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(Abstract)

This thesis represents an interdisciplinary examination of the concept of the
‘figure’ in painting, music, philosophy and language. Focusing on the paintings of
Francis Bacon (d. 1992), the theoretical writings of the composer Brian Ferneyhough
(1943- ) and the art-criticism of theorist Gilles Deleuze (d. 1992), I attempt an aesthetic
‘reading’ of Ferneyhough’s music through a critique of painting, French post-structuralist
theory and crtical theory (Theodor Adorno, d. 1969). Recent scholarship has
concentrated on the Adorno-inspired aspects of Ferneyhough’s thought. My thesis builds
upon this, developing a critical appraisal of aspects of Ferneyhough’s writings and music
hitherto untouched by the musicological and compositional communities alike.

The thesis 1s 1n three parts. Part I introduces and examines analogies between
Ferneyhough’s and Bacon’s works. I also explore Ferneyhough’s writings on the ‘figure’
and ‘force’ 1n relation to Deleuze’s critique of Bacon, and both of these, in turn, in
relation to Adorno’s musical aesthetics. Part II (on ‘space’ in the artwork) is a substantial
study of the sources that inform Deleuze’s monograph on Bacon, including Jean-Francgois
Lyotard’s earliest poststructuralist work. I address the figure’s rhetorical, linguistic
heritage in terms of a theory of vision and corporeality, discovering Fermmeyhough’s
remarkably visual, sensuous relationship to his material through musical analysis (Part
[Ia). Part III (on ‘time’ in the artwork) explores the tactility of experience, detailing
Deleuze’s theorisation of Bacon’s triptychs: the resulting insights inspire my attempt to

account for the presentation of the sensation of time 1itself 1n Ferneyhough’s Mnemosyne.
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Foreword

As this project took shape, certain decisions were made regarding the structure and layout

of material, which are explained below.

Due to the centrality of Gilles Deleuze’s monograph Francis Bacon: the Logic of
Sensation (see bibliography for original French and English references) which is reflected
in the choice of title for this thesis, I have tried to preserve the style of his argument,
insofar as the three parts of this thesis revisit several issues a number of times: each
return of a topic builds upon previous discussion, culminating in Part III, which brings
the strands together. I have not, however, retained the structure of Deleuze’s monograph
iIn my own work: his book comprises several short ‘chapters’, whereas this thesis is
grouped 1nto three larger sections (each 1s subdivided). The regular recurrence of topics
inevitably means that certain quotations are used more than once, sometimes within the
same chapter, although each re-appearance of quoted materal 1s considered afresh from a
new perspective. There 1s no conventional conclusion: the culmination of Part III itselt
fulfils this function, since it ‘brings back’ issues arising earlier in the dissertation and
resolves them. Likewise, there is no conventional literature review at the beginning ot the
work: it is incorporated into the Introduction.

[ have used a number of abbreviations of texts. They are as follows:

Texts by Deleuze
.S = Francis Bacon: the Logic of Sensation

Texts by Brian Ferneyhough (essays)
FFS = ‘Form-Figure-Style: An Intermediate Assessment’

TF = ‘Il Tempo della Figura’
NC = ‘Aspects of Notational and Compositional Practice’

TT = ‘The Tactility of Time’
QC = ‘Responses to a Questionnaire on Complexity’
PU = ‘Parallel Universes’



Cd’l = ‘Carcen d’Invenzione’
5Q4 = ‘String Quartet No. 4’

Published Interviews

Bons = ‘Interview with Joél Bons’
PG = ‘Interview with Paul Griffiths’
R'T = “Interview with Richard Toop’

CdRT = “Carceri d’Invenzione: in Conversation with Richard Toop’
PA = “Interview with Philippe Albéra’

JB = "Shattering the Vessels of Received Wisdom: in Conversation with James Boros’
J-BB = "Interview with Jean-Baptiste Barriére’

Boros = ‘Interview with James Boros’
REF = A Verbal Crane Dance: Interview with Ross Feller’

JS = "Leaps and Circuits to Trail: a Conversation on the Texts and Music with Jeremy
Stadelman’

ADL = ‘Interview with Antonio de Lisa’

T'exts by Jean-Francois Lyotard
DF = ‘Discours, figure’

Texts by Theodor Adorno

AGE = “The Ageing of the New Music’

OSR = *On Some Relationships Between Music and Aesthetics’
MI = “Vers une musique informelle?’

