but o \ e r w h e l m e d  by the  

s u r r o u n d in g  texture.  T h e  beg in n in g  o f  this  passage  is s h o w n  b e l o w  as e x a m p l e  3 : 18(a). 

Perhaps  Br ian  is s ta nd in g  an age-old idea on  its head at liii.' point .  In m a n y  Class ica l



and Romantic works, the repetition o f  a theme would often include some melodic 

variation, w'hereas the surrounding harmonies would remain substantially the same —  

as, for example, in the early stages o f  a set o f  variations such as the Brahms Variations 

on the St. A ntony Chorale (1873). In the present case, the melody is unchanged, but the 

texture — or accompaniment —  around it is totalh transformed: little wonder that the 

effect is so disconcerting. What was initially perceived as an almost Elgarian melody 

has been transformed into a multi-layered textural exploration o f  almost Ivesian 

proportions (M acDonald mentions Stockhausen's Punkte o f  1952 in reference to the 

nature of this p a s s a g e ) .F u r th e r m o r e ,  rather than strengthening the impact o f  the 

melody, this elaborate restatement undermines it by making the melodic line just one 

element of a hugely diverse sonority, and it contributes in a disruptive way to the 

perceptible unity o f  the musical discourse. In short, the melodic line is rendered less, 

rather than more memorable by its repetition.

This transformation o f  the character o f  the second subject is in direct contrast to the 

case o f  the first subject, as outlined above. Shostakovich presents a comparable case in 

the first movement o f  his Fourth Symphony (1936). where the themes swap 

characteristics between the exposition and recapitulation, as noted b\ Hugh Ottawa}’ in 

his guide to the symphonies of the Soviet c o m p o s e r . I n  that instance, however, a 

huge developmental passage separates the two appearances o f  the thematic groups, in 

contrast to the proximity o f  the two statements in Brian. ,A.s he moves through the 

second version o f  the second subject. Brian progresses from triplet quavers to sextuplet 

semiquavers as the accompanying textures become e \e r  more elaborate and 

overwhelming. The passage breaks o ff  at a high point as the melodic element reaches 

its final bar. In the short score, interestingly, the parallel lines are not present which 

mark the break betw-een this section and the succeeding bars in the full score. This is 

shown in the following example, where the continuit\ in terms o f  rhythm and pitch is 

readily visible.

Ibid.. 76.
'■*'* Hug h Ot taway ,  Shostakovich  Symphunie.s ( B B C  Publ ica t ions .  1978),  2 I .
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E X A M P L E  3:10

Symph on y No.  3.1.10:6-7.

[ T m j  Iff- Id5 ^

L 1
>11 4  L t .  '’1

:--------^

1 r V ----Tj----

{D.3.J

^  f  1

%w
\>w J t

/
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y ~ r  1*7\
* r

#-------
1 * ' ^

p -

\ \ 'hen  orchest rat ing this music  Brian chose to undermine this continuity,  not alone by 

the caesura, but  by a complete change in orchestral  texture, as well as dyn am ics  at the 

point  o f  the parallel lines (be tween the first and second bars o f  the above example),  

Th e result is one o f  the c o m p o se r ' s  t rademark uses o f  (apparent) discont inuity.

(ill) 10:7 to 11:7 (T rans i t ion )

This music connects the pre\ ' ious ly d iscussed passage with the arrival back in C sharp 

minor  at 11 ;8. It therefore cffects a iransilioii from the non ke\  -centred to the key- 

centred. This is achie \ ed through a gradual emergence  o f  pitches adjacent  to C sharp: 

their emphasis  prepares the \\ a \  fur C' sharp minor  to emerge as the logical goal o f  the 

passage,  Initiallv. Brian prominen th '  features a melodic shape taken f rom the fourth 

bar o f  the second subject, fh is  can be seen in the top stave o f  the second bar o f  

example  3:10 abo\e .  It is marked 'k '  in both examples.

182



E X A M P L E  3:11

S y m p h o n y  No. 3.1. 6 ;2-3 :\  iolins

cEpccsB, IcncramciTtc

This pattern o f  a step upward follov\ed b> a leap dow nw ard  changes, in 13;4. to a step 

d ow nw ard  followed b\' a leap dow nw ard. as the pitch content centres around G, D and 

C. T he  gradual focus on  to C and D, the tw o pitches semitonally  ad jacen t to C sharp 

can be seen in the table below-.

Table 3:3: Focus on C and D
Bar n um b e r Pitches

1 1:4 .A.G.D.C

11:4 D.C.G.E

11:6 D.C.G

11:7 D.C.G

Brian has thus moved from a non-centred  use o f  pitch material, v ia  a focus on repeated  

pitch groups, to a strong sense o f  k e \  at 1 1:8. In effect. Brian has p laced  this non-tonal 

passage so that it fills the space betw een  D major and C sharp m inor, the two principal 

keys o f  the m ovem ent —  as noted above —  bul without effecting a tonally based 

m odu la t ion  to get from one to the other. The result is that the re -insta tem ent o f  C sharp 

m inor com es as a surprise and gives a fresh impetus to the music, ra ther than 

representing a harmonic step backw ards towards the beginning o f  the m ovem ent. In 

short, the symphonic m om entum  is enhanced  b_\' the placing o f  this long passage, 

despite —  or perhaps on account o f —  the surface discontinuities w'hich characterise it.

2: 14:1 to 15:5

This passage, from "development 1‘. is preceded by a single bar on t im pani,  playing 

dotted rhythm s on the note G. which essen tia lh  marks time. It beg ins  with  a further 

use o f  ' k ’ from the second subject (see e.xample 3:10 abo\e) :



E X A M P L E  3:12

Symphony N o .  3,1.14:1-2: violins 1

BraBd, aasdve sempre dolci^e

Both the top and bottom  parts o f  the orchestral texture between 14:1 and 15:5 use all 

twelve pitches w ithin the oc ta \  e. although there is no question o f  their use bea ring  any 

resem blance to serial practice. T he question o f  serial practise in Brian was d iscussed  in 

relation to the o pen ing  o f  the Sym phony No. 2 above. This use o f  all tw elve pitches 

does, how ever, indicate the non-diatonic nature o f  the passage as a whole. In 15:5 the 

music culm inates in a chord o f  F major: the bass line has begun a descent three bars 

earlier, and con tinues  to move dov\nwards. as far as a D on the last beat o f  15: 5 which 

is succeeded b>' the C sharp o f  the next bar. Though there are som e ties to earlier 

passages (such  as 'k '  abo\ e) and the passage is c loser to the material o f  the second 

subject than any th ing  else in the movement. It has a rhapsodic feel, and thus contrasts  

with the clear re lationship betw een the ensuing paragraph and the first subject, the 

beginning o f  w hich  can be seen in example ."i:6. The thinning out o f  the orchestral 

texture —  as well as the d im inuendo— is strongly countered by the Allegro speed  and 

the driven sound  o f  the next passage, which features the two pianos prom inently , 

fo n a l  instability is contrasted with, and followed by. a strong presentation o f  the tonic. 

The passage is in the nature o f  an interlude be tw een  the related beginnings o f  

‘developm ents ' one and two. both o f  which ha\ e their origins in the opening o f  the 

movement, as well as using the tonic ke>. The contrast is thus both thematic and  

harmonic. It is likely that Brian judged it too soon to refer explicitly  to the second 

subject at this point, as it had recently been slated twice in full, but chose to allusively 

recall its m anner in the present passage.

3: 18:5 to 19:6

This span, like the one Just discussed, is framed b \ two episodes in C sharp m inor, 

w’hich in this instance present material related to the first subject, and it once aga in  

offers a strong contrast to the m usic on either side o f  it. It begins with  a change  o f
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speed to Piu Allegro e con brio and is characterised by the following idea, the rhythm  

o f  which assum es an ostinato-like  function:

EXAMPLE 3:13

Sym phony No. 3.1,18:5: ostinato

Pm Allegro e c o t i brio

j

iTrÂ .

I'H -'-1

I 'i tu , i'UiS]

> -------i— ^
m f

As can be seen, the tlrst beat uses the same pitches as the second (thus echoing the 

rhythm) and the four quavers  consist o f  repeated notes. This  repetitive patterning is 

altered in the last four bars o f  the paragraph, to d isruptive  effect. Brian can be seen 

here to com bine  extrem ely free harm onic and inter^'allic w riting w ith  a very tight 

control o f  rhv'thm and gesture, so that at no time are all the musical param eters in a 

state of flux. There is no suggestion  o f  a triadic basis for the harm ony, nor is there 

repetition o f  harmonic elem ents ,  but the rh> thm coun terac ts  this by acting as a clearly 

audible com m on  elem ent from bar to bar. To prepare for the return o f  C sharp m inor at 

the beginning o f  the next section. Brian introduces an enharm onic  change in the first 

x'iolin line, and bass notes w hich  approach the C sharp  m inor centred tonality to com e 

can be seen in the exam ple  below:



EXAMPLE 3:14

Sym phony No. 3.1. 19:4-7: top and bottom lines only

f  F
IJT

These methods o f  approach lo the ionic m a\ arise from Brian 's  habit  o f  avoiding the 

dominant o f  m ore traditional tonal practice, but the increased focus on certain pitches 

is also an effective way o f  bridg ing  the divide between key and the absence o f  key.

The coexistence o f  tonal and non-tonal harmonic idioms within a sym phony is one o f  

B rian 's  most significanl contribu tions lo the de\ elopm ent o f  the genre. It can be seen 

as an extrapolation from the oft-quoted  dictum  o f  Gustav M ahler that "the Sym phony 

must be like the world. It must contain  cv erN'thing'. '”*̂  Mahler h im s e l f  had provided, in 

the Tenth Sym phom y ( 1 9 1 0 ) .  a tantalis ing g limpse o f  the possible road his sym phonic 

developm ent m ight ha\ e taken with the nine-note chord which clima.xes each o f  the 

outer m ovem ents, but there is an important distinction here. The M ah le r  chord 

represents the culm ination o f  the harm onic intensity found in particu la r  in the opening 

Adagio, but it is still tied, in how ever distant a fashion, to the tr iad ic  language at the 

root o f  the music. In effect, the chord  is a h u g eh  elaborated d o m in an t  o f  F sharp 

major, the tonic key o f  the m ovem ent.  This reading o f  the chord is confirm ed by 

M ahler h im se lf  close to the end o f  the .Adagio, u  here there is ano ther  long chord built 

on C sharp, but w ith the le\ el o f  d issonance —  and the dynam ic —  greatly reduced. 

One chord can be heard as a resolution  o f  the tensions o f  the o ther,  and once that 

resolution has taken place, all that is needed is the final tonic chord  to conclude the

Q u o t e d  in Gustav Mahler: Memories and l.elicr', ( A l m a  M a h l e r ,  ed.  D o n a l d  M i t c h e l l ) ,  J o h n  M u r r a y ,  
1 9 7 3 , 2 9 7  ( f o o t n o t e ) .
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A dagio. The two relevant chords are reproduced  below;

EXAMPLE 3:15

M ahler: Symphon} No. 10.1: two chords

  ■ • •

The tension  in the music is thus related to the  triadic basis o f  all the d issonance , even 

the ex trem e case o f  the first chord o f  the ex am p le  above. In the Brian m o v em en t ,  by 

contrast,  the tension arises from the contrast betw een the triadic and the non-tonal.

They are opposites, and separate  from one another. Their existence side by side is an 

im portant part o f  the dialectic o f  Brian 's  language. .A clear example o f  th is  is furnished 

by the tw o presentations o f  the second subject  in the exposition. The harm ony o f  the 

first is not enriched by the harm ony o f  the second  version: rather the harm onic  palette 

is d iversified and broadened, not to sa\ contradicted. T he melodic repetition provides 

the th read  o f  continuit)’ for the listener. To a lesser extent, this is also the case with  the 

two presentations o f  the first subject in the open ing  section o f  the m ovem ent.

Cadenza

The cadenza  referred to in table 3:1 is placed between the end o f  the res ta tem ent o f  the 

second subject and the onset o f  the coda o f  the m o\ ement. Its positioning suggests  a 

parallel with the Classical concerto  model, as exem plified  by the first m o v em en t  o f  

B ee th o v en ’s Third Piano C oncerto  (1 800). but the nature o f  the musical s ta tem en t at 

this point contradicts such a comparison. Fhe unadorned nature o f  the gesture 

illustrated as example 3:16 below stands in re lie f  from much o f  the richly tex tu red  

music o f  other parts o f  the present m ovem ent,  but is closely related, both rhy thm ically  

and in its basic harmony, to the opening —  and closing —  music. This section , like the 

coda, begins and ends with tonic harmony. T he  latter, as already m entioned, c loses o f f  

the m o v em en t by returning to the material w ith  which it began, whereas the former, 

consisting o f  four statements o f  a rhythmic unit which begins and ends w ith  tonic
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chords, is akin to a sl<eletal harm onic  sum m ary o f  the entire m ovem ent.  It can be seen, 

in fact, as more o f  an anti-cadenza, since it is not a virtuoso show case for the two 

pianists. N o r  does it elaborate in the m anner o f  an im prov isation  on  the m ain  ideas o f  

the m ovem ent,  in the m anner o f  both  o f  the cadenzas Serge R achm aninov  wrote for the 

first m ovem en t o f  his Piano C oncerto  No. 3 in D minor, op  30 (1909). Instead o f  

presenting the basic ideas at their most elaborate —  which he had already done in the 

earlier parts o f  the m ovem en t —  in the manner o f  the R achm an inov  w ork , Brian 

presents, in this passage, a reduction o f  the essential characteristics  o f  the m ovem ent to 

their m ost basic form. The repeated  emphasis  on C sharp  minor, separated  by 

expanding  harm onies, is a m icrocosm ic version o f  the harmonic progress o f  the entire 

m o \  ement. as detailed above. In this manner, and in term s o f  the stark instrum entation 

for the two solo pianos plus tim pani,  it represents the focal point o f  the movement, 

before the advent o f  the coda, w hich, as i f  b \ ’ sheer m om en tum , drives the music to a 

m ajor key conclusion. The pencil sketch o f  this pi\ otal passage does not survive, so 

that one cannot be ccrtain if  Brian originall\ considered som eth ing  more elaborate and 

virtuosic before he had 'reso lved  the Concerto into a S ym p h o n y '.  The first four-bar 

unit o f  the cadenza is show n below .



EXAMPLE 3:16

Sym phony  No. 3.1.27:3-6

AOegro Moderate
[FnasJ

mmp]

------------------------w -------------------------—

Concerto origins: the role of  the two pianos

The double appearances o f  the first and second .subjects ha\ e been cited above as 

e\ 'idence o f  the possible origins o f  this first m o\ em ent as a concerto  for one, o r  two 

pianos. To consider this matter further, it is crucial to examine the writing for the two 

pianos in the m ovem ent,  as well as the la\ out o f  the short score sketch  for the 

m ovem ent. T he Brian remark quoted earlier, from a letter to Bantock , that he had 

’resolved the C oncerto  into a S ym phony ',  is re\ ealing because it th row s som e light on 

ho w  B rian’s thoughts  changed in relation to the new work on w h ich  he was engaged. 

At som e point —  and the survi\ ing sketch pages and short score p ro \  ide som e clues as 

to where —  Brian decided he v\as writing Sym phony  No. 3 rather than  (D ouble) Piano 

Concerto  N o . l .  Mowe\ er, the fact that Brian eventually  gave a p rom inen t  role in the 

first m ovem ent to two pianos rather than one begs the question o f  w he ther the 

Concerto  was. in the initial stages, intended, in fact, for two solo instrum ents. B rian 

had included tw'o pianos in the final two m ovem en ts  o f  Sym phony  No. 2, but their use 

in those m ovem ents  was. on the whole, less prom inent and solistic than is the case in
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No. 3, and in particular in the present i'lrst m ovem ent. A com parison o f  the first 

m o \  em en ts  o f  N os .2 and 3 also re \ eals som e structural differences that can  be 

a ttr ibu ted  to an engagem ent with the concerto  principle on the part o f  the latter, as 

show n  in table 3:1. T he doub le  s tatem ents o f  both them atic  groups in the first part o f  

the p resen t  mov ement, as well as the clim actic  placing o f  a cadenza for the two p ianos 

plus t im pan i,  can be regarded as signs o f  an ordering o f  ideas into concerto  style. For 

the pu rp o ses  o f  com parison , the follow ing table chronic les the sequence o f  them atic 

presen ta t ions  in the o pen ing  sections o f  the first mox em ent o f  the Piano C oncerto  No. 

23 in A m ajor. K488 (1 788) by Mozart. This vvork is representative o f  the classical 

app lica tion  o f  the concerto  principle b) its greatest e .\ponent. Though h  is unlikely 

that B rian  sought to m odel his work on this particular exam ple , the basic idea o f  

inco rpora t ing  a solo instrum ent —  or p o ss ib h  two —  w ithin  an exposition  o f  them atic 

m ateria l m akes  for an interesting com parison.

Table 3:4 Mozart: K488: Exposition

Orchestral  exposi tion

T h e m e Orchestrat ion

1 0

1 0
‘yj 0

4 0

5 0

Exposition v̂  ith piano

T h e m e Orchestrat ion

1 P

2 0

P

4 P - 0

") 0

6 0

The idea o f  a double statem ent o f  them es separated into two distinct sections, the 

beg inn ing  o f  the second m arked b> the first entr> o f  the soloist, is fused, in the Brian, 

into a s ing le  exposition w ithin w hich the double statements o f  the two m ain  them es o f



the m ovem ent are located. To explore  this idea further, it is instructive to chronicle the 

role o f  the tw o pianos throughout the entire m ovem ent.  In the table below. I have 

characterised the role o f  the two pianos in the entire m ovem ent in three ways: 1)

orchestral (doubled b>' the surrounding  orchestra); 0 ;  2) soloistic; S; 3) A b s e n t :__

This enables one to see a presentation o f  the material in a m an n er  w hich  has analogies 

with the first m ovem ent o f  a hypothetical concerto, where orchestra  and solo 

instrument(s) share and alternate material.
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Table 3:5 Brian: The two pianos

Section Role o f  tAvo pianos Description

Bar 1 to 2:4 0 Introduction

2:5 to 3:2
—

First subject 1

3 : 3 t o 4 : l s Interlude

4:2 to 4:8 0 First subject 2

4 :9 to 4 : I O
—

Transition

5:1 to 5:9 s
5 :1 0 to 6 :5

—
Second subject 1

6:6 to 6:9 0
6 :1 0 to  7:4

—

7:5 to 8:10 s Interlude

9:1 to 10:6 0 Second subject 2

10:7 to 11:7 s Transition

11:8 to 15:5
—

D evelopm ent 1

15:6 to 16:1 s D evelopm ent 2

16:2 to 16:3
—

16:4 to 19:6 s D evelopm ent 3

19:7 to 21:6
—

D evelopm ent 4

21:7 to 23:2 s Transition

23:3 to 24:10 s Second subject

25:1 to 25:8
—

Transition

25:9 to 26:7 0
26:8 to 27:2

—

27:3 to 29:2 s C adenza

29:3 to 29:7
—

Coda

29:8 to 31:3 0

T he table shows that Brian elaborates his struclure v\ ith considerable care taken as to 

the presence or absence o f  the tw o pianos. With each o f  the subjects, the first 

presentation o f  the them e is purel\ orchestral, with the pianos added in a textural role 

w hen  the them e is repeated. The Brian m o\ em ent is structured so that the two
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presenta tions  o f  each  subject can be heard  in relative proximity, and the changes m ade 

rendered  m ore  im m edia te  as a consequence. Thereafter, the m ovem ent aUernates 

be tw een  sections vs hich include the two pianos, and  passages which exclude them.

The four ‘d ev e lo p m en ts '  offer a v\ e l l-contrasted series o f  subsections, alternating 

be tw een  a p rom inen t role for the two pianos (as in the beginning o f  developm ents  2 

and 3), and purely  orchestral textures (as in deve lopm ents  1 and 4). Brian uses the 

presence, o r  absence, o f  the two pianos as an aural guide to subdivisions in the 

presentation o f  material. The orchestration , and in particular the detail with regard to 

the tw o piano parts, is structurally conceived. This alignm ent o f  orchestral colouring 

w ith  structure is equally  effective in concerto  or sym phony  (as will be seen in the 

V iolin  Concerto). There is also the m atter o f  the build-up to the Cadenza, where the 

writing for the two pianos is less prominent: at that point, both are playing tremolos. It 

m akes strategic sense  to leave the solo instrument(s) out in the lead-up to a central 

d isplay  in a concerto , even if that central displa\' is m ore o f  a stark gesture, as is the 

case here. In this regard, it is interesting to note that the tremolos are not found in the 

short score.

In the coda, furtherm ore, the layout o f  the short score could be interpreted as implying 

a pure ly  orchestral texture, which w ould  suggest a further parallel with the conventions 

o f  concerto  writing. Once Brian had ’resolved ' his d ilem m a as to what type o f  work 

w as being written, he was in danger o fb e in u  left with a score which was, in terms o f  

genre, neither fish nor fovsl. His concern was to integrate the two prom inent —  rather 

than soloistic —  piano parts into a texture conveying  a symphonic argument. The 

differences betw een  short and full scores, as well as the layout o f  the former, offer 

intriguing insights into the m ethods adopted by the com poser  to create a fully 

integrated sym phonic  m ovem ent from initial sketches which were written when he 

thought he w as com posing  a concerto, and not a sym phony. The few pages o f  pencil 

sketches which have survived help to further round out the likely path o f  B rian ’s 

th inking  with regard  to the exact nature and. perhaps genre o f  this first m ovem ent.



The layout of  the short score

The short score o f  the llrst m o \  em ent is laid out on a \ arying num ber o f  staves per 

system , from two up to six (sec tlie table in append ix  2). This contrasts  with the first 

m ovem en t o f  S y m p h o n \  N o. 2, where the entire  m ovem ent is written on system s o f  

three staves. It also contrasts  with the short score o f  the rem ainder o f  the present 

sym phony, where changes  o f  layout are not nearly  so frequent. W hile  some o f  the 

changes can be expla ined  by  a desire for clarity  in the notation o f  passages w'ith 

vary ing  degrees o f  textural density , the positioning o f  the material allotted to the two 

pianos in the full score raises som e interesting points. A com parison  with the short 

score o f  the Violin C oncer to  reveals a greater degree  o f  clarity and  consistency in the 

layout o f  the latter. T he bulk o f  the short score o f  the Concerto is laid out on system s 

c5f three staves each, with the solo violin part on the lop stave o f  the three. If  one looks 

at the short score o f  the p resent m ovem ent bearing the likely layout o f  the short score 

o f  a (single) piano concerto  in mind, the placing o f  the material allotted to the two 

pianos —  in the full score —  throws some light on the possible direction o f  B r ian 's  

thought on the concerto /sym phony  matter.

Table 3:6: Piano parts in the short score

Section Number  of  Staves Position o f  piano parts

Bar 1 to 2:4 ■) 1.2

4 :2 to 4 :8 4 1.2.3,4

6:6 to 6:9 1.2

9:1 to 10:6 4 2.3.4

29:8 to 31:3 1.2

The table above details the placing o f  the material in the short score which is p layed  by 

the two pianos in the passages labelled "O" in table 3:3. The m idd le  colum n chronicles 

the num ber o f  staves in each system o f  the short score at these points. The beg inn ing  

and end o f  the m ovem ent are both w ritten on 2 sta\ es in the short score, with the slight 

difference that there are 3 sta\ es per system at the end. the m iddle  one being empty. 

There is no indication o f  a d ivision o f  material betw een solo instrum ent(s) and 

orchestra. The layout could be taken as indicative o f  an orchestral introduction and 

coda o f  a concerto m ovem ent.  W hen Brian recast the m ovem ent as the initial part o f  a 

sym phony with two prom inent piano parts, he chose to integrate the two instrum ents
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into the orchestral texture at both points, but without g i\ 'ing  them any independent 

m ateria l w hich  w ould highlight a solo role at these points.

T he  second and  fourth row s refer to the second versions o f  the first and second  

subjects  respecti\ 'el\ '.  and ihe third relates to a short passage from the first appearance  

o f  the second subject. The latter can be seen as sim ilar to the case o f  the o p en in g  and 

closing  o f  the m ovem ent. Brian chose to integrate the two pianos as orchestral 

participants, but not to feature them  prominently. The second version o f  the first 

subject is the first occasion on which the short score occupies  four staves, and a look at 

the exam ple below raises the possibilit} that the lop two sta\ es were intended for the 

solo instrument(s). and the bottom  t\\ o for the orchestral accom panim ent.  T he fact that 

B rian did not follow this through when writing out the full score may be accoun ted  for 

by the change from concerto  to s\ mphony. One cannot be conclusive, g iven  the lack o f  

instrum ental indications in B rian 's  short scores on the whole, but the top tw o staves 

are  certainly p layable by a single pianist, and in their use o f  arpeggio patterns, could 

have been conceix ed w ith that instrument in mind.

EX.4MPLE 3:17

S ym phony  No. 3.1.4:2-3

Teanpo (Lento)

fPrW,

/ I  -Q

 j :

u

T he case o f  the second version o f  the second subject is more complex. T he  appearance  

o f  the short score is no more or less conclusiv e than the exam ple ju s t  d iscussed. It is



shown below  as exam ple  3; 1 8 (a). The top tv\o s taves are playable by a single pianist,  

and the bottom tw o staves are certainly in the charac te r  o f  an accom pan im en t to the 

m elody on the top o f  the four sta\'es. W hen Brian cam e to orchestrate the passage, 

how'ever, he redistributed the material.  The m elody  from the top system  is scored for 

violins 1. 11, and oboes, and the chords from that sys tem  are shared b}' cors anglais, 

m uted horns and m uted  trumpets. T he two piano pa ils  from the full score are 

reproduced as exam ple  3 : 18(b). and one can read ih  see how the co m p o ser  has 

elaborated o n  the short score material to write m ore  fully for the two pianos. He m ay  

have decided against giving the m elody  to the piano(s) in order to in tegrate  the two 

instruments as equals  with the rest o f  his orchestral forces, rather than im plying a m ore  

soloistic role at this point. It w ould  also ha \ e been consistent w'ith his use o f  the two 

pianos in the second statement o f  the first subject. T he  thematic res ta tem ents  are thus  

related to an ongo ing  process o f  textural en r ichm en t within a s> m phon ic  argument, 

rather than a m om enlar\ '  h ighlighting o i 'the  soloist(s) within the framework, o f  a 

concerto.

EXAMPLE 3.18(a)

Sym phony N o. 3.1.9; 1-2

TO£’'c maii.-’ eiprfsri' 
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E X A M P L E  3 : 18(b)

S ym phony  No. 3.1,9; 1-2; two piano parts

rnalto espress ( mais marratD)

\ mottc sQst^nuzo)

mpp - = = - m pPiano
- 3

(moito sootenuto )

Piano 3 — I

It is no tew orthy  that none o f  the material in an>' o f  the short score passages  d iscussed 

above —  given to the two p ianos in the full score —  is written out on four staves, the 

format w hich  would m ost re ad ih  impl} the use o f  two solo instruments, as opposed to 

one. At the beginning  and  end o f  the mov ement, the two pianos are p lay ing  as one. 

Elsew'here, the writing is expanded  from the short score material by the use  o f  octave 

doublings, and  general expansions  o f  the range o f  the basic idea, to fully utilise the two 

instrum ents, as in exam ple  3; 16 abo \e .  In the passages labelled as 'S '  in table 3;3 

above, the picture em erges as in table 3;. ;̂
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Table 3:7: Position of the piano parts in solistic passages

Section Num ber of Staves Description Piano parts

3:3 t o 4 : l Interlude 1.2

5:1 to5:9 6 Transition 3,4

7:5 to 8:10 4 Interlude 1,2

10:7 to 11:7 4 Transition 3,4

15:6 to 19:6 4 D evelopm ents 2 and 3 1,2

21:7 to 23:2 6 Transition 3,4

23:3 to 24:10 4 Second Subject 3.4

25:9 to 26:7 4 Transition N ot in SS

The conclusion that can be draw n from the above table is that, with the exception o f  

the appearance o f  the second subject before the cadenza  (at 23:3). Brian chooses to 

w-rite independent material for his solo instrument(s) e\clusivel>- in linking passages. 

The four central ‘d ev e lo p m en ts '  are d i\  ided as follows: the central two include the 

pianos, while the external two excludc them from the texture. The first passage 

referred to in the table above (beginning  at 3:3) uses p iano one only, wdth a sparse 

orchestral accom pan im en t for w oodw ind , horn and cellos. The piano writing is 

arpeggio based, and unchanged  from short to full score.

The interlude w hich begins at 7:5 offers, in the short score, one o f  the rare instances o f  

Brian including tentative instrumental indications as part o f  the sketch. It also 

dem onstrates how  the com poser  expands on the possibilities suggested  by the sketch  

w hen  writing the passage in full score. The scoring o f  this passage is aptly described 

b\ M alcolm  M acD onald  in the words quoted above as 'an  as tonishing mass o f  

orchestral sound". The first bar o f  this passage in short score is show n as example 

3 : 19(a) below, with the 2 piano parts from the full score fo llow ing  as exam ple  3 :19(b).
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E X A M P L E  3 : 19(a)

Symphony No. 3.1,7:5

Plu 
Lento

3 --------1

f P

PP

This iVt ill Ceksta

E X A M P L E  3 : 19(b)

Brian; Symphon\- No. 3.1.7;5: two piano parts

Piano <

I
cr'cjc. pocc .mrtiprM molt:

f  d u T ts n d .lv }

cxjn sora.
Piano
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At 7:5, the short score expands from  two to four staves. The two indications as to the 

celesta part are indicative o f  B rian 's  confusion as to the exact use o f  the distinctive 

co lour o f  that instrument. bo_\ ond its definite part in his aural sound world at this point 

o f  the creative process. In the event, the celesta plays chords rather than the 

sem iquavers  towards w hich  the line is pointing in the short score. Those sem iquavers  

h int at the proliferation o f  d e m ise m iq u a \e r  m urm urs in divided strings —  as well as in 

p iano two. as can be seen abo \  e —  in the full score. The top two staves o f  the short 

score have, once again a pianisiic look to them, but there is nothing to indicate the 

presence of. or necessit> for. two pianos, as opposed to one.

In the case o f  the passage beginning at 10:7. and the return o f  the second subject at 

23:3. the rh)'thmic shape o f  the gesture found on the third and fourth staves o f  the short 

score system  is altered slightly in the full score b>' the addition o f  repeated notes. 

H ow ever, there is nothing in either passage to suggest two pianos would be necessary. 

‘D ev e lo p m en ts ’ two and three are separated in the full score b \  a two-bar link. There 

is no trace o f  these two bars in the short score. The addition o f  the two bars helps the 

listener to differentiate betw een  blocks o f  material in this central portion o f  the 

m ovem ent.  They are striking, both for the rh \ thmic shape (seen in example 3:20), and 

the absence o f  the two pianos, which otherw ise would h a \e  been p la \ in g  continuously  

through ’deve lopm ents ' two and three.

EXAMPLE 3:20

Sym phony No. 3.1.16:2-3: violins I

violin 1

A Ji A A A

‘D evelopm ent 3 ' begins with a canon betw een both pianos. In the short score, this 

begins slightly differently, and is written on two staves, with single notes on each 

s ta \e .  This looks like a single piano part, and Brian simpl_\ expands it in the full score 

b \’ giving each one o f  the two sta\ es o f  the short score to one o f  the pianos, and then 

expand ing  the single notes into octaves for each player. At 25:9. both pianos play 

trem olos, but these are not present in the short score, as m entioned above. If  B rian  was 

still th inking o f  the mov em ent as the first o f  a concerto at this stage, then the absence
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o f  any pianistic material im m edia te ly  before the cadenza makes strategic  sense. W hen 

he ‘reso lved’ his concerto /sym phony  problem , he chose to use his two pianos at this 

po in t in a colouristic  but not soloistic way. with tremolos.

W hile  it is not possible, from the e\ idence o f  the surviving sketches and short score, to 

determ ine an exact point at which Brian decided his em erging  w ork  w as going to be a 

sym phony rather than  a concerto , it is possible to pinpoint the passage w h ich  m ade  the 

com poser opt for two pianos as opposed  to one. At 2 1 :7. the short score expands, for 

the second time in the m ovem ent,  to six staves per sx stem. The earlier instance, at 5:1, 

is effectively occupying  four staves, since the second and fifth o f  the six are almost 

com pletely  empty. The m iddle two staves at 2 1 :7 contain the second p iano part o f  the 

full score. The first p iano part is neither present nor hinted at in the short score, so this 

is another instance o f  Brian m aking more effective use o f  the two p ianos in the final 

score, once the decision had been m ade that two pianos were necessary.

It is fortunate that the pencil sketch for the passage beginning at 2 1 :7 survives, as well 

as the short score. The page is num bered ’ 14' in both the pencil and  ink versions, 

implying that the t u o  sketche.s had corresponded in k n o u t  up to that point. The pencil 

sketch pages for the first m o \ em ent o f  S ym phon\ No. 2 also bear this pattern out.

Brian must have felt that a similar la\ out for both stages was o f  benefit  in clarifying 

his ideas as the w ork progressed tow ards a full score, as well as perhaps limiting the 

likelihood o f  mistakes in transcription from pencil to ink. The sketch page (14) is 

written on tw'enty four-stave paper, vs hereas this page o f  the short score, which had 

used either twenty four or twenty six-stave paper to that point, is w'ritten on twenty 

eight staves. This implies Brian gave som e thought to the layout o f  his material at this 

juncture. The m ovem ent returns to using twenty tour sta\ e paper only  for the last page, 

rh e  pencil sketch is grouped in system s o f  fi\ e staves each, in contrast to the six staves 

found on each system o f  the short score page. This results in a d iscrepancy  betw een 

sketch and short score: the final system o f  the pencil sketch corresponds with the top 

o f  page fifteen o f  the short score.

The internal evidence o f  the surviving materials shows that this passage gave Brian 

quite a bit o f  trouble. The first three bars o f  the pencil sketch are p resen ted  be low  as 

exam ple  3:21. The sketch is unusual and revealing for a num ber o f  reasons. The
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num ber o f  instrumental indications is notevvorth>. as is their internal con trad ic tion  with 

regard to the two places where 'P f te '  is written. W hile it is possible that these referred 

to two pianos, the material w hich  is most pianistic is located on the third stave, and it 

is this w hich  forms the basis for the two piano parts in the full score. T he change  in the 

b racketing  o f  the systems in the third bar o f  the exam ple  is also striking,

EXAMPLE 3:21

S ym phony  No. 3.1,21:7-9 [sketch page 14]

P9 Hn

Orch

.... -i-------- 4—^ ----------

L i .  f "r f
--------  j.--------------

J  4 f   ̂ ^ f ---- f  f f f r f

r t

—  ^ •

}|.̂  1 ^ f ^ ^ -------h— ------T------------------
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The short score page conta in ing  this passage begins as at exam ple  3:22 below. The 

‘hn ’ inscription is m ain ta ined , but the 'p iz z '  and 'O r c h '  annotations have been left out. 

The crucial e lem ent.  hov\ e \ er. is the inclusion o f  a circled ' 1' and '2 '  on this page. 

They are seen within a rectangle in the fo llow ing exam ple . N ot only do the two 

num bers correspond to the beginning o f  the pencil sketch  part m arked 'P f te ' ,  and the 

point where that m aterial expands to two staves respectively, but a look at the full 

score reveals that p ianos  one and two enter at precisely those points.
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EXAMPLE 3:22

Sym phony  No. 3 .1 ,2 1 :7-9

------- ..p ■... . 1

■j; > , i 'f-- f

— — — LJf- j --------- ^
B

I T  1 1 r

- f  » ■

-r irrr].

hi order to expand the tw o-stave material o f  the short score to two piano parts, B rian 

sim ply doubles each indi\ idual line, as shown in example 3:23. The difficulty o f  

p lay ing  the material, as written in the short score, as ’quiet as possible" and ’e lfm -like '.  

is greatly reduced b> the inclusion o f  a second piano, and the re-thinking o f  the 

passage. In order to a c h ie \e  a particular delicacy o f  sound, then. Brian appears to have 

realised that two pianos w ere  better —  or quieter —  than one. and then adjusted  the
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rest o f  the wri t ing  for piano(s) in the mov em en t  accordingly.

