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GENERAL CHARACTERISTICS OF THE WORK
Topicality of the Dissertation Theme

A symphony must be like the world.
It must embrace everything.
Gustav Mahler

These well-known words once said by Gustav Mahler confirm the es-
sence of the genre of symphony, its particular significance. It is traditional
genre of instrumental music by means of which a composer communi-
cates to the listener about his own vision of the world using the language
of the most common, abstract, absolute music, genre which by its impor-
tance is equivalent to a novel in literature and since Beethoven’s time — to
philosophical treatise.

Symphony is one of the most stable genres of the instrumental music.
It chronicles three centuries of its existence and unlike other instrumental
genres it has preserved its essence and function in the most conservative
form until now.

Symphony has been chosen as the research object of this disserta-
tion thesis just because of the stability of the genre and by this feature we
singled it out from other traditional instrumental genres. Sonata, concerto
and instrumental ensemble are classical instrumental genres, which origi-
nated almost together with the symphony. They are based on similar struc-
tural but different conceptual parameters. During origination and crystal-
lization, traditional instrumental genres in the period of classicism were
united in the structure of a sonata-symphonic cycle, that in the course of
time appeared to be one of the most unstable structural parameter because
it is directly connected with the most mobile element of music — musical
language. With the course of time, Sonata, Concerto and instrumental en-
semble appeared to be open in relation to the ongoing changes in the mind,

accordingly, musical language. In different thought systems they experi-
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enced adaptation easier than Symphony that is evidenced from Bartok’s,
Sciarrino’s sonatas for ensemble, Boulez’s “Third Piano Sonata” in which
the synthesis of classical genre and aleatoric music are presented. As to
the Concerto, it has been the main principle of concerto since the Baroque
period and this genre implied certain freedom from the very beginning.
The instrumental ensembles in the 20™ century feature various (often non-
traditional) instruments and are characterized by diverse structural pecu-
liarity. Thus, these are those genres which due to the external conditions
easily change the form, while that’s not the case in terms of Symphony.

As compared to other instrumental genres the symphony seems to be
“indifferent” to changes. This genre is a steady construction which re-
sponds to the shocks of novelties least of all. Both composer and listener
have special requirements and set on perception in relation to them. To
this day it retains its “authority”” and evolves. “In music, more precisely, in
“pure” music, a symphony is the main bearer of intellectualism™!.

Symphony seems to be the most explored and familiar genre for ev-
erybody. However, there remains an aspect that is less (almost not) studied
in musicology. This is the existence of symphony as a genre — stable cat-
egory of culture different from the period of its origination and crystalliza-
tion, in some cases (modern, avant-garde) in radically different external
conditions. The purpose of our thesis is to establish why and how the
genre of symphony being formed in the period of classicism keeps exis-
tence in the 20™ century, in which ways it evolves.

It should also be noted that since the beginning of the 20™ century an
idea has been consistently maintained, that the form of Symphony has
ceased its development after Beethoven: “Modern symphony is based on
old form brought to perfection by Beethoven and nobody puzzles one’s

brains to find something new”, states Anton Webern’. And in terms of

! Baneparkmii, B. (1987). Cum¢ponusn u peanusm. Kypu.: Cosemckas mysvika
1987 Ne 2, ctp.: 15.
2 BebepH, A. (1975). Jlexyuu o mysvixe. [Tucoma. Mocksa: Myswvika. ctp.: 18.
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the developing of the genre itself it is still spoken that, “The symphony
is unimaginable after Mahler. With him the development of genre was
finished’” (Bardanashvili, 2009). In spite of such attitude, the symphonies
continue to be created so far and this genre is evolving in rather interesting
way that is evidenced in a live composer’s practice.

The purpose of the study defines the object of the dissertation thesis
— genre, a stable category of culture. The study of the process of its origi-
nation, essence, evolution is especially important for the analysis of those
complicated processes passed by a symphony during the three centuries
of its existence.

It is important for us to make clear how a genre is formed, what is a
genre, and how it develops.

Genre is known to be a model which belongs to a certain epoch and so-
cial environment. It is never static and follows the dynamics of the thought
evolution. Genre is the same as a heritage; it is a model that becomes a
tradition and is passed on from one generation to another. It is in the al-
ternation of generations that it develops, enriches with new properties that
frequently means “change” and for a genre as a stable category of culture
equals to the loss of some hitherto stable feature.

Thus, genre is historico-cultural memory and consciousness that lies
both in composer and listener: it acts during composition of musical piece
as well as during its listening.

Both composer and listener have a clear idea about particular genre. It
is a genre stereotype, model, image left by various titans of music. Sym-
phony is just the genre that represents one of the most vivid traditions,
heritage, and stereotype. In spite of radical changes occurred in the mind,
it continues its existence. The task of our dissertation thesis is to establish
the reasons of the firmness of this genre and mechanism of the develop-
ment by means of the analysis of the symphonies of the epochal impor-

tance. For this, employed criteria by which we consider each symphony
3 Conversation with Joseph Bardanashvili (2009).
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from the viewpoint of closeness with genre paradigm or search for a new
path.

Proceeding from the goals and objectives of the thesis different types
of scholarly literature have been treated. Genre has been studied both in
the sphere of arts in general and music. From the aspect of study of the
essence of the genre, its evolution of special importance for us was M. Ka-
gan’s book “Morphology of Arts” which presents in general the essence of
the genre, history of its existence as a concept, genre differentiation in var-
ious spheres of art. K. Miller’s work (“Genre as Social Action”) familiar-
ized us with new, general theory with account of modern trends in which
sociological aspect was brought into the forefront and with this it appears
especially important for us as it relates to genre functioning issues.