ND = *‘Negative Dialectics’

AT = *Aesthetic Theory’

Texts by Richard Toop

PP = ““Prima le Parole...” (on the sketches for Ferneyhough’s Carceri d’Invenzione I-1IT
S = ‘On Superscriptio: An Interview with Brian Ferneyhough, and an Analysis’

LIE = ‘Brian Ferneyhough’s Lemma-Icon-Epigram’



INTRODUCTION

‘A;[ one point someone shouted out: “Why does there have to be all this talk? Why can’t we just go out and
paint?’

"My dear’, said Francis despairingly, ‘if only we could!”’’

Some time after Francis Bacon’s death in 1992, his studio at 7, Reece Mews (South
Kensington) was emptied, the contents transported and painstakingly reconstructed in
Dublin’. The Irish had reclaimed their native painter in spite of his well documented’
anxieties concerning his ‘traumatic childhood’® there, and the fact that he had made
London’s Soho his own for much of his adult life: a life of alcoholic excess, astonishing
largesse and yet intense solitary creativity. Commemorative blue plaques adorn the walls
of some properties in London where Bacon lived and worked:; Farson has written his
biography and a film (Love is the Devil - Study for a Portrait of Francis Bacon, 1998°)
has been made about his ‘gilded gutter life’; he is remembered by many as one of the
greatest British artists of the Twentieth-Century.

Bacon’s origins, besides his Insh nationality, are complex. He embodies the
paradox of a man whose grandfather was reputedly urged by Queen Victoria to resume
the title ‘First Viscount St. Albans’, that had once belonged to the Seventeenth-Century
philosopher and statesman Francis Bacon, whom Bacon claimed as an ancestor’ and yet,
he was forced to survive in London aged 15 or 16 on three pounds a week, sent by his
mother. One must not mistake Bacon’s ancestral claims however, for pride in his

namesake’s work, nor for aristocratic pretensions: the Francis Bacon who died in 1626

' Daniel Farson, The Gilded Gutter Life of Francis Bacon (London: Vintage, 1994) p. 84
’ See the Francis Bacon Studio at the Hugh Lane Municipal Gallery of Modern Art, Dublin.
3 See Farson 1994 in particular.

* Farson 1994: 16
> The film is directed by John Maybury and was produced with assistance from the British Film Institute,

UK.



left debts of 22 000 pounds’ earning him, albeit it three centuries later, the admiration of

another whose capacity for spending money — on others as much as on himself —

astonished some.

Aside from rare mentions in interview, programme notes or articles about the
composer, Brian Fermeyhough’s place of birth remains at some remove from his
European and North American life, both geographically and in terms of the ambivalence
with which he recalls it. Born in 1943 in wartime, post-blitz Coventry to a working-class
family, one of the only sensations that Ferneyhough can have experienced in common
with Bacon a generation earlier, is that of a great shadow — Bacon refers to the
‘hangman’s noose’ across Ireland® - cast over his youthful environment. Both artists left
home at a young age and both travelled (Ferneyhough still does) a great deal in their
lives. Both were/are autodidacts, a fact that perhaps explains Bacon’s sometimes crushing
criticisms of other painters’ work (occasionally in their presence’) and some of his short,
monosyllabic answers, in interview, to questions that probe a little too deep.'"
Ferneyhough manages to ‘cover his tracks’ as it were, 1n musical works themselves,
which give very little away 1n terms of their intricate structural design, and his writings

follow suit'': the composer admits obliquely that ‘I would never have made it big as a

bookkeeper either’.'* Importantly, something of the musical complexity for which he is

° Farson 1994: 15

" Ibid,,

* Ibid., 14

? See Farson 1994 for several references to Bacon’s temper, and reactions to the work of other painters.

10 Gee later in this discussion (Parts I and II) for specific examples.

' Ferneyhough has produced a number of essays throughout his compositional career, which reveal his
capacity to formulate compositional and aesthetic problems in wntten form. Those produced prior to 1995
have been included in a volume of his collected writings, which includes numerous interviews and some
analytical papers relating to the work of other composers (for full reference, see note immediately below).
12 Brian Ferneyhough, ‘Interview with Philippe Albera’ in Collected Writings eds. James Boros and

Richard Toop (Amsterdam: Harwood Academic Press, 1995) p. 333




renowned 1s carried over into the essay form, resulting in a richly ‘textured’ written style.

He simultaneously creates a decisive tone and yet withdraws his authorial voice to some

extent into the density of the text, forcing the reader to Iinterrogate that text and

extrapolate ideas from it.

What is presented here results from an engagement with F erneyhough’s texts n
this vein. My intention is not to clarify his words, or indeed his musical works, any more
than one should wish a Francis Bacon painting without its smears and distortions; neither
1s my aim to ‘reveal’ a hidden source (i.e. Bacon) for Ferneyhough’s own creativity, thus
‘explaining’ certain works or statements as though solving a riddle. My approach to
Ferneyhough’s music and writings (of the 1980s specifically) is as much a creative one as
1t 1S an attempt to understand his motivations and stylistic preferences.