E X A M P L E  3:23

Symph on y N o .  3 ,1 .21 :7-9: two piano parts 

Foco L«iito

Pi»nc i

— 0— X-----c----------  • - -- — ------- T * -------------?

,  — /  r

r —

/]i a u ie t o i f  odrs ii/li felfvriliks)

J  IF  -  ■*

PlMlO >

Pno

Pno

The point at wh ich  the second ci rcled num ber  is found in the short score does not  

suddenly becom e  unplayable by a single pianist,  but the figuration o f  double  notes in 

the right hand —  which would  in\  olve a significant increase in technical  dem ands  for 

a single pianist —  begins in the next bar. The short  score o f  the Scherzo o f  the Second 

Symphony show s  Brian using numbers  in a comparable \\a> to es tablish which one o f  

the four groups  o f  four horns in that movem en t  is plaj  ing at an\  point. In addit ion to 

this. Ihe numerical  indications are borne out b> the layout o f  the music in the full 

score. It seems likely from ihc foregoing that this was a ke} passage in det ermining for 

Brian exacth '  what  sort o f  work he was  engaged on. and ma\  h a \ e  been cmcia l  in 

prompt ing h im  to ' resoU e the concerto into a s \ 'mphon\



Conclus ion

It is not possible to be conclusive as to whether the reasons for Brian dec id ing  to 

change the genre o f  the em erg ing  work from concerto  to sym phony w ere  practical, 

com positional,  or a com bination. In terms o f  perfo rm ance  practicalities, he had already 

written a hugely expansive , and potentially  expensive pair o f  works in the G othic  

sym phony  and his com ic opera The Timers, not to m ention  the sixteen horns plus large 

orchestral forces requ ired  by Sy m phony  No. 2, E conom ic considerations, then, were 

hardly a priority. Brian was a com poser  who chose, and needed to w ork  with  an 

unfettered mind. I f  the resultant w ork  was impractical or  extravagant, it w as the 

ou tcom e o f  his creativ e outpourings. The Third Sym phony  is actually  on a smaller 

scale than its predecessor in term s o f  perform ance requirem ents, but is arguably  more 

am bitious in com posit ional scope. The latter is more relevant to an assessm en t o f  

B rian’s developm ent as a com poser than the statistics related to the n u m b e r  o f  

performers required.

M alcolm  M acD onald  notes that the score o f  the Third w as sent to H enry  W ood, and 

may well have been seen bv Edward Clark at the B B C . '”'^ This dispels the notion that 

Brian created in an ivory tower, not bothering with the practicalities o f  getting to hear 

his work. O ne w onders  what Clark, a pupil o f .Arnold Schonberg. w ou ld  have made o f  

the jux taposition  o f  tonal and non-tonal elements in the first m ovem ent in particular. If  

B rian decided that a sym phony  with two prom inent piano parts —  p layable  by 

orchestra m em bers rather than guest soloists, one presum es —  was a m ore  viable 

econom ic proposition than a C oncerto  for Tw o Pianos and Orchestra, then the work 

w as no more fortunate in securing a perform ance o f  this work than any  o thers  o f  this 

time. He never heard  it, as it w'as prem iered  two years after his death  (see appendix 4). 

Compositionally . how ever,  his assessm ent that the musical d iscourse unfo ld ing  on his 

s k e tc h  pages was o f  a sym phonic nature, resulted in a reth inking  o f  th e  piano vvTiting. 

Instead o f  a solo part in a possible concerto, his piano based ideas ca m e  to encompass 

the concertante use o f  tw o instruments, but not in such a manner as to detract from the 

ongoing  sym phonic dialectic by indulgence in passages o f  virtuoso display . The result, 

to his credit, is a strikingly original structure for this first m ovem ent, w h ich  can be 

interpreted, not too fancifully, as a tug-of-war between concerto and sym phony. Once

M a c D o n a l d .  The Symphonies, v o l .  1, 7 2 .
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this m ovem en t had been successful!) com pleted, or. as he termed it. ' r e so lv ed ',  the 

path the rest o f  the work w as to follow becam e clearer.

Lento Sempre Marcato e Rubato 

Overview

This m ovem en t can be broadly  divided into sections as in the following table. W ithin 

each o f  the broad  passages tabulated, there are further subdivisions which will be 

detailed in due course. The relationship to a rondo-type formal layout is clear, and the 

central idea  o f  them atic return gives the intervening music the character o f  ep isodes, 

w hether they  are related to the earlier ideas or  not.

Table 3:8: Second movement sections

Section Description

3 1:4 to 32:8 Introduction

32:8 to 35:6 Main them e and continuation 1

35:7 to 37:2 Interlude

37:3 to 40:1 D evelopm ent 1

40:2 to 42:4 Main them e and continuation 2

42:5 to 48:2 Development 2

48:3 to 51:10 Main them e and continuation 3

52:1 to 53:3 Coda

The ‘main theme’

I'he ’main th em e ' sections above contain a span o f  music in which the shape o f  the 

opening  bars  o f  the main m elody  o f  the m ovem ent is heard, with a different 

continuation in each case. These distinctive initial bars, with their closely re lated 

gestural shape, are used as signposts  in the m ovem ent.  They occur, broadly speaking , 

at the beginning, middle and end. and provide strong aural reference points fo r  the 

listener. T he passages that follow bear a fam ih  resem blance, in that they each 

constitute a lyrical outgrowth from the gesture o f  the opening bars of  the them e, show n 

below as exam ple  ,'i:24.



E X A M P L E  3:24

S\ 'mphon\  No.  3.11. 32:"-)-1(j

[Ens. C t n .  C e iio r . D.B 1

iao

This recurrent use o l 'a  strong!) recognisable gesture, coinbiiied wi th a different 

cont inuat ion in eacii ease, shows Brian’s balance ol ' lhe need for repet i t ion and the 

tendency towards inspired rhapsod) at its most acute. The connect ion between the 

three passages is both heard, and felt. In each instance. Brian contrasts the lyrical 

sweep of  the theme with music o f a  more static, repetitive nature. T h e  static gesture is 

different in each ca.-ic. but the lunctional use ot’contrast is similar. In all three versions  

o f  the melody, the contrast comes aftervsards. as part o f a  transition to the next section 

o f  the piece. In ihc fir.si and ihiid appearances,  however,  the Ivricai melody i tself is 

also punctuated bv music ol 'a different character.  The kinship between these contrasts 

is tvpical of  Brian 's  svmphonic manner,  in its av oidance ol'e.xact repeti tion,  in favour 

o f  creating links between ideas with regard to gesture and function. It is important to 

note that this al lusiveness results, not from a lack of  creativ e discipline,  but from a 

fresh approach to w ays o f  integrating a symphonic argument ,  since Brian applies it 

with such consistency.  The t'lrst punctuat ion is quoted below . and o n e  can readily see 

the use of  repetition, almo^l as if marking time before the ne.\t phase o f  lyrical writing,



wh ere in  the s e m i q u a \ c r  ripples —■ thrice heard —  are follov\ed b> a fanfare-l ike 

s u m m o n s  (on French horn) and its echo.

EXAMPLE 3:25

Symp h o n y  No. 3. I I .  34:4-7

iCemsj

.............

v r >

;:W

The ensuing lyrical nielod_\ (which begins at 34:9) is followed by a violin solo, which 

leads  to two four-bar chorale-l ike phrases,  whose formal  character is enhanced by the 

cadences  which end each,  the first imperfect ,  and the second perfect,  both in B major.

I Ik - first four bar unit i.s shown below as example  3:26.



EXAMPLE 3:26

Sym phony N o. 3.11. 36:5-8

[+ C-/4J, f'lns. I'lasl

[Hp. Caiiai. D.3 .J

There is an archaic qualit) here (also present in ihe third m o \em en t)  w hich  also 

characterises the sequel to the second presentation o f  the main theme. T he  key  this 

time (at 41:7) is G major, presented in stately dotted rhythms. The stability created by 

this repetition is offset, in a m anner tN'pical o f  the com poser, by the beginning  o f  the 

next section, the second 'des  elopm ent ' in the distant ke}- o f  C sharp minor.



EXAMPLE 3:27

S y m p h o n y  No .  3 .1 1 .4 1: 7- 10

[Hns, iS^ngFj

T h e  h a r m o n y  in the a bo \  e ca se  is stat ic,  which  tur ther  e n h a n c e s  the  feel ing o f  m a r k i n g  

t ime  before the m o r e  lluid ha rn u )n ie s  o f  the su c c e e d i n g  mus ic ,  lii the  c l imact ic 

presen ta t io n  o f  the ma in  t h e m e  (s ta r t ing  at 48:3).  th e r e  are tw o  repe t i t ive  ges tures ,  

u s i ng  b lock  cho rd s ,  w h ich  c o n t r a s t  strongl} wi th  the  Krical  f low o f  the s u r r o u n d i n g  

m us i c .  T hey  are s imi la r  in tone  a n d  func tion,  but  no t  related in an> precise  m o t iv ic  

sense.  The  im p o r ta n c e  o f  ge s tu re  to Br ian is clear ls  i l lustrated in these two d i f f e r en t  

ideas,  which  are c o m p a r a b le  >'et s t r o n g h  indi \  idual ised.



EXAMPLE 3:28(a)

Symphony No. 3.I I .  49:6-7

E . 1  ^ M  ............ '‘I .......

[S r

A
Tbns , TbaSf P nvs]

A i.

--- f ---------------- -------------
7  t - J

EXAMPLE 3:28(b)

Symphony No. 3.11. 51 ;4-5

fSr^, Tt>is, CAWis, D.S.]

Both ideas are harmonicalh as well as gesturally disrupti\ e in context, contrasting 

w ith the broadly diatonic spans o f  lyrical music in E major. The contrast between an 

expansive harmonic vocabulary, encompassing diatonic and more freely chromatic 

elements, and episodes o f  a more static nature, has also been noted w'ith regard to the 

second movement o f  Symphony No. 2. In the present mo\ ement. the dialectic o f  

opposing types of musical ideas is rendered more immediate b\ the use o f  thematic 

repetition. There is an extra thread running through the mo\ ement for the listener to 

follow, and the absence o f  such a thread in the corresponding movement o f  the Second 

Symphony results in the latter creating a more diffuse impression than the present 

men emcnt.
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Instrumenta l  solos

A further unifying thread  through the present m o\ cm en t is pro\ ided by a significant 

use o f  instrumental solos, culm inating  in the rhapsodic arabesques g iven to solo violin 

in ‘deve lopm ent 2 ’. As the table below  shows, these are all found in sections w here  the 

m ain  theme is absent, and their intimate —  if e laborate  —  character is an effective solo 

foil to the flam boyant orchestration associated with the main theme.

T able  3:9: Instrumental solos

Place in score Description Solo instrum ent

32:3 to 32:8 Introduction Violin

35:7 to 35:10 Interlude Flute

36:1 to 36:4 Violin

42:10 to 44:6 D evelopm ent 2 Violin

45:4 to 45:5 Trumpet

52:1 to 52:8 C oda Oboe

52:9 to 53:3 Flute

T he positioning o f  the m ost extended solo (on \ iolin) at the inidwa> point o f  the 

m o \e m e n t  —  at 42 :10  —  is significant, suggesting a still centre which offers a 

different perspective to the more elaborate passages centred around the m ain  theme. 

There  is a sense o f  d istance created, as if  the music is in another world from  the bulk o f  

the m ovem ent,  an effect heightened by the im provisational feel o f  the solo part at this 

point. One can also delect a logical succession in the nature o f  these solo passages, 

w hich  can be most clearly borne out by a com parison  o f  the opening solo for violin 

w'ith the solo flute part o f  the closing bars. The form er is anticipatory o f  the character 

o f  the central solo in its rhapsodic nature, whereas the latter is static, both in term s o f  

pitch and rhythm. If  one is an opening gesture, the o ther is just as clearly w inding  the 

m usic dow n to a close. The two solo parts are illustrcited below.



EXAMPLE 3:29(a)

Symph on y  No.  3.11. 32:3-5: \ iolin solo

— J------------------- n  |-..r , 1  Jt 1
-1 ■■

— -■^  ^

EXAMPLE 3:29{b)

S\ 'mphony No.  3. IL 52:9-53:3;  flute solo

Flute

Espmss Molto rit. e dim.

The solo violin plays an impor tant  role in m uch  o f  Brian's s\ m phon ic  writing 

throughout  his career.  The use o f  a single ins trument  at once carries  with it a personal ,  

intimate tone o i ' \ o c a l  —  and therefore human  —  communicat ion.  Many o f  the 

symphonies  have a solo for the viol in  at the still centre o f  a s low movemen t  or section.  

One o f  the most  striking ex amples  occurs in the slow mov em en t  o f  the Symphony  No.  

7 (1948). Th e sense o f  holding t ime in abeyance,  found in the central  solo o f  the 

present movement ,  is also present  in the Viol in Concerto,  in an extended reverie for 

the soloist in the finale. In that work Brian goes so far as to wri te perforated bar-l ines,  

as i f  to suspend the pulse o f  the movement .  Even though the latter passage can be felt 

in 4/4, the o ther-wor ldh a tmosph ere  is on a parallel with the suspension o f  time 

implied by the conceit  in the notation.  The rhapsodic use ol ' lhc solo violin also 

conjures up the spinl  o f a  co m p o se r  such as Ralph \ ’auuhan \ \  i l l iams in a work such 

as The L a rk  A scend ing  (1914.  rev. 1920). and in fact represents o n e  o f  the few points  

o f  contact be tween Brian and his great contemporary .  The \ i sionary aspect o f  this type 

o f  wri ting is often the essence o f  a Vaughan W'illiams work — such as A P astora l 

Sym phony  (1921).  considered in chapter  2 — whereas  for Brian il is but one aspect  o f  a 

far more wide-ranging stylistic palette.
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Developments  and allusions

B rian  also includes passages o f  a m ore developm enta l nature, which con trast  with the 

in tim acy  o f  the solos Just discussed, and contribute  to the sym phonic na tu re  o f  the 

piece, in terms o f  a ihemalic or m oti\  ic argument. The two ’de\ e lo p m en ts '  m entioned  

in table 3:6 above dem onstra te  a num ber o fw a x  s o f  binding the music to g e th e r  to 

create  a coherent and v\ide-ranging narrative. The first o f  these —  beg inn ing  at 37:3 —  

is m ain ly  built on a short rhNlhmic figure found in the \ iolin solo w hich  beg ins  in the 

tenth bar o f  the m oxem cnt. The latter is illustrated as example 3:29(a) above. This 

figure is used as a sort o f  om nipresent fingerprint as the music m oves from  a tw o-part 

exchange  based on it —  seen as e.xample 3:30(a) below  —  through som e tense 

harm onies, to an imposing climax, show n as exam ple  3:30(b). This recalls the martial- 

type music characteristic o f  the opening and closing o f  the first m ovem ent,  though, in 

typical Brian fashion, w ithout any direst motivic connection or quotation.

EXAMPLE 3:30(a)

S ym phony  No. 3 .II. 37:2-4
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EXAMPLE 3:30(b)

S y m p h o n y  No.  3.11. 38:7-10

[Flj, O ts, Cls, 7pts-j Hns, ['inf] Lusty and Braren

^  {Thnr, lia s . fAnngsj

[Sks, Cellar, D.S.J

Th e sequel to the c l imax il lustrated above is provided b\  another few bars where  the 

rh\ ' thm provides  the greatest element  of  cont inui tx . once  again in the manner  o f  an 

ostinato.  After  this a close recall o f  the end o f  the first \ iolin solo leads to the second 

presentat ion o f  the main theme ol ' the movement .  The end o f  both passages can be 

compared  in examples  3;3 1(a) and (b) belov\ . This use o f  part o f  an earlier idea to 

prepare for a large gesture o f  restatement  demonst ra tes  another  instance o f  Br ian 's  

clear use o f  aural s ignposts in the present m m  ement.  in contrast to the parallel 

m ovem en t  in S ympho ny  No.  2 . One expects the recall o f  the end o f  the violin solo —  

heard this t ime on solo flute — to lead to the main theme,  as it had earlier. Brian is 

content  to a l low this to happen,  p ro b ab h  because o f  the diricrenl cont inuat ion o f  tha t  

theme,  once  its d ist inc l i \e  opening has been heard. The nuisic is mo\  ing forward 

through restatement ,  rather than retreating into it. so the m omen tum is not lost.

EXAMPLE 3:31(a)

S ympho ny No. 3.1L 32:7-8: solo violin

v«,  ' Or'.JiQ >
t
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EXAMPLE 3:31(b)

Symplion> Ko. .’’vIK 1 0 -4 0 :1: solo flute

1 he second 'd e x c lo p m c n t '  (from 42:5) is more \a ricd .  including ai its core the 

extensive rhapsodic vioHn solo referred to earlier. Before this, there is a short passage 

rooted in C sharp minor, w h ich  sum m ons up the spirit, if  not the letter, o f  the first 

m ovem ent.  Apart from the use o f  the central key o f  the opening  m ovem ent,  there is a 

m elody  on divided first and  second violins which is rem iniscent o f  a passage from 

'deve lopm en t 3 ' o f  that m ovem ent.  The repeated C shai^ps at the beg inn ing  o f  each bar 

also recall the use o f  that pitch as a root o f  the harm on \ at the outset o f  several sections 

o f  the opening m ovem ent,  as discussed abo \ e. The resem blance betw een  the string 

m elodies is a question o f  sonority  and register as much as anyth ing  else. The 

relationship between the tw o  is clearlx audible. ho\ve\ er. and succeeds in binding the 

two m ovem ents  together in a m anner other than that o f  direct them atic  recall.

EXAMPLE 3:32(a)

Sym phony No. 3.L 17:5-7: \ iolins 1 and I!

i
6^1

K 11 t>r f  C 1

. r r ^  ■ \m - J  -1

EXAMPLE 3:32(b)

S \m p h o n y  No. .'’v l l .  42:5-7: \ io l in s  I and II

Esprsa

ir̂ - = = —  ---------— C rcxc.

I'lH  f '-'T I„| , .J
tnf. »T_r >icjr



A further exam ple  o f  this kind o f  allusive relationship is furnished where  the two 

p ianos  enter the m o \  em ent for the first time. At this point A minor is the key. once 

aga in  underp inned  at the start o f  each bar o f  the texture, and thus recalling the use o f  C 

sharp  m inor earlier in this m ovem ent,  as well as in the opening one. The texture at th is  

po in t is s trongly akin to that found at 7;5 in the opening m o \e m e n t  in its detail and 

delicacy  (see exam ples  3 : 19(a) and (b) above). The recall o f  the two pianos at this 

stage is also o fs ig n i  llcance in es tab lish ing  an elem ent o f  continuit\ . with particular 

regard  to s o n o r i t \ . betw een the tw o  m ovem ents ,  a lthough the two instrum ents  are 

never used as prominentlv as w as the case in several instances in the fu'st m ovem ent.  

T hey  are, how ever, a crucial e lem ent in this climactic section, adding a d istinctive 

co lour  and weight to the orchestral texture around the third \ ersion o f  the main them e 

(from  48:3 onwards).

It is debatab le  w hether passages such as the ones referred to above are deve lopm en ta l ,  

or m ore in the nature o f  interludes. For Brian, the d ividing line v\ as som etim es an 

am biguous  one. especial!) when one considers his use o f  allusion rather than strict 

them atic  recall as an important b inding  element in his musical language. If one 

function o f  a developm ental passage is to generate forward m o \em en t .  then the 

fo llow ing exam ple , com ing  on the heels o f  the central violin solo, is representa tive o f  a 

typical Brian use o f  canon to furnish that m om entum . The build-up that fo llow s is 

interrupted by the A m inor texture referred to above, before it resum es an d  leads to the 

third recall o f  the m ain  theme. T he dialogue between top and bottom o f  the texture 

ensures that both parts are active, as opposed to the use o f  slow m oving  chords to 

accom pany  the bulk o f  the solo for violin at the centre o f  the movement.



E X A M P L E  3:33

Sympho ny  No.  3.11. 44;7-9

[mnij. vUur] Espress 
A  “ ST.-'------ ^

[+ D .E J

Conclusion

This movement ,  taken as a whole,  is less wide-ranging than the first, which is the 

reverse o f  what  Brian had done in his previous  symphony.  There is a kinship between 

the two movem en ts ,  however,  which is achieved by some o f  the subtle means  

ment ioned above,  and this establ ishes a cont inui ty wi thin the symphony.  Three o f  the 

four mo\ 'ements  o f  the present v\ ork are large-scale,  and feature substantial  passages  o f  

music moving  at a moderate speed or slower.  Whi le this throvss the third movem en t  

into high relief, it is also important  for each big mo\  emen t  to offer a different 

perspect ive on the s> mphonic argument ,  to a\  oid the risk o f  duplicat ion or monotony. 

Brian partly achie \  es this through a contrast  in moods.  The first mox ement  is doggedly 

heroic, amongst  man} other things, whereas  the second mov em en t  is more lyrical, and 

due to the l ighter textures w ith instrumental  solos, o f  a gentler character.  Becker  

describes it as ‘the most  pictorially evocat ive o f  the four [ m o \ e m e n l s J ‘.'''^ It is a 

contrast  to the first m o \  ement.  whi le being a cont inuat ion of  some o f  its 

characteristics.  This b lending o f  contrast  and unit} can be described as an almost 

universal trait o f  symphonic  composi t ion,  especially wi thin the central European 

t radition which Brian so greatly admired.  The symphonies  o f  Bruckner  and Mahler  

present particularly striking instances o f  this concern  with integration and contrast  on a 

generous t ime-scale.

Becker ,  ‘B r i a n ’s T h i r d  S ym pi ionv ' .  195.
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T h e  p a r t ic u la r  in f lu en ce  o f  B ru c k n e r  o n  the  p re sen t  m o v e m e n t  shou ld  be  no ted . The 

tr ipar t i te  p re sen ta t ion  o f  a m a in  th em e , w ith the  final ap p e a ra n ce  as the  c l im a c t ic  one, 

b e tra y s  a k n o w le d g e  o f  th e  s lo w  m o v e m e n ts  o f  the  A u s t r ia n  m as te r ,  in p a r t ic u la r  those  

o f  h is  last th ree  s y m p h o n ie s .  T h e  coda ,  too , w ith  its m o re  w i th d ra w n  c h a ra c te r ,  has 

p a ra l le ls  w ith  the  w a y  B r u c k n e r  d ra w s  th e se  m o v e m e n ts  to a c lose ,  a f te r  sc a l in g  the 

c l im ac t ic  he igh ts .  B o th  c o m p o s e r s  a lso  like to p resen t  the ir  m ateria l  in d is t in c t iv e  

tex tu ra l  b locks ,  and the issue  o f  c o n t in u i ty  is acu te ly  re levan t  to the ir  indiv idual 

a p p ro a c h  to m u s ica l  g ra m m a r .

In te rm s  o f  re la t ive  len g th ,  the  first tw o  m o v e m e n ts  o f  the B rian  s \ m p h o n y  a lso  o ffe r  a 

c o m p a r i s o n  w ith  the c o r r e s p o n d in g  mov e m e n ts  o f  the Eroit u  .Sxmphon} o f  

B e e th o v e n .  T h e re  is the  sh a re d  e le m e n t  o f  d ram a tic  c o n t in u i t ) . w ith  the s e c o n d  

m o v e m e n t  in each  case  ta k in g  p lace  u n d e r  the  shadow  o f  the ex p e r ie n c e  o f  the  o p en in g  

m o v e m e n t ,  ra ther  th an  p ro v id in g  s o m e  ligh t relief. T he  m usic  b e c o m e s  m u l t i 

d im e n s io n a l  as a resu lt  o f  th is  ap p ro ach .  B rian , too. o ne  feels, is c o n c e rn e d  w ith  the 

he ro ic  in his first m o v e m e n t ,  bu t  re f lec ts  o n  it from  a lyrical,  ra ther  than  an  e leg iac  

p e rsp ec t iv e  in the s u c c e e d in g  part  o f  the  sy m p h o n y .  In each  case. loo. the  th ird  

m o v e m e n t  is a n ecessa ry  c o n tra s t  be fo re  the  f inale  b r ings  the d ram a tic  n a r ra t iv e  to a 

co n c lu s io n .

A  c o m p a r iso n  o f  the  s lo w  m o v e m e n t  o f  S y m p h o n y  N o. 2 w ith  the p re se n t  m o v e m e n t  

s h o w s  so m e  in te res t ing  p o in ts  o f  c o n v e rg e n c e ,  as well as im por tan t  d i f fe re n c es .  Both  

m o v e m e n ts  are cen tred  o n  e la b o ra te ly  sc o re d  m elod ic  ideas, and  in b ro ad  te rm s  

co n tra s t  r i c h h ’ scored  l>rical p a s sa g e s  w ith  static , ha rd e r  edged  so n o r i t ie s .  T h e  e lem en t 

o f  rh a p so d y  is c o m b in e d  w i th  sub tle  m o t iv ic  c o n n e c t io n s  and  a l lu s io n s ,  so  th a t  a 

sy m p h o n ic  d isc ip l ine  is b a la n c e d  w'ith f ree r  e lem en ts .  B o th  m o v e m e n ts  a re  cen tred  

a ro u n d  the  key  o f  E m a jo r ,  a l th o u g h  the p re se n t  one  b eg in s  in A m in o r  a n d  e n d s  w ith  a 

bare  fif th  (E -B ) w h o se  c o n te x t  leans m ore  to w a rd s  the m in o r  than  the  m a jo r .  T h is  is 

i l lu s tra ted  in ex am p le  3 :29 (c )  belov\. T he  sh o r t  score  is w rit ten  on  th ree  s ta v e s ,  w ith  

the m id d le  o n e  em pty : the  fo l lo w in g  e x a m p le  leaves o u t  this stave.
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EXAMPLE 3:29(c)

S y m phony  No. 3,11. 52:9-53:3

MoU.0 Leirto

T he three p resen tations  o f  the m ain  theme o f  the present m o \ em ent, however, all occur  

in E major. It is this tripartite appearance o f  the m ain  melodic idea w hich  represents  

the m ost crucial difference betw een  the two s low  m ovem ents.  The main, climactic 

m elody  o f  the secoiul m o\ cm ent o f  No. 2 only appears  fulK tow ards the end. with the 

earlier sections ha\ ing different focal ideas. The m elody is the point o f  arrival o f  the 

m ovem ent,  w hereas  in the case o f  the slow m ovem ent o f  No. 3. it is both that and a 

po int o f  departure. T he natural consequence o f  this is that the present m ovem ent seem s 

m ore focused as a whole  than its counterpart in No. 2. If one regards this central focus 

as a sym phonic trait (as in the slow m ovem ents o f  the last three Bruckner sym phonies  

m entioned abo \  e. for example), then it becomes c lear that Brian has adjusted the 

balance betw een  the rhapsodic and sym phonic —  see the quote from Samuel L angford  

discussed in chapter 3 —  in favour o f  the latter in the present m o\ 'em ent.  It is also 

worth noting that the use o f  thematic repetition is m ore consistent across the four 

m ovem ents  o f  No. 3. whereas in No. 2 the two inner m ovem ents  both  eschew 

repetition, whilst the outer pair em brace it. This greater consi.stency o f  approach show s 

the com poser striv ing for a more tightly unified work in the Third S \  mphony. w ithou t 

d isplacing his customar> inv entiveness and sense o f  fa n ta s ) .

A llegro  V^ivace

0 ^  erview

This  m ovem ent —  the last o f  the symphony to be written —  took Brian but two days 

of, no doubt, feverish work to sketch out in short score. The sketches o f  this m o v em en t  

m ay  have been the ones most in need o f ‘dec iphering ’, as Brian m entioned  in the letter



to Bantock quoted a b o \e .  given the rate o f  production. The speed with w h ich  this 

scherzo was written ma> have been m ade m ore  possible by the fact that the  other three 

m ovem en ts  were a lready fmished. He knew  the context o f  the present m ovem en t,  and 

h o w  that w ould  determ ine its content. As it emerged, it s tands apart from the other 

m ovem en ts  o f  the sx mphony. This separation is enhanced  b> the scoring, in which 

Brian chooses  to om it the two pianos, which were so p rom inen t in the first m ovem ent, 

i f  less so in the second. The lack o f  contrapuntal passages  is also a dec is ive  factor in 

determ ining  the relative simplicity and directness o f  the scherzo. T he m usic  o f  the 

m ovem en t is either chordal —  driven by crisp fanfares —  or based on m elody  and 

accom panim ent.  Both these characteristic features are easier to absorb on a first 

hearing  than the tough contrapuntal textures typical o f  m uch o f  the c o m p o s e r ’s wxiting. 

This  gives the m ovem en t less o f  a through-com posed  feel, and  more o f  a block-like 

structure, despite, or perhaps because of, the speed with w hich  it w as written. An 

outline o f  the sectional structure is given in the following table.

Table 3:10: Third movement sections

Place in score Section N um ber of bars

53:4 to 60:6 A 73

60:7 to 63:10 B 34

64:1 to 67:1 A1 31

67:2 to 75:1 C 80

75:2 to 80:9 A2 58

80:10 to 82:4 B1 15

82:5 to 83:8 A 3/C oda 14

The layout o f  the material bears some resem blance to that o f  a rondo, but B r ian 's  

description o f  it as a scherzo leads one to conclude that section ' C  abo \  e can be 

considered the  trio. The relati\ e length o f  each section supports  this \ iew. in that the 

‘C ' secfion is significantly longer than the combined num ber o f  bars o f  the  two ‘B ‘ 

sections. A lternately , one could think o f  the m o \em en t  as a scherzo with tv\o trios 

(section B constitu ting the first trio). H o w e\ er. in the case o f  the use o f  th is  form by a 

com poser such  as Robert Schumann, each trio was heard onl\ once during  the course 

o f  the m ovem ent —  as in. for example, the scherzo o f  his Sym phony  No. 2 in C major, 

op. 61 (1845-6) —  w hereas Brian features the 'B '  material twice in the course  o f  the



movem en t .  The similarity o f  scor ing between the ’B '  and ' C  sections in the Br ian —  

both  are dominated b\  strings —  means  that one can interpret the former  as an 

ant icipat ion o f  the ialter, or at least note on a kinship between the two  sections.  That  

k inship  is under lined by their contras t  with the opening material.  This would  be 

consis tent with Br ian ' s  use o f  such kinship between materials wi thout resource to 

di rect  mot ivic reference found throughout  his output.  The t ransformat ion o f  the scor ing 

o f  section 'B '  when it recurs as ’B l '  contrasts wi th the case o f s e c t io n  ' C .  which 

s tands  separate at the heart  o f  the movement .  The symmetrs '  a round this centre a l lows 

one to v iew the m o v em en t  as a scherzo w’ith a central contrast o f  a m ore  relaxed nature 

(in other words ,  w'ith one trio), as in a movem ent  such as the third o f  ,A.nton B ru ckne r ' s  

Fourth Symphon>’ (in its well know n  1878-80 re \i s ion).

There  is a clear di fferent iat ion o f  material  between the sections o f  the movement ,  

emphasi sed  by changes  in gesture,  t ime-s ignature and orchestration.  The ' A '  sections  

are wri tten in 2/4. the ' B '  in 6/8, and the central ' C '  section is in 3'4.  Further to this, 

the movement  opens  and closes in A major,  whereas  the t u o  conl ias ting sections  both 

appear  in F major.  W hen  'B '  is restated as ' B T .  the ke) is ,'\ major,  as the movem en t  

rushes  to its conclus ion.  The opening o f  each section is illustrated below.

EXAMPLE 3:34(a)

Symp h o n y  No. 3 . III.  53;4-5

Allegro Mvaec
[ T i ' iX K lw i n d j '.  T p t s .  S f i n g s J



EXAMPLE 3:34(b)

S> m p h o n y  N o .  3.1 II.  6 0 :7 -1 0

Gf azjoso e dolce
[Fi + !ok!stnngt>

EXAMPLE 3:34(c)

S\  m p h o n y  N o .  3 . I1L 67:2-5

Graziaao e legglera e rttinico _____ _

.i7  i n i
m m

Esf/ress T f

I  r-lo j , D 3 I

T he  initial sc o r in g  o f  both the  ’B" and ' C  sec t ions  for s t r ings — as wel l  as the  sha red  

key  —  c rea t es  a l ink b e tw e e n  t h e m ,  in co nt r as t  to the  m ore  e \ t r o \  ert  m a n n e r  o f  the  

scor ing  o f  the c arn iva l - l ike  ' A '  sec t ions .  T hi s  c lear  dem arc a i i t ' n  o f  ideas e n s u re s  that  

the m o v e m e n t  is the most  i m m e d i a t e  —  and the least  c o m p lc x  -  o f  the 1’hird 

S y m p h o n \ ’.

Texture as form

hi the  c o n t e x t  o f  the c o m p le te  w o r k ,  the pre sen t  m o \  emen t  c o m e s  as a sort  o f  h ig h -  

spn' i t ed l ight r e l ie f  from the w e ig h t ie r  co n c e r n s  and s t ruggles  o f  the o th er  th ree  

m o v e m e n ts .  T h e  apparen t  l ack  o f  p r og re ss io n  in the e m ot io na l  narrat ix e o f  the  

s y m p h o n y  for  the  bu lk  o f  thi s m o v e m e n t  is co u n te re d  by the  h e a v i e r  scor ing  in the  

lat ter  s tages ,  re fe r red  to ear l ie r  in rela t ion  to sec t ion  ’B l ' .  but  a l so  presen t  in " A 2 ’ and 

■;\3‘. Th e  ' B ‘ sec t ion  lakes on  s o m e  o f  the c a m i \ a l  a tm o s p h e r e  o f t h e  ' A '  m us ic  w h e n  

it is restated  in h ea \  ier scor ing .  T h e  table be low detai ls  the sc o r in g  o f  both ve r s io n s  o f
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the 'B '  sections as v»ell as the opening 'A '  section, and its resumption after the central 

‘C ’ passage as ' A2' .

Table  3:11: Orchestral textures

Section A A2 B B1

Instrumentat ion Piccolo 2 Piccolos

3 Flutes 2 Flutes Flute 4 Flutes

3 Oboes 4 Oboes 4 Oboes

3 Clarinets 4 Clarinets 4 Clarinets

3 Bassoons 4 Bassoons 

Contrabassoon

4 Bassoons

4 Horns 8 Horns 4 Hom s

3 Trumpets 4 Trumpets 

4 Trombones 

2 Tubas

Timpani Timpani 

Side Drum 

Cymbal 

Bass Drum

Tambourine 

2 Harps

Strings Strings 2 solo violins 

Solo viola 

Solo cello

Strings

One can interpret this hea\ ier scoring in two ways. It can be taken as an indicator o f  

greater e.xuberancc as the scherzo mo\ es towards its close, or — alternately —  as a 

portent o f  the resumption o f  the central concerns o f  the symphony —  and as a 

consequence a darker mood — in the Finale, The latter interpretation suggests a 

parallel w'ith the Pathetiqiie  Symphony (1893) of T c h a ik o \sk \ . where the musical 

impetus is carried across from the forceful ending o f  the third mov em ent 's  march to 

the beginning of the fmal. desolate .Adagio. This renders the respective endings less as 

a conclusion or answ er, than as a question, which is answered in the music of the fmal 

movement. Resolution becomes rhetoric because o f  the added emphasis, and there is 

suspense in the air as to how the fourth movement will begin in relation to the ending



ot the third. In both cases, the an sw er  to the question  posed at the end o f  the third 

m o v em en t is that the issues o f  the earlier part o f  the sym phony  are to be tackled again 

(or, a lternatively, that they can no longer be avoided). The beginning o f  the fourth 

m o v em en t in each  case has a fatalistic air to it. co m b in in g  surprise —  in its im m edia te  

con tex t —  with a sense o f  ine\ i t a b i l i t \ . and the d raw in g  together o f  threads from the 

w ider  context o f  the work. Furtherm ore , the over-scoring  in the latter stages o f  the 

m usic  undercuts any  sense o f  finality o f  the endings o f  the respective third m ovem ents ,  

and the danger o f  the listener feeling  that the sy m phony  is over is averted. In short, the 

end ings —  ironical!}' —  are too conclusive to be final.