We have examined almost all theories existing in musicology related
to the genre: M. Aranovsky (Structure of musical genre and modern situa-
tion in music), L. Berezovchuk (Musical genre as a system of functions),
M. Lobanova (Musical Style and Genre. History and Contemporaneity),
E.Nazaikinsky (Style and Genre in Music), A. Sokhor (Theory of musical
genres: tasks and perspectives), V. Zuckerman (Musical genres and basics
of musical forms), D. Chandler (An Introduction to Genre Theory), etc.
Among them of great importance for us appeared fundamental works by
V. Zuckerman and especially M. Aranovsky in which the essence of genre
in music, its structure and functioning situation are discussed. The theory
of genre occupied significant part in our Bachelor’s (“Problem of genre
destabilization in the first half of the 20th century chamber-instrumental
music”) and Master’s (“Musical genre: Transformation of tradition. Se-
arch for New Ways”) diploma works. This thesis continues the research
work started there.

The subject of the thesis — symphonic genre as was already mentio-
ned, is widely regarded in numerous scholarly researches. While wor-
king on its genesis and essence we based on several researches existing

in the history of music and theory. The essence of a genre is studied in
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sociological aspect in P. Bekker’s work “Symphony from Beethoven to
Mabhler”; also of particular importance was familiarization with the works
by I. Solertinsky, T. Chernova and E. Mikhalchenkova who study drama
types of symphony. However, of all the works devoted to the symphony
the greatest impact on the direction of our research had such fundamental
study as M. Aranovsky’s “Symphonic Searchings” where paradigmatic
signs of the genre are considered. “Symphonic Searchings” goes beyond
the frames of musical-analytical work and reaches the heights of the mu-
sical-philosophic work but we share Aranovsky’s postulates only partially.
In theoretical part of the thesis we make analysis of the latest theories of
which we single out Vinogradova-Chernyaeva’s theory (“Symphony in
etymological aspect”) in which genre of symphony is studied in etymo-
logical aspect and just this aspect is considered main trend of theoretical
thought of the present-day symphony.

Besides this, obviously, we got acquainted with monographs, various
articles and web pages which deal with the creation of the authors of the
analyzed symphonies. They are: Ch. Ives, D. Shostakovich, A. Schnittke,
L. Berio, I. Stravinsky, O. Messiaen, J. Sibelius, S. Barber, A. Schoenberg,
A. Webern, S. Gubaidulina, G. Kancheli, J. Bardanashvili, S. Nasidze, J.
Adams, etc.

It is worth mentioning that while working at the thesis problematic, we
got acquainted with numerous symphonies created by different composers
in the 20" century (various sources indicate that in the period from 1901 to
2010 over 300 symphonies were created). The final stage of work selec-
tion of the symphonies occurred according to two main criteria: 1. Type
of interaction with genre paradigm — level of novelty rate; and 2. High
artistic value of the composition. With account of these criteria the thesis
does not include the symphonies of a number of composers which exactly
or almost exactly follow genre paradigm characteristics (they are a great
part of symphonies by Shostakovich, Hindemith, Honegger, Prokofiev,

etc.) or do not meet special artistic demands. Besides this, our research
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work covers not restricted range of time and culture but wide, global spec-
trum due to which we have to take an option. In the process of working
at analytical part of the symphony the criteria determining classification
of the symphonies were gradually pronounced: conception, structure,
composition. It is just according to these criteria that diverse spectrum of
symphonies is classified in analytical part.

This thesis presents an analysis of present situation in symphonic
genre. By means of systematization of diverse specimens of genre we
have established main and stable principles that determine the genre of
symphony and the results obtained by their variation which represents sci-
entific novelty of the work. Symphony in spite of the changes in the genre
model continues its existence and evolution today too, therefore, the study
of modern state of genre in a new perspective defines the topicality of our
work.

Theoretical and methodological base of research in this thesis is the
method of genre analysis which in itself also implies a complete analysis
of the compositions.

Thus, proceding from the problematic, goal and objectives of the the-
sis its structure has been shaped. It consists of foreword, two sections
divided into chapters and conclusion in which the research results of the
thesis are gathered and generalized. The dissertation thesis is supplement-

ed with the list of the used literature and annex (schemes).

THE CONTENT OF THE WORK

The first part of the dissertation thesis: “Genre in Arts and Music.
Symphony” consists of two chapters. The first chapter “Genre: Essence
of the Concept. Genre in Music” deals with the concept of genre in art,
the history of its understanding from the antique period till now. Particular
attention is paid to the understanding of genre in music, the viewpoint of

various researchers are given in it relating to genre definition and classifi-
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cation. Particularly, we consider the theories by T. Adorno, V. Zuckerman,
A. Sokhor, D. Chandler, K. Miller, which regard genre mainly in social
context; L. Berezovchuk’s opinion on psychological and semiotic aspects
of the genre category. It should be noted that the majority of research-
ers hold the view that genre represents an unexhausted phenomenon. M.
Aranovsky writes about musical genre: “Genre, in our viewpoint, is prin-
cipally unexhausted phenomenon because: 1) it is integrated, final expres-
sion of all the features of the composition; 2) each epoch in musical art
opens something new in genre on its historical path, unnoticed before or
less manifested sides; 3) it is favored by the advancement of science™.

Due to this “unstable stability” part of the researchers call the problem
of genre invented. This is also favored by the fact that there is no theory so
far that would give a comprehensive answer to all questions raised around
the issue. In musicology a variety of research works is devoted to the
phenomenon of a genre, but the number of works and authors’ positions is
almost equal. Various researchers regard the issue in different perspective
which is also manifested in the diversity of genre definitions.