There 1s no doubt that Ferneyhough’s composition is a labour-intensive activity. In a

1983 interview he remarks that, ‘on ideal days, I get seven or eight hours work done’,"”

referring to the multiple, intricate layers of material that occupy him at any given stage of

the compositional process.

It 1s not difficult to imagine this figure concentrating at his desk, endeavouring to

harness, 1n musical language, the force-nidden mass of emotive energy — ‘the drive which

leads one to create anything at all’.'* This figure is thoroughly Baconian: ‘much of my

‘inner dialogue’ revolves around concepts derived from the physical world (‘energy’,

: : : : 15
‘force’, ‘directionality’, ‘perspective’)....

E Ferneyhough, ‘Interview with Richard Toop’ in 1995: 254
'4 Ferneyhough, ‘Interview with Jo€l Bons’ in 1995: 228




Overview

Historically, many relationships have been identified between two different art

6

1 . . -y .
forms™ - for example between painting and music, poetry and painting, or music and

architecture. Such relationships are generally described on the basis of similarities that
the two genres/works are thought to share, or as the result of both works’ attempts to
represent through their own form a common, externally-derived structure. This three-part
thesis approaches the issue from a different perspective since, in the first Iinstance, it
considers the artists’ ‘aesthetic’ writings and/or interviews, as well as some important
third-party philosophical explorations of both the artworks and the ideas articulated
-around” them by their creators. Through the study of the latter, a particular idea emerges
that forms the conceptual basis for this thesis: both of the artists in question foreground
the notion of the figure in order to convey fundamental aspects of their respective
approaches to artistic materials, idioms and techniques.

Bacon’s work 1n particular has been the focus of a major philosophical study by
the French theorist Gilles Deleuze, published in 1981 as Francis Bacon: Logique de la
sensation.'’ Again the concept of the figure 1s central to the discussion, and it is in fact
Deleuze’s ‘reading’ of the figure in Bacon’s paintings that appeals to Ferneyhough’s own

tendency to abstract concepts from the musical matenal itself, formulating them in terms

of complex aesthetic 1ssues.

"> Ferneyhough, ‘Interview with Jean-Baptiste Barriére’ in 1995: 406
'® See for example Gotthold Ephraim Lessing’s Laocodn (full reference below). See also Guillaume
Dufay’s isorhythmic Motet Nuper Rosarum Flores, written for the inauguration of Brunelleschi’s
formidable dome which completed the Cathedral of Florence, 1436, and which takes the proportions of the
biblical temple of Solomon (the archetype of Judeo-Christian places of worship). See Craig Wright,
‘““Dufay’s Nuper rosarum flores, King Solomon’s Temple, and the Veneration of the Virgin’, Journal of the

American Musicological Society 47 (1994) pp. 395-441



This triangular situation is explored in detail in Part I, which considers each
artist’s attitude to his material, and then offers a reading of Ferneyhough’s writings on the
‘figure’ in relation to concepts set out in Deleuze’s monograph on Bacon. Several
important concepts are introduced in addition to the notion of the figure, which will
return 1n subsequent Parts (II and III) of the thesis, themselves abstracted and critiqued in
an ever more speculative yet rigorous investigation of both Deleuze and Ferneyhough’s
ideas. Theodor Adomo’s aesthetics of musical material are also important to
Ferneyhough, many of whose fundamental creative endeavours owe their conceptual
articulation (1f not their genesis) to the German philosopher and sociologist. Part I also
approaches this aspect of Ferneyhough’s musical mindset, 1in an attempt to discover how
the Deleuze-Bacon ‘figure’ might also usefully be articulated within the context of
Adomno’s theory of musical material.

The interdisciplinarity of this project, as well as the broad spectrum of theory that
is considered essential to its proper and thoroughgoing exposition, poses an
organisational problem insofar as the central issue — viz. the figure — 1s a very specific
notion set within a much larger field of enquiry. The decision has therefore been taken to
divide the material into three main, wide-ranging sections (themselves subdivided nto
chapters) which are nonetheless internally unified by a general principle. The first of
these sections (Part I, referred to, briefly, above) also introduces the relationship that both
Deleuze and Ferneyhough posit between the figure and the related concept of force, to be
discussed below. Subsequent sections — on space in the artwork, and on time (Parts II and

I1I respectively) — continue to explore this relationship, taking the ‘special case’ concepts

S — N

— e — —

17 Gilles Deleuze, Francis Bacon: Logique de la sensation, coll. ‘La vue le texte’, no. 1. 2 vol. (Pans:
Editions de la Différence, 1981). Translated as Francis Bacon. the logic of sensation, trans. Daniel W.