Harmonic language

The scherzo is characterised  by a m ore  diatonic h a rm on ic  language then the other 

m ovem en ts  o f  the sym phony, and also by a much m ore  prom inent use o f  repetition, 

both on the small and ihe large scale. This relative sim plicit)  o f  the harm onic language 

gives the m usic a directness that can be described as a 'p o p u la r '  feel. The 2/4 sections 

certainly contain m usic o f  a public nature, as can be seen in exam ple 3:34{a) above. To 

som e extent, this m akes the scherzo the least personal o f  the four m ovem ents  o f  the 

Sym phon) '.  yet the \ oice is nonetheless unm istakable as that o f  Ha\ ergal Brian, albeit 

w hile using a less broad stylistic range than that found  in the other m ovem ents  o f  the 

work. The avo idance o f  the traditional dominant, in favour o f  other paths to the tonic 

chord, is one characteristic  harm onic  feature that s trongly  colours the present 

m ovem ent.  That o ther path often involves the subdom inan t,  as can be seen betw een  the 

second and third bars in the next example.



EXAMPLE 3:35

S \m p h o n \ 'N o .  3 . I l l ,  53:10-54:2

[W'iXfdvinds.. Tpir,

JT = = " 5 ^ '= ^ y t —=c=r:;

This  writing in block com m on chords is a m ajor feature o f  the scherzo, and Brian 

chooses to end the m ovem ent with  a chord progression o f  that type, which involves the 

dom inant, but as the an tepenultim ate, rather than the penultimate chord. This effective, 

if  slightly unconventional use o f  the dom inant is a crucial factor in how Brian makes 

the use o f  com m on chords personal in this movement. The music sounds familiar, yet 

not predictable or bland. E xam ple  3:36 shows the end o f  the m ovem ent.

EXAMPLE 3:36

Sym phony  No. 3 .II I .  83:3-8

[TptsJ

I n f U f i i t , :  I f f l f l u  ij .J l  I j  I
[Tina. I tid s j  '  ^  ^

The next exam ple , which com es immediately  before the bars ju.st quoted, show s the 

com poser using more dissonant chords, but still based, like the abo \ e cxcerpt. around 

the stepwise m o \  em ent o f  diatonic chord types. It is the forcctlil use o f  contrary 

motion here that produces ihe distinctixe harmonic tla\ our o f  the passage, rather than 

any desire to follow more diatonic progressions. The clear directional m otion  o f  the 

top  and bottom results in the chords that m ake up the harmony here, rather than the 

parts being adjusted  to fit in w ith a more conventional, or diatonic, progression. The 

suggestion o f  bitonalit) is the result o f  a tx pical juxtaposition o f  chords based on  one
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triad, and those which re suh  from  the clash o f  two different ones. T he final chord o f  

the fo llow ing  example, where the top chord is E flat minor, and the bo ttom  G flat 

m ajor,  presents a clear instance o f  such a bitonal clash.

EXAMPLE 3:37

S y m p h o n y  No. 3 .H I. 82:10-83:2

  ̂ 1̂
------------------

1 — w 4 ! h i i i > ^  = i
/Cii/i, Tt>as, D.B.]

.lust before this example there com es an e \ e n  more striking jux laposition  o f  the triadic 

and the non-triadic. which still contains a strong directional sense, because  o f  the 

vo ice- lead ing  involved. The use o f  the dom inant here com es as m ore  o i 'a  surprise than 

any th ing  else, due to the non-preparatory , and non-diatonic chords im m edia te ly  

p reced ing  it. The harsh sound o f  these chords, com plem ented  h\ the hard-edged  

scoring, is also a factor in undercutting  the festive tone at the end o f  the m ovem ent,  

m en tioned  above in relation to texture. This juxtaposition  o f  different le \ els o f  

d issonance can be seen as a continuation, on a smaller scale, o f  the coex is tence  o f  the 

tonal and non-tonal in the first m ovem en t o f  the Symphony.

EXAMPLE 3:38

S y m p h o n y  No. 3 .III.  82:8-10 (first quaver)

This  important clcincin o f  the harmonic vocabulary o f  the mox em ent ensures  that 

passing  allusions to D \o ra k  (7 1 :2 to 5. in the centra] ' C  section —  w h e re  the spirit o f  

a S lavonic Dance is present) —  and M ahler (71:10 to 72:3. also from  the ‘C ’ section, 

w ith  its naive, landler-like feel) do not disrupt the consistenc> o f  the language. These



allusions can be interpreted as nods o f acknow ledgement in the direction o f music o f a 

kindred tone. These passing allusions can also be said to contribute to the ’popular' 

aspect o f this movement referred to earlier.

Conclusion

A possible model ibr iho 2/4 music o f the scherzo could be the third movement o f 

Brahms’s Fourth Symphons (1884-85). Apart from the shared time signature, the 

music o f each is extrovert and exuberant, in contrast w ith the rest o f each respective 

symphony. In addition, both are set in the submediant o f their respective central 

tonalities, the Brahms being in C major within the context o f a s\ niphony in E minor, 

paralleled by Brian's use o f A major within the context o f a symphony centred in C 

sharp minor. The impetus o f each movement, and in particular its main material, is 

primarily rhythmic, lending a sense o f visceral excitement to each movement which 

broadens the expressive scope o f the symphony in each case. There is an open-air 

quality to the main sections o f each piece, which contrasts vvith the more internalised 

emotional worlds o f the other movements o f the respective symphonies. Although the 

Brian could never be said to sound like Brahms, the music o f section 'C  in particular 

does have a Viennese feel to it, as Brian confirmed in the following comment from the 

same letter to Gran\ ilie Bantock as the earlier quote in relation to deciphering 

sketches.

As I heard the slow movement in a very slow 3 - 1 had to e \o l\ e a 2/4
1 4SScherzo which sounds as though it had been written in V'ienna.

That remark to Bantock makes clear that Brian consciousl)' sought to allude to a 

Viennese style and manner in this third movement. The waltz-like rh\ thms o f the trio 

provide the strongest Viennese element. This allusion to the Austrian capital in the 

musical manner o f the trio can be construed as an affectionate homage, i f  not a 

pastiche that is partK tongue-in-cheek. Taking this temporary geographical relocation 

as a starting point, one can infer a journey o f a particular sort in this movement, from 

the English fairground sounds o f the 2/4 material, to the cafes o f Vienna, and back 

again. The swirling woodwind triplets —  seen in example 3:39 below —  certainly 

c\'oke the carni\al atmosphere, tracing a path back to a much earlier work, the first o f

'■’* Quoted in B row n, 'Havergal Brian. Sym phonv No. 3 '. 4.
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Brian 's  five English Suites.  v\ ritten in 1902-4.

EXAMPLE 3:39

S ympho ny No. 3.111, 55:2-6 (top part)

The present  scherzo is based on a clearl\  art iculated contrast  o t m o o d s .  The 

complementary  contrast  o f  textures gi\ es the music its colour  and variety. It is almost 

as i f  Brian wrote the present m ovemen t  as a re laxat ion after the prolonged labour  on 

the other three parts o f  the symphony —  bear ing in m ind  that it fol lowed so quickly on 

the heels o f  the Second S> m phony  —  but with a keen sense o f  its place wi thin the 

overall  plan o f  the vvork. There  is a sense o f  f low in the finished product  wh ich  is 

almost  d isarming,  a \ e r \  rare qualitx in Br ian 's  mature  output.

Lento Solenne

O verview

The impact  o f  the finale o f  No. 3 is more concentra ted  than that o f  the finale o f  the 

preceding symphony,  due to the clarity o f  contrast  be tween static gestures,  and a more 

developmenta l  musical  discourse.  There is a balance  more  successfully achieved in 

this finale between repeti tion and forward m o m e n tu m  than that found in the 

corresponding mo\  emen t  o f  the Second Symphony.  The static elements in the present 

movem en t  are relati\  el \  brief, and function as m om en tary  contrasts which broaden the 

scope o f  the music without  sacrificing a sense o f  direction.  .An over \  iew o f  the finale is 

g iven in the tabic below .
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Table 3:12: Fourth movement sections

Place in Score Description

83:9  to 87:7 Introduction and Subject 1 (exam ples  3:40(a) and  (b)

87:8 to 88:4 Interlude

88:5 to 89:9 D evelopm ent 1

89:10 to 94:4 Subject 2(x3) [examples 3:45 (a), (b) and (c)] and  D evelopm ent 2

94:5 to 96:1 D evelopm ent 3

96:2  to 98:3 L ink l and S ub jec t  1

98:4  to 99:8 l ink 2 and S ub jec t  2

99:9  to 100:5 Coda

The resem blance to a sonata s truc tu re  can be perceived if one regards the in te r lude"  

and ■De\ ek)pnicni I ' sections jointly as an extended transitum betw een the first and 

second subjects in sonata terms. The a \o idance  o f  literal repetition in much o f  the 

m usic  o f  Gustav  M ahler suggest a kinship in the th inking o f  Brian and one o f  his 

greatest contem poraries  on this point.

As far as the ke \ structure o f  the finale is concerned, there is ano ther  nod in the 

direction  o f  the key relations w ith in  sonata form in the case o f  the second subject, 

although the connection occurs w h en  the theme is restated, rather than on its first 

appearance. This relationship w as also obser\ ed with regard to the second subject o f  

the opening m o \em en t .  thus estab lish ing  a link betw een  the two ou te r  m ovem ents. T he 

t'lrst appearance in the finale —  corresponding to the exposition o f  a sonata design —  

begins  in the distant key o f  C m ajor. When it returns, how'e\er. tow ard  the end o f  the 

m ovem en t —  corresponding to a recapitulation —  it is pitched a m a jo r  third higher, in 

F m ajor, the re la ti\  e major o f  the tonic C sharp minor. This is the key often used in the 

exposition  o f  a m inor key sonata m ovem ent for the second subject, as happens in the 

finale o f  the Tchaikovsky  Puthedq ue .  However, the later appearance o f  the second 

subject here, w hile  centred m elodically  in E major, is harmonised in a highly co loured  

C sharp minor. p ro \  iding a further example o f  Brian viewing a key and its relative as 

co m p lem en ta r ) .  rather than contrasting  opposites (see example 3 :47(b) below). This is 

underlined by the similarity o f  tex ture that surrounds both  subjects in their final 

appearances in the movement, as illustrated in exam ples  3; 47(a) an d  (b). The first



subject, on the o ther hand, returns in the tonic o f  C sharp minor, in w h ich  key it was 

also heard on its tlrst appearance e a rh  in the movement, Brian is eschew ing  the 

harmonic and them atic  contrast betw een  subjects as a source o f  tension in the music at 

this point, and presents  textural grow th as an important e lem ent in rela tion to both 

subjects as the m ovem en t unfolds. B ecause the two subjects are related in mood, the 

m ovem ent as a w hole  has a unified feel. particularU in the latter stages, and one can 

view the varied presenta tions  o f  both subjects as developm ents o f  that co m m o n  central 

mood.

The linking o f  sections in som e descrip tions in the above table testifies to  the 

sm oothness o f  transition between the two concerned, and lends the m usic  o f  the fmale 

a greater sense o f  consistency than the corresponding  m ovem ent o f  No. 2. The first 

s tatem ent o f  the second subject, at 89:10, initiates a passage o f  increasingly  elaborate 

textures, cu lm inating in the entry o f  the first subject in the m anner show n in exam ple 

3:4.^ —  which is c lea rh  a developm ent o f  that idea —  as the beginning o f  

’D evelopm ent 2 ‘, The fact that there is no break in the continuity effec tively  binds the 

w’hole passage together. T he successive statem ents o f  the second them e, as illustrated 

in examples 3;45(a), (b) and (c) below, m ay suggest a link with the first m ovem en t —  

see table 3:1 above —  and the double statem ents o f  both main subjects therein.

Howev er the influence o f  the concerto principle is far less prevalent than was the case 

with that m ovem ent,  as d iscussed above.

This link w'ith the first mov em ent is, however, strengthened by the re -in troduction o f  

the two pianos in the finale, although the\ are featured to a less p rom inen t degree here 

than in the opening  m ovem ent. In the case o f  the two sections later in the mov ement, 

the links leading to the restatem ents o f  both subjects patently mark tim e tor a few bars 

in each case. T he basic material o f  each link is illustrated below  as ex am p le s  3:51 and 

3:52(b), The purpose  in each case is to clearly separate two larger m usical paragraphs 

on either side o f  the bars in question. This careful pacing o f  the musical even ts  is an 

important part o f  the clarity o f  thought in the finale, showing a greater concentration  

than the corresponding  m ovem ent o f  the Second S ym phonv . and contribu tes  tow ards a 

clearer sense o f  purposeful direction.



T h e m a t ic  material  

a) The first subject

T he m ovem en t begins, after the thunderous A m ajor conclusion o f  the scherzo, with 

two horns sustaining an oc ta \  e on G sharp, which p rov ides  a backdrop to the opening  

m elody  on bass clarinet. At a stroke. Brian has ban ished  the mood o f  the scherzo, and 

set a new, more som bre mood. 1 h a \ e  labelled this m elody  as the 'In troduc tion ' in table 

3;9 since it leads to the string m elody  which 1 designate  as the first subject, but in 

l\ pical Brian fashion the matter is a little more comple.x. The bass clarinet m elody 

never returns, but its open ing  is closely related to the opening  o f  the first subject which 

fo llow s it. The open ing  o f  the two ideas are show n below.

EX A M PL E  3:40(a)

S>m phony No. 10-84:3: bass clarinet

— -̂ - - - - - - - - - - - - - - - - - - — - - - - - - - - - - - - - - - - - - - - - i - - - - - - - - \̂ r- - - - - - - - - - - - - d - - - - - - - - \- - - - - - - - - !

i j . - - - - - - - - - - - - - - - - - - - X L - 1 .  nJ
espress

E X A M P L E  3 :40(b)

S}'mphony No. 3 .IV. 85:4-8: top line

[Ci, VXni) ajp. esp.

(;jjj J7i £3-

The first subject is m ore richly scored than the bass clarinet idea, and this g row th in 

textural richness cu lm inates  much later in the return o f  the first subject at 96:5. in what 

can be described as the recapitulation. .At that junc tu re ,  there is a curious d iscrepancy  

betvv'een the short and full scores. The former begins, as earlier in the m o v em en t,  with 

the notes E-D sharp-C sharp, with a second voice p laced a si.xth below  (as G sharp-F 

sharp-E). In the full score, these lines are given to first and second violins respectively, 

but the first violin part is changed, so that it begins vvith the notes G sharp-F  sharp-E. 

This  represents a change o f  mind on the co m p o se r 's  part in order to enhance  the 

beg inn ing  o f  the m elody  at this point. This change is also consistent w ith  B rian 's  habit 

o f  not restating ideas exactly in his music, a lthough the degree o f  change is relatively



minimal. The change in melodic profile is affecting, and lends a ne\\ poignancy to the 

theme, with the downward leap o f  a major sixth between the third and fourth notes 

becoming an octave. It adds appropriately to the expressiveness o f  the subject at that 

point in the movement. The beginning o f  the subject is show n below as it appears in 

the first violins in the full score at this point.

EXAM PLE 3:41

Symphony No. 3 .IV. 96:5-7; violins 1

Espress.

M }■  1 i0

There are three further references to this subject in the tmale. A terse, contrapuntal 

exchange based on the opening initiates 'Development 1' in a manner typical o f  the 

composer, in that the imitation is not exact, and the texture monolithic, w'ith heavy 

brass to the fore.

F.X.4MPLE 3:42

Symphony No. 3 . l \ ' .  88:6-7

f  [Obs, Tpts, ’H.TiS]

----  ^

f

i
/Bnr, TbraJ

[Cbn. Tlhu, Celix, D.S.J

The second reference occurs in a passage which follows on from the initial appearance 

of the second subject. The smoothness of the change at this point has been noted 

above. The abrupt change o f  direction and texture more prevalent in Brian's musical 

discourse is temporarily eschewed as the composer builds towards a point of arrival at 

the beginning o f  'Development 3'. This, when it arrives, represents a decisive change 

of direction. The use of the opening of the first subject in imitation is curioush notated



in the short score, with smaller notes in pencil for one o f the parts, suggesting it may 

have been added as an afterthought. The effect created in the passage is o f  the shadow 

e)f the fn'it subjLV'i looming ever larger as the music gathers momentum toward 

'Development 3‘ . The example below reproduces the notation o f the short score, at 

which point it expands from three to four stav es per s\ stem. There are slight changes 

between this and the full score with regard to the rhythm o f the top and bottom parts. 

The layout o f the short score is considered in appendix 2.

EXAMPLE 3:43

SvmphonyNo. 3.1V. 93:5-7

[Fi3. F t\a ]

■7 = ^

fJow/

IPno,

J-ji I

W
i j

i
- 3 — 1 1 — 3 -

The urgent start o f "Development 3’ includes the third appearance o f the opening o f 

subjcct one. and a,s can be seen below, represents a further intensification o f the mood 

in this central portion o f the movement. It is also a to pical re-in\’ention o f the idea, in 

which the original character is completely transformed. The organic dev elopment o f 

motiv es, as employed by a composer like Sibelius — for example in the first 

mo\ ement o f his Third Svmphony (1904-7) —  is in stark contrast to Brian's methods
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here, which ow e m uch  to the ideas o f  variation form. Indeed, the exam ples  ju s t  quoted  

can be regarded as equivalent to the beginnings o f  individual variations o f  the first 

subject, before its elaborate  res ta tem ent later in the finale (at 96:5), where it is also 

further varied, but m ore in term s o f  the accom panying  textures than melodic contour. 

This connection betw een  de \ elopm ental  passages and  an ongo ing  set o f  variations has  

also been noted in relation to the central portion o f  the first m ovem ent, resulting in 

each case in clearly differentiated sections — or blocks —  within the musical 

discourse.

EXAMPLE 3:44

Sym phony  No. 3.1V. 94:6-7

[Ol?s, C.4r,

b) The second subjcct

B rian 's  treatm ent o f  his second subject (which begins at 89:10. m arked Andante 

M oderato in the full score) contrasts w ith  the use o f  the first subject in som e respects. 

It is initially heard  three times in succession, in contrasting  and expanding  textures, 

before its return at 98:7. in the fullest texture o f  all (in whal functions as a 

recapitulation, as w ith  the return o f  subject one al 96:5 ). This process o f  textural 

enrichment, as opposed  to organic developm ent o f  m otives, is consistent with his 

treatment o f  both subjects in the open ing  m ovem ent, as well as being a feature o f  the 

opening m ovem en t o f  the Second S y m p h o n \’. The three beginnings are illustrated 

below as the\' appear in ihe short score, . \ s  in the case o f  exam ple  3:43 above, there 

are slight rhythmic changes betw een 3: 45(b) and 3:45(c) and the parallel passages  in 

the full score.



EXAMPLE 3:45(a)

S_\mphony No. 3.1\'. (S9:10-90:1

Sosijm ista

PP

[Celias] 
PP

w
EXAMPLE 3:45(b)

Symphony No. 3,IV . 91 :3-4

EXAMPLE 3:45(c)

Symphony No. 3.IV . 92:5-6

[Pno i j  r

t J t J
{Cuis, B.Cl, Plus J j ,  C e lto /

[Fno 2]
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W hile  the double  statem ents o f  both them es in the first m ovem ent could be interpreted 

as e lem ents  o f  a concerto like-plan for that m ovem ent,  this is not quite the case here. 

The second and third s tatem ents o f  the present second subject do. how ever,  feature the 

two p ianos m ore prom inently  than was the case in earlier statements. As m entioned  

above, this is one instance o f  the com poser using a sm oother join between sections 

than is usually  his practise. It is difficult to tr} to pinpoint an exact place for the start o f  

a central ‘dev e lo p m en t '  section at this junc tu re  —  even allowing for the presence o f  

'd o x e lo p m en t 1' prior to this point —  but the canonic entries based on the first subject 

quoted  above  as exam ple 3:43 signal a clear change o f  thematic focus in the m usical 

a rgum ent.  A s  the texture builds up. there is a further link to the first m ovem ent,  w hen  

the accom pan im en t com es to dom inate  the music, in this instance to the exc lusion  o f  

an\ them atic  ideas related to either subject. This develops from the idea o f  an 

acco m p an im en t seem ing to overw helm  the second version o f  the second subject o f  the 

open ing  m ovem ent.  The cuhniination o f  the present passage is the beginning  o f  

'd e v e lo p m e n t  3", which com es after a typically expectant Brian hiatus. I  he texture 

from ju s t  before this is illustrated below.

EXAMPLE 3:46

S y m phony  No. 3,1V'. 94:1-2

W hen the second subject returns toward the end o f  the movement, it shares a co m m o n  

charac te r  w ith  the version o f  the first subject which has immediately preceded it. The 

accom pany ing  semiquavers and descending quaver chords are closely linked to the 

acco m p an y in g  textures for the first subject. The result o f  this shared character is a 

g reater sense o f  continuity and m om entum  as the m ovem ent moves tow ard its 

conclusion. The fact that the ending is o f  a surprising nature when it arrives does  not



detract from the effecti\  eness o f  the music before it as it builds up a sense o f  

anticipation. 1 he start o f  each subject in this section is illustrated be low  (note the 

beginning o f  the first subject, and  how  it d iffers from the full score version, part o f  

w h ich  was i l lustra ted  as exam ple  3:42).

EXAMPLE 3:47(a)

S\ m phony No. 3,1 \ ' .  96:5-6 

L ^ o  espresiiytf e trujiU Sosimuifi

[4 i - . -  ...........

-------------------------- F n

— ^ ----------

P - ? - — ^  sir.: ■■ . -bJ
[Cis, ______^

■ M* ■■ -»F= 1 p J ?  n  f - — ^ ---------

f ) .  R i i

EXAMPLE 3:47(b)

Sym phony No. 98:7-8

t*j.

HMr--- — 1
w-
w ' t - . . . . . . . f . . . . . . . 1-1 I * pi

- - - - - - - - - - - - - i - - - - - - - - 1----

/I'uU. CeJJor, D.B.J

Repetition and stasis

As in the first and second m o\'em ents, Brian features repetitive gestures to arrest the 

progress o f  freely expanding musical paragraphs. This is illustrated by two instances 

from the early part o f  the movement. Before the arrival o f  the 'In te r lude ' m entioned in 

table 3:9. the presentation o f  the first subject culminates in a repetitive gesture show n



below. As can be seen, it is stated three times in succession, and effectively marks 

time. It is followed by bars  which recede tow ard  the d istance from w hich  the ensuing 

fanfares o f  the ’In ter lude ' are heard, and m arks a transition from an expand ing  

d iscourse to a passage w hich  seem s to hold forward m om entum  in abeyance.

E X A M P L E  3:48 

Sym phony  No. 3 J V ,  87;2-3

/a-, t-T/ir;
3-

Lfcf=ei=s=^= 1 p

[ims]
FHnsJ -

lL-L--------

j . .  .

t - f
[Tt'O J. C ellar, D .B .J

The second repeated gesture  com es at the clim ax o f ’developm ent 1', and similarly 

leads to a dissolution o f  tension, in this case represented by the arrival o f  the second 

subject a few bars later. The effect is sim ilar to the earlier example, in that an 

expand ing  span o f  m usic is arrested by the suggestion o f  stasis in the im m edia te  

repetition o f  the idea. The music m o \e s  aw ay from the preceding material to a new 

idea. In that sense, the effect is transitional, with the repeated gesture as the beginning 

o f  that transition.

E X . \ M P L E  3:49

S ym phony  No. 3.1V. 89:6-7

i'77i;ir, Tt'-cj. T iftip. Oetldr. D .B .J
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Stasis is e \e n  more pouerfully suggested in the two fanfares which are heard from 

87:8, in the aforementioned 'h iterlude ',  the first on trumpet, echoed poetically by the 

horn after a change in the accompanying chord. Becker writes o f  this passage that 

‘time stands sti l l’. T h i s  gesture also introduces an element o f  perspective, with the 

suggestion o f  phx sica! distance between the foreground gestures which precede the 

fanfares, and the fanfares themselves. Both are marked ‘far away in the distance’ in the 

full score. This suggestion o f  a distant landscape —  which can be traced back to the 

fanfares which interrupt the progress o f  Beethoven's Leonora Overture No. 3 (1805-6) 

—  anticipates a major feature o f  Brian's Si.xth Symphony, the Sinfonia Tragicci (1948). 

In fact, the fanfare on horn concludes with an anticipation o f  a key figure in one o f  the 

fanfare motives o f  the Sixth, as illustrated below,

EXAMPLE 3:50(a)

Symphony No, 3 .IV. 88:3-4

m

X T

EXAMPLE 3;50(b)

Symphony No, 6. 9:1-3

Tenq)o tnodemto
[C A .]

Rtuf'5

i J s i u M
Tempo moderate

pp

The pre-echo, as it were, is almost certainh coincidental. To return to the distant 

fanfares in No, 3: the>- ha\ e the effect of suggesting a world beyond the more 

immediate concerns of the main symphonic argument. The ex ocative use o f  muted 

brass solos suggests a kinship with the music of Gustav Mahler, but the effect is very

Becker .  ‘B r i a n ' s  T h i r d  Symp hon v '. 197,
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different. The closest parallel in terms o f  the suggestion of a distant world lies in the 

u.se o f  cowbells atniosphericalh in the central portion of the first mo\ ement o f  

M ahler's Sixth Symphon) (1903-4). In each case, time appears to be magically 

suspended as a sense o f  calm contemplation replaces the struggles o f  the surrounding 

music.

In the latter stages o f ih e  present movement. Brian re-intrnduccs both main themes 

with short, oslinato-like figures on piano (both pla> ing in unison the first time; the first 

piano alone the second). The type of figure used —  and the instrumentation chosen —  

link the two passages closely. Intriguingly. both underwent modification between short 

score and full scorc. In the first instance (at 96:2) there is a bar in the full score, 

illustrated below, which is not written out in the short score. Instead. Brian has circled 

the 4-note figure on the first beat of the follow mg bar of short score (as it appears in 

the example), and written ‘ 1 bar' in the left-hand margin.

EX.AMPLE3:51

Symphony No. 3 .IV. 96; 2: piano part

V i j  j  j  j  j j  i - j- ^
    '

What this small, but significant modification demonstrates, is a concern with pacing on 

Brian 's  part, as well as a desire to create a clear link between the final presentations of 

each subject. The piano link to the second subject is present in the short score, but w'as 

modified in terms o f  detail at the full score stage by the composer. The short score 

version — illustrated as example 3:52(a) below —  presents a written-out rallentando in 

a fashion typical o f  Alban Berg in a work such as the Pndudium  o f  his Three Pieces 

for Orchestra, op 6(1914), as the time \ alues-broaden. The full score version —  

example 3:52(b) — is less rigorous, and also differs in pitch content. The final four 

notes o f  each end on E. but this four-note pattern is used once only in the full score. 

The greater use o f  repetition in the full score results in the final four notes being more 

effective as a disruption of the pattern, and a preparation for the second subject, Brian 

ma\ also have modified the passage as the last four notes o f  example 3:52(a) are the 

same as the first four of the ensuing second subject, as illustrated in example 3:47(b)
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above. As a result o f  the change made by Brian the version found in the full score 

avoids this duplication.

EXAMPLE 3:52(a)

S>mphony No. 3.1\'. ‘■)8:4-6: bottom sta\ e (short score)

'f t jrif
pp

EXAMPLE 3:52(b)

Symphony No. 3,1V. 98:4-6: piano part (full score)

J ^ -----0 ----

2

» i :  -

pp

s - j
- * - j —

- A

m - ^ It ^ wr-
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T he tv̂ 'o pianos

With regard to the role o f  the two pianos in this final movement, the instances just 

discussed are as close as they get to being featured in a soloistic context in the music. 

They are also heard prominently in the passage between e.xample 3:48 above and the 

distant fanfares, but they are prominent there because o f  the relatively thin orchestral 

texture, and not due to an_\ bravura writing. In fact, to single them out for special 

consideration with regard to the present movement is as appropriate, or inappropriate, 

as singling out. for example, the two harps. The distinctive colour o f  the piano(s) may 

be relatively uncommon in a symphonic work. Bartok's M usic fo r  Strings. Percussion  

and  Celeste did not appear until 1936, nor Stravinsky's Sym phony in Three M ovements 

until 1945, to mention but two prominent examples. Here the two pianos have much 

less to do in the present movement than in the opening one. In addition to this, there is 

no evidence in the short score o f  the tlnale. which is written on systems o f  tw'o, three 

or four staves throughout, to suggest an original conception o f  the musical discourse in 

terms o f  solo instrument(s) and orchestra. In this respect, their inclusion is more

243



closely related to their use in the final two movements of S\ niphon_\ No. 2. They are 

part of a rich orchestral palette, but not especially prominent.

The short score and the coda

The short score o f  the present movement re\ eals another fascinating detail in relation 

to the coda. The change o f  tone for the final peroration of the symphony is quite 

sudden in its immediate context, although it does have roots in some o f  the starker 

gestures from earlier in the movement. In the short score, it is startling to find that the 

most striking gesture o f  these final bars - the triumphant leap from a chord o f  C sharp 

major to one o f  F major, and back again, is not written in ink, but added in pencil, as 

an afterthought. This is further evidence of the fact that Brian, as MacDonald has 

noted, was often unsure as to the specific shape o f  his beginnings and endings.

Here, the final gesture is far more stark, not to say perfunctory, and much less 

personal, in the form in which it is found in the short score. The added bar is written in 

pencil across the end of the ink score, where Brian has noted "Commenced Sunday 

July 12. Finished rhursda\ .luly 16". The surviving last page o f  the pencil short score 

has no sign o f  the additions found in pencil in the corresponding page o f  the short 

score. Example 3:53 belov\ presents the final bars o f  the short score as they are written 

in ink. without the addition that found its wa_\ into the full score.

EX .\M PL E 3:53

Symphony No. 3.IV. 100:3-5

- G -

The use of the subdominant minor with added sixth in the penultimate bar o f  the above 

example is a feature familiar from the final cadences of Tristan imil Isolde (1857-9)

M a c D o n a l d ,  The S y m p h o n ie s ,  vol.  3. 191-3.
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and Gotterddmmerung  (1 870-4) by Richard Wagner. Both o f  these endings suggest a 

calm resolution to the dramatic tensions o f  those music dramas. However, the shadow 

o f  the German composer looms much larger in the t'male o f  the Symphony N o .2, as 

noted above. In addition to this, it is noteworthy that both the Wagner works referred 

to end quietly. The lack o f  dynamic indications in the bars quoted above leaves open 

the question o f  the tone o f  the ending o f  the Brian, at least in theory. The hairpin 

denoting a crescendo in the bar before, however, would support the contention that the 

composer, from the start. en\ isaged a loud ending. The calm endings favoured by 

W’agner in the two examples cited are, therefore, defiantly contradicted by the tone o f  

the Brian ending as written in full score. This is all the more intriguing when one takes 

into account that the Brian movement has been moving toward a conclusion that would 

he similar in tone to ihc cited Wagner endings, before the abrupt about-face 

represented by the coda as it stands. It is doubtful if Brian sought to directly contradict 

the sort o f  endings in the Wagner works in his final, defiant gesture, but the end of the 

Symphony No.3 is certainly the antithesis o f  the peaceful retreat so characteristic of 

Late Romanticism. Once again, Brian stands apart. The following example is my own 

transcription into short score o f  the conclusion o f  the symphony as Brian wrote it in 

the full score.



EXAMPLE 3:54

S y m p h o n y  N o.  3 .1 \ ' .  100:3-6 [full score:  reduced  by th e  author ]

[TuMiJ

\ 0 - ' -  U J - f  ^

p
7 ¥

C o n c lu s io n  and co n tex t

Th e T h i rd  S y m p h o n \  shares  w i th  its p r ed ecess o r  the idea  o f  a s lo w  final m o v e m e n t ,  

and ,  as  a c o n s e q u e n c e ,  a c o m p a r i s o n  o f  the  tw o i ina les  is i n s l r u c t i \c .  revea l in g  hovv' 

Br ian  a p p ro a c h e d  the w ri t ing o f  the  m o \  e m e n t  in a d i f fe ren t  w ay in No. 3. It is clear  

that  the  fmale  o f  ihe Th i rd  benef i t s  from the e x p e r ie n c e  ga ined  in th e  c o m p o s i t io n  o f  a 

s lo w  co n c lu d in g  m o x e m e n t  to the p r e \ ’ious  s y m p h o n y .  Bo th  m o v e m e n t s  act  as  an 

e m o t i o n a l  c l i macter ic  for  each  s y m p h o n y ,  and bring the  nar ra t ive  o f  the w o r k  to its 

u l t im a te  des t ina t ion .  Both  are based  a ro u n d  tw o  m e lo d ic  ideas,  but  there are 

d i f f e r ences  in die or g an is a t i o n  o f  these  ideas.  The  s e c o n d  m e l o d \  o f  the finale o f N o .  2 

(see e x a m p l e  2:53 in the ch ap te r  on N o . 2) c o m e s  as a d i s p la c e d  cent ra l  cont r as t ,  and 

does  n o t  recu r  after  il is extensive!} treated.  It leads to the c l i m a x  o f  the m o v e m e n t ,  

and  o f  the  w h o le  w o rk ,  follow-ed by the dark  c o n c lu s io n  o f  the  S \  m p h o n y .  Th e  s e c o n d  

subjec t  o f  the f inale o f  the Thi rd,  how exe r .  is heard in tw o  p laces  w i th in  a m o v e m e n t  

w h ic h  can  be  view ed  as broadU'  rela ted to a sona ta  s t ruc ture .  The  s e c o n d  app e a ra n ce  o f  

sub jec t  tw'o. ho\ve \  er.  does  lead st ra ight  to the c l imact ic  c o n c l u s i o n  o f  the  m o v e m e n t .
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suggesting  a certain connection  w ith  the p reced ing  sym phony. Those conclusions, 

howe\'er. are in com plete contrast  to each other. The bleak, spectral end to Sym phony  

No. 2 confirm s the tragic bias o f  that work. T he blazing, brazenly trium phant 

conclusion  to No. 3 could hard ly  be more different. Interestingly, the end o f  each  finale 

is also akin to  the end o f  the first m ovem ent o f  each work, suggesting a unity which 

ex tends across the whole o f  each  s y m p h o n \ . The effect is o f  the finale confirm ing , in 

its final bars, what was implied in the end o f  the opening movement.