The first theoretical part of the second chapter: “Symphony:
Genre Genesis. Theory of Genre” studies genesis of symphony genre,
its instrumental prerequisites. It is well known that symphony represents
genre of “absolute” music where the basis of interaction with the audience
is not a specific program-plot but immanent musical regularity. That is
why the latter was of topical importance for us. We have researched in
which way the formation of this or that genre happened and what was the
role of each of them in the formation of the symphony. The area of our
study includes genres of chamber music: trio-sonata and solo bow sonata,
on the one hand, and, on the other, earlier genres of orchestral music: or-

chestra suite (also Nachtmusik), Concerto grosso and Italian overture. Of

4 Apanosckuit, M. (1987). Cmpykmypa my3vIKaieno2o Hcanpa u co8pemennas
cumyayusa 8 mysvike. B ¢0.: Mysvikanonoitli cospemennux. Bpim. 6. Mocksa:
Cosemckuil KoMnosumop, cTp.: 7.

43



the given genres we singled out the features which played significant role
in the formation of the symphony.

It is known that Haydn was the first who united the elements scattered
in various genres of the 18" century trends and schools in one system in
which none of the elements exists independently without each other. In
the creativity of Haydn himself the establishment of the parameters of the
symphony genre required almost two decades. Crystallization of the genre
more or less formed by Haydn occurred in the creativity of Mozart and
Beethoven. Thus, such stable genre model originated in musical art and,
culture in general which has preserved its topicality and main characteris-
tics till present day. In it significant role was played by the genre founda-
tion, its instrumental precursors.

In the chapter devoted to the theory of symphony, encyclopedic in-
terpretations of genre are also given, which match almost every classical
symphony, but we should also mention that already in the period of clas-
sicism more than one exception is found. Viennese classics established
symphony as a genre but already at the level of formation it contained
such features which represented simultaneously stable characteristics of
genre and also contained potential of its further development, those fea-
tures which developed in the 19" and 20" centuries. The study of these
particular features, or more precisely, the system of features was realized
by various theoreticians and it is still realized, to which is devoted the fol-
lowing paragraph of dissertation thesis entitled “Theoretical Concepts of
the Genre of Symphony”.

This chapter considers the theoretical concepts of the genre of sym-
phony (Bekker, Solertinsky, Aranovsky, Vinogradova-Chernyaeva, etc.)
among which we focused on Aranovsky’s theory. Also there was explained
the term elaborated by Asafiev - symphonism and analyzed the relation of
this notion to the genre of symphony, as well as its specifics, the attitude of
different music scholars and one’s own.

At the end of the chapter our own vision on the current state of genre
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is formulated.

On the basis of the analysis of theoretical concepts we have estab-
lished that the idea about genre in theory was changed from general to spe-
cific. Certainly, in theory any change is always based on changes occurred
in practice. Naturally, the transformation of the specimens of symphony
genre did not happen without reason and this was the result of a long evo-
lution. However, with account of modern situation most interesting and
important for us is to understand what, how and why genre model was
preserved in symphony. Here it should be noted that for us at this stage it
is also clear that fundamental study on the modern state of symphony has
not been created yet. This defines the topicality of this thesis.

Thus, based on symphony, its classical model, theoreticians, mostly
Aranovsky’s research we can define the following criteria which present
typological model of a genre. They are:

1. Generalized conception;

Appeal to a wider audience — large mass;
Symphonic orchestra;
Cycle — with definite number of movements and functions;

Inner structure of the movemenets;

A

Duration.

The above mentioned features follow from one another by which they
create a system. But with one important condition — they depend on the
aesthetics of a certain period: recipient of the symphony — wide audience
of listeners that naturally comes from the essence of a genre — generalized
conception, global vision of the world. Also from the concept of genre
comes constituent parameter — symphonic orchestra, the so-called “ab-
solute music” that represents one of the peaks of generalization in music.
As to the cycle, it is one of the most important parameters for classical
music by certain number of parts and functions. In classicistic model each
part corresponds to concrete facet of man’s conception. The duration —

time factor in the 20™-century music is perceived and understood quite
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differently than classicism. Structural categories are also different from
classicism that follows from the specifics of musical language, its mobile
nature. In the period of classicism all these parameters were united in the
whole system and created genre model — genre invariant. Though, sym-
phonies written since the 19" century and especially in the 20" century
frequently went beyond these parameters. It becomes clear that in spite of
universality and generalization (that implies all its parameters), the sym-
phony somehow changed characteristics. All this is natural because genre
formed in the period of classicism implies certain linguistic, structural,
functional, dramaturgic or conceptual criteria which lost topicality in the
20™ century.

If earlier a composition termed by composer “symphony” represented
a cyclic composition that implied a certain number of movements, func-
tions and constructions, duration of music, today the symphony oftentimes
is just an orchestral piece of big form. The change in thinking brought a
lot of changes beginning from musical language and ending with form,
moreover, the concept of genre.

New concept of genre was developed in two directions in the theory.
Some researchers say about the crisis of genre and others are seeking for
reconsideration of the genre.

In our view, the differentiation of stable and mobile between features
occurred gradually — the change of balance of the system of features inside
genre occurred. It is important to note that in the course of time not the
features themselves changed but their hierarchy. Different style or trend
brought to the fore a different feature, hence the other became the second-
rate.

In the hierarchical system of features of the symphonic genre the main
always was the essence of a genre — generalized concept that is testified by
more than one symphony created till now.