of the ‘“diagram’ and the ‘rhythm-witness’ as their points of departure. They focus upon
the 1ssues of material in terms of a phenomenology — a space — of vision in language (Part
II) and time as a sensuous force that striates material (Part III). Furthermore, Part II
addresses the concept of the figure at the moment of its forceful eruption into the work of
art: 1n this context, the ‘diagram’ is considered to be both the objective outcome of a
demand made upon the artist by his material, and a technique necessary for the realisation
of the figural in art. Part III approaches the figural from the opposite perspective (that is,
not its realisation in musical material, but its effect upon that material), tracing the active,
tactile force of time through the ‘markers’ left upon objective figural matenal.

As 1implied above, a number of curious pairings — of theorists, philosophers and artists —
dominate the following discussion. One such pair, which can be considered the catalyst

for all others that are explored, brings together Bacon, already the focus of this

introduction, and Ferneyhough. Quite apart from the general and obvious differences

between painting and music, the figurative nature of Bacon’s work, involving him so

readily with the conceptually determined world of objects, and the notorious complexity

and abstraction of Ferneyhough’s music, presupposing several degrees of mediation,

seem, from the outset to be at odds with one another stylistically. It one were to select a

style of painting to compare to Ferneyhough’s intricate and dense, layered, scores based

on the extent to which he embraces abstraction, one might opt for the likes of Jackson

Pollock in whose complexes of interweaving lines and colours — 1n whose own

abstraction — objects and levels of organization can only become perceptible after close

and concentrated study. However, it is Ferneyhough himself who professes his interest in

Deleuze’s study of Bacon: the degree of resonance with the French text 1s remarkable in

Smith (London: Continuum Press, 2003)




the composer’s Collected Writings, though the latter are no less idiosyncratic for it. This

theoretical rapprochement is extended to a comparison of the paintings and compositions

themselves throughout this thesis, although the greater ‘distance’ between F erneyhough’s

concepts and materials given the extent of his predilection for the arcane, must be borne
in mind. It will become clear that his musical thinking 1s, however, particularly tactile
and object-focused, leading to the conclusion that the extreme tactility and objectivity of
Bacon’s figurative images have, by analogy, brought Ferneyhough closer to his own
sound material. It is obvious to any reader of the Collected Writings that Ferneyhough
enjoys an intensely visual relationship with that material, as well as an auditory one.

The particular aspect of Bacon’s painting that is focused upon throughout what
follows has, for the painter himself, no philosophical or conceptual significance: he paints
the figure — most often the human figure — and delights in rendering the flesh as tactile
and sensuous as possible. However he does adopt one consistent position in respect of
what we might call ‘traditional’ or ‘conventional representation’, insisting that his
paintings convey neither story, nor sensational horror: ‘I have never tried to be horrific’.'®
Familiar preoccupations of his, including the painted scream, result from his early
fascination with the colours and muscular contractions particular to the mouth, and not a
taste for the shocking scene or event that induces one to scream: indeed, his ownership of
a book on diseases of the mouth (complete with hand-coloured plates) testifies to this
interest in the physiology of the face."” (A medical book among his possessions called

Positioning in Radiography contirms that his interest extends from the face to the rest of

the body. Along with Eadweard Muybridge’s well-known sequential photographs of

'8 David Sylvester, The Brutality of Fact: Interviews with Francis Bacon (London: Thames and Hudson,
1987) p. 47
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wrestlers”, these books suggest a scientific aspect to Bacon’s work that balances the
impression he gives, in interview, of the somewhat arbitrary and manual manner of his
application of paint to the canvas).”' In fact Bacon’s approach marries this taste for the
accuracy and detail of ‘science’ (of the body) — ‘he...haunted medical bookshops 1n
search of an ever greater precision in the portrayal of extreme states’>’ — with the
perception of artistic ‘beauty’ — ‘I always thought that I could make the scream as
beautiful as a late Monet landscape...” — recalling older attitudes towards painting and
sculpture. “Art was a superior science, like medicine, and there was an acknowledged
hierarchy of accomplishment that ran all the way from apprenticeship to masterhood’.**
Daniel Farson comments that ‘towards the end his work was almost clinical in its

dissection: ‘I never think of my work as convulsive’ [the artist’s own admission]. ‘I love

very ordered work’.”*

Bacon’s determination to paint the sensation and nothing else [i.e. to represent
nothing] notwithstanding, his subject matter includes numerous iconic, religious staples
of the history of painting. Most notable are his many Popes and crucifixion triptychs,
which inescapably invoke tradition, even if it 1s then subverted through techniques such
as the box-like enclosures that Bacon uses to isolate the figure, the malerisch-style®

curtains that seem at once to cover and cut-through the figure (witness several of the

" Ibid., 32
*® See the reproductions in Sylvester 1987: 31, 33

‘! See Sylvester 1987, interviews 1 — 4 especially (pp. 8-125)
“2 John Russell, Francis Bacon rev. ed. (London and New York: Thames and Hudson, 1979) p. 56.