The concept o f  a s low  final m ovem en t w as a typical trait o f  man> Late-R om antic  

scores o f  a sym phonic  nature as discussed above. The notion o f  an anti-finale, such as 

that o f  T c h a ik o \s k > ‘,s P uiheliq iie  (1893). is also an important precedent set w ith  regard 

to slow final m ovem ents ,  but the finale o f  B r ian 's  Sym phony No. 3 does not fo llow  

that exam ple  beyond the s low  tem po. As m en tioned  above, it is an integral part o f  the 

dram a o f  the sym phony, and in no sense an ep ilogue to, or reaction against, that drama, 

as is the case with the finale o f  Tcha ikovsk i 's  work. H owe\ er. the idea o f  a p iece 

ending in ca lm , rather than tr ium ph, is o f  im portance to B rian 's  conception. T he  final 

m ovem en t o f  M ah le r 's  Third Sym phony (1 8 9 5 -9 6 ) ,  and the concluding section o f  

S trauss 's  Ein H eldenlehen  (1898) are indicative o f  this trend am ong  close 

contem poraries  o f  Brian. T here is also the exam ple  o f  E lgar 's  Sym phony No. 2 (1910), 

which seeks, and ultimately finds a spirit o f  calm , after a final m o\ ement that is 

notable for its lyrical content. If  one d isregards m om entarily  the blazing coda o f  the 

B rian m ovem ent,  the parallel w ith  the exam ple  o f  his great English predecessor is even 

m ore striking. The abrupt change  o f  tone for that coda has led som e listeners to feel 

that the ending o f  the Brian is merel> tacked on, but it is typical o f  the co m p o se r  to 

lead the listener to expect one th ing — in this case a calm ending —  and then provide 

its opposite.

In the broader context o f  the Sym phony, the end echoes the trium phant coda o f  the 

t'lrst m ovem ent,  in a fashion w hich  recalls the practise o f  Bruckner, whose final 

m o \e m e n ts  often end with codas  which refer to earlier themes from the sy m phony  in 

question. T he stark unisons w hich  end the outer m o \ oments o f  his Fifth Sym phony  

(1 8 7 5 -7 8 )  represent a clear exam ple  o f  this, but he often recalls thematic shapes as 

well in his concluding perorations. This desire to tie in the outer pillars o f  a m assive 

sym phonic structure can also be traced in the work o f  Gustav M ahler —  his First
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(1888) and E ighth  (1906) Sym phonies ,  for exam ple  —  and in the case o f  both  Brian 

and M ahler the com m on debt to Bruckner is clear. Indeed, the elegiac tone —  as well 

as the choice o f  key —  o f  B rian 's  final m ovem en t is reminiscent, in a general w ay, o f  

one o f  the great A ustr ian 's  most renow ned ach ievem ents ,  namely the s low  m ovem en t 

o f  his Sym phony  N o .7 (18 8 1 -8 3 ) .  T he fact that this great elegy was w ritten  at the time 

o f  W a g n e r 's  death  prov ides a further link in the m usical chain. Without seeking  to 

draw  too m any  threads extravagantly  together, what the foregoing d iscussion  reveals is 

the c lear G erm anic  pro\ enance o f  the Brian Third S> m phony. as v\ ell as Nos. 1.2 and 

4.

It is in teresting to note that the triumphal tone o f  the coda  o f  the final m ovem en t o f  

No. 3 is im m ed ia teh  followed, in the Brian s\ mphonic canon. b\ the H andelian  

sp lendour o f  the opening o f  his Fourth Sym phons (193 2 -3 3 ) .  This m am m o th  w'ork 

sets Psalm 68 for solo soprano, substantial choral forces, and huge orchestra. It has 

been in terpreted as a critique o f  H itler 's  rise to power, and  the culture o f  racial 

superiority  w h ich  results in the blood-letting  slaughter o f  supposed racial inferiors and 

o p p o n e n ts . ' ' '  The fact that Richard W'agner was a nui.sical figurehead for the Nazi 

regim e only serv es to add a further las er o f  possible subtext to the final bars  o f  the 

present work. Brian writes ’E pilogue ' over the final four bars, but the suggestion  o f  

A rnold  Bax —  whose ow n Third Sym phony (1928) ends with a \ er\ different 

‘E p ilogue ' —  is quickly dispelled by the martial, tr ium phal tone o f  the Brian, which 

can be said to banish an\ calm reflection b\ sheer force o f  gesture.

These concluding  bars have been described by M alcolm  M acD onald  as 'b r in g in g  the 

sym phony  full circle, back to w'here it started, despite all the struggles to escape  the 

cruel w eight o f  C sharp m in o r ' . ' ' "  However, as noted above, the work ends in C sharp 

major, so that it escapes the m ode —  at least —  o f  the open ing  key o f  the w ork  in the 

blazing final peroration. The tone, however, is com parable ,  in terms o f  the m an n er  in 

w hich  ' th e  trudging rhythms o f  the first m overnent graduall_\ impose them selves  on the 

latter stages o f  the f in a le ' . ' '^  Martyn B ecker describes the tone at the end o f  the finale

See MacDonald , The Svniphonies,  vol. 1. 89-90 
M acD onald , The Symphonies, vol.3, 277. 

' - ' Ib id . .  276.
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as one o r 'u lt im ale  f r u s t r a t i o n ' .W h e th e r  one agrees with MacDonald or not —  that 

the ending is an expression of frustration rather than triumph — is perhaps dependant 

on a personal response to the music, and the character o f  a particular performance.

But he is correct to assert that the Symphon> N o.3 is ‘Brian's Hrst v\holly successful 

symphony'. The balance between cohesion and e.xpansiveness is more fully achieved 

than in the preceding symphony, so that Brian's characteristic in\ entiveness is 

harnessed to a greater sense o f  structural clarity. The function of the scherzo is crucial 

in this area, as it ’broadens and lightens the sym phony 's emotional range ', as 

MacDonald observes.' '^  It is this latter quality o f  lightness that is absent from the 

preceding symphony. Like the Symphony No.2. many ‘diverse elements are brought 

into collision’ during the course o f  the work, but the order imposed by the composer is 

more convincing. The balance between freedom o f  invention and the need to impose 

creative discipline on that invention is a more assured one in the present work. Without 

sacrificing the wilder aspects encountered in the Gothic and its sizeable successor, the 

Symphony No.3 integrates ‘genuinely 20‘'^-century material into seemingly traditional 

4-movement late-Romantic symphonic dimensions'.'^^’ This blend o f  innovation and 

tradition within a strongly personal language is a sign o f  Brian's greater maturity as a 

composer. The next work to be discussed sees Brian tackling another traditional 

orchestral genre, that o f  the concerto, in a comparable manner, and with comparable 

success. This time the shape o f  the emerging work was clear —  especially given the 

lost predecessor in the same genre —  and the challenge was almost an inversion o f  that 

faced b_\- Brian in the opening movement of the Third. The Violin Concerto sees the 

composer adapting the con\'entions o f  concerto writing to his symphonic manner. The 

result is a typically individual sy nthesis of his natural expansi\eness and the demands 

o f  a display piece for solo instrument and orchestra.

Becker.  ’Brian' s  Third Sympiion>'. 195. 
MacDonald,  The Symphonies,  vol. 3. 276. 
Ibid.. 276.
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CHAPTER SIX 
VIOLIN CONCERTO IN C MAJOR

1. A llegro M oderato

2. Lento

3. Allegro Fuoco

Instrumentation: 3 Flutes (3’ ^̂ doubling Piccolo), 2 Oboes. Cor Anglais. 2 

Clarinets. Bass Clarinel. 3 Bassoons (3"^ doubling Conlrabassoonl. 4 Horns. 3 

Trumpets. 2 Tenor Trombones. 1 Bass Trombone. Bass Tuha. limpani. Bass Drum, 

i'ynibuls. Side Drum. Clockenspiel. X\ lophone. Harp. Sola I'iolin. Strings.^'"

Introduction

The title page o f the full score o f this work, published by United Music Publishers, 

provides the outline o f a tale o f misfortune and doggedness that is typical o f Brian. 

After the completion o f the Fourth S\ m phon}. Das Siegeslied. in December 1933, the 

composer opted to tackle a different challenge, but one which follows on logically 

from some o f the compositional areas o f interest e.xplored by him in preceding works. 

Each o f the four symphonies completed to that date had featured an important violin 

solo at some point (as would continue to be the case for the rest o f his lengthy 

symphonic career). Further to this, as we have seen, he had begun the Third Symphony 

as a Concerto for piano (or two pianos) and orchestra. The origins o f the first 

movement o f No.3 in particular in the concerto genre had left a strong im print on the 

shape o f the finished score o f that movement. Now. after another mammoth choral and 

orchestral work —  the Symphony No.4 'Das Siegeslied' (1932-33) — which builds on 

the achievement o f the choral parts o f the Gothic. he sketched out a concerto for violin 

and orchestra, which he finished in short score on 7 June. 1934. The fo llow ing day, as 

he made the journey from his home in the south o f London to V'ictoria Station, his 

case, and w ith it the short score o f the new work, vanished.

Brian went so far as to advertise in three national newspapers for the lost score, and to

I

' '  These forces iire listed in the facs im i le  o f  B r ia n 's  fu l l  score published b_\ ( in i ted  M u s ic  Publishers.
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15 8seek it in lost property  offices, but no trace o f  the w ork  has ever been found. ' With 

com m endab le  courage. Brian set to work, in August o f  the same year, to sketch out a 

new' concerto , but dravs ing on  w ha t he could rem em ber o f  its lost predecessor. On the 

title page, w hose conten ts  are reproduced  below, this new  piece is referred  to as 

’N o .2 '.  This designation  acknow ledges  both the im portance in B r ian 's  mind o f  the 

vanished work —  even  though it was likely to remain a ghostly num ber, and nothing 

more, in his ca ta logue —  and the independence o f  the latter by giving the new  w ork a 

different number.

C O N C E R TO

for

Violin and Orchestra  

Composed by 

H.AVERGAL BRIAN

No.l  Concerto  was lost at Victoria Station on June S"', 1934  

No .2 co m m en ced  in A u gu st  1934

Sketches completed on No>ember  lO"', 1934 in the C on scr \a fo ry  at N o . l ,  Jasper  

Road, SE19.

No sketches remained of  No. l  at the t ime it was lost - such themes as could be 

remem be red  I w rote  down and have used them in this C oncerto (N o .2).

Orchestral Score  completed June  8'*' 1935 

Havergal Brian

Beyond the sorry tale o f  a score lost and then replaced by a related one, som e 

speculation is prom pted by the foregoing chronicle, and in particular B rian 's

'■* M a l c o l m  M a c D o n a l d .  ' H a ve rg a l  Brian,  Viol in  Concer t o .  S y m p h o n s  No.  1 8. The  J o lK  Mi l l e r  
( O v e r t u r e ) ’, s l eeve  no t es  for c o m pa c t  disc  M a r c o  Pol o 8 . 2 234 79 .  1993.  3



comments about 'such themes' as he could recall. Which themes in No2 did Brian 

remember from the original work'!’ The fact that certain melodic ideas stand out in their 

surroundings in the Concerto N o .2 may suggest that they are interpolations from a 

work of a different character. In this regard the second subjects o f  the outer movements 

—  both given to the solo instrument —  are in sharp contrast to the surrounding 

material. This music is more chromatic, particularly in the first movement. However 

this juxtaposition o f  the triadic and the more freely chromatic has been observed in 

both the second and third SN'mphonies. and indeed is also a feature o f  Dus Siegeslied. 

Brian, as a violinist him self ,  m ay sim ply have chosen to g i \e  the solo instrument some 

rewarding and direct melodic ideas. In the finished work, these ideas offer a vi\ id 

contrast to passages where the soloist is engaged in an energetic textural complex with 

the orchestra, and has to struggle to be heard, as is strikingly the case at the outset o f  

the opening movement.

Brian does not sa> w hcther he used those themes he did recall in the same place in the 

surviving concerto as was the case in the lost one. The method o f  presenting thematic 

blocks, separated from each other by pauses, which may lend itself to the suggestion 

that themes can be —  or have been —  inserted at certain points without undue 

disruption of an intricate w eb o f  de\ eloping ideas or transitions, is not unique to the 

Violin Concerto. The absence o f  transition is a consistent st} listic hallmark o f  Brian’s 

musical discourse, as noted above, so that no particular claims with regard to the 

insertion of remembered themes can be sustained for the present w ork.

It is interesting -— if ultimately inconclusi\ e due to lack of c\idenco - -  to speculate on 

whether the double run Brian had at a Violin Concerto exerted an influence on the 

formal outline o f  the surviving work. The surviving Concerto is one o f  the composer's 

m ost cogently argued scores, as well as one o f  the most immediately appealing from a 

melodic point o f  \ icw. The clarity o f  its outline may be a result o f  certain formal 

choices — such as the use of a passacaglia for the slow movement —  but it is likely 

that the experience o f  composing the initial work was of benefit in writing the second. 

Perhaps the fact that Brian finished ’No.2' exactl) a year after the disappearance o f  

'No.r is an acknowledgement o f  this on Brian's part, as well as a touching 

coincidence. CertainK . as has been argued above, the experience o f  writing S\ mphony 

N o .2 was of benefit to the composer when he wrote its successor, so a similar growlh



in assurance  is likely in the case o f  the two Violin C oncertos ,  even if the cause  for the 

d ev e lo p m en t was unfortunate . The peculia r history o f  the Violin Concerto, how ever, 

does  not detract from the need to assess the work independently  o f  the c ircum stances  

that m ay have contributed  to the shape o f  the finished com position. A com par ison  

w ith  the tw o sym phonies  discussed above reveals a m o v e  towards a greater textural 

s im plic ity  at times, as well as the incorporation o f  m ore  melodic material that can  be 

a ttribu ted  to the co m p o se r 's  desire to show case the lyrical character o f  the solo 

instrum ent. There is no loss in inventiveness, but the direct appeal o f  som e o f  the 

m elod ies  used is one o f  the m ost striking features o f  the work.

Allegro Vivace  

Overview: a symphonic concerto

In the present work, the techniques discussed above in rela tion  to Sym phonies  2 and 3 

are m ix ed  with  e lem ents o f  display for the solo ins trum ent —  such as the cadenzas  in 

the ou ter m ovem ents  —  resulting in a personal approach  to the writing o f  a concerto  

characteristic  o f  Brian. The unusual approach  to the concerto  principle found in the 

first m ovem ent,  detailed below , supports the contention that B rian 's approach  to the 

task o f  writing a concerto  was largely, in fact, a sym phonic  one. The jux taposi t ion  o f  

the tonal and the non-tonal —  a striking feature in the m usical language o f  both  his 

sccond and third s \m p h o n ic s  — is underlined in the o pen ing  mo\ emcnl o f  the 

concerto  by the strong contrast between the first and second  subject material. This  

contrast can  be allied to the similar conflict found in m an y  sonata style m ovem en ts ,  

w here  a strong first subject or first subject group —  as here —  is fo llow ed by a lyrical 

second subject. B rian 's  idiosyncratic approach to sonata  s t \ i e  has been noted  in 

relation to the opening m ovem ents  o f  both Sym phony  N o .2 and N o .3. and his handling 

o f  the sonata outline in the present opening m ovem ent is no less personal.

The table which follows divides the first m o \e m e n t  accord ing  to terms assoc ia ted  with 

sonata structure — apart from the inclusion o f  a cadenza. It shows how Brian m odifies 

the basic sonata  shape to weight events towards a cu lm ination  in the coda.



Table  V C  1: First m o v em en t  sections

Place in score D escription

Bar 1 to  4:7 First subject group (exam ple v c l ,  6)

5:1 to 10:6 S econd  subject group (example v c l 5)

1 1:1 to 16:4 D e\ elopment

17:1 to 21:4 R esta tem ent o f  first subject group

22:1 to 26:5 A ccom panied  cadenza  (example vclO)

27:1 to 30:3 'N e w ’ theme (exam ple  vc3)

31:1 to 33:5 R esta tem ent o f  second subject g roup  and coda

He articulates this w eighting in tw o  ways. F irs tK . he presents a seem ing ly  new them e 

af te r  the accom panied  violin cad en za  as a point o f  departure for the latter stages o f  the 

m ovem ent.  Second!}'. h \ ’ the late p lacing o f  the restatem ent o f  the lyrical second 

subject —  after the cadenza and the 'n e w ' theme —  he ahers the sequence  o f  events  to 

d irect events clearly toward the ca lm  conclusion o f  the m ovem ent. T he lyrical 

charac ter  o f  that them e then leads quite natural!) to the quiet conclusion. The fact that 

the second subject is heard in the dom inant ke\ at first, and returns in the tonic later in 

the m ovem ent, furllier underlines the debt to a sonata style structure.

T he  freshness o f  the 'n e w ' them e is not com prom ised  by the fact that it is. in fact, a 

com bination  o f  m otiv ic  shapes used  throughout the movement, as will be shown 

below. This nielodic idea is a menuM'able manifestation o f  the lyrical qualitN noted 

above in relation to the concerto. Its derivation —  at least in part —  from motivic ideas 

heard  earlier in the m o \  ement is ev idence o f  B rian 's  skill at in tegra ting  his contrasting  

ideas within a unified movement. I f  the theme was one o f  those rem em bered  —  and 

transplanted  —  from the lost concerto , these motivic links ensure that it belongs in its 

surroundings and indeed forms a \ ital part o f  the present work. Further to this, the 

inclusion o f  a 'n e w ' theme close to the end o f  the m ovem ent shovs s Brian fo llowing on 

from  the practise o f  the opening m ovem en t o f  his Symphonx N o .2. where a climactic 

n ew  idea leads to the rapid disintegration o f  textures in the coda. The effect here, 

however, is compleiel} different as the 'n e w ' them e in this instance characterises the 

ca lm  sequel to the more turbulent m usic o f  the earlier parts o f  the m o \  ement. and leads 

to a sonorous resolution o f  tension rather than a dissolution.



Another w ay  to regard the jux taposition  o f  the two subject groups which dom inate  the 

m ovem ent is as being sym ptom atic  o f  an opposition  b e tu  een two different types o f  

musical s ta tem ent which can be perceived in m uch o f  B rian 's  music o f  this time. The 

opening m ovem en t o f  the C oncerto  presents a m usical jou rney  from a s torm y opening 

to a calm conclusion , in w hich  the lyrical and  the contrapuntal are contrasted, h  was 

noted above that Paul Rapoport  had written o f  a contrast between two types o f  music, 

nam ely turbulent and calm, in reference to the first m ovem en t o f  the Gothic.  From this 

angle, the m ovem ent can be neatly sum m arised as the type o f  musical jo u rn ey  from the 

former state to the latter as m entioned  above, w ith  the ’n ew ' melody as the crucial 

turning point. This marks the 'n e w '  melody as the clim actic point o f  the m ovem ent,  

and it is significant, given the stormy, comple.x textures which open the piece, that 

Brian opts for a quiet h ighpoin t rather than a further intensification o f  the com plexities  

o f  the opening. The w eigh ting  o f  the m ovem ent tow'ards the latter stages then asserts 

its significance as it guides the listener along the path o f  Brian 's  musical argument.

This journey  tow ards a quiet conclusion has been noted in both the final m ovem ents  o f  

Sym phonies 2 and 3. and is em blem atic  o f  m uch  Late Rom antic music. This  type o f  

ending is found in music w hich  exerted a pow erful influence on Brian. T u  o o f  these 

works are by com posers w ho were discussed in the chapter on the early output. The 

Sym phony N o .2 (1910-11) by Elgar concludes its final m ovem ent in such  a m anner,  as 

does S trauss’s epic tone poem  ' Ein H e ld en le ben ' . w ritten  in ! 898. In contrast  to these 

examples, how ever,  Brian concludes his final m ovem en t here with a resounding  

cadence topped b \ a re\ erberating c\ mbal clash. This rounds o ff  the finale in a 

dem onstrative m anner in keeping  with the bright, ex trovert world o f  m uch o f  that 

m ovem ent, and in vi\ 'id contrast to the subdued final m om ents  o f  the o pen ing  one. 

Interestingly, this contrast betw een  endings has also been noted by A n thony  Payne in 

relation to the music o f  Elgar —  and was a d e ten n in in g  factor in his decision to end 

his 'e laboration o f  the sketches ' for the third symphon> q u ie th  . This is in contrast to 

the emphatic ending to the first m ovem ent o f  that w-ork. v\ hich was left in sketch  form 

by Elgar. He left no sketch material relating to the end o f  the sym phony. Payne notes 

that:

25 .̂



When a first movem en t  ended v i g o r o u s h . as in the Second Sympho ny,  
or indeed the present  work [the Third S> nphony] ,  then the Finale would  
do the opposi te,  and vice versa. ' " ' ’

Th e parallel with ihc Brian Violin Concer to  ma> be no metre than the use o f  a s imilar 

s t rategy across the outer movemen ts  o f  a mul t i -mov emen t  work,  but it shows —  at the 

\ e ry  least —  that Br ian 's  thinking on these matters ran a long s imilar lines to that o f  his 

great  predecessor.

The opening gesture

T he  Concer to  begins  in a manner  which immediatcl \  marks  the nature o f  Brian 's  

individual  approach to the genre. The soloist enters after the first bar. and at once we  

are p lunged in m ed ias res. Indeed,  the opening paragraph contains  some o f  the most  

c o m p lex  textures o l ' the  entire m o\  ement .  and at once  begins  a t rea tment o f  ideas that 

is typical  o f  Br ian 's  developmenta l  —  or  symphonic — writing in its close argument  

and swiftness  o f  thought .  This first subject  group gi\  es the listener little t ime to settle, 

as the  music  surges stormily forward until an expectant  pause brings a complete  

contras t  wi th the arrival o f  the second subject.  This is far more  s traight forward from 

the points o f  view o f  texture, harmony and melodic shape.  There is a contrast  o f  keys  

between  the strongly coloured tonic minor  and the do m inan t  major,  and the lack o f  

t rans i t ion between the end o f  the first subject  group and the fol lowing second subject  is 

a Br ian  trait familiar from much o f  his music.  The sccond subject is d iscussed further 

b e l o w .

The spar ing use Brian makes o f  the opening  gesture is noteworthy.  It returns once 

dur ing  the course o f  the movement ,  and is extended on that occasion,  which  is p laced 

imincdiatel )  before ihc ar r i \al  ol ' the 'n e w '  m e lo d } . Brian also alters its function,  from 

a rhetor ical  herald o f  the stormy opening mood to a transit ion which lowers the tension 

before  the 'n e w '  melod y makes  its first appearance.  At  the very start o f  the Concer to  it 

acts as an imposing ant icipatory bar before the entry o f  the soloist,  circling 

chromat ica l ly  around the central note C.

'^’ A n t h o n y  Payne .  Elgar's Third Symphony, ihe story o1 the rcconstrucHon. (Fa b e r  an d  Faber ,  1998),  
107-08.
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EXAMPLE VC 1

V io l in  C on ce r to  I .  b a r  1

Allegro Moderato e lirto

I 'h is c irc ling  a ro u n d  C is s t ro n g ly  co lo u red  by c h ro m a t ic  no tes  tha t su g g es t  n e i th e r  the 

m a jo r  nor m in o r  m o d e ,  and  as  su c h  it p re sag es  the  n o n -d ia to n ic  la n g u a g e  o f  m u c h  o f  

th e  op en in g  p a ra g ra p h  o f  m usic .  Its seco n d  a p p e a ra n c e  in the m o v e m e n t  — ju s t  be fo re  

th e  first a p p e a ra n c e  o f  the ’n e w '  th em e  —  a lso  b e g in s  by c irc l ing  a ro u n d  C. bu t  as it 

e x te n d s  it m o v e s  to  a c lose  on G. as can be seen in e x a m p le  \ 'C  2 belovs. The  

p ro m in e n t  B Hats and  A tlats lend the passage  a s t ro n g  sense  o f  C m in o r  at th is  point. 

T h i s  effec tive ly  p re p a re s  the vva> for the k e \  o f  F tlat m a jo r  in w h ich  the  e n s u in g  n e w  

m e lo d y  starts.



E X A M P L E  V C  2

Viol in Concer to  I. 27; 1-5

[Hns!, SirvKgjJ

m o lto  RiL

The repet it ion o f  the gesture re- in troduces C. the nominal  tonic o f  the movem en t ,  and 

is thus a useful  reference point. It is immediately preceded —  in a st rongly disjunct 

manner  typical o f  Brian —  b\' a descending  scale in octaxes on the solo violin in C 

sharp minor.  This marks  the end o f  the accompanied cadenza,  and signals the onset  o f  

a new  section o f  the movement .  Th e change in function mentioned above also 

under lines the di fference in em phasi s  between the beginning o f  the concerto,  and this 

passage,  close to the end o f  the fn'st movement .  The urgent summons o f  example vcl  

is extended and t ransformed to form the link represented b_v example VC 2. This 

successful adaptat ion o f  a key ges ture — the first sounds  the listener hears  —  parallels 

the skill wi th  which Brian forges l inks between his 'new ' melody and material  familiar 

from earl ier in the movement .

T h e  ‘nevv' m e lod y

The calm span o f  music (from fig.27) displaxs Brian 's  powers  o f  al lusive mot ivic 

developmen t  at their most acute,  as well  as being a passage of  great melodic appeal.  As 

a blend o f  e lements  from the first subject  group into a fresh shape,  the ‘n e w 'm e lo d y  

succeeds  in com ing  both as a surprise and as the logical goal o f  the m ovem en t  on a 

broader scale.  In the immedia te context ,  the transit ion represented b}' example  VC 2 

above ensures that  the melod>' is a point o f  arri\ al. The themat ic focus present in the
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m elod \ (illustrated below) represents the culm ination o f  such deve lopm en ts  in the 

m ovem ent.  This is em phasised by the fact that it is the only m elody  in the entire 

m ovem ent w hich  is presented tw ice  in im m ediate  succession, firstly on clarinets and 

bassoons —  a m e l lo w  colouring favoured  by Brian —  and then by the soloist with 

orchestral accom panim ent.  The initial appearance is quoted in full below , to show  the 

fluidity o f  B r ian 's  melodic thinking at this juncture .

E X A M P L E  V C  3

V iolin  Concerto  1. 27: 6-12

H------E----------1
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j'Cli, ? c i ,  SraJ

. . . .  J.

J:--- j------- ----

- qr~iL-J------------^ f- r  M

p  r T =
1 1 L

1 ^ i - L  I j  - j  g - - ....4-̂

----- ]'  ̂ ^  -- J----p
- '  ' r t i— 4=^

T he version w hich  follows with solo x'iolin leading, includes a canon  betw'een the latter 

(doubled  by second violins, in octaves, and solo flute) and solo cor anglais and horn. 

W’e have already obsor\ ed Brian 's  fondness for contrapuntal im itation, and its frequent 

use as a developm ental feature, for e.xample in the opening m o v em en t o f  Sym phony 

No. 3. Here, the use o f  strict canon enhances the texture o f  the m elody  on its repetition, 

w hile  further underlin ing the im portance o f  this passage in the m o v em en t  as a whole. 

The spacious treatm ent o f  this melod> is unusual in Brian, and there fo re  all the m ore  

n o te w o r th ) .



E X A M P L E  V C  4

Viol in Concer to 1. 28: 1-3

Cali^DS, D .S .]

Motivic ideas

As the examples which fo l low demonst rate,  two ideas from the opening passsage o f  

s tormy music that const itutes the first subject group are crucial elements  in the shape 

o f  the 'n ew '  m e l o d \ . These are bracketed as "1" and "m "  in example V C  5(a) below.  

Their  modificat ions  are sh own  in example VC 5(b). The coherence  o f  this open ing  

m o \  ement  is greatly enhanced b> the d ep lo \m en t  o f  dist inctive melodic and/or  

mot iv ic  ideas such as ’1' a n d ' m '  to signal important points along the musical  path.

E X A M P L E  \  C 5(a)

Viol in Concer to L bars 2-4. solo violin part



E X A M P L E  VC 5(b)

Violin C oncerto  I, 27; 6-12. clarinet part

L^nto

£ 7 -

U ' JT3 JTJ

A look at the melodic line o f  exam ples  VC 3 and 5 ab o \  e shows how Brian 

reconstitutes the m otives in the first quote to g i \e  a com plete ly  different feel in the 

second example. The differences in orchestration  and dynam ics, as well the tempo 

indications o f  the full score, namely .Allegro M oderato  at the opening, and  Lento at 

fig.27;6 (there are no such annotations in the short score) enhance this effect. The 

following discussion details the instances o f a n d ’m" respectively th roughout the 

m ovem ent,  show ing how fluid and resourceful is B r ian 's  use o f  these sm all but 

s ignificant ideas.

(a) M o t i f ‘L ’

The bars w'hich im m ediately  follow the open ing  gesture (illustrated as exam ple  VC 1 

above), m ark  the onset o f  a freeh  d e \e lo p in g  span which presents a series  o f  m otives 

which are to pro\ e crucial to the ongo ing  musical argum ent,  before reach ing  their 

apogee in exam ples VC 3 and 4. The short score o f  the beginning o f  this passage does 

not include the parallel lines found in the full score betw een  the third and  fourth beats 

o f  the first bar o f  the extract, but does have tempo indications which d eno te  a similar 

effcct (see the Ril and Tem po markings). In perforniance. these have the unsettling 

effect o f  disturbing the listener's  sense o f  pulse in the music, almost as soon as it has 

been established. This contrasts ver\ \ ividly w ith the strong sense o f  ca lm  continuity 

characteristic o f  the second subject.
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E X A M P L E  VC 6

Viol in Concer to 1 . bars 2-4

Rlt Tempo

("5ns;. ttli.v, D . B J

Brian 's  use o f  gestural  and mot ivic repetition to map  out the \ arious parts o f  his 

movement  can also be seen in his treatment o f ' T "  from example VC 5(a). w hi ch  is the 

tlrst entry o f  the soloist  in the w ork. Table 3 detai ls the most prominent  appearances  o f  

this shape, which b\  consequence comes to acquire  something o f  the character  o f  a 

head-motif.  hi fact, it is heard at both the beginning and end o f  this mo\ 'ement .  and the 

contrast between iho.NC presentations highlighls the progression o f  the musical  

argument.



Table VC 2: Appearances o f m otif “1”

Place in score Description

Bar 2 Exposition

4:1 Exposition

17:1 Restatement

19:1 Restatement

2 2 : 1 Accompanied cadenza

J J . J Coda

It is interesting to note that m otif  i '  is not featured during the development section 

mentioned in table 1. This supports the contention that is used to mark significant 

di\'isions between sections, rather than as part o f  an ongoing block of material. The 

dual appearance in the exposition offers a link — albeit a tangential one —  with the 

idea o f  a double statement o f  themes in a concerto, one for orchestra, and one featuring 

the soloist. This idea o f  a double statement o f  themes was a significant factor in the 

layout o f  the opening movement of Symphony No.3. as detailed in the chapter on that 

work. Here, however, Brian introduces idea ’i "  in the solo instrument first, and it is 

heard subsequently as part o f an ongoing de\’elopment from the opening in the 

orchestra. This subsequent appearance is shown as example \ T  7. which provides only 

an outline o f  the rich orchestral detail at this point in the full score.

EXAM PLE VC  7

Violin Concerto 1. 4:1 -2

I

[ C L f ,  3ns, S'Ijj, OL'llCifJ

The double restatement of this idea is similarly placed. One can regard the appearance 

at fig. 17 as signalling the beginning of a recapitulation, but one in which themes are



still being deve loped  in new w'ays. !n contrast to the C m inor tonality o f  "1” in bar 2, 

here the key suggested  is C major. The exam ple below is a further illustration o f  the 

flexibility w ith  w h ich  Brian treats his ideas.

E X .4 M P L E  VC 8

V iolin Concerto  1. 17:1-3

I

A.

If  this is interpreted as being sym ptom atic  o f  a brighter mood, the second  appearance 

in the restatement, at fig. 19 is in B rian 's  toughest contrapuntal vein. Indeed the 

scoring o f  this pas.sagc anticipates the hard-edged sonorities (with p rom inen t 

glockenspiel, snare drum s, bass drum  and c\ m bals) which were to feature significantly 

in his later sym phonies.

E X A M P L E  V C  9

N'iolin Concerto 1. 1 I -3

fCU, B.CL fins. I'liU, Celiot;]

I)™

.At the start o f  the accom panied cadenza, the rhythm ic shape o f  "P" is m aintained, but 

there is a tw o-octave drop between the fourth and fifth notes which g rea th ' exaggerates
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the  d o w n w a r d  curve  o f  the  idea.  Th e  co nt in u a i io n  is rh a p so d ic  and l ight t e x tu re d ,  in 

con t r as t  to tiie start  o f  ihe m o \  em ent .  The  r ha pso di c  na tur e  o f  the materia l  at t h i s  po in t  

a n d  its h igh ly  orna te  c h a r a c t e r  e xh ib i t  s o m e t h i n g  o f  the char ac t e r  o f  an a c c o m p a n i e d  

reverie .  The  ca p r i c io u s  a n d  v i r tuos ic  w r i t i n g  for  the solo ins t rument  lends  i t s e l f  to the  

idea  o f  a cadenza .

E X A M P L E  \  C 10

Vio l i n  C o n c e r t o  1. 2 2: 1 -23 :3

Ad^iEio j
f ' -  (Tempo)

! I ̂  Jjji ujjjj
PP ------- -

J -

1 he final app e a ra n ce  ol " \ "  c o m e s  al the end  o f  the incn cn icn i .  on ce  a ga in  in t h e  solo 

in s t r um en t .  A s  in the  a b o v e  e x a m p l e  there is a d r op  o f  tw o oc taves ,  f rom  the  h i g h e s t  

no te  o f  the v io l in  oc ta \  e to the su c c e e d in g  C'. The  ( '  m a jo r  ch o rd  in the  o r c h e s t r a  is 

d a r k e n e d  by t he  final d e s c e n d i n g  line o f  the  soloist ,  w hi ch  m o v e s  f rom C to G  v ia  B 

Hat and  .-X flat. I h e s c  hnal  lour  notes  also e c h o  the beg in n in g  o f  the n e w  m e l o d y  in an 

a l l us iv e  w a y  typica l o f  Br ian,  as well  as re fe r r i ng  back  to the  bars  i m m e d ia te ly  

p r e c e d i n g  the a rr iva l o f  tha t  n e w  m elody ,  q u o t e d  a b o \  e as e x a m p l e  V C  2.
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E X A M P L E  V C  11

Violin Concer to  1. 33:3-5
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(b) M o t i f ‘M ’

rh e  genealogy o f  the ’n ew '  melody is effecti \  el_\ complet ed  by com par ing  the figure 

" m ” in the second bar  wi th another  prominent  idea from the first subject  group,  first 

heard in the bar before fig. 1. This idea is heard equa lh  prominent ly  on two other 

occas ions  later in the movement ,  before it is heard in a different context  in the clos ing 

stages. The four semiqua\  er idea, rising and lalling b> step, is deprived o f  the tie 

l inking the first o f  the four to the preceding crotchet,  but the closeness o f  the 

relationship is nonetheless apparent.

E X A M P L E  VC 12

Viol in Concer to  L 1: 1-2

m

Indeed, the composer  emphasises  the elosencss of this conneclion b\  the appearance o f  

example  VC 12. starting in the ke_\ o f  G Hat major,  immedia te ly  after the \ ersion o f  

the 'n e w '  melod> whose beginning is quoted as e. \ample V C  5(b).
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B rian ’s trea tm ent o f  example V C  12 is somew hat atypical, in that the fluid trea tm ent o f  

m o t i f '1' is contrasted  with the unchanging  nature o f ' m '  on its three subsequent 

appearances in the m o \ ement. T he table below  chronic les these appearances ,  and the 

narrow  range show n  b\ the keys used seems indicative o f  a desire to retain  the sound 

quality  o f  the initial version, and thereby m ake it c learly  recognisable  on  each 

reappearance. T he  non-developm ental nature o f  these instances m ean s  that they stand 

out in relief from the surrounding music, and create  clearly audible signposts  

throughout the m ovem ent.

Table VC 3: Appearances of m otif‘m ’

Place in score Description Key

Bar 10 Exposition E flat m ajo r

18:1 Restatement F major

21:1 Restatement E m ajor

28:8 A fter ’new ' them e G flat m ajo r

T he triadic nature o f  the idea is u sed  to restore a sense  o f  key centre after som e less 

tonally  stable m usic  in each instance apart form the final one. This is an im portant 

factor in preparing the ear for the stable harmonies that accom pan\ the new melody, 

and is further ev idence o f  the care Brian takes to integrate the triadic and non-triadic in 

his musical language, as he had done  in the opening m ovem ent o f  the Third 

Symphony.