All this is obviously linked with significant feature of genre: genre

is not once and forever historically formed entity, its origination is con-
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nected with a certain situation of social requirements and functioning. It
is determined by the aesthetics of a certain epoch to which flow of time
brings many changes but on one significant condition: genre always keeps
its main, semantic parameter, its essence (content all other parameters
are linked with). In case of losing the essence, new genre emerges. Such
approach to genre theory is comparatively new, numerous researchers deal
with it both in literary criticism and musicology. One of the modern defini-
tions that belong to music scholar Alla Korobova is as follows: “Musical
genre is a full genus and species model (genotype) of musical composition
which is distinguished with historically mobile coordination of the general
features of the content, structure and pragmatics (against the background
of dominant feature or features). It is determinated by the interaction with
the components of the other genre system of art (epoch, national school,
trend, etc), functions as a subject of historical existence of music and as an
object of theoretical reflection’.

Thus, main invariant-semantic characteristic of a symphony, its es-
sence is a generalized conception, it represents author’s global vision:
“Symphonies are the bearers of amazing properties — to express compos-
er’s creative potential in fullness and directly answer the question as to
whether they have their own inner world and if they have what it is like”®
(Ali-Zade, 1987:15). Symphony is an attempt of knowing diverse picture
of the world and existence and this main characteristics almost in all cases
is unchanging. An exception is some cases of understanding the sympho-
ny in etymological aspect (as “harmony”) by individual composers.

The second important parameter, structure is in direct connection with

the conception in the hierarchy of genre properties, how the main point of

> KopoboBa, A. (2008). Ilacmopans 6 my3vike e8poneucKkoiu mpaouyuu: K
meopuu u ucmopuu xaupa. ABtropedepar IuccepTanuy Ha COUCKaHUE YIEHOH
CTEIeHH JOKTOpa HCKyccTBOBeAeHMs. MockBa: Mockosckas zocydapcmeennas
KoHcepsamopus. CTp.: 6.

¢ Amum-zame, D. (1987). Bepio ¢ «mpemvio eoany». Kypu..  Cosemckas
my3wika, 1987 Ne 7, ctp.: 15.
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the composition is represented, its essence. From the classicist model of
the symphony in the 20" century, as a rule, main structural characteris-
tics of genre (cyclicity, four movements) are preserved; rather frequently
when its modification happens (single or multi-movement symphony) but
conception in this case never changes radically.

In the hierarchy of genre the third important parameter as to by what
means conception is realized, is connected with constitution’. This param-
eter for symphony is rather significant because the changes (introduction
of verbal text through which the content is inclined from generalization
to concretization) in the composition of the genre of absolute music in a
number of cases give rise to the genre diversity. Here too the change rarely
concerns the essence of the genre, its generalization.

Thus, the above given criteria can be schematically imagined as a
pyramid in which the meaning of a base has the first parameter —concep-
tion and the rest two — structure and composition are built on it. It is with
account of these criteria namely that we analyzed a number of symphonies
in the second part of the work.

It is these three parameters that define the structure of the second,
analytical part of the thesis “Genre of Symphony in the 20™ century:
development paths and main principles”. Its first chapter Symphony
and “Sinfonia”, on the one hand, concerns those symphonies in which
all three parameters are presented and at the same time opens new ways
of development; and, on the other hand, it regards those symphonies in
which genre name “sinfonia” is presented by composers in etymological
aspect. Hence, stable parameters of genre act with less intensity in them.

From the perspective of connection with tradition we consider Ch.
Ives’s Second, D. Shostakovich’s Fifteenth, A. Schnittke’s First and Third,
V. Silvestrov’s Sixth, N. Svanidze’s symphonies in which it is clearly seen

that from the beginning of the 20™ century till present there have been

"1t is just according to the costitution that from the outset music was divided into
large genre group, family and this differentiation continues till now.
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created numerous symphonies of epochal meaning which meet the re-
quirements of genre stable signs. Moreover, there are presented sympho-
nies in which genre typological signs are almost completely preserved,
of Aranovsky’s main stages of human concept. Such is first of all Ives’s
Fourth symphony in which traditional number of the movements, basic
stages of man’s concept are presented with slight redistribution. Also,
Shostakovich’s Fifteenth symphony in which traditional ratio and func-
tions of the movements are preserved. In addition to this, signs of sonata
form in the first movement of the cycle. In Ives’s symphony one new trend
is shaped which is continued by Shostakovich. It is: relation of text and
different text, communication with the listener with theme-symbols (in
Ives’s case Manhattan melodies, chants; in Shostakovich theme-symbols
from the known works of different authors.

This trend highlighted in Ives’s symphony reaches its peak of develop-
ment in the sixties and its use in the symphony has preserved its topicality
till now. In this context the first chapter also regards Alfred Schnittke’s
First and Third symphonies in which along with typological parameters
theme-symbols acquire great attention. It should be mentioned that in
Schnittke’s Third symphony the ideal of sonata-symphony cycle is pre-
sented differently from the traditional. Here in external four movements
there is real three movements: the first movement fulfills the function of
introduction and the second one — sonata Allegro (similar phenomenon is
Silvestrov’s Sixth symphony. The reverse process is observed in Natela
Svanidze’s Symphony where in external three movements there is concep-
tual four movements because by the end of the cycle the third movement
represents scherzo and finale simultaneously.

As was already mentioned “traditional” symphonies in the same chap-
ter are opposed to “symphonies” which are in the least connection with
genre characteristics where the notion of symphony is understood ety-
mologically by composers. Symphony as it is known by its etymological

meaning means “sounding together”. It is precisely with this aspect this
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term was used on the first stage of the formation of instrumental music
and only later in the 18" century it takes on the meaning of a genre with
stable signs.