‘He...kept one or two hand-coloured plates - for the incongruous beauty, above all, of the colouring and

the magnificence and purity of the teeth’. (p. 56)
23 ited in Farson 1994: 6. For the second quotation, see Sylvester 1987: 48-50
4 Russell 1979: 54

» Farson 1994: 9
26 The term malerisch refers to the painterly treatment of texture, as opposed to a ‘flat’ (non) texture, such

as the acrylic monochrome backgrounds on many of Bacon’s larger canvases. A malerisch texture by
contrast is one in which the brushstrokes remain visible, textured.
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Popes) or the surrounding of the figure with carcasses of meat (see Pope No. II, 1960 and
rainting 1946 discussed in Part II), as if to bring out the textures and colours of meat in
its own flesh. His espousal of the figurative form, and declared rejection of abstract art’’
has led some to suggest his art is stylistically postmodern®®, an assessment that is itself
rejected in the following chapters, which consider his techniques to be thoroughly
modern. In fact, in Part II I argue that in spite of his dismissal of the abstract as a viable
form of expression, his method does indeed incorporate abstraction as a necessary means
to expression, even in the most figurative of his works.

Further evidence that Bacon himself attaches no particular conceptual importance
to the figure 1s provided if one traces the development of his career: he did not begin with
the concentrated, boxed figures and ‘biomorphs’*’ that characterize his work from the
mid 1950s onwards, and neither towards the end of his life did he paint the figure
exclusively. His first professional occupation involved designing and making fumaiture,
and 1n his painting, to which he became seriously dedicated only in his thirties (he refers
to himself as a latecomer"), he followed his ‘obsessions’ as they were at that moment.
Thus his earliest paintings recall Picasso in their ‘sculpted’ figures, or Van Gogh’s
landscapes, and the canvases are generally much ‘busier’ with colours, textures and
objects (flowers, grass, patterned coats) than i1s the case with the intensely honed,
muscular, thoroughly plastic later figures and their economical surrounds. His ‘Pope’
phase results from a youthful absorption mn works such as Velazquez’ Pope Innocent X 1;,

the paintings of coupled or multiple figures stem from his attraction to Cézanne’s

27 Gee Sylvester 1987: 30-67 (interview 2)
28 gee Emnst van Alphen, ‘The Body Unbound: the Postmodern Aesthetics of Francis Bacon’, Word and

Image, vol. 7, no. 1 (London: January-March 1971) pp. 71-84
2 David Sylvester, Looking Back at Francis Bacon (London: Thames and Hudson, 2000) p. 144
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Baigneurs [The Bathers]>* (which in his opinion, successfully portrays several figures on
the same canvas without letting a narrative in’); and the relationship of tension between
meat and bone (meat often appears to be escaping — shding off — the bone) is, in part at
least, a consequence of his observation of the spine and flesh in Degas’ Aprés le bain
[After the Bath].”* “You will find at the very top of the spine that the spine almost comes
out of the skin altogether. And this gives it such a grip and a twist that you’re more
conscious of the vulnerability of the rest of the body....In my case these things have
certainly been influenced by X-ray photographs’.” (Again, the meeting of science and art
1s striking). Later, in the late 1970s and 80s, Bacon evolved the plasticity of his figure
still further into paintings like Sand Dune (1983) which, though it maintains an
undeniable figurative likeness to a sand dune, at the same time conveys a sense of
fleshliness, abstracted now from the body itself. David Sylvester argues that despite the
lack of the figure-body in such paintings, the animal energy extorted from the material in

the actual figural works is distilled onto the Sand Dune or Jet of Water (1979)

36
nonetheless™ .

When asked why he had moved from the figural form towards these ‘landscapes’,
Bacon responds laconically that ‘inability to the figure’”’ had forced the change. He
strongly implies that no significance should be attached to this. Rather his ‘decision’ has
been dictated only by the practical situation in which he finds himself. Nevertheless, this

comment does tell us one important fact: that the figure, once i1t 1s fastened on as a

% Sylvester 1987: 68
*! Velazquez Pope Innocent X, 1650

2 Paul Cézanne, Baigneurs, 1890-1892

> Sylvester 1987: 63-64
** Degas’ painting dates from 1903.