Further  to these exam ples , idea " m ' '  is referred to in tw o cases in a ca lm er context than 

the m ore strix ing tone o f  the four appearances tabulated abo\ e. ,-\t tig. 2 1 :3 and 4 it is 

varied  somewhat, but the four sem iquavers  link these two bars, illustra ted  below, to 

ex am p le  VC 12. They occur immediateK- before the accom panied cad en za ,  and 

im m edia tely  after the third appearance from table V’C 3. This proxim ity  serves to 

underline the connection  between the two ideas.



EX AM PL E VC 13

Violin Concerto 1,21; 3-4

Rriii /'Jim

[H rn, H p, C cllcj. D .B .j

The other variant o f ' m '  follows immediateh the appearance of the ‘new ' melody and 

the fourth and final occurrence of example VC 12 in the movement which follows it. 

This sequential passage makes further use o f  the essence o f  example VC 12, but once 

again without the tied note. The beginning o f  this sequence —  in typical Brian fashion 

it is rhythm ically  exact but varied in terms o f  pitch transpositions —  is shown below as 

it appears in the short score, without the flourishes found in the solo \ iolin part o f  the 

full score. K'lotif "m ” is bracketed.

EX AM PLE VC 14

Violin Concerto 1. 29: 1-2
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The transformations of motives just detailed define the Lento span which begins with 

the 'n ew ' melody as developmental, as well as a culmination o f  such processes in the 

movement. If  one thinks o f  these developmental processes as intensifying the musical 

argument, however, that is not the effect here. The music w inds down in the bars
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immcdiatel} prcccdine the new nielod}' —  illustrated abo \e  as example VC 2 —  in a 

way which makes the closing section of the movement a cathartic point o f  repose. The 

effect is not so much one o f  triumph or a release o f  tension, as a transcendence o f  that 

tension, which had featured so strongly earlier in the movement. This final reference to 

the shape of the latter is further e\ idence o f  the dramatic course o f  the mo\ ement. from 

the external and forceful, to the internal and subdued

The second subject

In contrast to the \ arious contexts in \\ hich Brian makes reference to the ideas just 

discussed from the beginning o f  the first subject group, the second subject is only 

heard twice in full in the movement. There are some change made to the detail, but not 

the overall character o f  the melody. The second time it appears —  at 33:1 as detailed in 

table 1 —  the third o f  its four two-bar phrases is altered. However, the opening phrase 

is instanth recognisable. The melodic shape is straightforward, and the triadic 

harmonies w'hich support it offer a strong contrast with the first subject material. It first 

appears, at fig.5, with a harmonic support which begins and ends in G major. It is 

quoted in full belov\’ to illustrate the relative simplicity o f  its nature.

EXA.MPLE \ C  15

Violin Concerto 1. 5; 1 -6; 1 (solo violin)

Men® Ai**n>

EspMSi taunuHeita

T rrr rn

The clear emphasis on G major lends a closed qualit> to the melodic and harmonic 

statement, which is accentuated b) the music which precedes and follows it. A 

de\-elopment from the first subject group halts e,xpectantl\' in the bar before the theme
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enters (as shown in example VC 16(a)). in such a way that the voice leading may 

suggest G major as a possible goal. H o \ \e \c r  the pause paves the way for the complete 

change of tone and texture that follows. This type o f  expectant pause is one o f  the 

fingerprints o f  Brian's style, particularly in the later works. After the melodic and 

harmonic closure o f  the fourth phrase. Brian opens the music out once again by the 

change to 12/8 for the next span, which uses the figure of four semiquav ers from the 

first bar of the theme as part o f  a de\ eloping passage. This change is shown in example 

VC 16(b).

EXAM PLE VC 16(a)

Violin Concerto 1. 4;6-7

{Cis. H m ,  Pl'jiT. i-la tj

fB.Ci, Bn, Tbrt, 7ba, D.B.]

EXAM PLE VC 16(b)

Violin Concerto 1. 6:1-2 (solo violin)

Crazloso
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The relative self-sufficiency o f  this theme, and the manner in which it stands out in 

relief from the surrounding music, leads one to speculate if this theme —  and its 

accompanying harm oin. were remembered from the \ anished Concerto N o.l.  One 

may also ponder if it is inserted into the present work at a similar juncture to that 

occupied in the latter. Whether that w'as the case or not. the contrast with the 

surrounding music can also be read as an extreme presentation o f  the dichotomy 

between storm\ and calm passages s\mplomatic of this first mov ement. Brian, an
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experienced com poser  by this time, was unlilceiy to include a theme on a w him  of 

m em ory, and takes care to integrate it into the broad con tex t o f  the type o f  discourse 

found in the m ovem ent.  The use o f  parts o f  this them e in o ther contexts show s Brian 

taking m easures  to integrate the them e into the fabric o f  the m ovem ent, w hatever its 

origins may have been. This  parallels the case o f  the o ther m ost m em orab le  melodic 

idea in the m o v em en t,  the ’new ' m elody already discussed.

The beginning  o f  the first o f  these instances has already been illustrated in example 

VC 16(b), and is t> pical o f  B rian 's  developm ental practise , in that the re lationship to 

the original m ateria l is clear, but not too close. The reference to 'n '  from exam ple  VC 

15 —  closely related to ‘m" discussed above —  in exam ple  VC  16(b) is allusive, but 

none the less clear for that. The em phasis  is rather on presenting  ideas such as ‘n ’ in 

new contexts. The second clear reference, this time to the start o f  exam ple  VC 15, is 

shown as exam ple  VC 1 7. and initiates a passage which echoes the lighter tone o f  the 

melody as it progresses, but using florid writing for the soloist which anticipates the 

accom panied  cadenza  later in the m ovem ent.  This is part o f  what w as referred to in 

table VC 1 as the de\ elopment.



E X A M P L E  V C  17

Viol in Concer to  1, 13:1-2

lo b ]

m

The development section

This section o f  the movem en t  begins  as in example  V C  1 8. This beginning refers to 

elements  of  both subject  groups,  in particular in t he  Lise o f  semiquavers.  Whi le the 

moti\ ' ic elements  are more closely related to the second subject —  in p a r t i c u l a r ’m ’ as 

bracketed in the example  — the tone o f  the passage is reminiscent  o f  the opening 

paragraph o f  the movement .  Fhis suggests a greater focus  on textural b locks , and the 

contrasts between them,  than on a purel_\ ihcmatic argument.  As u e  have seen, this 

textural  focus was  a prominent  characteristic o f  both the Second and Third 

Symphonies .



E X A M P L E  V C  18

Violin  C oncerto  1. 11:1-2
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Three fur ther b r ie f  examples from  d e \ ’elopmental passages will serve to show  the links 

forged by Brian lo keep a un ify ing  thread running through the wide range o f  his 

musical invention in this m ovem ent.  The first occurs in the opening span for soloist 

and orchestra ,  and features a four sem iquaver figure which, in in \’erted form, is a 

p rom inent m o t if  in the lyrical second subject (see the tirst bar o f  example V C  15).

E X A M P L E  VC 19

Violin  C oncerto  1. 3:2-3 (solo violin)

The inverted form o f  this m o t if  figures prominentK around fig. 12. as well as a tw'o- 

note idea w h ich  is related to exam ple  VC 12. The two ideas are treated in a m osaic-l ike  

fashion w hich  results in the m usic constantl}' assum ing new shapes. These can be seen 

in the score to be derived from  earlier motives, but not in a way w'hich d raw s a parallel 

betw een their  overall shapes. This elusiveness, or allusiveness, is a trait o f  B r ian ’s 

deve lopm enta l  practise, and m ay result from a desire to avoid too much literal 

restatement o f  idea.s. and to com posc in a freeK de\ cU)ping. almost im provisator) 

manner.



EXAMPLE VC 20

Violin Concerto 1. 12;l-2 ( P ‘ \ io!ins)

The third extract is once again heard in violins as part o f  an orchestral texture, and uses 

the four semiquaver idea in another context, this time countered by a different 

rh\ thmic figure in ihi.' solo part. The cffccl of an intense dialogue between soloist and 

orchestra, in w hich the former is in frequent danger o f  being submerged by the latter, is 

characteristic o f  much o f  the writing for soloist and orchestra in combination in the 

opening movement. In fact the opening section o f  the movement consists of just such a 

textural mix. with the solo \ iolin engaged in an unequal exchange with the orchestral 

forces. The present passage clearh refers back to that textural battleground.

EXAMPLE VC 21

Violin Concerto 1, 15:4-16:2 (solo violin and \-iolins)
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Balance betw een soloist and orchestra

The imbalance just referred to is a main characteristic of the earlier parts of this 

opening movement. The sense o f  struggle thus engendered is beautifullv countered by 

the hrical concluding stages, once the ’new' melod) has been introduced. A closer 

examination of how the composer divides the material between solo instrument and the 

orchestra reveals the care taken by Brian to achie\ e the balance that contributes to the 

success of the movement as a whole. In fad . the contrast between pureK' orchestral



textures and passages  v\ hich feature soloist and orchestra  sim ultaneously is one o f  the 

crucial e lem ents  in the structure o f  the m ovem ent, hi this respect, the Violin C oncerto  

displays an im aginati \  e adop tion  o f  the concerto  principle. T he longest span without 

the soloist com es with the resta tem ent o f  the first subject material, as can be seen  in the 

following table, which charts the relationship betw'een soloist and orchestra throughout 

the m o\ em cnt accordinLi to the terms o f  table 1.

Table \ 'C 4: Sections and their scoring

Place in score Num ber of bars Description Scoring

Bar 1 to 4:1 40 First subject group Violin /O rchestra

4:1: to 4 :7 7 Orchestra

5:1 to 11:1 39 Second subject group V iolin /O rchestra

11:1 to 12:5 12 Developm ent Orchestra

13:1 to 16:4 18 V iolin /O rchestra

17:1 to 21:4 35 Restatement o f  subject 1 Orchestra

22:1 to 26:5 19 Accom panied  cadenza V iolin /O rchestra

27:1 to 27:12 12 Link and ’n e w ' m elody Orchestra

28:1 to 33:5 35 'N e w ' m elody  and coda V io lia 'O rches tra

The table show s clearl_\ that Brian uses the instrumental d isposition o f  his forces to 

m ark significant structural m om ents  in the m ovem ent.  The seven bar gap inserted 

before the second subject —  from  4:1 to 4:7 —  m axim ises  the impact o f  the entry o f  

that subject on  the solo instrum ent. The gap also em phasises a change in the nature o f  

the textures featuring orchestra  and solo instrument. The relationship betw een  soloist 

and orchestra is com bative  in the opening paragraph. The second subject, by contrast, 

presents the tw o as m utually  com plem entarv . w ith  the orchestra providing a 

sym pathetic accom panim ent to the melod> played by the violin. The contrast betw een 

these two textural t> pes is reso lved  in the final section o f  the movement, with the 

'new ' melod> as a signal for the change. There is a four and a ha lf  bar gap in the final 

lyrical section from 28:1 before the solo instrum ent plays the second subject for the 

final time. This is not gi\ en a separate entry in the table because the effect, as ju s t  

described, is s imilar to that earlier in the m o \e m e n t .  but v\ithout a change in the nature 

o f  the musical discourse. The serene. l_\rical llov\ o f  the music remains constan t to the 

t'lnal bars.



As the table illustrates Brian d ivides his developm ent section  into two distinct spans, 

one featuring the soloist, and the other scored exclusively for the orchestra. This 

m anner o f  d iv id ing  spans o f  music was also observed in the first m ovem ent o f  the 

Third Sym phony, w ith regard to the use o f  the two pianos (see table 3:3 in the chapter 

on that m ovem ent) .  T he technique o f  alternating between textures that feature the solo 

instrum ent(s) and purely  orchestral sections is com m on to both concerto  and 

symphon}'. The dec is ion  to give the restatement o f  the first subject to the orchestra 

alone is clearl} predicated  b\ the placing o f  the accom panied  cadenza immediately 

afterwards. The double  statem ent o f  the new them e has already  been  noted, and how  

the sym pathetic, ra ther than com bative  nature o f  the orchestral accom panim ent at that 

point is a s ignificant factor in the passage being viewed as the cu lm ination o f  the 

m o\ cment. This rellcLis the fact that the relationship betw een  soloist and orchestra is 

one o f  the prim e factors in creating a satisfactory and clear m usical shape to the 

movement.

Conclusion

If we com pare  the cahn o f  exam ples \ ’C 3 and 4 with the turbulent beginning o f  the 

work (ex VC  6). the t\ pe o f  journe_\ represented by this first m ovem ent becom es clear. 

The sym phonic nature o f  the discourse o f  this opening m ovem en t is coloured by the 

prom inent use o f  a solo instrument, much as the sym phonic  d iscourse o f  the opening  

m o\ ement o f  Symphon> N o .3 is coloured b\ the often soloistic writing for the two 

pianos. The w riting o f  the symphon_\ - - and the problem s it raised with regard to the 

treatment o f  the solo instrum ents - -  was a crucial forerunner o f  B rian 's  technique in 

the present work. He ma\' have 'reso lved  the Concerto  into a Sym phony", but the 

struggle to balance two prom inently  featured pianos with a large orchestra  —  and the 

resultant type o f  d iscourse —  ha\ e an important part to play in determ ining  w hat type 

o f  concerto Brian w ould  write. He eschew s display for its ow n  sake here —  to some 

extent that com es in the cadenza o f  the finale —  which is no t to say that the solo part is 

anything less than ex trem ely  taxing. In contrast to the first m ovem en t o f  the Third 

Symphony, which has double statements o f  both them es in the opening  section —  and 

arguably, as a consequence , a closer relationship to a traditional concerto  —  Brian 

eschews the double statement o f  themes. The exception to this —  significantly —  is 

the ‘new" theme. This marks clearly the significance o f  this melod> — and its m anner 

o f  presentation —  within the context o f  the whole m ovem ent.
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O ne can neatly sum m arise  tlie relationsliip betw een concerto and sy m phony  in these 

tw o Brian w orks  by stating that the uniqueness o f  the first m ovem en t o f  N o .3 stem s 

from  the influence o f  the concerto  principle, w hereas the individuality  o f  the first 

n u n  emenl o f  the Violin C oncerto  is a result o f  the adoption o f  B r ian 's  unique 

sym phonic m an n er  to the d em ands  o f  writing a concerto. This cross-fer til isa tion  is not 

un ique to Brian, with the m ost striking exam ple o f  a fusion o f  genres co m in g  with the 

title —  and the nature —  o f  the C ello  Sym phony, op .68 (1963) by B en jam in  Britten 

{ 19I3--76). T he relationship b e t \ \e en  solo instrum ent and orchestra alters som ew hat 

w ith  the succeeding m ovem ents  o f  the two works. In the Third S ym p h o n y , the p ianos 

are recalled, but not used as prom inen tly ,  at least partly because B rian  had "resolved 

the Concerto  into a S y m p h o n y ’. In the Violin C oncerto , the re la tionship  betw een  

soloist and orchestra  is approached  from \ar> ing perspectives in the slow m o\ em ent 

and finale, but w ithout diluting the prominent role o f  the solo violin.

Lento

O verview

A ccording  to M alcolm  M acD onald , this m ovem ent is ‘cast as a p assacag l ia ’.'^*’ He 

goes on to describe it as ’a superb  demonstration o f  his (B rian 's) pow ers  o f  var ia tion '.  

This description accurately characterises one o f  B rian 's  most cogent and tightly argued 

movem ents. The tw in disciplines o f  passacaglia and variation forms are b lended  with a 

m ore  rhapsodic elem ent to produce a structure that is at once fluid, and clearly 

delineated. T he them e o f  the m ovem en t is announced  in the bass —  thus the 

resem blance to a passacaglia —  and thereafter presented in a succession  o f  different 

textural and harm onic  contexts, as is the case in variation form. T he  table be low  shows 

a sectional division o f  the m o \e m e n i .  as well as the length o f  those sections.

M a c D o n a l d ,  ' H a v e r g a l  Brain .  V i o l i n  C o n c e r t o .  S _ \ i n pho n \  N o ,  18. T h e  Jol lv M i l l e r  ( O v e r t u r e ) .  6



Table VC 5: Second movement sections

Place in score Description Number o f  bars

33:6  to 33:13 T h e m e 8

34:1 to 35:2 Var i a t io n  1 8

35:3 to 36:7 Var ia t ion  2 +  l ink 11

37:1 to 38 :4 Var i a t io n  3 +  l ink 10

39:1 to 40:5 Var i a t io n  4 11

41:1 t o 4 1 : 8 Var ia t i on  5 8

42:1 to 42 :8 V ar i a t i on  6 8

43:1 to 43 :8 Var ia t ion  7 8

44:1 to 4 5 :4 Var i a t io n  8 8

46:1 to 49 :2 Link  ^  V'ariat ion 9 17

49:3 to 50 :4 Va r i a t io n  10 8

5U:5 to 5 1 :6 Var ia t ion  1 1 8

52:1 to 53:5 Dex'e lopment 15

54:1 to 55:5 In ter lude + L in k 13

56:1 to 56:8 Var ia t ion  12 8

57:1 to 57:4 Link 4

57:5 to 58:8 Var ia t i on  13 8

58:9 to 58 :12 C o d a 4

As can be s e e n  in the ab o \  e table,  the length o f  the th e m e  is sub jec t  to va r i a t i o n  as  the 

m o v e m e n t  un fo ld s ,  and  in fact  there  is a link e s t ab l i s hed  betM^een ind iv idua l  va r i a t io ns  

and  w h a t  a r e  re fe r red  to a b o \  e as. re spec t ive  I >. d e v e l o p m e n t  a n d  in te r lude  in  this  area.  

T h e  Link a n d  Var ia t io n  9 sect ion,  as the  fur thest  r e m o v e d  f rom the length  o f  the 

original  t h e m e ,  pa v e s  the w a y  for  the t\\ o m o re  r ha ps od ic  sec t ions  w h ic h  f o l l o w  it. 

This  d ev ia t i on  f rom the pe r iod ic i t \  o f  the th em e  is o ne  w a y  in w h i c h  Br ian  l inks the 

var ia t ions w i t h  the  freer  passages .

T h e  table b e l o w  detai ls  the no te  —  w hic h  of ten  c o r r e s p o n d s  to a  d ia ton ic  k e y  —  on  

which  each  a p p e a r a n c e  o f  the pas sac ag l ia  t hem e  begins .  T h e  im p o r ta n c e  o f  C  and  A 

both here a n d  in the coda — sec  e x a m p l e  V C  27(b) below —  s h o w  Br ian  sk i l f u l l y



linking the smaller details  o f  his design to the larger conception o f  the structure o f  the 

movement.

Table VC  6: Opening pitch of  passacagiia theme

Section First note

T hem e C'

Variation 1 C

Variation 2 c
V ariation 3 A

V ariation  4 A

Variation 5 A

Variation 6 A

Variation 7 A

Variation 8 B Hat

Variation 9 G

Variation 10 C'

Variation 11 C

Variation 12 C

Variation 13 C'

B rian 's  success in ihis m ovem en t lies in the skill with which he b lends the tightly 

argued variations wi th freer, m ore rhapsodic music, in which latter sections he can 

indulge his characteristic inventiveness and sense o f  im provisational fantasy. T he 

blend o f  rhapsod} and \ aria tion  works as a unity, with neither supplan ting  the other as 

the m ovem ent unlolds; in fact the two l_\ pes o f  writing com plem ent each other. A 

possible model for the b lend  referred to above can be found in a w ork  by Frederick 

Delius, a com poser Brian g re a th  admired, as can be seen in the articles he vvTOte on 

him  for M usical Opinion.'''^^ D e lius 's  Brigg Fair (1907). described by  its com poser as 

'an  English R hapsody ' is cast as a set o f  v ariations which also incorporates freer 

material. This free m aterial —  which can be characterised as rhapsodic  —  is first heard 

at the beginning o f  the work, as an atmospheric prelude to the arrival o f  the m ain  

theme. The successful m ix o f  the distincti\ e sound world o f  the com poser  with the

See the ar t icles  in M a l c o l m  M a c D o n a l d  (ed ). H u v c r^ a / B ru in  an M usic, vol. / .  B nti.sh  M u sic  
{Tocca t a  Press.  198(3), 99 -1 45 .
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dem ands o f  varia tion  form represents  a similar confluence o f  seemingly d isparate 

com posit ional approaches as B r ia n ’s fusion o f  the sym phonic with the rhapsodic 

(w hich was, as w e have seen, also a factor in Sym phonies  2 and 3). This com p ar iso n  is 

discussed in m ore dciail b e lo w ,

T h e m a t i c  mater ia l :  \ a r i a t i o n  and d e \ e I o p m e n t

B rian 's  them e is constructed as an 8-bar unit w hich subdivides into four phrases o f  two 

bars each, as can be seen in exam ple  VC 22.

EXAMPLE VC 22

Violin  C oncerto  11. 3 3 ; 6 - l ?  (bass)

L«trto
{C ciio i. D .S .J  fneiiro e s p tr^

Brian paves the way for the freer passages later in the m ovem ent by following a path 

found in m any sets o f  variations, nam ely  the progressive d istancing o f  the re la tionship  

betw een ihcm c and cach successi\  e \aria tion . ,A fine exam ple o f  this type o f  gradual 

deve lopm ent from the premise o f  the opening them e may be found in the last 

m ovem ent o f  the Fourth Sym phony  (1884) o f  Johannes Brahm s (1833-97), w h ich  is 

also written as a passacaglia. In the present m ovem en t the first three varia tions are all 

\ ery c loseh ' related to the original theme, and are roughly the sam e length with a link 

accounting  for the extra bars in \ ’ariations 2 and 3. In the fourth variation Brian 

introduces the first change o f  tim e signature in the m ovem ent, from  3M to 4/4. In 

addition to this he includes additional bars between segments o f  the original bass line. 

This process can be seen in exam ple  VC 23 below. The smaller stave includes the 

original passacaglia U'ansposed and rh> lhmicall> altered to correspond with the stave 

above. It clearly re\ eals the addition o f  new material to the passacaglia them e in the 

fifth bar. as well as the rh \ th m ic  displacement which fits the them e into the new time 

signature.
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EXAMPLE VC 23

Violin C o n c e r t o  11. 39; 1-40:5

[Tkru, Tt-'aJ
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T he  e ig h th  a n d  n in th  bars  o f  the ab o v e  e x a m p l e  al so co n ta in  n e w  m a te r i a l ,  wi th  the 

former  c lear ly  d e v e l o p i n g  the tr iplets f ro m  the p re v i ou s  bar .  and the la t ter  ex te n d in g  

the idea  o f  d o w n w a r d  s teps  tvpical  o f  m u c h  o f  the th em e.  T h is  shovss B r ia n  m o v i n g  

a\va> li'um str ict  ad l ic icnc c  lo the out l ine  ol ' l i i e  o riginal  ba ss  l ine wi th in  a c lear ly 

de fm e d  v ar ia t io n  s t ruc ture  tha t  is n o n e th e le s s  still closel>'  re la ted  to the  or ig in a l  shape.

This  idea  o f  e x t e n s i o n  and  d e v e l o p m e n t  is ca rr ied  e v e n  fur ther  in va r ia t i o n  8, w ho se  

ex tens iv e  r e w o r k i n g  o f  the original  bass  l ine is quot ed  in e x a m p l e  V C  24.  Th e  

exa mp le ,  l ike  e x a m p l e  V C  23.  presents  the or iginal  t h e m e  t r an sp o se d  to B flat 

un de rn ea th  thi s ,  m a k i n g  both  the c o n n e c t i o n  to the or ig ina l ,  and the f r ee r  ma ter ia l  

used,  qui te  apparen t .

2 8 1



EXAMPLE VC 24

V'iolin C on ce r to  1 1 . 4 4 : 1 - 4 5 : 4

[C zlla r, D .B .j
7 - =

(+ 5 .0 1 ..  B tis, Tbns]

CIJ'Pf %

It is but  a shor t  s tep  f rom the f r e e d o m  shov\ n a b o v e  in the t r ea tm en t  o f  the m a in  th em e,  

to the wr i t ing  fo u n d  in the  e p is o d e s  in this m o v e m e n t  w he re  the v a r ia t io n  s e q u e n c e  is 

b roken .  It is apt  that  the v a r i a t i o n  w h i c h  fo l lows  the  e x a m p l e  just q u o t e d  is the  m o s t  

elaborate:  not  on ly  do es  it in cor po ra te  freer mater ia l  —  see e x a m p l e  V C  28 b e l o w  —  

but  there  are three  d i f f e ren t  t im e  s igna tures  (4 '2 .  3/2 and  2 '2 )  used in its course .  

F o l l o w in g  this, the  p l a c e m e n t  o f  tw o \ a r iat ions  o f  e igh t  bars each  is acute :  a s e n s e  o f  

the  original  shape  —  and lengt h  —  o f  the  th em e  is re in t ro duced  b e f o r e  the on se t  o f  the  

m o s t  freely d e v e l o p m e n t a l  m u s i c  in the m o v e m e n t .

A s  the  m o v e m e n t  p io gr e s se s .  ihc jou rne \  from th em e .  \ ia freely d e \  e l o p i n g  var ia t ions ,  

to i ndependen t  mater ia l  un fo ld s  wi t h elaril}.  B r i a n ' s  t r ea tmen t  o f  h i s  t h e m e  p r o g r e s s e s  

in a careful ly  gr ad ed  fa sh ion  to w a r d  grea te r  f r e e d o m .  A s  the re la t i o n sh ip  betw'een 

t h e m e  and  var ia t ion  b e c o m e s  p ro g re s s i \ e l}  m ore  r e m o te ,  the ear  is led t o w a r d s  a n  

a ccep tan ce  o f  the i n d e p e n d e n t  materia l  v\ i thout  a loss  o f  cont inu i t )  o r  c o h e re n c e .  T h u s  

the th read  o f  the or ig ina l  t h e m e  is not  lost, and the  'D e v e lo p m e n t"  a n d  i n t e r l u d e  and  

L in k '  pa ssages  are rendered  m o r e  e f fec t ive  be c a u s e  o f  the contrast  w i t h  the  

im m e d ia te ly  p r e c e d in g  \ ’a ria t ions .



Link passages

The Hnks referred to in table V C  5 can be seen to have im portan t structural functions, 

as well as effec ting  the devia tions  in length from the original passacaglia them e. The 

first o f  these occurs in \ ariation 2. which presents the original theme in canon at the 

distance o f  one bar. The link here effects a change in the pitch  —  and the 

accom panying  harm on\ —  o f  the theme. T he them e begins on  A rather than  the 

original C in the following \ aria tion 3. The following link (at the end o f  var ia tion  3) is 

succeeded by  a change o f  tim e signature —  from 3/4 to 4/4 —  for the next variation. 

Thus the changes  in Ihc length o f  each o f  these variations are com plem ented  by 

alterations to harmon> and lime signature respectively. T hese two exam ples  early in 

the m ovem en t show  the co m p o se r  taking pains to create as sm ooth  a progression as 

possible from one variation to the next, in contrast to his m ore  frequent jux taposi t ion  

o f  disparate b locks o f  material. This is paradoxically  eschew ed  within a formal layout 

that can often result in separate blocks — or \ ariations —  w'hich elaborate on the 

them e in a d ifferent manner.

The link fo llow ing  \ ariation 8 introduces a gesture which is to be an integral part o f  

the ensuing variation 9, The fact that a characteristic feature o f  this variation is 

anticipated in the bars before the \ ariation proper begins can clearly be seen in the 

following exam ple . In the exam ple  the first two notes o f  the them e (G and F sharp) can 

be seen in the upper part o f  the bottom stave. A com parison o f  the first and third bars 

o f  the following example show s how Brian presents material crucial to the variation 

before the first notes o f  the them e —  on which the variation is founded —  are actually 

heard. Link and succeeding \ 'ar iation are thus fused, m aking  a sm ooth transition which 

contrasts w ith  the more abrupt jux tapositions  characteristic o f  much o f  the co m p o se r ’s 

music.
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E X A M P L E  VC  25

\ ' i o l in  Concer to  11. 46;3-5

[StTingtJ

This  is one way  in which the composer  binds together the themat ic and the rhapsodic.  

The two later link passages  are united b\  the use o f  a co m m o n  harmonic  area. The link 

into \ ariation 1 2 lakes the music from 1: major back to the original key o f  C. whereas  

the link to variat ion 13 m o \  es in the opposi te direction,  ending on a unison E. The line 

p layed by the first \  iolins at this point  bears a close resemblance  to the open ing theme 

o f  the moN’ement.  t ransposed to begin on F. The top part o f  the fol lowing example  

shows this conncctio!! clearly,

E X A M P L E  V C  26

Viol in Concer to 1 L  57:1-4

[Srin^J

The linal extension of  llie length o f  the theme encompasses  the coda,  which is o f  four 

bars '  duration,  like the link before the final variation. It traces a s imple  ha rmonic  path 

us ing four major triads in succession: A, G, F and C major present  the l istener with a 

beauti ful  final cadence  which also unites in a straightforw'ard manner  the most 

priMninent harmonic  areas of  the entire mos ement.  This final cadence,  in typical Brian 

fashion,  is not a perfect  cadence,  but a plagal one. Brian includes in the full score a



reques t for ‘ a long wait before No.  3 please' .  Clearly the sense o f  repose and ca lm in 

this fmal cadence should not be im m e d ia t eh  juxtaposed with the extrovert  beginning 

o f  the fmal n u n  emcm.  The fo llowing example  shows ho w the coda appears in the 

short  scorc. Th e barest out line is pro\  ided o f  the harmonies  found in the full score. 

These are reduced by the author  in example  VC 27(b).  which also features a chang e o f  

t ime signature from Brian 's  short  score. The rhythmic propor tions  are slightly al tered 

in the second bar of i l ie  example  lo I’lt the new t ime signature.

E X A M P L E  V C  27(a)

Violin Concerto 1 1 . 5 8 : 7 - 1 0

E X A M P L E  V C  27(b)  

Violin Concerto 11. 58; 7-10

L«nto

^ —------— ^ --------------ik -o-'

^
f ............. "Wr-................ .

The freer passages

The sections referred to above as ’Deve lopmen t '  and in t e r lu d e  and Link '  can be 

const rued as the climax o f  the m o v em en t  and its aftermath.  Neither is based on the 

passacaglia them e which has dom inated the mov em en t  thus far. However ,  there is, in 

each case, a rather tangential relat ionship lo some o f  the salient characterist ics o f  the 

theme,  in an allusi \  e manner  w hich is typical o f  the composer .  In the case o f  the 

’Developmen t ' ,  there is a change o f  t ime s ignature from 3/2 to 2/2 at the beginning o f  

the passage.  This leads to a climact ic figure on tubas and bassoons  which corresponds  

to the shape o f  a step dov\nwards  follovsed b\  a leap found in the theme,  but wi th 

intervening dcscciuling quaxcrs.  I hc l a d  that this partial resemblance occurs in the



bass e m p h a s i s e s  the  c o n n e c t i o n  wi th  the  or ig ina l  a p p e a r a n ce  o f  th e  p a ss acag l i a  th eme.  

The  par ts  th a t  r e s e m b l e  the  t h e m e  are bracke ted .

EXAMPLE VC 28

Viol in C o n c e r to  11. 52 :5-7

. Q - , — p p i J —J —x I " ----------
— i

“J ■

?-----------
• r  '■ i f  I

m---| ( J

y-f' tlidr
-  1 

>w
1r+ H  r 'l?

[Bns, Tbns, D.B]

EXAMPLE VC 29

Viol in  C o n c e r t o  11. 53:1 -3 (bass )

Th e  q u a v e r s  in the  a b o \ e  e x a m p l e  are a c ont in ua t io n  o f  the q u a v e r  m o t io n  found  in the 

p r ecedin g  bars,  and  lend the gesture  a sense  o f  m o m e n t u m  w h i c h  is c l imact ic ,  in 

typical  B r ia n  fash ion.  he)v\c\ er. the e n s u i n g  bars  break  o f f  e x p e c t a n t l y ,  on l y  to be 

fo l lowed b y  a c h a n g e  o f  d i rec t ion .  Th e  ' I n t e r l u d e '  cont ras t s  s t r o n g ly  w i th  the  pa s s a g e  

ju s t  d i scus sed .  S tr ings  a nd  solo v io l in  be gi n  a 3/4 Len to  p a s s a g e  tha t  lasts the  sa m e  

length as the  or ig inal  t h e m e ,  n a m e l y  e ight  bars.  The re  is th en  a f ive  bar l ink to 

\ a n a t i o n  12. which .  ;is d i s cuss cd  above ,  l akes  the mus ic  f rom H ba ck  to C. T h e  bass 

line o f  the i n t e r l u d e ’ is phrased  initially as tvvo tw o- ba r  uni ts ,  a n d  the rh y th m  in the 

second  and  four th bars c o r r e s p o n d s  in e m p h a s i s  to that  o f  the  o p e n i n g  th eme.  This  

presen ts  an a l lu s io n  to the ph ra s in g  o f  the  t h e m e  in w h a t  is o s t e n s i b h '  a depa r tur e  f rom 

the strict  p a s s a c a g l i a  \ ar ia t ion s t ructure  o f  the bulk o f  the m o v e m e n t .  This  is fu r ther  

s t r eng th ened  by the s im i la r  rh_\thm in the s e c o n d  and fourth bars.  T h e  a l lus ive  link 

forged in thi s  m a n n e r  un i t ies  the  mater ia l  o f  the  m o v e m e n t  in a m a n n e r  typ ica l  o f  the  

com pose r .  T h e  b e g i n n i n g  o f  the  pa ssa ge  is i l lust rated be low.
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t : \ A M P L E  VC 3 0

V iolin  Concerto I I .  54:1 -4 (bass)

Lento £,,3 . 1

W

Balance bet\\een soloist and orchestra

T he clarity o f  outline found in the second m ovem ent is further enhanced  in the way in 

w h ich  Brian distributes the material betw een passages w hich  are led by the solo 

instrum ent,  and those o f  a purel) orchestral nature. A s can be seen in table VC 7 

be low , the solo violin does not dom inate  throughout. The opening and  c los ing  bars  o f  

the  m ovem en t are given to the orchestra  alone, thus effectively fram ing the  alternation 

b e tw een  solo-led sections and purely  orchestral stretches in the body o f  the m ovem ent.



Table VC 7: Second movement scoring

Section Instrumentat ion

f h e m e O r c h e s t r a

Var ia t ion  1 V io l in  an d  O rch es t r a

Var ia t i on  2 Vio l in  and  O rche s t r a

Var ia t i on  3 Viol i n  and  O rc he s t r a

X’ar ia l ion  4 O rc h e s t r a

Var ia t ion  5 Viol in  and  O rch es t ra

Var ia t io n  6 Viol i n  an d  O rch es t r a

Var ia t i on  7 V io l in  and  O rch es t ra

X'ariation 8 (Orchestra

[.ink * Varia t ion 9 Viol i n  and  O rch es t r a

Var ia t ion  10 Vio l in  and  O rc hes t ra

Var ia t ion  11 Viol i n  and  O rch es t ra

Dc\ o lo pm en t O r c h e s t r a

Inter lude Viol in  and  O rch es t r a

Link Orc h e s t ra

Var iat ion 12 Viol in  and  O rch es t ra

1 ink Orc h e s t ra

Var ia t ion 13 V io l in  a nd  Orc he s t r a

C o d a O rc h e s t r a

It is no tevvorth>. i iowever .  that  the  o r ches t ra l  se c t ions  are mos t ly  c o n c e r n e d  w i th  

d i s rup t ing  th e  per ioJici l> o l ' m u c h  o f  the m u s i c .  Va r i a t ion  4 and  the  ' D e v e l o p m e n t '  

p rovide  the c le a r e s t  ex a m p le s  o f  this  idea.  V a r i a t i on  8 prov id es  the  e x c e p t i o n  to this,  

but it is f o l l o w e d  by the  m o re  rhaps od ic  v a r ia t i o n  9. w h e r e  the  solois t  fea tu re s  

promin en t ly .  Va r ia t io n  8 can  thus  be  s een  as a pr ep ara to ry  con t ra s t  in textura l  t e r m s  to 

that \ a r ia t ion.  T h e  i \ \o  link pa ssa ges  found  in the  lat ter  s tages  o f  the  m o v e m e n t  —  as 

well  as the fo u r  bar  cod a  quoted  as e x a m p l e  V C  27(b)  —  are p laced  as c o n n e c t i n g  

t i ssues betw-een the  simpler ,  m o re  per iod ic  s t ruc tur es  o f  the last tw o  var ia t ions .  T h e  

abs ence  o f  the  so l o  ins t rument  in each  ins ta nce  m a k e s  this separa t ion  o f  fu n c t i o n  very  

clear, in the co nt ex t  o f  the ent ire w o rk  it m a k e s  sense  to end the m o v e m e n t  v\ i thout  the
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soloist,  since the third and final mov em en t  begins with the opening theme on solo 

violin.