In this context we consider L. Berio’s Sinfonia 1968 and 1. Stravin-
sky’s Symphonies of Wind Instruments. We have established that it is these
two unusual opuses that remain the most interesting and vivid examples
in this sphere till now. For Berio’s Sinfonia 1968 is a “sinfonie” of vocal
and instrumental music (consonance). In his author’s commentary etymo-
logical understanding of the word symphony in the title of the composi-
tion is declared, though by important parameters and in the first place —
conception, Berio’s composition reveals close connection with traditional
understanding of genre. With this respect I.Stravinsky’s Symphonies of
Wind Instruments is quite different in which the word “symphony” is also
treated etymologically and this composition does not reveal connection
with traditional model of genre at any level.

The second chapter of analytical part “Structure: Multi-movement
and Single Movement Symphonies” considers symphonies in multi-
movement and single movement obtained as a result of radical changes of
the structure, interrelation type with their genre model.

There have been considered Messiaen’s and Gubaidulina’s multi-
movement and Sibelius’s, Barber’s, Nasidze’s, Kancheli’a, Bardanash-
vili’s single movement symphonies.

As a result of analysis it has been established that multi-movement
symphonies as a rule, are the bearer’s of a certain concrete program and
titles which is not so typical for the typology of genre and somehow
breaks the rules of “pure” instrumental music. The analysis of Messiaen’s
Turangalila-Symphonie in ten movements and Gubaidulina’s Stimmen...
Verstummen... symphony in twelve-movements has shown that as a rule,
such symphonies are united by the tendency of opposition of two spheres,
their evolution and synthesis. In this respect multi-movement cycle re-

veals certain link with Sonatina. However, due to the multiple repetitions
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of initial images it is closer to the principles of Rondeau.

The synthesis of cyclicity and Sonatina is also characteristic to the
second pole obtained through the introduction of changes in the structure
of symphony. Here sonatina and sonata-symphonic cycle are interwoven
with each other. In this respect, the second chapter of analytical part re-
gards Sibelius’s Seventh as well as Barber’s First, Nasidze’s Kancheli’s,
Bardanashvili’s symphonies. Most clearly the idea of synthesis was re-
vealed in Barber’s symphony which presents: sonata Allegro (first move-
ment), scherzo (the second movement), slow movement (the third move-
ment) and finale (passacaglia, the second movement) and Aranovsky’s
human conception: Homo Agens, Homo Ludens, Homo Meditans, Homo
Communius — in sequence. And what is of not less importance, each sec-
tion of this one movement symphony — “movement” in the beginning rep-
resents development of the exposed three themes.

The common feature for multi-movement and single movement sym-
phonies is the tendency of opposition of two bases and their development.
In single movement symphonies vivid examples of this are Nasidze’s and
Kancheli’s symphonies. It is to be mentioned that the tendency of the op-
posed bases is less characteristic to Kancheli’s symphonies but vividly
displayed in Nasidze’s symphony. This means what happened between the
movements of the multi-movement cycle (rarely, inside the movements)
here it is between the sections.

The summing up of all aforementioned features represents Bardanash-
vili’s Second symphony Way To... In it the opposition of the bases, their
development, synthesis, also traditional function of the movements (natu-
rally, on the level of section) are shaped. They are: introduction, sonata Al-
legro (exposition, processing with reprise signs), slow section, third sec-
tion — reprise which represents finale with the signs of grotesque scherzo.

If multi-movement symphony is mainly connected with a certain
content, conceptual idea, program of generalized type, the growth of the

number of movements expresses the expansion tendency of the genre of
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symphony in contrast to it single movement symphony is characterized
by generalized conception, cyclicity in unity, penetrating development,
disguise of boundary between sections, concentration. As a rule charac-
teristic feature for the majority of single movement and multi-movement
symphonies is reprise (rondo in multi-movement), sonata and synthesis
of sonata-symphonic cycle signs. Of sonatas first of all the principle of
thesis-antithesis-synthesis is presented, which makes the cornerstone of
this genre; and from the cycle — indication to the functions of the move-
ments (in single movement sections and in multi-movement on the level
of movements).

As was mentioned above, generalized conception is characteristic to
single-movement forms. It is just this latter generalized conception rep-
resents main distinctive feature between single movement symphony and
symphonic poem. Unlike symphonic poem, in single movement sympho-
ny we do not have a program that is main genre feature (unlike symphony)
of a symphonic poem. Thus, there is only single movement that these two
genres have in common. It is important to highlight this fact because sin-
gle movement symphony as a rule, is associated with symphonic poem. As
M. Kancheli puts it: “Symphony and symphonic poem are closely linked
with each other in the development of the world symphonism. This is the
process of mutual enrichment and this link has already been revealed in
the process of formation of already big single movement form™®. It is just
such kind of vivid examples of large form that are regarded by us in single
movement symphonies.

Chapter Three of analytical part: “Composition: intra-genre and
inter-genre synthesis” is devoted to the third parameter of the genre. Com-
position — the third main genre parameter of the symphony, unlike previ-
ous two (conception, structure), is completely oriented at outer character-

istics. Its modification, oftentimes, changes the semantics of the genre, its

8 Kanuenu, M. (1969). Kpynnas oonouacmunas gpopma é mysvixe XIX u na pybeosice
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inner nature. Change of the composition almost in all cases gives kind of
synthesis with some other genre of the symphony. On the one hand, it is
synthesis of the symphony with other genres of instrumental music and
on the other hand, with vocal-instrumental genres that is reflected in two
paragraphs of this chapter.