3 Qylvester 1987: 46-47
¢ See Sylvester 2000: 144
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stylistic preoccupation, becomes the priority for Bacon in painting. It is, as has been
suggested earlier, not Bacon who makes of the figure a concept, but Gilles Deleuze. To
this extent, Ferneyhough is ‘paired” with both Bacon and Deleuze in this thesis: with the
one 1n terms of practice (the figure or body is evoked in artworks themselves), and with
the other in terms of abstract conceptual argument.

Deleuze’s 1deas will be addressed in greater detail presently. At this stage, it is
important only to note that it is he who abstracts and theorizes the notion of ‘figure’
based, 1t seems, upon multiple possible meanings of the French term (this is highly
typical of his writing). However, even in his most abstract reckoning Deleuze does not
torget the figure’s rootedness in the body, doubtless due in part to the forcefulness of
Bacon’s own discussions of the i1ssue with David Sylvester, his most regular and trusted
interviewer. The term ‘figure’ refers (in French and English) both to the body, and to the
rhetorical device that has occupied many linguists and philosophers for centuries.”® The
concept of the figure in terms of both body and language 1s fundamentally important to
the remainder of the present work.

The same impression of the double relevance of the term ‘figure’ 1s given In
Ferneyhough’s written texts, and, by extension, in his musical language: nevertheless, as
indicated previously, these phenomena are necessarily understood to be mediated n a
(contemporary) musical context, which enjoys neither the visual immediacy of painting,
nor the object-relatedness of figurative, representational artworks. This being the case,

the level of abstraction to which Deleuze subjects the Baconian figure offers a way into

Al

>/ Sylvester 1987: 63
38 Qee discussion in Tzvetan Todorov, Theories of the Symbol, trans. Catherine Porter (New York: Comell

University Press, 1982). See also Michael Spatzer, Metaphor and Musical Thought (Chicago, Il1.:
University of Chicago Press, 2004).
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the analogous material in Ferneyhough’s music. However, rather than approach the issue
from this angle straightaway, I intend firstly to strip away certain presuppositions
surrounding the reception of Ferneyhough’s music, as well as recast in an alternative

perspective, some well-established, and by no means incorrect, current assessments of the

composer’s work.

Ferneyhough and Tradition

Typically, the first word to be associated with Ferneyhough’s music 1s ‘complex’ or

rather ‘complexity’>’

, which couched as ‘New Complexity’ has not only linked him with
other composers of a similar attitude (Michael Finnmissy, Chns Fox, Richard Barrett,
Klaus K. Hubler, Chris Dench, James Dillon et al.*), but has unfortunately led to the
treatment of what 1s purely, he insists, a fterminus technicus”', as though it were indicative
of an aesthetic position, a stylistic conceit or worse still, a ‘school’. Indeed, even as
Ferneyhough explains that ‘my own researches in the field of complex musical states
reaches back at least to 1966°* in an attempt to distance himself from the ‘so-called
‘New Complexity""'43 . his interviewer’s question implies that he (as a proponent of ‘Old
Complexity’) and the younger generation of composers (viz. the ‘New Complexity’) can
be stylistically and aesthetically related precisely on this basis. In fact, if Ferneyhough 1s
assimilable to any style or ‘school’ in music’s history it is to another, much more

historically established two ‘generation’ institution: the (second) Viennese school.

Ferneyhough’s own declaration of his stylistic preoccupations is summarised in the same

A ——

A —— - —

P F erneyhough, ‘Interview with Antonio de Lisa’ in 1995: 422-430
* Ferneyhough himself names these composers in Ferneyhough (ADL) 1995: 425
*! Ferneyhough, ‘Responses to a Questionnaire on Complexity’ in 1995: 67

2 Ferneyhough (ADL) 1995: 425
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interview: ‘I see my development as a continuation (and reformulation) of the central
concerns of Late Modernism....My attempt at continual re-evaluation of possible musical
‘grammars of validation’ is still broadly based on a flexible vision of function and linear
process...I am constantly concerned with underlining dissonance (or disequilibrium) as a
dynamic semantic quantum on all levels of compositional argument’.** Ferneyhough’s
Collected Writings and music also convey the importance, for him, of Amold
Schoenberg’s work: recent public statements reveal the extent to which he has come to
identity his own musical concerns with the ‘father’ of western atonality and serialism.*’
The parallels are striking indeed in life and music: both composers are autodidacts; both
spent the early parts of their careers forced to supplement their negligible income from
composition with other tasks (Schoenberg orchestrating other men’s operettas,
Ferneyhough copying other men’s compositions)*®; both spent/spend their later years in
America, as university teachers (Schoenberg leaving Germany to escape the Nazi
oppression of Jews, Ferneyhough leaving Europe because ‘San Diego was the first
institution ever to offer me a secure, permanent position, even though I had been actively
searching for some ten years closer to home’*’). Musically too, the resonances are clear:
Ferneyhough’s Fourth String Quartet (with soprano) and String Trio pay tribute, amongst

other works, to Schoenberg’s own choice of ensemble (his second, innovative, string

B Ibid.