Delius’s Brigg Fair: some points of  comparison

The journal ist ic writ ings  o l ’ 1 kn ergal Brian reveal a particular admira tion for the music  

o f  Frederick Delius,  as referred to above.  The  influence o f  Delius on Br ian 's  music is 

reflected less in the actual sound world o f  the music  than that o f  such f igures as Elgar 

and Strauss,  for example ,  partly because o f  the unique voice heard in the mus ic  o f  the 

former. The di s t inc l i \c  harmonic  idiom found in De l ius ' s  mature music is instantly 

recognisable,  and it is true to say that Br i an ' s  music  never  sounds like that  o f  his 

compatr io t  (again in contras t  to the clearly audible echoes  o f  Elgar and Strauss,  

par ticularly in the early orchest ral  works,  as d iscussed above).  Br ian’s essential ly 

contrapuntal  mode ol ' i lKjught contrasts vs ith the more harmonic minded man ne r  of  

Delius.  However ,  a fomial  model  for the s low mox ement  o f  the Brian Viol in Concer to  

can be  d iscerned in Fair (1907). which  Delius  describes  as ' an  Engl ish

R h ap s o d y ’. The latter is in \ ariation form,  and like the slow mov em en t  o f  the Brian, it 

incorporates  freer material  within the conf ines  o f  what  is often a closely bound  form. 

The use o f  the \ sord i \ h a p s o d >  ' in the c o m p o s e r ' s  description points towards  his aim 

o f  reconci l ing  the imprcn isator\  nature o f  his mature  style with a structure which lends 

i tself  to clear sectional di \  isions and periodicity.

The follovsing labic allows the formal lu_\out o f  the Delius work,  and a compar i son  

with table VC 5 abo\  c scr\  cs to illustrate ho w  it can be compared with the s low 

m o v em en t  o f  the Brian:
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Table VC 8: “ Brigg Fair” : sections

Section Number of bars

In t rod uc t io n 19

T h e m e 16

\ ' a r ia t i o n  1 16

Var ia t io n  2 16

Var ia t ion  3 + Link 21

Var ia t io n  4 20

X'ariation 5 16

\ ’a ria l ion  6 ^ Link 23

Inter lude 46

Var ia t ion  7 9

Var ia t i on  8 +  Link 12

\ ' a r i a t i o n  9 16

Var ia t ion  10 / D e v e l o p m e n t 24

Var ia t ion  11 11

Var ia t ion  12 9

Trans i t ion 13

Var i a t io n  13 8

Var ia t ion  14 16

Var ia t ion  15 21

X’ar ia t ion  16- ^1  ink 46

Var ia t io n  17 -r C o d a 24

T h e  i n d e p e n d e n t  mater ia l  in the  De l iu s  w ork  is in t roduc ed  in a d i f f e r en t  w a y  f ro m  

B r i a n  in his s lo w  mov emen t .  A s  w e  ha \  e seen.  Br ian  depar t s  g r adu a l ly  f rom  the  

p a r a m e t e r s  o f  the original  t h e m e  as the m o \  e m e n t  unfo lds.  De l iu s ,  in c ont ras t ,  be g in s  

h i s  w o r k  wi th  mater ia l  he later  reca l l s  in the i n t e r l u d e '  sec t ion  (a nd  e l s ew he re ) ,  so that 

th e  p i e c e  is c lear ly  based  on  the  t w o  strands.  T h e s e  are re p re s e n te d  by the  in t r oduc t io n  

to the  e p o n y m o u s  fo lk-song ,  and  the  fo lk-song  i t s e l f  In bo th the  Br ian  a nd  the Del ius ,  

the  m a in  ih em c  i> rc>ialcd in a siniplci  lorm as the w ork  w inds  d o w n  to a peace fu l  

c los e ,  c o m p le t in g  a sat is lactorx formal arch wh ich  m o \ e s  f rom  s im pl i c i ty  to
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complexity  and back again.

The table above also details how Delius p laces variations carefully  th ro u g h o u t the 

work w hich  rem ind  the listener o f  the periodicity  o f  the original them e (as in variations 

5,6,9 and 14). Brian achie \ es a s imilar effect with his variation 12. T h is  provides re lie f  

from the increasing com plexity  o f  the surrounding  variations. Both co m p o se rs  can be 

seen to use changcs in time signature to give the \ar ia tion  process a fresh impetus. 

Variation 7 o f  the Delius presents the them e in 3/4. rhythm ically  altered, w hile  

variation 11 is a funereal m arch in w hich  the theme is heard  in a 4/4 variant. The use o f  

tolling bells in this distinctive variation is referred to tellingly at the c l im ax  o f  the work 

Theme and variant are g iven as exam ples  VC 31(a) and (b).

EXAMPLE VC 31(a)

Delius: Brigg Fair: T hem e (bars 20-35: oboe)

With easy nioveiiieiii 

.Allegretto legglei o

P  dolce

EXAMPLE VC 31(b)

Delius: B rigg  Fair: Variation 1 1 (bars254-7: trumpet)

Slow. With solem nity
Lento. Con soleim ita  

p p

The use o f  links betw een variations is also com m on to both works, w he the r  that link is 

a motivic or textural continuation. Periodic variants are extended in this w'ay, Brian in 

variations 2 and 3. Delius in his variations 3. 6 and 8. This creates a fluidity  in both 

works which leans tow ards the rhapsodic. The central i n te r lu d e '  o f  B rigg  Fair  is
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l inked to the folk song which gives the work its name by the use o f  the same three 

opening notes in the  violin line o f  the former (and its subsequent  repeti tion —  once in 

inversion —  as that line unfolds).  The opening bars o f  the \ iolin line o f  the ’Inter lude'  

are g i \ e n  below,  \vith the reference to the e ponym ous  folk song bracketed.

EXAMPLE VC 32

Delius;  Br iggFa ir :  Inter lude (bars 150-6: violins I)

fringing) - (ojrajn-Jc')

This bears compar ison wi th the connections  discussed in examples  VC 29 and 30 

above from the Brian,  Th e material  is different,  and yet  related in a way which once 

again suggest  a meet ing place between the rhapsodic and the symphonic ,  or the freely 

allusive and the m ore  closely d e \ ’eIopmental ,

One  can speculate as to a possible further point o f  contact  between the two pieces.  The 

Delius is based on a lolk song int roduced to him by Percy Grainger.  The Brian,  o f  

course,  does not feaiure folk song, but it. too. could have had its basis in pre-exist ing 

material,  as d iscussed at the beginning o f  this chapter.  Could  one o f  the themes which 

Brian was able to recall from the lost concerto ha\  e been the passacaglia bass o f  the 

s low movement' .’ Mad Brian written a passacaglia-based slow mov em en t  for w'hat is 

referred to abo\  c as N'iolin Concer to  No, I . he would  have been very likely to 

remember  the bass line which was the springboard for the movement .  It is possible,  

therefore,  and intriguing tii speculate that the Brian, too. but in a very different sense, 

was composed using pre-exist ing material as a start ing-point.



Conclusion

B o th  p a s s a c a g l ia  and  v a r ia t ion  fo r m s  are based  on  the per iod ic  repe t i t i on  o f  a t h e m a t i c  

unit .  T h e  u n f o l d i n g  o t  a w o r k  in e i th er  form of ten  leads to the a b a n d o n m e n t  o f  tha t  

rcgular i l )  as the  \ a r iat ions  or  r ep e t i t io ns  proceed ,  to a po in t  w here  the su r face  o f  the  

mu s ic  s e e m s  to b e a r  little rela t ion  to the initial idea.  Par t  o f  the c h a l l e n g e  po se d  by  the  

form lies in the  success fu l  c rea t ion  o f  mus ic  \ er_\ d i f fe ren t  from, but  related  to.  the 

m a in  them e .  T h e  skill  o f  the c o m p o s e r  lies in gu id in g  the l is tener  th r o u g h  that  p r o c e s s  

o f  t r an sf o rm a t i o n ,  so that the b in d in g  logic and se ns e  o l 'un i tx  o l ' t h e  w o r k  is not  lost.  

Br ian  s u c c e e d s  ad m ir ab ly  in u n i f y i n g  this m o v e m e n t  t h r o u g h  the sub t l e  m o t i v i c  l inks  

d i s c u s s e d  ab ov e .  He  also s u c c e e d s  in adapt ing  his s tyle —  but  not  c o m p r o m i s i n g  it—  

to the  d e m a n d s  o f  a form tha t  w'ould a p p e a r  to be at o d d s  w ith the r haps od ic  t e n d e n c i e s  

in the  tw o  s y m p h o n i e s  d i s cus sed  in this thesis.

The ch o ic e  o f  C m a jo r  as the cen tra l  key  for  thi s mov e m e n t  m a y  se e m  an od d  on e ,  in 

v ie w  o f  the  fact  tha t  both ou te r  m o v e m e n t s  are a l so  cen t r ed  a r ou nd  C. T h e  use  o f  the 

sa m e  tona l  c en t r e  for  all three  m o v e m e n t s  cou ld  lead to a cer tain m o n o t o n y  in the  

h a r m o n ic  co l ou r ing .  Brian av o id s  thi s  by the \a riet> t ) f h i s  h a r m o n i c  la nguag e  —  

inc or po ra t io n  o f  bo th  the tr iadic and the m o re  c h ro m a t i c  —  and  a l so  b> d if fe ren t  

fo rmal  a p p r o a c h e s  in each m o v e m e n t .  In the im m e d i a t e  con tex t ,  the  first m o v e m e n t ,  

af te r  a s t o r m y  b e g in n in g  in an u ns t ab l e  C mino r ,  p ro p o se s  C m a jo r  as a ca lm  cent r e  at 

the  end.  It is this  m o o d  w h ich  is t a ke n  up at the b e g in n in g  o f  the s e c o n d  m o v e m e n t .  

B r i a n ' s  p l a c in g  o f  the  ' n e w '  m e l o d y  o f  the o p e n in g  m o v e m e n t  in E flat major ,  a n d  his  

h o ld in g  back f rom C major  until  the last bars o f  the m o v e m e n t ,  s eem s ,  as  a 

c o n s e q u e n c e ,  acu te ly  judged.

'['he peacefu l  co exi s te nce  o f  so l o  i n s t r um en t  and  orche s t ra  at the e n d  o f  that  m o v e m e n t  

a l so  pa v e s  the w a y  ef fec t ive ly for the  re la t ionsh ip b e tw e e n  the tw o  in the  slow 

m o v e m e n t ,  w h e r e  they ap p ea r  in a lte rna tion ,  ra ther  than in o p p o s i t i o n  or  cont l ic t .  T h e  

s im p l i c i t y  o f  the  co n c lu d in g  p a g e s  o f  the m o v e m e n t  thus  round  out  a b e a u t i f u l h  

b a l a n c e d  de s ig n  in which  t lex ib i l i tv  is b lended  wi th  a s tr icter  per iod ic i ty  in a m a n n e r  

a n a l o g o u s  to the  b len d  o f  the rh a p so d ic  and  s y m p h o n ic .  T h e  m o v e m e n t  is a f ine 

i l lus t ra t ion  o f  the tene t  that  the  m o re  res t r ict ions  p laced  on inve nt ion ,  the gr ea te r  the 

f r e e d o m  that  c an  a l lo w  the na tural  vo ic e  o f  the c o m p o s e r  to e m erge .  On  this lev el, the



slov\ n u n e m e n t  — both closel> argued and freely i n \e n t i \ e  —  reveals H avergal Brian 

as a m aster o f  variation form.

Allegro  Fuoco

Overview

The finale shares som e characteristics with the opening m ovem ent, in particu lar in 

relation to the periodicity  o f  some o f  its m elodic ideas, and their diatonic contrast with 

the freely developing  passages which follow them. There is a com parab le  relation to a 

sonata design, with both m ain them es stated in the tonic in the conc lud ing  pages. The 

finale, how ever, does  not seek to transform  the character o f  the them es as greatly at 

that juncture  as w as the case in the conc lud ing  section o f  the first m ovem en t.  This is 

attributable to the overall trajector) o f  the finale, which ends in m uch  the sam e bright 

m anner as that in which it began, and so concludes the overall trajectory, o f  the 

concerto, from a dark, highly chromatic open ing  to a brightly coloured d iatonic  

conclusion.

I'he table b c l o v \  chai ls t h e  main subdi\ isions o f  the final m ovem ent. O ne can discern a 

relationship to a sonata design, with two contrasting  subjects which are resta ted  as the 

m ovem ent reaches its laltcr stages. T he e.xceptional section —  in every sense —  is the 

‘In ter lude ',  the character o f  which will be d iscussed in due course. The cadenza  is also 

presented as a scparalc e \ ent from the main concerns o f  the finale, but one  with closer 

ties to the virtuoso riling for solo \ iolin e lsew here in the work. T he d istinctive nature 

o f  both these sections, as w ell as their p lacem ent, enhances the clarity o f  the structure 

o f  the m ovem ent as a w hole, further contributed  to by the nature and  m an n er  o f  

presentation o f  the t w o  main themes on w hich  the finale is based.
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Table VC 9: Final movement sections

PliiCL' in .score D e scr ip t io n

59;! to 65:5 T h em e  1 (example 33) + Development (1)

65:6 to 7 1 :6 T h em e  1 + D evelopm en t (2)

72:1 to 77:3 T h em e  2 (example 34)  ̂ Development

77:4 to S0:8 Interlude

81:1 to 86:1 D evelopm ent

86:2 to 93:5 C adenza

94:1 to 95:3 Link

96:1 to 101:6 R estatem ent o f  T h em e 1 ^ D e v e lo p m e n t

101:7 to  104:6 R esta tem ent o f  T hem e 2 + Coda

The two main themes

T he contrast betvveen two subjects characteristic o f  sonata style is treated in a 

distuictive. personal manner b> Brian in this finale. As the m ovem ent progresses, he 

alters the re la tionship between the two significant!}', rnitially, although they share a 

s imilarity o f  scoring. the\ are presented as separate blocks. The second subject m akes 

its initial appearance after a typically  expectant h ia tus to the second 'd ev e lo p m en t '  

following the first th em e . ' '’'  W hen both return in the latter stages o f  the m ovem ent,  

they form a continuous strain that propels the m usic  toward the ebullient conclusion o f  

the piece. In this m anner. Brian has effectively b rough t his two them es closer together 

through the m ovem ent.  This is in strong contrast to his practise in the opening  

m o\ 'em ent o f  the Symphonx N o .2. discussed in detail abo\ e. In that m ovem ent,  the 

effect is diametrical!) opposed to that found here. T he themes are pushed  further apart 

as the music progresses. The culm ination o f  their reappearance in that m ovem en t is a 

m assive  climactic outburst follow ed b\ a rapid disintegration o f  textures, as com pared  

w ith  the bright concluding pages o f  the concerto.

T he opening theme o f  this m o \e m e n t  is given a doub le  statement by the com poser,  as 

show n  in table VC' 9, the second statement being scored  for orchestra w ithout the 

partic ipation o f  the soloist. The idea o f  a double s ta tem ent o f  themes has been

S e e  a p p e n d i x  3. Iiovscnci '. for a d i s c u s s i o n  o! i w o  ex tra  b a r s  in the  shor t  sc o r e  at thi s  p o i n t  c r o s s e d  o ut  
b y  Br ia n .



discussed in relation to the first mov em ent o f  Sym phony N o .3, in the context o f  the 

likely orig ins o f  that m o \ em ent as a concerto  for piano(s) and orchestra. T hem e 1 

opens the present in o \c m e n t  without preamble, and. unusually  for Brian, the first eight 

bars are restated exac th ' at fig.96. after the link which follows the cadenza. This clear 

reference b ack  to the opening  o f  the finale marks a significant structural point. The 

opening o f  the first them e is seen belovs as it appears in the short score:

EX AMPLE VC 33

Violin C oncerto  III .  59:1-5
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As can be seen  from table VC 9, the them e is followed in each instance by a s trenuous 

developm enta l  passage. These passages are written in B rian 's  fiuid motivically allusive 

manner, as w as the case vs ith the opening paragraph o f  the entire concerto. After the 

similar open ing  bars, howev er, the two passages diverge considerably. The blocks are 

com parab le  in terms o f  musical nature and function, but within them  Brian is 

characteristicallv wide ranging in his invention. These developm enta l passages will be 

discussed in due course.

W hen Brian restates his opening  theme at 96:1 he does not opt for a double statement 

o f  the them e as he had done at the outset. Instead, the single statem ent leads to the
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ebullien t final appearance o f  the second subject. The striking orchestration  o f  this 

them e, with the broken chords o f  the short score gi\ en to pizzicato strings and harp, is 

m ain ta ined  when the theme returns at 96:1. h is instructive to com pare  th is  type o f  

w ri t ing  —  and its \ isual appearance in the short score as reproduced above  —  with the 

tlrst four bars o f  the second theme. The com m on  features o f  their initial bars are quite 

striking.

EXAMPLE VC 34

V iolin  Concerto III .  72:1-4

ADegro nuxi.
{StIo vinj

m
[Hp, SringsJ
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1 he scoring o f  the beginning o f  both themes — with pizzicato strings and harp 

accom pany ing the solo instrument — em phasises  the fact that the them es com plem ent,  

ra ther than oppose, each other. This  is further confirm ed by the return o f  both them es 

in C m ajo r  in the concluding stages o f  the m ovem ent,  where the continu ity  o f  tone and 

m ood between the two —  linked b> the final d e \ ’elopmenlal passage in the m o\ 'em en t

—  propels  the concerto  to its bright, diatonic conclusion. At that stage o f  the finale, the 

tw'o them es are heard as part o f  a single musical span which ends the work, in s trong 

con trast  to the first entry o f  the second subject, as outlined above.

1 he two them es do. however, offer a contrast as far as rh\ thm and key are concerned , 

so that there is never a question o f  one being indistinguishable from  the other. This is, 

rather, a further case o f  Brian presenting, on the outside, a contrast betw een first and 

second  themes, which  is undercut b\ the shared features o f  scoring and general tone. 

T he them es are contrasted in term s o f  the e \o lv in g .  freeh  de\ 'e loping nature o f  the first

—  w hich  changes to 6/4 at fig.60: 4. after much use o f  triplet crotchets in the 4/4 o f  the 

preced ing  bars —  and the m ore regular phrasing o f  the second.



The nature o f  the second theme suggests a parallel with the theme from the first 

movement quoted above as example VC 15. as well as being comparable to that theme 

in terms o f  the placing of each in their respective movements. The latter corresponds 

—  in a manner similar to example VC 34 — with a lyrical second subject as part o f  a 

sonata la_\ out in the tlrst mo\emenl. There i.s a further similarity discernible in the 

clearly presented periodicity o f  the two ideas, and how this contrasts with the evolving 

nature of the first subject spans in each case. To illustrate this, the second subject o f  

the finale is quoted below in full, as it appears on the solo \ iolin:

EXAMPLE VC 35

Violin Concerto I I I ,  72;l-74:2 (solo violin)

teneramente
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After the complexity of much o f  the opening paragraph o f  the finale following the 

entry of example VC 33, the simplicity of the theme quoted above is indicative o f  a 

wide stylistic palette in the concerto which was also found in the first movement. It is 

also a potent indicator o f the m o\ e towards less complex textures and a more diatonic 

language as the v\ ork progresses, Brian's purposeful use o f  textural and harmonic 

contrast throughout his output ol'the 1930s has borne distinctive fruit in the present 

context. His skill in handling these stylistic elements allows the extremes of 

complexity and simplicity to coexist in this work without one being an implicit 

criticism —  or disruption — of  the other.
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The development of the second theme

This second theme is also h ea rd  in full, p layed by the soloist, in the sec tion  referred to 

in table VC 9 as the ’D e x e lo p m e n t ' ,  In this instance, while the m elod ic  ou tline is 

unchanged (the tune is t ransposed  to E major), the accom panim ent is altered. Instead 

o f  supporting  the m e lo d y  harm onica lly  —  as it had done on the occas ion  o f  the first 

appearance o f  the idea —  the diatonic harm ony is undermined. Such a m an n er  o f  

treating a melodic idea was also found in relation to the second subject  o f  the first 

m ovem ent o f  Sym phony  N o .3, as d iscussed in detail above. Here B rian  uses three 

distinctive rhythmic shapes in his accom panim ent.  For the first eight bars, the rhythm 

o f  exam ple  VC 36(a) is heard . This switches to regular crotchets for the next four bars, 

before the final four bars o f  the tune are underpinned by the rhythm ic figure  shown in 

exam ple  VC 36(b). The fact that the rh_\ thm o f  VC 36(b) is closely re la ted  to a 

retrograde o f  VC 36(a) —  apart  from  the quaver rest in the form er —  is w orthy  o f  

note, and both  rhy thm s share the characteristic absence o f  first beat accen tua tion  that 

urges the music onward.

EXAMPLE VC 36(a)

Violin  Concerto III .  81:1-2

[B/ir, tyon. CeikiS. D.S.
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EXAMPLE VC 36(b)

Vio l in  Concer to  III.  82:6-7

[Bns, T&a, Cĉ icir, D.3.J

T h ese  changes  in the accom pan iment  are close to the al lus i \o  manner  o f  mot ivic 

de\  o!opment  found elsewhere in the iinale. In fact the passage fo llowing this 

presenta t ion o f  the second theme is concerned with a terse motivic argumen t  in typical  

Br ian  style which does  not use ideas related to ei ther main theme, leading to the  hiatus  

on a chord o f  G —  characterist ically without a ' third —  immediately preceding the 

cadenza.

The final appearance of  the second subject and the short score

The  second subject,  quoted above as example VC 35. provides the finale with its 

conc luding  themat ic statement,  but without the participation o f  the soloist.  This 

unor thodox concept ,  which in a \ isual as well as aural sense robs the work o f  a 

dramat ic  tmal  flourish featuring solo instrument and orchestra,  presents the them e in a 

n ew  manner ,  but rendering it none the less recognisable for that. Th e initial scor ing,  

w'ith the  soloist playing over pizz ica to strings and harp,  is t ransformed into an 

orchest ral  perorat ion w hich owes  something to the st \  le of  the de\ e l opm en ta l  passages  

from earlier in the movement .  In this final span o f  the w ork both m a m  themes have 

as su m ed  a celebratory tone, w hich further emphas ises  their complementary  funct ion in 

the music.

The evidence o f  the short score at this point raises some salient points o f  interest. As  

can be  seen in example VC 37 below,  the top stave —  on which the solo violin part 

can be  found for much o f  the short score o f  the concerto  —  has the first bar o f  the

.100



second them e w ritten  in, but no more. There is also a b a r 's  rest in the same place, 

w hich begs the question  o f  whether the solo instrum ent w as intended to play or not.

The location o f  the rest on the sta\ e —  on the sam e line as the rests in succeeding bars 

—  would support the contention that B rian 's  initial idea was for the final p resentation  

o f  the second th em e to be given soleh ' to the orchestra. T he  placing o f  the melodic 

fragment could be taken  to infer that Brian subsequen tl\  thought that the soloist should  

jo in  the orchestra for this final melodic s tatem ent o f  the concerto, but preferred his 

initial thought on the matter. Perhaps he thought the solo instrument would be 

overpowered by the full orchestral sound. This may e.xplain the lack o f  a continuation 

in the followdng bars. Conversely, the single bar o f  m usic w ritten in the top stave m ay  

ha\ c been done for the purpose o f  clarification. The low er two stav es ha\ e crossings 

out —  not reproduced  below  for claritv —  and are not as clearly written out as the 

com poser might have  w ished for the quick transference to a full score.

EXAMPLE VC 37

Violin Concerto 111. 1U1;7-102:2
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M otiv ic  d e v e lo p m e n t

As noted above, there is a double statement o f  the opening  theme o f  the m ovem ent,  the 

second wdthout soloist (to make the re-entry o f  the solo instrum ent for the second 

subject more effective). The two blocks o f  material that follow example VC 33 are 

quite closely related, but there is not an exact correspondence. Indeed. Brian m odifies  

the opening o f  the violin melody to create a fanfare -like gesture for brass and 

percussion which effectively launches the orchestral counter-statem ent o f  the open ing  

material, and uses this striking gesture as a punctuation mark on two further occasions 

in the orchestral passage under discussion. Its initial appearance is shown below, and  a
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c o m p a r i s o n  wi th  ihe b e g i n n i n g  o f  e x a m p l e  VC 33 will  show B r i a n ' s  p o w e r s  o f  

t ransf orm at ion .

EX AMPLE VC 38

V'iolin C o n ce r to  I I I .  65 :6 -6 7 :  i

,5̂ ----- 1

3 S3  i

Cer ta i n  m o t i \  es a re  used  in d i f f e r e n t  contex ts  in the  e n s u i n g  orches t ra l  pa s s a g e ,  wi th  

the  nature  o f  the  a c c o m p a n y i n g  tex ture s  \ ari> ing cons id e rab ly .  A s  an  i l lus t ra t ion  o f  

this,  the fo l low ing  e x a m p l e  is t a ken  from the o p e n i n g  pa s s a g e  for \ i o l i n  and  orches t r a :

EXAMPLE VC 39

Viol in  C o n ce r to  I I L  63:2-3
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hi the  orches tra l  p as sag e  w h i c h  fo l lows  e x a m p le  V C  38. this a ppe a r s  in th e  f irst  

\ lol ins,  t ransposed  up a m i n o r  third,  but the s u r ro u n d in g  tex tures a re  c o m p l e t e l y  

di fferent .  T h is  type o f  d e v e l o p m e n t  ma in ta ins  a s t r ong  e l e m e n t  o f  r e s e m b l a n c e  to the  

ear l ie r  passage ,  bu t  also takes  the mus ic  in qui te a nev\ direct ion.  T h e r e  is thus  a  f ine  

b a l an ce  b e tw een  the  c o m p o s e r ' s  p redi lec t ion for an  a l lus i \  e —  an d  of ten  e lu s i ve  —



mode o f  thought, and the need to provide the Hstener with some clear aural landmarks.  

The orchestral passage is therefore not as much a counter-statement -  although it is a 

balancing block o f  similar material to the opening span — as a re-interprctation of  

some o f  the salient motives o f  that opening. There are other motivic re-interpretations 

in the passage, but example VC 40 below, w hen compared with the previous example,  

provides a characteristic sample o f  the t}'pe of  changes made b\ Brian between the two 

spans.

EXAMPLE VC 40

Violin Concerto I I I .  68:5-6
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The next two instances indicate a further state o f  transformaiitin. The llrst is taken 

from the opening section for solo in.slrumcnl and orchestra, and is but brietl\ used, 

before the freel\ developing passage which features example VC 39 above ensues. In 

the orchestral restatement, this idea is used at a later stage, and pushes the music 

towards the expectant pause which precedes the entr> of  the second subject. The 

different contexts offer contrasting uses of  the same material, although both are treated 

in a sequential manner. The impact ofcach passage is not dependent on an immediate 

recognition o f  the similarity o f  the two ideas. Indeed the changes made by the 

composer make this less likely. However, the unity o f  the score is enhanced by such a 

subtle use o f  material, however unusual the connection betw een tw o passages may be. 

This t\'pe of  process contrasts strongh w itii the more straightforward manner o f  

thematic presentation found in this movement  on the whole, and the second subject in 

particular, as discussed above. It also provides a link to some of  the more allusive 

methods of transformation found in the opening movement.



E X A M P L E  VC 41(a)

Violin Concerto III, 62:3-4
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E X A M P L E  VC  41(b)

\  iolin Concerto IIL 7 i :3 -4
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As m entioned earlier, w hen  the opening ihemc returns aller the extended cadenza at 

96; 1. the opening eight bars  appear exactly as before, but thereafter the resta tem ent is 

very different from the corresponding  passage earlier in the m ovem ent, 7 'he fanfare - 

like example VC 38 reappears  before a more extended sequence based <,)n its 

characteristic rhx'thm. This  in tum  leads straight into the cncrgctic return o f  the second 

subject in the orchestra to conclude the work. .Apart from these connections to the 

earlier passages, this third continuation from exam ple V^C 33 is new. and does not refer 

back  to the motivic shapes ju s t  discussed. Indeed, the recapitulation is a very 

concentrated affair. It is designed  to pro\ idc a climactic conclusion to the movement. 

There is no substantial coda before the final cadence le a \e s  a re \e rb e ra t in g  cymbal 

clash as the last sound o f  the piece. The restatement can thus be seen as the 

externalised climax o f  the fmale. with the central in te r lu d e '  —  the charac ter  o f  which



will be detailed below  —  prov id ing  an internalised h i” hp(.)inl. This relocation o f  

clim actic  m om en ts  is crucial in the onw ard  m om entum  toward the ebullient end ing  to 

the work. T he central 'In te r lude ' can  be related in character and m ood to the 

conc lud ing  s tages o f  the open ing  m ovem ent,  from the introduction o f  the 'n e w ’ 

m e lo d y  onw ards. The subdued en d in g  o f  the first m ovem ent is, as has been argued, the 

goal o f  that part o f  the concerto. In the finale, the subdued music is placed centrally , 

and  is heard as a consequence at a rem o \  e from the more extrovert music with w hich  

the m ovem en t opens and closes.

The Interlude

T h e  'In te r lu d e ' is particularly no tab le  for the notation adopted b> Brian, which consists  

o f  the use o f  perforated bar lines a lo n g  with written directions as to the desired style o f  

perfo rm ance .  It constitutes a fu r ther developm ent o f  the suggestion o f  distance 

encountered  in previous works, no tab ly  in the final m o \em cn t  o l 'S \m p h o n y  N o .3. and 

like the use o f  distant fanfares in that instance, evokes a feeling o f  separateness from 

the concerns o f  the main body o f  the music. The separation in this instance is 

em phasised  by the lack o f  them atic  links to the m ain bod\ o f  the finale. The perforated  

b ar  lines d iv ide the material into regular, four beat units, as well as pro\ iding useful 

cue points for performance. T he effect is o f  an unacccnted 4 4. hut the \ isual 

appearance o f  the passage does em phasise  the separateness o f  this section from the 

m ain  concerns o f  the finale. The short score, however, uses con\'entional bar-lines, 

sugges ting  that the notation adop ted  in the full score was a late idea, designed to create 

a visual parallel for the d istanced sound world o f  the section.

T h e  ‘Interlude ' is prefaced by four crotchet beats on four stopped horns, which quietly  

repeat the sam e chord, having the effect o f  setting the new tem po (m arked Lento) and 

ushering  in the hushed  atm osphere  for the section. At the end o f  the ’Interlude '.  Brian 

leads the listener back to the m ain bod_\ o f  the m i) \cm cn t b_\ m eans o f  three crotchet 

B 's ,  heard in octaves on trum pets, w ith  a crescendo. This em phasises the move from 

background  to foreground. Brian thus can be seen to effectively separate the 

‘In ter lude ' from  the surrounding m usic with gestures that, in each case, m ark time. The 

con trast  in notation  between the short and full scores m a\ seem contradictory. The 

unusual look o f  the full score perhaps prompted the com poser to include some



comments in an attempt to clarify his intentions. The result, however, is rather 

ambiguous. It is almost as if Brian wants to have his notationa! cake and eat it. He 

includes a note in the lull score. v\hich reads:

There  must be no bar accent within the perforated bar-lines. These are 
put in for convenience. Accent the notes marked.

There is an implied contradiction here between the desire for 'no bar accent" and the 

last sentence. Brian wanted certain notes accented, but vvithout the customar\ 

weighting o f  strong and weak beats that the conventional use o f  the time signature 

would imply. Further to this is an instruction to the soloist:

changes o f  bow so imperceptible that this barless passage sounds like 
an endless legato.

The specific nature of both these notes testifies to the clarity o f  the composer's aural 

imagination with regard to this passage, and his awareness o f  its contrast with the rest 

of the music in the fmale.

The delicate tracery of sound at this point has se\ eral parallels in other works o f  Brian, 

such as the use o f  distant fanfares in many o f  his symphonies (No,3 and No.6. for 

e.xample). The effect, of  opening a window on a distant sound world, removed from 

the immediate concerns o f  the mo\ ement in question, is also comparable. While the 

narrative element implied by this spatial use o f  the orchestra relates to the influx of 

programmatic elements into symphonic writing, it is less common in the genre o f  the 

concerto —  although it is Berlioz again, this lime with H arold in huiy  (1834), w'ho 

pro\ ides a striking precedent. The musical nature in the present work, how-ever, is not 

related to an extra-musical source of inspiration.

Though there are no thematic links to the rest o f  the movement, the tone of both the 

'new' m elod\ in the ilrst movement, and much o f  tlie calmer music of the l en t o  finds 

a parallel in the atmosphere o f  the present passage. Brian sustains that atmosphere by 

the use of continuous quavers in the solo part, set against two types of accompaniment. 

The first is seen in example VC 42(a) below , and the second in V'C 42(b).
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EXAMPLE VC 42(a)

Viol in  Concer to  III, 77:4-5
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EXAMPLE VC 42(b)

Viol in  Concer to I IL  79:3-4
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T h e  regularity o f  this rhythm is counteracted by the harmonic tluidity. which avoids  

s t rong articulation o f  any key-centre  throughout  the passage —  apart from the presence  

o f  a minor  in the passage i l lustrated as example VC 42(b).  It is this, a long with the 

’end le ss  legato'  o f  the soloist,  which conveys  a sense o f  calm flow to the ’ In ter lude’, 

wi th  the lack o f  accents lending a floating feel to the music.  Brian di \  ides it up. 

according  to the type o f  accom pan iment  used, into units of  tw eh c .  eight and four bars 

respectively  (each ’bar '  being divided by a perforated line). The first and third units 

use the type o f  accompan iment  found in e.xample VC 42(a).  the second that o f  VC 

42(b) .  This suggestion of  an internal ternary structure adds to the sel f-contained feel o f  

the ’Interlude", while the foreshor tening o f  the third section, in relation to the first, and 

in combinat ion  with the lack o f  an_\ harmonic closure, ensures that the ’Inter lude'  is 

u l t imate ly  open-ended in effect.



In the context  o f  the entire mo\  enicnl.  this central passage is acutel> placed, so that it 

acts as a foil to the more  extrovert  music  found at the beginning and end. as noted 

above.  I f  one th inks  in terms o f  a sonata structure,  the ' Inter lude '  occupies  the space  

normal ly  allotted to a substantial developmen t  section.  Brian has al ready fol lowed 

each o f  his two m ai n  themes by a freel_\ d e \ e l o p i n g  passage,  so his choice o f  a central  

contrast  to that type o f  writ ing is well judged.  Th e ' In ter lude'  is followed, in addi t ion,  

by a passage w hich  develops  the second theme,  before leading to the cadenza.  T h u s  

Brian has deve loped  both main themes,  in di fferent  contexts,  w'hile also a l lowing his 

flair for imaginat ive  suggest ion o f  distance b ) ’ the inclusion o f  the ' Interlude' .  H e  also 

succeeds  — vvith the  ' Interlude'  —  in widening the e \ p r e s s i \ e  range o f  the fmale 

wi thout  disrupt ing the overall sense o f  unit)-.