The synthesis with other genres of instrumental music (chamber en-
sembles, instrumental concerto) of the symphony is termed by us intra-
genre synthesis because main part of the symphonies written in the 20™
century reveals close link with other genres of instrumental music based
on sonata-symphonic cycle. On the one hand, this is chamber ensemble
and, on the other, it is instrumental concerto. In this context we regard
chamber symphonies of Schonberg, Nasidze, Gabichvadze, Adams, We-
bern, Stravinsky’s “Symphony in three movements, Schnittke’s Concerto
grosso # 4/ Symphony #5.

Synthesis of the symphony with vocal genres which is termed by us
inter-genre synthesis is expressed in the 20th-century symphonies, on
the one hand, song-symphony germinated from Mahler’s tradition (earlier
Schubert —Instrumental level) and, on the other hand, in choral symphony
proceeding from Beethoven’s Ninth Symphony.

In this context we consider Schnittke’s Second, Nasidze’s Sixth,
Stravinsky’s ,,Symphony of Psalms; Bernstein’s Jeremia, Shostakovich’s
Fourteenth and Gorecki’s Third symphonies.

The result of intra-genre, synthesis of the symphony with chamber
genres in the 20th-century music is a chamber symphony already formed
as a separate genre. It is mainly in single movement and with a number of
features reveals strong bond with single movement symphonies conside-
red in the second chapter of the analytical part. The synthesis of sonata
and sonata-symphonic cycle is one of the typical feature for chamber mu-
sic too.

The link with multi-movement symphony is manifested in

Gabichvadze’s Fourth chamber symphony. It has seven movements with
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each program title. As well as in multi-movement symphony here too a
tendency of uniting the movements is exhibited.

The chapter of this thesis devoted to chamber symphony regards one
unusual chamber symphony also created in the early 20th century which
stands apart both from chamber and nonchamber music. This is Webern’s
Symphony Op.21, a composition which by its importance represents the
peak of the development of the genre of symphony in general and, at the
same time, deadlock.

Interesting images of the intragenre synthesis have been revealed
while merging the features of the symphony and instrumental concerto.
We considered Stravinsky’s ,,Symphony in Three Movements*, where in
naming the piece in spite of taking out the symphony, significant role is
played by concerto signs and Schnittke’s concerto-symphony that repre-
sents remarkable interaction of two genres — concerto and symphony. In
the latter leading role belongs to the peculiarities of the symphony.

Thus, chamber synphony evolved mainly in two ways. On the one hand,
we deal with chamber symphony on the level of composition, for which
typical feature is cyclicyty in single movement or the tendency of thematic
unity in multi-movement. In chamber symphonies of this type traditional
signs of genre (Schonberg’s Nasidze’s, Gabichvadze’s Adams’s chamber
symphonies) are manifested on different levels. But o the other hand, we
deal with such type of chamber symphony where chamberness has total
character and the level of revealing genre paradigm signs are minimized,
(Webern’s Op. 21). Things are different during the synthesis of symphony
and instrumental concerto. Here, in one case the features (first of all, the
principle of a game contest) of instrumental concerto dominate main para-
digmatic sign of the symphony — conditions of generalized conception lev-
eling (Stravinsky’s ,,Symphony in Three Movements‘) and in another case,
in spite of the appearance of two genres in the name of the piece, instrumen-
tal concerto completely obeys the ,.,canons* of the symphony — in the fist

place generalized conception (Schnittke’s concerto-symphony).
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Devoted to the composition chapter the second paragraph deals with
the synthesis between genres. We regarded symphonies in which the sign
of vocal (solo and choral) genres are intruded. On the one hand, they are
the specimens of fusion of instrumental and choral genres: Schnittke’s
Mass-Symphony, in thich the number of movements, their names come
from the canonics of Mass and generalization , transparent development
from the symphony. In Nasidze’s symphony Passione an orchestra analo-
gically represents generalization of chorus. Stravinsky’s ,,Symphony of
Psalms in which the word ,,symphony* is mainly understood etymologi-
cally as a collection of the psalms, their consonanse, and typological signs
of the symphony are not revealed in succession and correlation of the mo-
vements. But on the other hand, an interesting example of the synthesis of
symphony and song is Bernstein’s symphony “Jeremia” which continues
the line of Mahler’s Fourth symphony (vocal finale), its structure also re-
veals well-expressed link with traditional model: signs of the sonata form
in the second part — Scherzo and slow Finale.

Of interest is Shostakovich’s 14 Symphony in which dominates the
features of song, though there is a link both with the principle of sonata
form and sonata-symphony cycle, as well as sonata-form in which the
stages of exposition, processing and reprise are shaped.

In contrast to this Shostakovich’s symphony, in Goérecki’s Third Sym-
phony Symphony of Sorrowful Songs, human voice has the leading role
and vocal forms are dominant, the orchestra in them fulfills the vocal func-
tion , generalizing its content.

Thus, as is seen, a majority of vocal symphonies reveals connection
with the cycle of songs. In some cases the signs of sonata-symphonic cyc-
le are revealed in them (vocal cycle). More rarely the existence of ge-
neralized conception and other characteristic features of the symphomy
evidences the primacy of the genre of the symphony. Similar features are
characteristic to ,,choral symphonies* in which despite putting forward

the signs of choral genre, symphonic conception dominates.
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CONCLUSIONS

The analysis of various types of symphonies clearly demonstrates as
to what diverse ways this genre evolved the twentieth century music.