44 :
Ibid., 425-426 o |
* Ferneyhough has recently delivered a keynote address (Durham, Ferneyhough 60™ Birthday Festival,

January 2003) which contained the phrase ‘Schoenberg and I’, reflecting the degree to which he feels the

parallels between them. |
* Both men were equally frustrated by this. Whittall notes of Schoenberg that ‘from his early years as an

orchestrator of other men’s operettas to his late years as a university teacher, Schoenberg suffered from the
supreme frustration: the regular necessity to set his own work aside and perform other tasks in order to
support his family’. (Amold Whittall, Musical Composition in the Twentieth Century (Oxford: Oxford

University Press, 1999) p.160). Femmeyhough recalls that ‘over the years, juggling various secondary
activities in order to make a living becomes somewhat debilitating’. (Ferneyhough (ADL) 1995: 422)

47 Ferneyhough (ADL) 1995: 422
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quartet includes the soprano voice). Even the links made by Ferneyhough between his
music and painting recall a preoccupation of Schoenberg’s own. Furthermore, both
composers have produced paintings of their own. Amold Whittall refers to Schoenberg’s

encounter with painting and also literature in his Musical Composition in the Twentieth

Century:

It might be argued that, at least from the time of Edvard Munch’s The Scream (1893) and the plays of
August Strindberg, especially A Dream Play (1903)...a kind of expression existed in painting and literature
which demonstrated a ‘point of crisis’ with regard to the relation between progressive and conservative that
music could hardly fail to match, if not outdo, in the sense that the contrast between tonality and atonality
was greater than anything literary language could provide and was only paralleled in painting with the
appearance of Kandinsky’s earliest abstracts in 1910-11. The friendship between Schoenberg and
Kandinsky encourages this particular comparison, while also reinforcing the obvious and fundamental
differences between technique and expression in painting and musical composition.*®

The similarities here with Ferneyhough’s situation are striking, despite the lapse ot some
70 years between the two. In his essays of the early 1980s Ferneyhough identities a
renewed ‘point of crisis’ in musical composition, resulting from the extreme regression
evident in some styles and the extreme ‘mathematicisation’ of others. It is arguable that
Ferneyhough’s personal resolution of this perceived crisis 1s in some measure indebted to
his encounter with Deleuze’s reading of Bacon, and more specifically with the notion of
the figure. In any case, the parallel is as notable as that between Schoenberg and
Kandinsky. Crucially, Deleuze argues that Bacon forges a unique path through his
contemporaries’ tendencies to either preserve figurative conventions at the cost of
progress, even when, he insists that the camera has usurped that function, or to follow the

course of pure abstraction. In fact, Bacon’s inimitable style retains aspects of convention,

e -

—————————————

—————

i Whitta]l_l 999: 42. Ferneyhough acknowledges the influence of Bacon, and specifically Deleuze’s
monograph in interview, see Ferneyhough, ‘Interview with Jean-Baptiste Barriere’ in 1995: 415 and Joshua

Cody, ‘In Conversation with Brian Ferneyhough’ (website:
http:// WWW.s0speso.com/ contents/articles/ternevhough _pl.htini, 1996)
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Just as 1t incorporates the progressive — for example in its forays into the abstract
(mentioned above). Ferneyhough’s ‘personal’ stylistic choices carve, like Bacon’s, their
own route through the so-called ‘crisis’ in material and, to stop at calling Ferneyhough’s
music ‘complex’ (implying ‘too abstract’) is to miss the degree of conventionality that
underscores even his most arcane procedures. The figure allows both the progressive and
conservative to find expression in his music. Part I explains this, though by way ot
introduction, a short case-in-point may serve as preparation for a chapter ot analysis later
in the thesis.

[t 1s 1n the musical material 1tself that Ferneyhough 1s at his most
‘Schoenbergian’, firstly at the microscopic level: witness his generation 1n the Carceri
d’Invenzione cycle (1981) and Lemma-Icon-Epigram (1980) of the entire musical
material from a certain number of chords (eight and seven respectively) which can be
disposed either vertically or horizontally, and which develop linearly and moreover
polyphonically as the pieces progress. (Carceri I also uses pitch material from
Schoenberg’s Moses Und Aron, though not conspicuously). The principles that sustain
works by Schoenberg such as the Three Piano Pieces, opus 11 and Chamber Symphony
No.I — indeed, many examples of Schoenberg’s early atonal works — are brought to mind
in Ferneyhough’s musical language.