The cadenza

The insertion o f  a cadenza  represents a nod in the di rection of  the tradit ion o f  concer to  

writ ing,  Vvhich in typical  Brian manner  is then undercut  b \  ha\  ing the orchestra 

conc lude the w ork  w ithout the soloist,  with the restatement  o f  the second theme.  This 

t ime,  in contrast  to the first movement ,  the cadenza follows convent ion in being 

unaccompan ied .  In fact, the description ' inser ted '  in relation to the placing o f  the 

cadenza is appropriate,  gi\ 'en the e\ idencc o f  the short  score, w hich lacks both the 

cadenza,  and the l inking bars (from fig. 94 in the full score) which lead to the 

restatement  o f  the first theme. The clear harmonic link betw een the two bars o f  short  

score which were  to be separated by the cadenza —  and the subsequent  link —  is 

apparent  from the layout  found at this point, which is illustrated below.



EXAMPLE VC 43

Violin Concer to  I I I .  85:5-96:2

(S'-95 Cadenza)

t Cadeiiza
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There is an anomaly in B r i a n ’s number ing here which adds  to the mystery  o f  the 

whereabouts  o f  the sketch for the cadenza (presuming  that the composer  d id  actually 

sketch it out  before inserting it into the full score).  The first subject returns at fig.96 in 

both short and full scores,  but  Brian'.s written note on the cadenza indicates fig.95 as 

the end o f  the latter. The bars w hich link the cadenza to the return o f  subject  one could 

be implied in this note, if by 95 Brian means  all the bars that follow that rehearsal  

number.  This  may be an ins tance  o f  Brian deciding —  at a different (p res um ab ly  later) 

t ime than his work on the shor t  score of  the rest o f  the mox ement  —  on the  exact  

detail o f  how  the end o f  the cadenza  w ould lead to the first subject. O ther wise  these 

bars would  surely appear  in the present short  score. It may also be a s imple  mis take on 

Br ian’s part. It does  tend to suppor t  the content ion,  however ,  that Brian though t  o f  the 

cadenza as separate to the mai n  bod}' of  the movement .  The harmonic cont inui ty  o f  the 

above passage effective!)'  p laces the cadenza wi thin parentheses,  as does  the 

inst rumentat ion.  This is fur ther  emphasised by the sel f-contained musical  substance  of  

the soloist 's  soliloquy.

The cadenza follows the t radit ional nature o f  this part o f  a concerto b_\ being primarily 

concerned with technical d isplay  on the part o f  the solo mstrument.  ' fhe  most  virtuoso 

passages for the violinist are found in this part  o f  the work,  and here B r i an 's  

experience as a violin p layer  h im se l f  results in v\riting that is both ta.xing and 

idiomatic.  As  such, the caden za  is highly effective. H ow e \e r .  w ithin the broader  

context o f  the movement,  there lingers ihc feeling that the caden /a  is akin to an insert
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into the body o f  the music, rather than being an integral, or crucial e lem ent in the 

unfolding m usical discourse. There is a lack o f  an\ clear thematic links to the rest o f  

the m ovem ent,  beyond a resem blance betw een  certain rhythmic figures, and parts o f  

the main them es. The first tw o  bars o f  the so loist 's  part in the cadenza illustrate this 

clearly. T he first bar is re la ted  to the second subject, not o f  the finale, but o f  the first 

m ovem ent. T he rhythm  is close to an augm ented  version o f  the open ing  o f  that theme 

as can be seen by a com parison  o f  exam ple  VC 44 with e.xample VC 45. The second 

bar uses a \ ersion o f  the figure o f  two sem iq u a \e rs  which was p rom inent in the 

opening them e o f  the finale, but w ith a different pitch contour.

E X A M P L E  VC 44

Violin Concerto  II I ,  86:2-3 (solo violin)

Lento

E X A M PL E  \  C 45

Violin C oncerto  L 5: 1-2 (solo violin)

Meno Allegro 

Etivas (eneraraan(e

The type o f  figuration found in the following example, however, is more typical o f  the 

cadenza as a w'hole, and the excerpt illustrates a further problem  w ith this part o f  the 

work. It consists  o f  a rhythm ic sequence o f  decreasing note values, in highly effective 

tw'o-part writing, which edges the music tow ards the culmination point o f  fig. 90. with 

its four part chords. The focus o f  the passage is therefore on this suggested expansion 

from two to four parts, and the rise in pitch preceding this point accentuates the sense 

o f  arrival felt w-ith this gesture.



EXAMPLE \  C  46

Violin Concerto I I I ,  89:1 -90:1

p  espress e eves
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This is an impressive piece o f  writing in its immediate context, but the lack of any 

reference or similarity to the thematic ideas o f  the main part o f  the movement deprives 

it o f  any greater resonance. It stands out for textural rather than thematic reasons, 

which is also true for the cadenza as a whole. Part o f  the problem lies in the length o f  

the latter. The soloist plays for forty-six bars before the orchestra re-enters with a 

figure v\ hich uses the rhythm o f  the opening bar o f  the first theme o f  the movement. It 

is likely that Brian wished to make his cadenza a substantial one, and he certainly 

succeeded. The difficult}- arises. howe\ er. with a consideration o f  context. The 

harmonic continuity evident in example VC 38 is greatly separated in time by the 

length o f  the cadenza, which as a solo passage between tw o spans w ith orchestra, can 

be categorised as a link in terms ol' function. The musical substance o f  a link is, by 

definition, a conduit between passages which have more thematic resonance. By these 

criteria, the material o f the cadenza is apposite, fhe goal of the music at this point is 

the restatement o f  the opening theme o f  the movement at tig.96. Brian was anxious not 

ti) compromise this moment o f  thematic arrival b\ an_\ thing in the cadenza, so he wrote 

the latter as a largely technical and textural, rather than thematic culmination point for 

the soloist. The length, however, results in the cadenza becoming too episodic for too 

long, and without any climactic point of great resonance. The continual use of 

sequential patterns is a further symptom of this dilenima. At root, therefore, is an 

irreconcilable difference between the substance o f  the cadenza, and its function in 

context.



Brian has effectively created a double link to the restatement o f  the first theme, one for 

the orchestra, and one with the soloist. Example VC 43 shows the first o f  these, and 

the next example shows the second. It is interesting to observe that Brian simply omits 

the bare fifth on G from the second lead-in to C major, to neatly avoid duplication, and 

gi\ e the progression a fresh edge.

EXAM PLE VC 47

Violin Concerto III, 95:3-96:1 (reduced by the author)

C on c lu s ion  and context

T he decade in which Brian wrote his concerto was a fruitful one for the genre, both in 

I-ngland and farther afield. The followiag table chronicles the works to be discussed in 

relation to Brian 's  conccrto belovs.

Table  \ 'C  10: Violin Concertos  o f  the 1930s

Composer Date of composition Number of movements

Igor Stravinsk\ 1931 4

Serge Prokofiev (No.2) 1935- J

Alban Berg 1935 2

Arnold Schonberg 1935-36

Bela Bartok (No.2) 1937-38 J

William Walton 1938-39 n

Benjamin Britten 1939

A brief  comparison of some aspects of these very di\ erse u  orks puts Brian's 

contribution to the genre into context. The Brian concerto emerges as a distinctive 

essa\ which —  like the other Brian works discussed in this thesis —  shares aspects
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u i th  the work o f  his contemporaries, but also stands apart from them. One can 

extrapolate from this that, given adequate exposure, the Brian concerto could find its 

way with the musical public and —  even more pertinently for a neglected composer 

like Brian —  become popular.

The matter o f  influence in these works can be quickly dealt with. All o f  the concertos 

under consideration —  with the exception o f  that by Stravinsky, written in 1931 —  

post-date the Brian work. The Brian was not performed for the first time until 1969, so 

that any possible influence on the other works —  particularly given Brian 's  isolation at 

the time o f  its composition —  can be discounted. The Concerto in D by Stravinsky is 

one o f  that composer’s masterful essays in neo-classicism, and is decidedly anti

romantic in its outlook. The titles o f  the four movements —  Toccata. Aria I, Aria II 

and Capriccio —  also refiect a non-symphonic approach. There is no cadenza, and its 

lightness o f  tone —  reflecting the mercurial composer at his most pla\ ful —  is at odds 

with the seriousness o f  tone evident from the very opening of the Brian w ork.

The symphonic aspect o f  Brian's concerto finds its closest parallels in the works by 

Schonberg and Bartok. Both these composers choose to concentrate on the lyrical 

character of the soki instrument in iheir respectiv e slow mox ements. This offers a 

contrast to the more combative textures in the outer movements, although in each case 

the music of the finale is more extrovert in character than that o f  the first movement. 

The overall trajectory and sense o f  structural balance, then is roughly comparable with 

that found in the Brian work. The similar time scale of the three works is a further 

reflection of this comparably large-scale approach -  essentially a sy mphonic one — to

the concerto genre.

The combination o f  lyricism w îth bra\ ura writing for the solo instrument is a 

characteristic common to the concertos by Berg and Prokofiev as well as Brian. 

Beyond this it is interesting to note the successful blend o f  the serial and tonal in the 

Berg work. Perhaps one reason for its enduring popularity is the mix o f  tough, serial 

writing with the quotation of a Bach chorale —  E s  i.st g e m ig  —  and a Carinthian folk 

song. Brian too successfully mixes the challenging — particular!) in the opening 

movement —  with the immediacy o f  some o f  his most appealing melodic w riting. As 

discussed abo\ e. it is possible that these melodies w ere remembered from the first, lost



concerto. Whatever their origins, their presence in the C major concerto results in an 

eclectic m ix o f idioms just as striking as that found in the Berg masterpiece.

The two English concertos roughly contemporary with Brian's work present few 

points o f convergence with the latter's concerto, reflecting instead intluences from 

further afield —  such as the shadow that is cast over the W'alton work by the First 

Concerto o f Prokofiev, completed in 1917. The Britten concerto shares with the Brian 

the use o f the passacaglia form, but this is used in his final movement, and in a manner 

very different to that found in the Brian slow mo\ ement. The V io lin  Concerto is the 

first instance o f his personal use o f  passacaglia. and is as such a highly significant 

work within Britten's output. Later works such as the 'Cello Symphony, op 68 (1963), 

the Nocturnal after .1ohn Dowland for Guitar, op. 70 (1964), and the String Quartet No. 

3, op. 94 (1975) testify to its enduring appeal for the composer, right up to the end o f 

his life. A typically idiosyncratic incorporation o f the idea o f a passacaglia is found in 

Brian's Symphony No. 8 o f 1949. a work that contains two contrasting examples o f the 

t'orm.

The V io lin  Concerto (1909-1910) by Edward Elgar casts a strong shadow over Brian’ s 

sur\ iving essay in the genre. The accompanied cadenza in the final mo\ ement o f the 

I'igar work inspired Brian on two lc\cls. The use ol'an orchestral accompaniment is 

refiected in the nature o f the cadenza in Brian's opening movement, as noted above. 

The tone o f the Elgar cadenza, however, finds a clear echo in the dreamily rhapsodic 

atmosphere o f the Tnterlude' in the final movement o f Brian's concerto. This aspect o f 

the Elgar cadenza was noted in the following comments by Ernest Newman:

The symphonic form o f the future must surely be more free, 
improvisatory, as it were. In the extraordinarily beautiful and 
impressive cadenza in the present concerto Elgar has shown us the lines 
on which the new music could safely run...

It can be inferred from the above comments —  and the detailed study of Brian’ s V io lin  

Concerto above —  that Elgar's music found a true heir in the work o f Brian.

Quoted in Jerrold N onh iop  Moore. Echi a n I  E lgar: .-I Cm aiivc  Life (Oxford  Un ivers it \  Press. 1984). 
593.
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The Brian concerto is a crucial work within his output. It represents a decisive move 

away from the sort o f  massive textural complexes found in the second and third 

symphonies. These were a clear remnant o f  the scale and scope of the Gothic.

However, the concerto reveals a new- Brian, There is a succinctness and directness 

about aspects o f  this score that look forward to the later works. After the Symphony 

No. 7 (1949), no symphony would last longer then thirty minutes. But it is not simply a 

matter o f  scale. The melodic appeal o f  much o f  the thematic material in the concerto 

finds a clear echo in the Symphony No. 6. the Sinfoniu Tra^ica  of  1948. wherein a 

long lyrical melody forms the expressi\ e and structural centre o f  the piece.

The Violin Concerto also pointed the way —  in its retreat from the massive scale of 

the pre\ ious three symphonies —  toward the \ ery different approach to symphonic 

composition initiated by the aforementioned eighth symphony. This path would 

culminate in the nine-minute duration o f  the Symphony No. 22, the Sym phonia Brevis 

o f  1963. The time-scale and compression o f  that w ork is a long way from the huge 

expanse o f  the Gothic, and is symptomatic o f  the huge distance travelled by Brian 

between the tvvo works. The Violin Concerto is a distinctive milestone along that path, 

and the story o f  the loss o f  the original concerto and its recomposition in the form just 

discussed reveals another trait o f  this remarkable composer. In addition to being a 

prolific composer right into his tenth decade Brian had an astonishing (and perhaps 

necessary) capacity —  in the face of misfortune and decades ofneglect —  for creative 

self-renewal.



C H A P T E R  SE V E N  
C O N C L U S I O N

Havergal Brian died on 28 N ovem ber 1972. at the age o f  ninetv-six. He left behind a 

huge corpus o f  largeh unknown and unperformed work. Since the completion o f  the 

Violin Concerto discussed in chapter 6. he had written a further twenty-eight 

symphonies, the last o f  them in 1968 at the age o f  ninety-two. He had also written four 

operas, a setting of Shelley 's Prometheus UnhoiincL a Cello Concerto, a Concerto for 

Orchestra, and several smaller orchestral works. This huge output presents a daunting 

challenge to those intent on assessing his o\erall achievement and status. As Harold 

Truscott has commented: ‘the Brian o f  the 1960s is a very different Brian from the 

composer o f  before the First W orld W ar'." ’’'

fhis thesis has focused —  in greater detail than an_\' prc\ ious study —  on one crucial 

decade in the composer's long creative life, and on his output o f  purely orchestral 

work during that decade. The stud) o f  all relevant compositional material, in 

combination with a comprehensive anah sis oi'cach of the three works, allows the 

most authoritative assessment to date of the creatixc achiex ement o f  the composer at 

any one stage o f  his creative career, fhis work has been put into a broader conte.xt by 

tracing his development through the earliest sur\ i\ ing orchestral music, written in the 

early years o f  the twentieth century, as well as a comparison \^■ith the symphonic 

output of his English contemporaries. The clear picture emerges o f  a composer u  ith a 

distinctive personal \ oice and approach, who stands apart from his contemporaries 

through that individuality. ,A.s K4alcolm MacDonald has written about Brian, he ‘knew 

very well what he was about'.'*''' This aspect of his creativity has been fully explored 

in the detailed commentaries o f  chapters 4 to 6.

Stylistic development

The detailed exploration of the three scores central to this thesis reveals several 

recurring creative ideas central to the nature o f  Brian's art. These can be summarised 

as follows;

Harold Truscott.  'Havergal B r ian ’ in The Sym phon\ T /■.'/,v'l"' i» the p resen t day. Robert S im pson 
(ed.). Pelican Books. 1967. 141.

M acD onald .,  The Sym phonies, vol. 3. 289.



1) Discontinuitj'

His use o f  d iscontinuity  stretches back as far as the carhest w ork  discussed in this 

thesis, the C oncert  Overture F or Valour (1 904-06) .  In that work, the m usic halts 

expectantly at c lim actic m om en ts  before resuming, after a pause, with contrasting  

material. This feature is also found in the s tr ik ingh  different sound w orlds o f / «  

M em oriam  (1910) and D octor M erryh ea rl (191 1-12). in that it can serve en expressive 

purpose in d ram atic  or com ic contexts. The G othic  (1919-27)  incorporates this device 

into its extensive discourse, in a m anner w hich  —  as discussed in the chapter on that 

work —  adds to the distinctive sym phonic  argument. The balance betw een  this 

discontinuity and sym phonic  continuity  o f  thought is reflected in the selective m anner 

Brian uses the device in the next two sym phonies.  In the second and third m ovem ents  

o f  the S ym phony  No. 2 (1 9 3 0 -3 1 )  im portant structural divisions are m arked  by a break 

in continuity, whereas  in the fmale the opening  idea (example 2:50) frequently  

interrupts the progress o f  the m usic in the central 'developm ent ' section. A com parison  

o f  the short and full scores o f  the first m ovem ent o f  the Sym phony No. 3 (1 9 3 1 -3 2 )  

reveals a striking instance o f  Brian breaking the continuity o f  the materia! by the 

m anner o f  its orchestration (see exam ple  3:10). The outer m o \e m e n ts  o f  the Violin 

Concerto (1 9 3 4 -5 )  include parallel instances o l 'a  break in ihc music. In each  case the 

break immediately  precedes the first appearance o f  the second subject. Both these are 

lyrical, and contrast with the strenuous m oti\  ic argument heard before them. It is clear 

from these instances that Brian used discontinuity  in a productive m anner —  in John 

P ickard 's  apt description —  to enhance the clarit> o f  his musical discourse. The 

initiall) disconcerting  effect o f  the break in continuit\  i  ̂ balanced by an underly ing 

concern with formal clarity that enhances, rather than detracts from the coherence  o f  

the work in question,

2) Texture as form

Orchestration was never a purely mechanical task for Brian, but w as an im portan t part 

o f  the process o f  getting his ideas across as clear!) as possible through the elaborate 

m edium  o f  the late romantic orchestra. The e a rh  Festal D unce (1908) falls into a 

tcrnarN pattern given added em phasis  by the contrast in scoring betw een the opening  

and central sections. In M em oriam  (1910) also falls into three distinct sections. W ith in  

the central section Brian uses textural contrast as a means o f  enlarging the expressive



scope  o f  the m usic, as well as add ing  perspective by alternating betw een  the hushed  

sound  o f  m uted  strings and —  as i f  com ing  from a different direction — brass and harp 

interpolations. In the G othic  the co m p o ser  selectiveK uses the m assive  forces at his 

d isposal to generate c lim axes o f  great power. This  is particularly noticeable  in the 

second  m ovem en t —  w'here the m a in  theme is m ore  heavily scored each time it returns 

—  an d  in the third, as textures assum e a greater im portance than them atic  ideas as the 

m usic  progresses.

This  aspect o f  B rian 's  SN niphonic m anner  reaches its apogee in the Sy m phony  No. 2. 

T he  slow introduction to the first m ovem ent underlines the textural additions to its 

o pen ing  i d e a —  illustrated as exam ple  H;l(b) —  b_\ parallel increases in tempo, which 

im pel the m usic  into the ensu ing  Allegro. Tables 2:7 and 2:8 detail h o w  the orchestral 

forces for the two m ain  them es o f  this Allegro are augm ented  in the recapitu lation , as 

the clim ax o f  the m ovem ent approaches. In fact. Brian simplifies his them atic  and 

harm onic  argum ents  to further h ighligh t the im portance o f  texture as a formal elem ent. 

The coda o f  the m o \’em ent powerfulls  reflects this formal aspect, as the music 

d isin tegrates once the textural and dramatic h ighpoin t (example 2:16) is reached. The 

rhapsodic  second m ovem en t reaches its cu lm ination through three increasingly 

e laborate  presentations o f  the m ain  idea o f  the third part o f  the m o\ em ent. These are 

illustrated as exam ples 2:30(a). (b) and (c) respectix e h . The TSattle ’ Scherzo is 

s tructured  as two exciting accum ula tions  o f  ostinato  d r i \e n  textures, from which there 

is no central ’T rio ' for re l ie f  The culm ination o f  the fmale is approached  using a 

p rocess  o f  textural enrichm ent w hich  begins with the expressive lower string m elody  

o f  exam ple  2:57, and the disintegration in the dark final pages parallels in a telling 

m an n er  the end o f  the first m ovem ent.

T he first m ovem ent o f  the next sym phony  features double statements o f  thematic ideas 

as a reflection o f  its origins as a concerto. For each theme the second s tatem ent is 

m uch  more richly scored than the first, almost — in the case o f  exam ple  3:3 w hen it is 

resta ted  beginning as at exam ple  3 :1 8(a) —  to the point where texture d row ns out 

them e. The balance betw een a them atic  and a textural argument is treated in a new  

m an n e r  in the second m ovem ent,  w herein  the textural extravagance o f  the main idea 

(exam ple  3:24) is given an effective foil in several lightl) scored ep isodes with 

prom inent instrumental solos. The hea\ ily orchestrated return o f  the open ing  m usic in
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the latter stages o f  the third m ovem en t underm ines the s traightforw ard ternary outline, 

pushing onw ards to the finale. This  sense o f  orchestral accum ulation  is also found in 

the final m ovem ent,  as richly scored restatements o f  the tw o m ain themes cu lm inate  in 

the explosive coda. With the Violin Concerto . Brian retreats som ew hat from the 

massive textures o f  parts o f  the second and third SN'mphonies. but still utilises textural 

contrast to highlight structural parallels betw een the outer m ovem ents. In each case, 

the lyrical, lightly scored second them e is immediately preceded  by more w eighty , 

contrapuntal passages. In short, texture is an important structural landmark in these 

works, and not merely the ou tcom e o f  an overactive —  if h ighly inventive —  

orchestral imagination.

3) Fusion o f  genres

As detailed in chapter 5 above , the first m ovem ent o f  the S y m phony  No. 3 show s a 

remarkable fusion o f  ideas from  the concerto  genre with those o f  B rian 's  sym phonic  

manner. T hough this resulted from the work being originally conceived as a concerto  

for piano(s) and orchestra, the d iscussion o f  that mox emenl re\ eals the care with 

which Brian sought to integrate the two 'so lo ' piano parts into a com pelling 

symphonic discourse. This  m ovem ent is an extreme case, but not an isolated one. Even 

in early program m atic  works such as the FunUiMic Wtriations on an O k! Rhym e  

(1907) and D octor M erryhearl  (191 1-12). Brain —  no doubl taking his cue from 

Strauss ' D on Oiiixoic ( I 8 9 6 -7 )  — uses \ ana lion  form as ihc \ chicle lor his com ic 

flights o f  fancy. It is possible to \ iev\ the Gothic  symphonx as a fusion o f  sym phony  

and oratorio, or even to view its two parts as separate —  but related —  essays in those 

two genres. The Sym phony No. 2 dem ands considerable virtuosit)- from the sixteen 

French horns required for the third m o\ ement. and their inclusion bears a distant —  if 

unlikely —  relation to the idea o f  a concertino group within a Concerto  Grosso. A fter 

the extravagant p iano parts o f  No. 3, the Violin Concerto looks in the opposite 

direction for a fruitful interaction betw een  genres. The inclusion o f  elements o f  

discourse familiar from B rian 's  earlier sym phonies  contributes significantly to the 

character o f  the finished concerto. It is notev\ orth_\' that in later _\ ears Brian w ould  

write both a Cello Concerto  and a Concerto for Orchestra in 1964 between 

Sym phonies 21 (1963) and 22 (1 9 6 4 -6 5 )  as part o f  the aston ish ing  output o f  his eighth 

and ninth decades. It is also significant that most o f  B rian’s s \ 'm phonies  include a solo 

for \ iolin at some point, an indication that the solo line —  often fiorid and solistic —
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w as as im portant an e lem ent in his s\ m phonic  discourse as his more heavily  textured 

passages.

4) Rhapsodic and symphonic elements

M alcolm  M acD onald  has w ritten o f  the tw o contrasting cross-cun 'ents in B rian 's  

sym phonic ou tput —  nam ely the ‘c lass ica l’ and 'rad ica l '  —  and included a 

‘genealogical tree ' in the third volum e o f  his com m entary  on the s y m p h o n i e s . T h i s  

m ingling o f  characteristics  has been detailed  in the ex tensi\  e com m entar ies  on the 

three central works o f  this thesis. It is also a central feature o f  the Gulhic.  as noted by 

com m enta to rs  on that m assive w ork, and  discussed in chapter three. O ne o f  the most 

s ignificant shadow s cast by that huge sym phony  o\ er its im mediate successors  is 

precisely that b lend o f ‘classical ' or 's y m p h o n ic '  e lem ents (see Samuel L an g fo rd ’s 

com m ents  in chapter two) w ith  'rad ica l '  or 'rhapsod ic '  features. With regard  to the 

S\ m phony No. 2. M acD onald  sees a split  between the first two m ovem en ts  — ‘among 

the m ost “m o d ern ” m usic Brian ever co m p o sed ' —  and the concluding pair, which, he 

argues 'revert  to a m uch  m ore  L a te -R om antic ' s \m p h o n ic  c o n c e p t i o n . T h e  above 

com m entary  m akes clear that this division does not quite fit. The 'B a tt le '  Scherzo is 

an as tonishing and audacious study in the tw in areas o f  orchestral texture and ostinato 

which far exceeds the conventions o f  a Brucknerian scherzo. Despite the W agnerian  

overtones o f  m uch  o f  the finale, there is a  return to textural concerns in the latter 

stages which qualifies the Late Rom antic surface gestures o f  much o f  the music, in 

fact, the textural accum ulation  makes possible —  a.s well  as creating a sense o f  

inevitability for — the pow erful return o f  the climax o f  the opening m o v em en t near the 

conclusion o f  the sym phony. This consistency across the four m ovem ents  o f  the work 

argues against M acD o n a ld 's  feeling that the work as a w hole  is not an 'o rg an ic  

unity'.'^**

The Sym phony  No. 3 is equally  w ide-ranging  in its concerns, and adds the elem ent o f  

concerto  genre considerations into the mix. Yel it is a better-balanced v\ork than No. 2. 

As M acD onald  puts it:

I b id .  2 8 3 . 
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Ext reme textural and chromat ic  proliferation in the outer movements  is 
expe r th '  balanced wi th homophonic  diatonic simplicity both within 
these movemen ts  and.  on the larger scale, with the overall  character  o f  
the scherzo.

This blend can be seen as a fur ther  manifestation o f  the twin concerns  o f  the rhapsodic  

and symphonic  noted by Langf ord  in Elgar, and traced through the earliest Brian 

vsorks d iscussed in this thesis.  In this regard, the fo l lowing assessment  o f  the 

S ym ph on) ’ No.  3 by Martyn B ecker  is o f  relevance:

There  is invent ion in it to ri\  al the best that Elgar could offer  in his two 
symphonies ,  and w ort hy  to stand alongside those o f  Vaughan 
Wil l iams. '  “

He further asserts that the w ork  contains ' the best o f  Thirt ies '  British s y m p h o n i s m ’

—  a view which provocatiA e ly  emphasises  the range o f  invent iveness that 

characterises the sy mphony in compar ison to contempor ar \  essa_\s in the genre. The 

second chapter  o f  this thesis d raw s  out these com par isons  at length, in order to put 

Br ian 's  personal  symphonic  m a n n e r  in context.

The Violin Concer to  incorporates  much of [Brian's ’symphonic '  or ' c lass ical '  m an ner  

within the con\  ent ions  o f  the concer to  genre, but also significantK includes —  in the 

centre o f  the final movem en t  —  an extended ’rhapsodic '  passage (the ‘In ter lude’). 

Al though the character  o f  this mus ic  could not readily be described as "radical’, the 

sense o f  it taking place outside the concerns o f  the rest o f  the mov ement  is a further 

instance o f  B r i an 's  composi t ional  skill. He expands  the horizons ol ' this music in an 

imaginat ive m an n er  by means  o f  his personal sense o f ’rhapsody".

Extra-musical and programmatic elements

Brian 's  enga gem en t  with external  stimuli and program me s Ibr the vsorks d iscussed in 

this thesis fall into three ca tegories .  The first strand consists of  those vsorks svhich are 

programmat ic in nature,  and fo l low a narrative dictated by ext ra-musical  

considerat ions.  The fascinat ing thing is that both these early svorks —  the Fantastic

I h id .  276.
' " M artyn  B eck e r .  'B r i a n ’s T h ird  S_\ mphon_\ ' in HB. A spects  o f  H n v erg a l  B n a n ,  ed. Jurgen  
Schaarsvach ter ,  A sh g a te ,  1997. 1 9 3 -9 8 .
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I 'ariations on an Old Rhyme  (1907) and Doctor Merryheurl  (1911-12) —  combine 

their programmes with the parameters o f  variation form. The idea o f  character 

\ ariations stems from Strauss' Don Oiiixolc  (1 897). as meniioned abo\ e —  a work 

which masterfully blends the illustrative with the purel> musical idea o f  thematic 

variation —  as well as from Elgar's Enigm a Variations  (1898-99). These 

considerations show that Brian’s thinking was very much in tune with that o f  some o f  

his most celebrated contemporaries.

The next category o f  work is less clear-cut by nature. The tlrst three s\ mphonies —  in 

their different ways —  as well as the earlier For Valour  (1904-06). Festal Dance 

(1908) and In M emoriam  (1910) —  all refer on some level to extra-musical matters, 

but to varying degrees. The general character of the three early works can be inferred 

from their titles, but no more specific details apply. Despite the origins o f  Festal 

Dance  in the dismantled Fantastic Sym phony  (1907-08) — see chapter one —  it can 

be appreciated purely as an exuberant exploration of dance rhythms and orchestral 

textures. The division of//? M emoriam  into three ‘scenes' can be readily heard, despite 

the lack o f  any further information regarding what those scenes are, or how they relate 

one to another.

Brian wrote rather laconically for Nicholas Slominsk_\ ‘s Music since 1900,  that he 

regarded his symphonies as 'abstract; free o f  programme'. On the topic o f  his most 

famous work, the Gothic,  he merely remarked that the title "is sufficient indication of 

the character o f that Symphony’.'^" Despite this rather absurd compression o f  the most 

extended symphonic canon o f  the tw'entieth century mto one obser\ ation. the comment 

can be said to reflect his ultimate \ ie\\point, that the music should stand independent 

of an\' external considerations. Thus the subtitle ’Altarus' —  though it v\ as partly 

erased from the autograph score and its meaning remains unc lear—  should not 

distract one from the musical mastery e\ ident in the Third Symphony. A similar 

approach to the Sy mphony No. 2 is also possible, but the fact that Brian never denied 

the links w ith Goethe's Gat: von Berlichingcn  allows for an approach like that of 

Graham Saxby. He equates the opening idea o f  the finale (example 2:50) with 

‘betrayal', and the movement as a whole as concerned with the opposing ideas of

' ■ Br ian  q u o te d  in M a c D o n a l d .  The SyniphonicK.  vol.  .1. SI .



‘nobility  and b e t r a y a l ' . ' H e  further argues that kn o w led g e  o f  the G oe the  play "helps 

tow ards  a  full appreciation  o f  this final m ovem ent,  and helps  to justify  its 

w 'aywardness when cons idered  in purely musical t e r m s " . T h i s  final point contradicts 

B r ian 's  v iew  that the m usic should be assessed independen t o f  extra-m usical factors. 

Know ledge o f  the play m a \  broaden appreciation o f  w ha t Brian has done —  or what 

inspired him to do it —  but it does not excuse purel\  m usical miscalculations, as 

d iscussed  in my com m entary .

The Violin  Concerto presents  no such dilTiculties. As the a b o \c  discussion m akes 

clear, it sacrifices no th ing  w hen  com pared  to the far better known vvorks in that genre 

co m p o sed  in the 1930s. B r ian 's  later sym phonies  are not en t ireh  free o f  occasional 

external associations —  as M acD onald  has docum ented  —  but Brian 's  s ta tem ent to 

S lom insk )  that ‘T he Sym phon ies  com pose th e m s e h e s '  can perhaps be in terpreted as a 

fmal avow'al that the m usical argument is o f  more im portance  than any ex traneous 

influences or r e f e r e n c e s . 'T h e s e  find their final resting place in the purely  musical 

d iscourse  and —  though  they m ay have inspired aspects  o f  it —  do not u ltim ately 

detract  from its se lf-su ffic iency .

Brian and 20‘*’ cen tu ry  developments

M alco lm  M acD onald  has d ispelled the notion that Brian was an isolated figure —  

forgotten  by his peers and  out o f  touch with co n tem porar\  musical e\ cnts —  in the 

third x'olume o f  his s tudy o f  the s>'mphonic output. The publication o f  som e o f  B rian 's  

very extensive journalis t ic  writings —  one volum e to date  out o f  a projected six —  

reveals  that Brian w as w ell abreast o f  the contemporar> scene. The im portance o f  this 

lies in the fact that B r ian 's  m ature compositional style —  wi th all its idiosyncrasies 

and controversial aspects  —  was not the result o f  his isolatit)n. hut a spirited and 

susta ined  engagem ent w ith  the musical world around him.

T he  detailed  study o f  the three main works o f  this thesis considers several o f  these 

aspec ts  o f  his musical style. His use o f  both triadic and m ore dissonant harm onies  can

' ' G raham  Sa.Kby. Havergal Bi ian 's  Second S_\ niphons in HB Aspecis of Harergul Brian, ed. Jurgen 
Schaarvvachter. Ashgate, 1997. 170-193.
'■ U h id .  \93.

Brian quoted in M acD onald . The Symphonies. \o \ .  3. 81.



be traced th rough  the mature works, from the 'Gothic ' onwards. Tonal points o f  

slabilit) are p laced  against more unstable  passages th roughout this work. The 

conclusion o f  the 'Gothic  w here  d issonan t orchestral passages are followed by the 

quiet, unacco m p an ied  final cadence  in E major, represents an extrem e exam ple o f  

these two harm on ic  styles being used  to powerful effect. The Sym phony  No. 2 —  in

its opening tw o  m o \  ements in particular  further dc\ elops this engagem ent with

contrasting ha rm o n ic  styles. ,A.s M acD ona ld  has com m ented:

Its first tw o  m ovem ents  are am ong  the most 'm o d e rn '  m usic  Brian ever 
co m p o sed  in the sense that they are clearly written with an awareness o f  
such  con tem poraries  as Berg. Schonberg. and S zym anow ski,  and with a 
desire to explore som e o f  their territory —  the structural handling o f  
ch rom atic ism  in m elody and harm ony, and new  instrum ental textures 
—  in B r ian 's  own terms.

The jux tap o s i t io n  o f  tonal and non-tonal elem ents is one o f  the key facets o f  the 

opening m o v em en t  o f  the Third S> m p h o n \ .  as discussed in detail in chapter five. With 

the Violin C oncer to  there is a c lear path from the tense, harm onically  dense orchestral 

exposition in the opening m ovem en t to the focal point o f  the 'n e w ' melody in its latter 

stages. The triadic  nature o f  this m elody  —  w hich, as 1 argue, is the goal o f  the first 

m ovem ent —  em phasises  a m ove tow ards li'iial clarificalion as the music m o\ es 

towards the tlnal bars. This re laxing o f  the more extreme chromatic  aspects o f  the 

music is con tinued  in the second and third m o \  ements.

Brian was a lw ays ,  at the most fundam ental le \e l .  a tonal com poser, fhe cadences  that 

conclude m any o f  his m ovem ents  —  e\ en when the final chord uses the bare fifth 

without qualify ing  major or m inor third, as it often does in his work —  confirm this. 

His incorporation  o f  an extrem ely  chrom atic  language into this fram ew ork results in 

the d istinctive sound world o f  his m ature work. He was fully aw are o f  the scope 

offered by the inclusion o f  all tweix e pitchc.s into his material -  as discussed above in 

relation to the open ing  m ovem ents  o f  both the Second and fhird Sym phonies —  but 

did not carry this so far as to experim ent with serialism. The idea that the row 

dominates a serial work —  in the absence o f  tonalit> —  is not central to his 

incorporation o f  all tw eh  e pitches. As the thesis has show n. Brian concern was with
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the co-existence o f  tonal and non-tonal elem ents within the expansive harmonic 

fram ew ork  and tim e-sca le  o f  the three orchestral works under discussion.