It is known that any kind of change that happens on the level of lan-
guage is due to the change of thinking. The change in mind ripples down
the chain first in the most mobile — language and the language by passing
the form affects such solid category as genre. This is a general mechanism
of the existence of the genre in music. Hence, the change of thinking in
this system has a decisive role in this system. Thus, the mechanism of the
change of genre starts from the mind and in the first place is reflected in
musical language.

In the beginning of the 20™ century in the sphere of musical language
great change took place. In the first place, the composers gave up a tonal-
ity on which musical thinking was based upon for three centuries. Ato-
nality, dodecaphony, surrealism, etc., these changes of musical language,
naturally, had great influence first on micro-, i.e. structures and then macro
— levels of genre.

An outstanding example of the genre modification caused by radical
change of musical language is Webern’s Symphony Op.21 regarded by
us in the analytical part of the Chapter 3 where new language and its ad-
equate structures get us far from the traditional frames of the genre of the
symphony. The structure of the symphony both on micro and macro level,
its instrumental composition, timing can be said is opposed to classical pa-
rameters of the genre of the symphony — its usual scale and social function
(that is so important for the existence of the genre). Webern’s symphony is
a result of genre development. If the path of the symphony evolution went
only in this direction (i.e. followed the logic of development of new musi-
cal language, structures), we would have to list characteristics quite differ-
ent from classical symphony. Or, simply, genre would stop the existence.

On the other hand, symphonies which are rather close to the traditions
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— tonality, classical forms — with the system that gave rise to this genre,
have been created till now. Such is Ives’s Fourth, and especially Shosta-
kovich’s Fifteenth symphonies, considered by us. Traditional language
and structures are more or less preserved in them but with one novelty
that is shaped in Ives’s and formed as one of the most typical principle in
the sixties of the 20" century (both in symphony and other genres) — com-
posers communicate with the listener using theme-symbols that is caused
by bringing intellectual beginning in the foreground. The role of other
test, symbol is often played by not only by quote but stylization, allusion.
As Luciano Berio puts it, “Specific feature of contemporary composer’s
thought is musical-stylistic pluralism™. Vivid examples of manipulation
of the text and other text in symphony is regarded by us Schnittke’s First
and Third as well as Berio’s Sinfonia 1968. Actually they represent sym-
phonies about symphony.

The 20" century symphony re-discovered etymological meaning of
its genre definition which occupies rather important place in the history
of genre because it is linked with one more new rethinking of the genre
tradition.

For the genre of the symphony, its traditional structure, redistribution
of the functions is one of the most important parameter. In the 20th-centu-
ry symphonies wide spectrum of the number of the movements and func-
tions is rethought in a new way. Moreover, even in case of standard num-
ber of the movements we deal with distinct objective and artistic reality.
Particularly, the number of the movements indicated in the score does not
coincide with drama of the piece. Such are, for example, Schnittke’s Third
symphony, in which (four movement cycle) the first movement represents
introduction and the second movement is functionally the first movement,
as well as Natela Svanidze’s Symphony where finale combines the func-
tion of the finale itself and scherzo.

% Bepuo, JI. (1989). IHHocmuoicenue mysviku - omo paboma Oywwu. JKypH.:
Cosemckas myzvika, 1989, Ne 3, ctp.: 109.

57



In the 20" century the principle of expanding traditional cycle and
principle of compaction reaches its peak. Both single and multi-move-
ments symphonies are often created. However, it is important that in the
majority of the single movement symphonies the signs of the cycle are
clearly revealed. An example of this is Barber’s First Symphony where
within the frames of the one movement the whole sonata-symphonic cycle
is presented. Similar principle is characteristic to Bardanashvili’s Second
symphony. These symphonies simultaneously contain the features of so-
nata and sonata-symphonic cycle that is the result of generalization pro-
cess of these structures by composers. The existence of single movement
symphonies proper in our opinion is an expression of ambivalent attitude
to standard (first of all to structure) turned to be formal in reality by com-
posers.

In our view, an increase of the number of movements also occurs by
the same reason. The existence of 10-12 movement symphonies is the
phenomenon of the twentieth century music. It is important to mention
that the number of the movements is determined by composer’s method
oriented at exposition, on the one hand, and on the other, performance
presented by two different artistic image various different modification so
that the conflict between them is almost absent. Of not less significance is
a certain program intention. Thus, for example, Messiaen’s and Gubaidu-
lina’s symphonies are the bearer’s of a definite idea: in both symphonies
the development of two beginnings is presented; both of them have a title.
The title is often found in symphonies in single movements: a composer
indicates a certain idea for the listener, makes concretization of the plot.
Thus, abstractness is not a decisive principle of genre any more.

“Mixed genre” is the basic tendency of genre formation in the 20™
century”, writes M. Lobanova!'’. A result of the synthesis of genres and the

origination of such genre is connected with just 20" century, such as cham-

10" Jlo6anoBa, M. (1990). Mysvikareuwiti cmuis u ocanp. Hcemopus u

cospemennocms. Mocksa: Cosemckutl komnosumop. ctp.: 218.
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ber symphony. The twofold understanding of chamber music is a pure 20"
century phenomenon. This is chamberness on the level of thinking system
that is so vividly presented in Webern’s symphony and chamberness on
the level of composition where in spite of the naming the piece symphon-
ic concept and large scale sounding are clearly pronounced (Schoenberg’s,
Nasidze’s chamber symphonies). The reason for thinning of instrumental
forces, predilection for more laconic forms, might be sought in social as-
pect as well, in its function: the genre of symphony is not leading and the
audience of serious music is gradually decreasing, hence the composition
is also decreasing.