Coda
The neglect o f  B rian 's  m usic  has led to the mistaken assum ption  that he did not care 

about w he ther  his m usic  w as perform ed or not, and the corollary view that he was 

am ateurish  in his approach  to the craft o f  composition. The former point is re\ ealed as 

inaccurate when one considers  the trouble he had —  and the care he took —  with 

beginnings and endings (see appendices 1 and 2 in particular). This care was taken due 

to the fact that he w ished  to fram e his musical argum ents as clearly as possib le  as 

m uch  for a listener as for his o w n  satisfaction. The latter point is s trongly  —  and 

conclusivel}' —  contrad icted  by the extended studies o f  the three w orks at the heart o f  

this thesis.

W riting  in 1945, R eg inald  Nettel offered the following opinion with regard  to the 

future reception o f  B r ian ’s music:

There is little hope  that public taste in this country  will veer round in 
favour o f  B r ian 's  m usic in the near future.'

He cannot be blamed for not anticipating the change in B rian 's  fortunes with the 

ad\ ent o f  Robert S im pson  in the 1950s. and the stead\ accum ulation  o f  recordings o f  

recent years. But he is very prescient in the following observation:

A nd yet he [Brian] has carried out his work sincerely, and  borne his 
d isappointm ent with a stoicism that cannot but bring adm ira tion  to

178those who ha \ e seen it.

This fortitude was to sustain Brian —  then  nearing seventy  —  for another two 

decades, through one o f  the m ost remarkable ’late periods ' o f  any com poser.

The briel' consideration o f  Brian offered in the second \x)lume o f  the O xford History of 

English Music,  published in 1999. tends to support the view that Brian is still —  

a lm ost sixty years after N e tte l 's  p ioneering book —  regarded as m ore  o f  a curiosity

R e g i n a l d  Ne t te l .  ( f > c / e « / / V / i u / c  ( O x f o r d  L)nive ib i t \  Pre ss ,  1945) .  139.
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than an important figure. The comm ents therein are an odd mixture o f  over

simplification, damning with faint praise, and unfocussed insight, all o f  which are 

equally unhelpful. It is noted —  accurately —  that Brian '’never relinquished his quest 

for originality" after IQ45. The commentar> then proceeds to discuss the Symphony 

No. 8 (1949) as typical o f  his later s t y l e . T h i s  work is lumped together with 

Sibelius' Seventh Symphony (1924) and Tapioki (1926) "with which it shares a

brooding intensity; yet it lacks their variety and at times is even more clotted in 
1 8 0texture '. This affront —  to Sibelius as much as to Brian —  is followed by the 

ibllovving comment:

Yet that is not quite the whole story, for the work is formally ingenious, 
embracing two passacaglias o f  which the first at least is an 
imaginatively austere invention, the whole conception having the 
cohesion as well as the solidit\ of a marmoreal tragedy.'^'

The entire symphonic output from 1948 — from No. 6 to No. 32 inclusive —  is

characterised as a "dour soundscape in which strong tonal references are articulated by
18^seemingly casual progressions'. ‘ This is accompanied b> an acknowledgement —  in 

a footnote —  of the central importance in the Brian literature o f  the three volumes on 

the symphonies by Malcolm MacDonald. (The manner of the earlier music is equally 

inaccurately summarised as a 'Straussian approach to harmon\ and tonality'). The 

most regrettable aspect o f  this extremely cursor\ attempt at placing Brian's later 

output in some sort o f  context is that it does not draw on the conclusions found in the 

third volume of M acDonald 's study.

MacDonald has offered the most eloquent and provocative assessment o f  Brian's

overall achievement. He states that Brian's best music is w ritten with ‘supreme

mastery o f  both technique and inspiration, as much as has been displayed by any
18^composer this century'. ' He considers him a symphonic composer on a par w'ith 

Mahler and Sibelius, the two towering giants o f  early tw entieth-century symphonic 

writing. The craftsmanship in Brian 's  music has never been treated as fully as is the

' J ohn Caldwell .  'Othei'  Genres: The Older  Composers '  in The Oxford History o f  English M usic  vol.
11. From  c. /  7 / i  to the Present Day  (Oxford University Press. 1999). 420-22.
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cast in the present thesis. A similar stud> o f his uorl\ in other decades is needed to 

account for the creative workings o f his extraordinaril}' fertile mind in his later years.

The mix o f classical and radical elements in Brian's symphonic music —  as discussed 

in detail in relation to the Second and Third Symphonies and the V io lin Concerto —  

sho\\ s that Brian uas o f his time, and be>ond it. In fact much o f the creative tension in 

Brian's output springs from this provocative juxtaposition, a contrast o f opposites not 

found to the same degree in the music o f his contemporaries in England. The following 

comments, made by Gilbert Murray in relation to Vaughan Williams, can be said to 

apply equally apth - -  i f  not more so — to Brian;

Every man who possesses real v ita lity  can be seen as the resultant o f 
two forces. He is first the child o f a particular age. society, convention; 
o f what we may call in one word a tradition. He is secondly, in one 
degree or another, a rebel against that tradition. And the best traditions 
make the best rebels.'*'"'

The issue o f greatness —  its presence or absence, and its quantity —  is less tangible 

than that o f technical competence. It is. howe\ er, possible to prove —  as this thesis 

has done —  that Brian was technically a ver\ competent and inventi\e composer.

Brian himself noted, in an article on Vaughan Williams:

No composer o f genius writes 'fo rm ': he composes music, showing his 
mastery o f ’ form" b}’ his own inborn instinct for balance o f design and 
original invention.'*"

The craft detailed in the centra! chapters a f this thesis is a considerable one. Brian's 

music is as it is because he worked at it to make it so. His creative control has never 

been as fu lly  documented as in the present account, based on the sur\ i\ ing 

compositional materials.

Ultimately the music must make its own way with listeners, independent o f 

sensational facts or sympathetic attitudes based on those facts. The Canadian pianist

Quoted ill Michael Trend. The Music XhikL'i s. Heirs unJ Rvhels of iha English Musical Renaissance. 
Edward E lgar to Benjamin Britten  (Weidenfeld &  Nicolson. London. 1985), 3.

Havergal Brian, 'The music o f Ralph Vaughan W illiam s' in Havergal Brian on Music, vol. I:  British  
Music {ed. Malcolm MacDonald). Toccata Press. 1986. 316.



Glenn Gould (1932-82) has eloquently encapsulated what makes a listener want to 

experience a piece o f  music:

We need to feel assured that what is being said has to be said and that
our time in attending it is gainfully employed.

My conviction is that what the music of Ha\ergal Brian has to sa>' is strongly personal 

and worth listening to. as well as repaying detailed s tu d \ . His music speaks o f  its time 

in an individual way, and also addresses issues o f  universal significance (see his own 

comments on Symphony No. 2). It takes a considerable amount o f  time to listen to all 

his music —  and a proportionally large time to assimilate it — in its variety and 

complexity. But time in \ested  in the music o f lh u e r g a l  Brian is time v\ell spent. The 

music has had to wait a ver> long time to be heard al all. but the signs are that it is 

beginning to make its way. One cannot predict how far the journey will take the 

composer and his music, but it seems likely that the music will finally be heard. One 

must hope that the standard o f  performance will allow the qualits o f  invention and 

skill in matters of form and orchestral texture to shine out as clearly as possible. 

Mahler once observed famously that 'm y time will c o m e '. ’**̂ The author o f  this thesis 

asserts —  with a resolve similar to that displayed b\' the composer —  that the time for 

Ha\ ergal Brian and his music is imminent.

G l e n n  G o ul d .  ‘The  psvc l io logv o f  i mpr ov i sa t i on '  in i lw  ( i lc n n  Cinii lJ R cuJ ijr '  (ed T i m  Page.  Faber  
and l a b e l . I Q84). 16.

Q u o t e d  111 N o r m a n  Lebr ech t .  M ulv'er R e in j in h c rc J  [¥abi[' imJl Kaber,  1987),  307.
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APPENDIX 1: The manuscript materials for the Second Symphony

Table A l: l:  Size o f manuscript paper

Manuscript Paper Pages
First Movement
26-stave 1-4
28-stave 5-12
26-stave 13
Second Movement
28-stave 14-21
Third Movement
28-stave 22-30
Fourth Movement
26-stave 31
28-stave 32
26-stave 33-37

Table A l: 2: The layout of the short score: movements 1 and 2

Place in Score Staves per system
First Movement
Bar 1 to 27:9 3
Second Movement
27:10 to 29:5 2
29:610 29:8 3
29:9 to 32:5 2
32:6 to 34:4 n

34:5 to 34:7 4
34:8 to 42:6



Table A l:3:  The layout o f  the short score: the third movement

Place in Score Staves per system
Third Movement
42:7  to 43:2 2
43:3 to 44:6 4
44:7  to 49:10 2
50:1 to 50:7 n

J

50:8 to 51:9 4
5 1 :1 0 to  52:4 3
52:5 to 54:6 4
54:7 to 55:2 10
55:3 to 55:8 5
55:9 to 58:8 6
5 8 : 9 t o 6 1 : l 6
61;2 to 67:4 6
67:5 to 67:8 4

Note
The changing  num ber o f  staves in each portion o f  this m ovem ent clearly reflects the 

deploym ent o f  the four groups o f  four hom s that fo rm  such  an im portant part o f  the 

sound world o f  the finished score. Brian uses num berings  to identify the role o f  each 

individual group o f  horns. The use o f  terms such as ‘e c h o ’ and ‘in the d is tance’ clearly 

reveal the concern  w ith  exploration  o f  the acoustic space  in this part o f  the symphony. 

This type o f  num bering  is used at one significant po in t  in the short score for his next 

sym phony, in the first m ovem ent.  The reference there is to the use o f  the tw o  pianos 

(discussed in detail in chapter 5)

Table A l:4: The layout of the short score: the fourth movement

Place in Score Staves per System
Fourth Movement
67:9 to 82:1 2
82:2 to 83:2 J
83:3 2
83:4 to 84:8 :>
84:9 to 85:2 2
85:3 to 85:8 3
85:9 to 87:7 2

Commentary'

The short score re \ ’eals m any  changes —  and corrections —  o f  detail w hen  com pared 

with the full score. These details, while significant in revealing the care B rian  took to
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m ake sure his final score was as correct and clear as possible, do not affect the overall 

com positional arch o f the work. There are, however, three changes with regard to the 

addition or deletion o f material that are o f significance in showing how  B rian’s 

thoughts on the bar to bar structure o f his work evolved, as well as —  significantly —  

its likely impact in perform ance.

1. T he  opening  tvvo bars

The first two bars o f  the full score are not present in the short score. The work begins 

in this form with the im m ediate introduction o f  the pizzicato bass idea —  see exam ples 

2 :1(a) and (b) in chapter 4 This offers clear evidence o f B rian 's trouble with 

beginnings (for endings, see point 3 below). The two additional bars offer no new  

them atic material. They do, how ever, set the harmonic and textural context for the bass 

idea which follows. The additional two bars have a further significance in relation to 

B rian 's  thinking, how^ever. They provide a context for a listener at the start o f  the 

w ork, to initiate him /her into the sound world o f the symphony. They were inserted at 

the final necessary stage before the work could —  hopefully —  be performed. The 

inclusion o f  these bars at this late stage can arguably be justified on purely m usical 

grounds, but the tim ing o f their addition indicates that it is very likely —  at the very 

least —  that Brian was thinking about how to lead a listener into the particular world 

o f  this piece at this late point in the creative process. In short, these introductory bars 

were added to enhance the m usical argum ent, but also to cater for others. This is 

representative not o f  an indifference to perform ance, but o f  a consideration o f  its likely 

im pact on listeners —  and a desire to make that impact as clear and distinctive as 

possible.

2. Fig.  2 3 : 1 0

At this point in the full score, there is a one-bar transition to the restatem ent o f the 

second subject group (see chapter 4). At the parallel point earlier in the m ovem ent (at 

6:10), there was a tw'o-bar transition. The short score reveals that Brian originally 

wrote a transition o f tw'o bars at the present point, only to scribble across the m usic —  

but m ore heavily in the second bar. The decision to shorten the transition to one bar 

results in an intensification o f the musical discourse as it m oves tow ard the clim ax o f  

the m ovem ent (see example 2:16 for these climactic bars). This change reveals that 

Brian was thinking o f  the overall m omentum o f  his opening m ovem ent — even at this



late stage —  as he copied it. rather than m echanically transferring his short score into 

full score format.

3. The last hvo bars

The changes made by Brian to the final sounds o f his sym phony have already been 

discussed —  and illustrated —  in chapter 4 (see examples 2:66 and 67). The change 

made indicates that Brian was m indful o f  the alteration already made to the start o f  the 

sym phony (see point 1 above). The final m om ents —  in the version found in the full 

score —  effectively com plete the sonic arch o f  the work by referring back quite clearly 

to the sounds which opened the symphony. In conclusion, while the short score clearly 

reveals the clarity with which Brian conceived the broad span o f a work, the changes 

made at either end o f the piece reveal another aspect o f his com positional thought. He 

knew that how a work began and ended was crucial —  not just in relation to the work 

itself, but also for its impact on listeners. Brian wanted his work perform ed — and 

understood.

The Sketch pages
There are 10 pages o f sketch material for the Symphony N o.2, all o f which are found 

on the reverse side o f the ink short score o f  Symphony No. 3. This is also the case with 

the surviving sketch material for the Third Symphony. Their survival —  and the loss 

o f other sketch pages —  seem  rather haphazard as a result. The present pages comprise 

se\ en successive pages o f  what one can assum e to have been a com plete pencil sketch 

o f  the opening m ovement, one page from the scherzo, and the first two o f  the finale. 

The location column in the table which follows refers to the reverse pages o f  the ink 

short score o f Sym phony No. 3, with roman num erals for m ovem ent numbers.
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Table A l:5: Sketch pages

Page Location Numbering by Brian
1 Betw een III and IV 2
2 III: 8 -9 3
3 III: 7-8 4
4 III: 6-7 5
5 III: 5-6 6
6 III: 9-10 7
7 111: 4-5 8
8 III: 2-3 6
9 Betw een II and III 1
10 111: 3-4 2

Com m entan  

Sketch pages 1 to 7

The first seven sketch pages above form  part o f what one can safely assum e to have 

been a com plete pencil sketch o f  the opening m ovement. This formed the basis for the 

ink short score discussed above. The pages (numbered 2 to 8 by Brian) correspond to 

the span o f music from 3:6 to 22:7 inclusive. The changes form pencil sketch to the 

short score are concerned with the clarification o f detail. The use —  or absence —  o f  

accidentals is indicated in a clearer m anner, and some lines in single notes on the 

sketch pages occur in octa\ es in the short score. The evidence o f these pages strongly 

supports the contention that Brian com posed in fluid, continuous spans o f  music. The 

dim ensions are fully worked out, suggesting that Brian composed with a clear sense of 

overall structure even at this early point in the creative process.

Sketch page 8

This single page (numbered 6 by Brian) strongly suggests the existence —  as was 

custom ary for Brian —  o f a com plete pencil sketch o f  the third movement. It 

corresponds with the span o f music from 61 :2 to 65:4, which includes the climax of the 

‘B attle’ scherzo. The notation is quite bare at times, in particular at the climax point 

itself, where the m usic is written in two parts —  top and bottom  —  without any inner 

parts. There are Indications o f the intended harmony under two bars ( ‘Dmi, G min, B ’ 

and ‘E ’) which are written in full in the corresponding bars o f the short score.

The climactic bar (63:5) is stated four tim es in succession in the short and full scores. 

On the present page the bar is written out once, with the instruction 'Repeat ‘across it
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followed by what appears to be ‘o f  line’. ‘Tutti b rass’ is also written at this point. Bars 

64: 5 and 6 are not present in the sketch. They consist —  in the short score — o f  a 

sustained chord o f C m ajor before the harp begins its quaver pattern. This pattern 

begins after a single bar o f  the C m ajor chord in the sketch, with another written 

com m ent, w’hich appears to be ‘Repeat o f line’ once again. There is also a perforated 

bar-line at this point, which may relate to the instruction to ‘repeat'.

The sketch page is not nearly as fully realised as the corresponding passage in the ink 

short score. The lack o f detail and scribbled comm ents point to a certain urgency to get 

the substance —  as distinct from the detail —  o f the ‘Battle' scherzo onto paper. This 

would be consistent with the contention —  noted above in relation to the surviving 

pencil sketch pages for the first m ovem ent —  that Brian had a strong sense of 

continuity and structure in the early stages o f  his compositional work on a piece.

Sketch pages 9 and 10

The first two pages o f  what was probably a com plete pencil sketch o f this final 

m ovem ent correspond to the music from 67:9 to 75:4 o f the ink short score. There are 

num erous changes in detail, most o f them  related to the ‘G otterdam m erung’ related 

idea with w’hich the m ovem ent starts. This is quoted in chapter 4 as e.Kample 2:50. The 

changes indicate that the exact shape o f  this idea —  pivotal as the finale unfolds, as 

chapter 4 docum ents —  caused Brian quite a bit o f  trouble. The rh \lhm , pitch and 

duration all underw ent transform ation from this early sketch. The m ost significant o f 

these alterations relates to duration. In the short score, the idea occupies a full bar, and 

is clearly used to punctuate —  and interrupt —  the funereal tread o f  the music. In the 

sketch pages, however, it is seen as a flourish at the end o f a bar, functioning as a florid 

upbeat figure. Its function at this stage is to link the various musical paragraphs that 

constitute this part o f the m ovem ent. Brian changes the profile o f  the m otive, and 

effectively alters its role in the musical discourse, form that o f a link to a punctuation 

point. Instead o f  joining the musical paragraphs together, it separates them.

It is o f  also significant that the mofive —  as present in the two sketch pages —  does 

not contain the urgent two note figure w'ith which all its appearances begin in the short 

and full scores. The absence o f this figure —  a short note follow'ed by a much longer 

one —  means that the shape o f the idea is very close to that used famously by Wagner
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in Siegfried's Funeral Music. The allusion o f  the short and full scores is thus rendered 

an alm ost exact quotation in the sketch pages. Further to this, the motive as used by 

W agner is essentially a florid upbeat, functioning in a sim ilar manner to the near 

quotation o f  it on the sketch pages o f the Brian work. W hether Brian changed the 

shape in order to move aw ay from  too close a resem blance to a famous w ork by a 

com poser he greatly adm ired, or merely sought to add clarity in the short score —  as a 

necessary step toward full and final realisation the full score —  is not known. The 

pages do reveal, however, that Brian’s structural sense was present at this early stage, 

e\ en if  the exact shape —  and function —  o f  some o f the ideas was not quite there.



APPENDIX 2: The Manuscript materials for Symphony No. 3

The Short Score 

Table A2: 1: Size of manuscript paper (movement 1)

Manuscript paper Pages
First Movement
26-stave 1-2
27-stave (11+16) 3
24-stave 4-13
28-stave 14-16
24-stave 17
26-stave 18

Table A2: 2: Size of manuscript paper (movement 2)

Manuscript Paper Pages
Second Movement
26-stave 1-2
See note below 2(a)
28-stave 2-7
29-stave (19+5+5) 8
28-stave 9-10

Table A2: 3: Size of manuscript paper (movements 3 and 4)

Manuscript Paper Pages
Third Movement
28-stave 1-10
Fourth Movement
26-stave 1-10

Notes

1. The 27-sta\ f page in the first m ovem ent consists o f staves o f two different sizes. 

The top 11 are sHghtly sm aller than the bottom 16, which contain the bars from  5:1 

to 5:6 inclusive. The num ber o f  staves per system changes at this point from 4 to 6 

(see table A2:4 below'), It is possible that Brian changed the layout o f these bars 

after his decision not to write a Concerto.

2. Page 2(a) o f  the slow-- m ovem ent is num bered as ‘2 ’ by Brian, which is the same 

number allotted to the previous page. This is probably because it contains only 7

344



bars o f  music (from 36;5 to 37:1 inclusive). The last three of these have been pasted 

in. and the rest o f  the page is pasted over with two vertical strips o f  10 staves each, 

A i l  o f  this suggests a quite substantial revision o f  the present passage by Brian. The 

bars come between a violin solo (as part o f  the ‘Interlude’ in table 3:8) and the 

beginning o f 'deve lopm en t 1’. It seems likely that Brian sketched a substantially 

longer 'Interlude' originally, and changed his mind at this stage, perhaps to tighten 

the structure o f  the movement.

. The 29-sta\ e page 8 o f  the second m ovement is pasted over, giving units o f  19, 5 

and 5 staves respectively. The alignment o f  the end o f  staves between the top 19 

and bottom 5 suggests the middle 5 staves were pasted on top o f  what was probably 

4 staves on the original 28-stave page (the surrounding pages are written on 28- 

stave paper). The 4 bars in question (48:2 to 48:5 inclusive) lead to the final 

statement of the main theme o f  the movement. The most likely explanation is that 

Brian wished to clarify his notation in these bars before embarking on the writing of 

a full score.

Table A2: 4: The layout of the short score (movement 1)

Place in Score Staves per System
First Movement
Bar 1 to 4:1 2
4:2 to 4:10 4
5:1 to 5:6 6
5 :7 to 5 :1 0 4
6:1 to 7:5 2
7:6 to 11:10 4
12:1 to 15:5 2
15:6 to 19:7 4
19:8 to 21:2 5
21:3 to 21:6 4
21:7 to 23:2 6
23:3 to 25:2 4
25:3 to 31:3 3

Notes

1. The single instance o f  Brian using 5 staves per system (from 19:8 to 2 1 :2) largely 

consists o f  a layout o f  2+2 bracketed together, with a sta\ e in between which is 

sometimes written on, at others empty.
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2. For the final bars, a similar situation prevails, except that the middle o f  the three 

sta\ es is always empty.

3. After 16:1, Brian added two bars in the full score (see example 3:20). There is 

nothing to hint at this change in the short score, in contrast to the tw'o additions to 

the finale noted below.

Table A2: 5: The layout of the short score (movements 2 and 3)

Place in Score Staves per System
Second M ovement
31:4 to 32:7 2
32:8 to 35:7
35:8 to 36:4 2
36:5 to 53:3 j

Third M ovement
53:4 to 83:8 3

Table A2: 6: The layout of the short score (movement 4)

Place in Score Staves per System
Fourth M ovem ent
83:9 to 85:4 2
85:5 to 93:4 3
93:5 to 93:10 4
94:1 to 91:4 2
94:5 to 95:5 3
95:6 to 96:1 4
96:2 to 96:4 3
96:5 to 98:6 4
98:7 to 100:5 j

Notes

1. After 96:1 Brian added an extra bar in the full score, indicated here by the 

inscription ‘+ I bar' at the left-hand margin, and the circling o f  a four semiquaver 

figure used in that additional bar (see example 3:51).

2. The ink short score ends one bar earlier than the full score. The additional bar is 

added in pencil in the bottom right hand comer. This is illustrated and discussed in 

chapter 5. The late change made to the final bars o f  the symphony testifies further to 

the difficulty Brian often experienced with the start and end of his w'orks (see 

appendix 1 on the Symphony No. 2),



The Sketch pages

There are eight pages o f  sketch material in relation to the Third Symphony, and these 

are located, vvith one exception, on the reverse side o f  pages o f  the ink short score for 

the work, as shown in the table below. The four pages numbered by Brian are clearly 

part o f  a complete short score in pencil which, as argued above, formed the basis for 

the ink short score, as was his compositional practice. The contents o f  each page, and 

their importance in relation to Brian 's work on the Third Symphony, are discussed in 

the following commentary.

TableA2:7: Sketch pages

Page Short score page (reverse) Numbering by Brian
1 1 1
T 1 4

1 11
4 1 17 14
5 1 18 15
6 2 2(a)
7 2 2 6
8 2 1 7

Note

Sketch page number six above consists o f  two pasted strips across page 2(a) o f  the ink 

short score (see note 2 above on table A2;3).

Commentary 

Sketch page 1

This is a 17-bar sketch, starting in A major, but with a different ending, o f  the ‘second 

subject' o f  the first movement. It is written on a single line, without accompanying 

harmony or any dynamic indications. That subject begins at this pitch at 23:3 in the 

score.

Sketch page 2

This fragment consists o f  six crotchets o f  music, written on two staves, which are a 

sketch o f  the melody (this time with harmony) found in sketch page 1, It, too, begins in 

A major. The type o f  accompaniment sketched was not used in the score.



Sketch page 3

This contains 2 elements: (a) a fragmentary sketch, o f  two bars length, o f  the same 

melody as the above sketches, on tu'o staves, once again in A major, but written in 

double the note values found in the other sketches for this melody, as well as in the 

final score; (b) a 15-bar sketch, wxitten on one stave, o f  a version of the first subject 

closely related to the version heard at 19:7, where this idea is treated in canon. It 

begins at the same pitch (C sharp) as the canonic treatment.

Sketch page 4

This page has been discussed in chapter 5, in the section 'The  layout o f  the short 

score’. In summary, it may well be the point at which Brian ‘resolved the Concerto 

into a Symphony'. The instrumental indications, and the clarification represented by 

the corresponding section o f  the ink short .score show that this was a passage o f  pivotal 

importance to the composer, and also o f  crucial importance in deciding to write for two 

pianos rather than one.

Sketch page 5

Following on form the previous page in a pencil sketch o f  the movement, as indicated 

by Brian's numbering, this page corresponds quite closely to the parallel passage in the 

ink short score, with only slight changes in pitch and rhythmic profile. The ink score 

can thus be seen as a clarification o f  this sketch (and, by implication, the entire pencil 

sketch o f  the piece) before work begins on the full score. The basic shape is 

maintained, but some details are modified.

Sketch page 6

.As indicated above, the location of this material is different to that of the other sketch 

pages under discussion, and it would appear that its sur\’ival is even more haphazard. It 

contains 11 bars written on two staves in chorale style, and bearing no relation to 

anything in the Third Symphony.

Sketch page 7

The materia! on this page corresponds to material found on pages 8 and 9 o f  the ink 

short score o f  the finale o f  the Symphony, but written on systems of two staves rather
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than four. As for page 5 above, there are changes in detail o f  pitch and rhythm, but not 

in the overall shape. The difference in page numbers between the present page and the 

ink short score suggest that a similar process o f  textural expansion, implied by the 

greater number o f  staves per system, also took place in the earlier stages o f  this 

movement, with the change from pencil to ink.

Sketch page 8

This page has been discussed above, in relation to two details. Firstly, the date at the 

end o f  the page is the same as the date at the end o f  the ink short score (see the 

discussion above in chapter 5, under in troduc tion ') .  Secondly, the final bar o f  the full 

score, added in pencil to the ink short score (see ‘The short score and the coda’ from 

chapter 5) is not present in this sketch, providing further evidence that the striking final 

leap to F major and back was a late creative thought on Brian 's part.
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A PPEN D IX  3: The m anuscript material for the Violin Concerto

Table A3: 1: Size of manuscript paper

M anuscript Paper Pages
First M ovement
26-stave 1-13
Second Movement
26-stave 1-7(14-20)
Third Movement
26-stave 1-10(21-30)
28-stave 11(31)

Table A3: 2: The layout o f  the short score

Place in Score Staves per System
First M ovement
Bar 1 to 3:7 3
3:8 to 4:4 2
4:5 to 26:5
27:1 to 27:12 2
28:1 to 33:5
Second M ovement
33:6 to 33:12 2
34:1 to 58:10 J

Third M ovement
59:1 to 104:6 n

Commentary
The short score is written out with greater consistency o f  layout than either short score 

o f  the two symphonies. The layout on three staves is mosth' divided into two parts, the 

top stave corresponding to the solo violin line, and the bottom two to the orchestral 

part o f  the score. The parts o f  the short score w'ritten on two staves are as follows:

1. 3:8 to 4:4

This single system has the solo \'iolin line on the top stave, and the orchestral part on 

the bottom.

2. 27:1 to 27:12

This stretch o f  music contains the first, purely orchestral appearance of the ‘new^’ 

melody, and as such there is no need for a stave for the solo violin, which is silent. The 

layout confirms that Brian envisioned this important moment as a purely orchestral 

one.
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3. 33:6 to 33:12

This passage consists o f  the first statement of the passacaglia them o f  the second 

movement, before the entry of the soloist for the first variation.

Commentary

The music o f  the short score is continuous but for one omission. The cadenza in the 

finale is not included. However, the numbering o f  the short score at this point is 

cur icHis .  This is fulh discussed in the section in chapter 6 on the cadenza. It would 

appear that Brian had worked on the cadenza on a separate piece o f  paper. The music 

must have been worked out quite fully, since the short score allows for the score 

numbers betw'een the last bar before the cadenza begins, and the return o f  the opening 

theme of the movement at 96. It does not include the bars immediately before that 

return. howe\ er. The short score reveals clearly the harmonic continuity broken by the 

placing o f  the cadenza. To a certain extent, this can be seen as a development from the 

idea o f  many classical examples o f  the form —  such as the first movement o f  many o f  

M ozart’s piano concertos —  where the cadenza is prefaced by a 6/4 chord on the tonic. 

.After the extemporisation o f  the soloist, a signal trill is follow-ed by the return o f  the 

orchestra in the tonic.

It is curious that Brian adheres more closely to this idea than to a model like the final 

movement o f  Elgar's Violin Concerto in B minor, op. 61 (1910). w’here the solo 

instrument has an extended reverie. Perhaps Brian's ’Interlude' —  with its perforated 

bar lines and sense of separation from the main body o f  the movement —  fulfilled that 

role o f  an ' internal' solo meditation. The bar lines for this section are not perforated in 

the short score, but are fully present. This does not affect the character o f  the 

'Interlude', as opposed to how it looks on the page. In the full score, the perforated bar 

lines make visually explicit that which is aurally implicit, namely the separate, ‘irmer’ 

quality of the music at this point. The more ‘externaf character o f  the cadenza then 

offers a contrasting view of the solo instrument. The result, as argued in chapter 6. is a 

formal layout that is somewhat unbalanced by the presence o f  two quite discursive 

passages featuring the soloist.

In the final movement, there are two extra bars before the first appearance o f  the 

second subject (at fig.72) that were crossed out by the composer, and excluded when
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he came to write out the full score. They provide significant evidence that the 

expectant hiatus immediately before the entry of the second subject (illustrated in 

chapter 6 as example VC 34) was a conscious creative decision on Brian 's  part. The 

idea o f  an expectant pause before a strong change o f  texture is a prominent feature o f  

his musical language —  and its use o f  discontinuity in particular —  from his earliest 

mature works right up to his last compositions in the late 1960s. The evidence o f  the 

short score in the present context offers strong proof that this compositional device 

was a deliberate tactic, rather than a lapse in continuity arrived at out o f  technical 

incompetence. The second and third bars in the following example are not scribbled 

o\ er —  unlike in the short score —  to make the original path o f  the music clear. The 

two extra bars clearly pave the way for the E major tonality o f  the second subject, but 

in a rather bland manner, in particular with regard to harmony. Their omission has the 

twin effect o f  making the entry o f  that subject more surprising —  after the expectant 

pause —  and more effecti\ e. Their exclusion colours the musical argument in a 

manner typical of Brian.

EXAMPLE A3: 1

Violin Concerto; three bars before 72 to 72:1
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Sketch pages

There are four pages with sketch material on the reverse sides o f  pages o f  the ink short 

score In contrast to the bulk o f  the sketch pages discussed in relation to the second and 

third symphonies, these do not form part o f  a preliminary pencil sketch o f  the work, 

['he latter —  presuming it existed —  does not appear to ha\ e survived.



Table A3: 3: Sketch pages

Page Location Numbering by Brian
1 I: 3-4 None
2 I: 8-9 None

III: 4-5 None
4 III: 9-10 None

Commentary'

Sketch page 1

This contains a \ ersion of the second subject o f  the opening movement, written out on 

a single line, with a blank stave underneath it that has a bass clef at the start. The key is 

G major, corresponding to the key in which this melody is first heard. The slight 

changes made to the melody, plus the fact that the sketch is scribbled over in pencil, 

ma> indicate that it was a preliminary sketch for the idea. It may also have been an 

attempt on Brian's part to write down a theme remembered from the lost First 

Concerto, before including it in the short score o f  the surviving work.

Sketch page 2

There are two separate sketches on this page, one written on two staves at the top, and 

one on tliree sta\ es about tw o thirds of the way down. The top sketch uses two treble 

clefs, and appears to be in 4/4. It does not resemble any material form the concerto.

The lovver sketch uses the opening o f  the second subject in E major, which suggests a 

relation to fig. 13 in the first movement. However the correspondence is not very close. 

The top part — perhaps for the solo instrument —  has a hint o f  a counter melody, but 

this does not resemble anything in the short score. Perhaps the two sketches on this 

page represent a path not taken. Their fragmentary nature supports this view.

Sketch page 3

This sketch, crossed over in pencil, consists o f  the solo violin part from 62:2 to 65:6 of 

the final movement, with an increasingly tentative (orchestral) accompaniment. The 

latter is sketched for roughly four bars before stopping. However, for the first four bars 

or so, the line found in the solo violin part o f the short score is on the second stave, 

rather than the top one. The fact that the sketch is crossed over suggests it may have 

served as a preparatory attempt at the material found on page 4 o f  the short score —  

which it most closely resembles.



Sketch page 4

This  page contains a bar —  written on tw o staves and in 6/4 —  o f  material which does 

not appear to be related to a n \ lh in g  in the concerto. Its survival is as arbitrary as the 

o ther sketch pages discussed. It m ay be no m ore  than an inconsequentia l doodle, o f  no 

im portance in relation to the short score on the back o f  which it is written.



APPENDIX 4: LIST OF PERFORMANCES

The source for the fo llow ing  tables is a supplem ent to the Havergal Brian Society 

Newsletters  144 (Ju ly-A ugust 1999) and 145 (S ep tem ber O ctober 1999) en ti t led  

‘Havergal B r ian 's  sym phon ies  and concertos’ . This was com piled  by Jerem y 

M archant. and  also includes approximate tim ings for each m o\ ement o f  each  work, 

details o f  recordings, and orchestral forces.

1. SY M PHO NY NO. 2 IN E MINOR

Date Orchestra Conductor
19 M ay 1973 Kensington Sym phony  

Orchestra
Leslie Head

21 M ay 1973
24 M ay 1973
9 M arch 1979 BBC Symphony Orchestra Sir Charles M ackerras
6 Septem ber 1998 The Purely for Pleasure 

Orchestra
M ark Fitz-Gerald

Notes:

1. 9 M arch 1979 was the first fully professional perform ance.

2. The 6 Sep tem ber 1998 performance took place in a w orkshop.

2. SYM PHO NY NO. 3 IN C SHARP MINOR

Date Orchestra Conductor

12 January 1974 New Philharmonia 

Orchestra

Stanley Pope

17 M ay 1987 Composers ' Platform West 

Midlands Sym phony 

Orchestra

Paul Venn

26 O ctober 1988 BBC Symphony O rchestra Lionel Friend

Notes:

1. 17 M a\ 1987 was the first public performance.



3. VIOLIN CO NCERTO  IN C M AJOR

Date Orchestra Conductor Violinist

1 June 1969 N ew  Philharm onia 

Orchestra

Stanley Pope Ralph H olm es

19 M ay  1979 Y oung M usicians ' 

S ym phony  O rchestra

Jam es Blair

? January 

1981

BBC Northern 

Sym phon\ ' Orchestra

27 M ay  1995 M illennium  Sinfonia Jam es K e lleher M arat B isengaliev

Notes:

1. 19 M ay 1979 was the first public performance.

2. M arat Bisengalie\ ' was the first to p lay Brian 's  solo violin part w ithout alteration.
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