In the development of the symphonic genre one of the most important
phenomenon is the synthesis with vocal genres. What was an exception is
the 19" century (Beethoven’s IX, Berlioz’s Romeo and Juliet) became the
principles in the 20" century.

If earlier definition of a genre was not changed, symphony was called
symphony and vocal was supplementary aid, in the 20" century there
originated more than one sample of mixed genres in which already other
genres appeared in the definition of the genre: symphony-mass, symphony
of psalms, symphony-concerto in instrumental music, etc. Other genres
interact with the genre of symphony on different levels and as is seen
from the symphonies analyzed in the analytical part of Chapter 3, the
main thing — the starting point of the symphony — the concept is always
preserved.

As is evidenced from the analytical part of the dissertation thesis, the
symphonies written in the 20™ century are unusually diverse. There can
be found both single movement and multi-movement; both gigantic com-
position and chamber ensemble; both pure symphonic music and synthe-
sized with vocal genres. One part of the researchers termed this process
as destabilization of a genre: “Everything was shaken, mixed with each
other, clear criteria were washed out, earlier strict typological differences

are not enough anymore — the era of the mobility of the genre called by
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auxiliary term “destabilization” has come''. However in this diversity
there is a stable element — generalized conception that is common both for
classical and modern symphony. Just because of this, the latter concept
seems to us to be the only permanent and necessary parameter in the sys-
tem of genre signs.

Thus, generalized conception of the world outlook was preserved and
is stable in case of all modifications of the symphony (an exception can be
the understanding of a genre in etymological aspect). However, concept
is difficult to imagine without evolution — the interrelation of a man and
world is changing in the course of time. In our view the change in a genre
is caused by the change of just this relation, aspect of the concept.

Each epoch offers its own way of knowing the world and proceeding
from this, artistic concept is unimaginable without development, change,
because it is conditioned by the environment in which it exists. Modern
environment is different from previous epochs and sometimes radically
because of constant changes taking place in the world. The notions of
the 20" century “computer”, “space exploration”, “atomic bomb”, “global
communication” and many others, on the one hand, bringing individual to
the foreground, and, on the other hand, globalization — created the model
of contemporary society and defined the peculiarities of artistic thinking
that is reflected differently at all levels of composer’s creation. A vivid
example of this is just the ways of development of the genre of symphony
in the 20" century.

Symphony as a genre did not stop functioning in spite of the fact that
it has lost great part of the traditional characteristics. As early as in the
19" century Hugo Riemann wrote: “After Beethoven composers failed
to develop the form, but it would be a mistake to say that this form is not
viable. Time shows that this form is constantly filled with new content™'2,

' TapakanoB, M. (1987). Cum¢honusn: sasemvl, cocmosmnue, nepcnexmusbl.
Kypn.: Cosemckas mysvixka, 1987, Ne 1 ctp.: 16.

12 Pumanb, I. (1904). Myswikanvneiti crosaps. Mocksa: Hzoamenvcmeo
FOpeencona.ctp.: 1181
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It is the new content, different from the old imagination of the world, that
has been nourishing genre till present day.

It is a fact that today symphony does not lose the importance of that
genre which is addressed by a composer in extraordinary case when he
wants to address something global, significant, great. “Symphony is a mi-
crocosm of the reality that is created by means of instrumental music. The
compensation of the absence of symphonic content itself cannot be done
by keeping classic norms and rules”".

The origination of all this diversity of the symphony in the twenti-
eth twenty first century music indicates its vitality. This fact once more
proves that symphony is that link of contemporary musical space that in
spite of the change of the environment, context preserves its originality,
on the one hand and on the other, enters into dialogue with new environ-
ment and with it, it is constantly contemporary and topical. Formerly the
answer to the question: “What is the symphony?”” was very easy. We used
to say this (obviously we meant external characteristics) is large multi-
movement orchestra composition in which leading part is played by the
sonata principle of the development. Now such definition is not universal
any more. It is difficult to define unambiguously what links monumental
opuses of more than hour duration and 20 minute-compositions, single
movement and ten-movement symphonies; scores on the realization of
which whole army of performers cares (both instrumentalists and vocal-
ists) and constituent chamber compositions. It is understandable because
it is an epoch of the sphere of man’s activity, cognitive sphere, sphere of
ideas'.

Thus, symphonic genre as we mentioned it several times, is a vital organ-
ism, it is a heritage that is passed from generation to generation and evolves.
It stops its existence only if its conception will not be topical any more.

13 Cabununa, M. (1976). lllocmaxosuu-cumgonucm. Mocksa: Mysvika. CTp.:
442.

4 Zanepankuit, B. (1987). Cum¢ponusn u pearusm. Kypu.: Cosemckas mysvira
1987 Ne 2, ctp.: 15.
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It is interesting to note that symphony in contrast to the 19" century
has not been a leading genre any more, but the role of the symphonic genre
has not been taken by any new genre upon itself (as in due time, symphony
substituted the mass). This is natural because in modern situation none of
the dominant new genre can be named. The creation of the new genre as a
solid category of culture requires certain time: typical features which will
be repeated in numerous compositions and create solid system are to be
formed.

As T. Adorno writes: “...Symphony is as traditional and will always
be as man conceived as the fruit of parent’s love and all life was solving
a problems of finding ideal or losing it, belief or disbelief, life or passing
away”’" (see: Berinsky, 1987:25).

15 Bepunrckwit, C. (1987). Moicau 6 cayx. Kypu.: Cosemckas mysvira, 1987 Ne 6,
ctp.: 25.
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