The present discussion, as it extends into the ensuing three parts, will set out and
develop a theory of the gesture and figure as dynamic features of Ferneyhough’s musical
material, whereupon the gesture, as individual and personal a notion as Ferneyhough
undoubtedly makes it, can be likened nonetheless to the principles of Schoenberg’s

‘developing variation’, and the figure, as redolent of Bacon-Deleuze as it 1s, lends 1tselt
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to contrapuntal treatment. Like the vertically-expressed chords in Schoenberg’s music™

which are then developed, broken down — it 1s here that his music can be at its most
expressive — and later re-articulated 1n a new, but related, developed and varied context,

the gesture as Ferneyhough conceives 1t can ‘topple’ into linear figural, polyphonic
expressive matenal. It 1s 1in the latter that Ferneyhough considers himself most ‘free’
creatively. It can be no coincidence that the more expressive aspects of his language are
also the more dynamic, plastic aspects, enabled precisely through his domination of
gestural material. A similar tension between the static or ‘vertical’ and the fluid or
‘linear’ pertains in Schoenberg’s own material, in which the linear contextualisation of a
chord often corresponds to its expressivity.

On the macroscopic level — the level of form — there 1s evidence once again of
Ferneyhough’s indebtedness to Schoenberg and indeed the Viennese School in general.
The principles of horizontality and verticality are manifest on the larger-scale too insotar
as the linear developmental consistency that Ferneyhough raises to a formal, as well as
local, operation is organized through ‘structural downbeats’ similar in function — despite
the historical lapse between them — to those in evidence even in Beethoven’s music. To
this extent, and contrary to the popular view, Ferneyhough can be considered a
conservative composer: his formal constructs, though they might be hidden by layer upon
layer of complex microscopic activity, are In some Cases, deceptively simple. For

instance, Ferneyhough might establish a three-part structure roughly analogous to an

N N ﬂ L L

* Ferneyhough’s ‘favournite’ period of Schoenberg is around 1910, the same as Adomo (See Theodor
Adomo, ‘Vers une musique informelle’ mn QOuasi una fantasia, trans. Rodney Livingstone (London: Verso,
1998, pp. 269-322). However, he also sees the positive in the serial explorations made by Schoenberg: even
when the pitch parameter 1s regulated by the rules of the row, Ferneyhough argues that other parameters
(thythm, timbre and so on) can be used to contextualize and dynamize material. See Part II for a discussion
of Ferneyhough’s integration of pluralism into his own style, a style that does not merely revisit 1910, but
of developments in musical composition in the decades since.

takes account
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exposition, development and recapitulation (he even adds codas in several pieces’), but
articulate within that local retrogrades, inversions, processes and perhaps microtonal
‘reductions’ of chromatic material (as in Superscriptio) redolent of serial and post-serial
techniques in the mid-twentieth century.

This thesis devotes a chapter of analysis to the study of his Carceri d’Invenzione I
for chamber orchestra (the second piece of the Carceri d’Invenzione cycle). My analysis
takes as its point of departure these observations regarding Ferneyhough’s conservatism
in terms of musical form, before focusing on the piece according to the perspectives
suggested 1mn Parts I and II of the present discussion (i.e. the figure, gesture and
expression). My intention is not to suggest, in using certain formal analogies (e.g. the
sonata) which have their own implications relating to musical history, that Ferneyhough
‘adopts’ these forms, retaining their diatonic structuring principles. Instead, I make
certain comparisons based on features such as the ‘arc’ of traditional sonata form (the
initial tonic, the (harmonic) distance travelled to the development in the dominant, and
the return to the stability of the tonic), whose principle can be appropriated by

Ferneyhough, even though his means of realising that principle are difterent.

Carceri I is divided into three substantial sections: the first bears witness to repeated
materials, the trajectory of which moves from the exact to what Richard Toop calls

‘arcane re-readings"51 of the initial material. (This might involve using a pitch filter’”, for

O Carceri d’Invenzione I and I1I are examples of large-scale chamber orchestra pieces with codas.
> See Richard Toop, ‘“‘Prima le parole...” (on the sketches for Ferneyhough’s Carceri d’Invenzione I-1ll)’

in Perspectives of New Music 32, no. 1 (1994) pp. 155-175.

>2 A relatively simple pitch filter is used in Superscriptio where Ferneyhough uses a twelve tone row, which
is of course chromatic, but ‘filters’ it microtonally (using quartertones), such that the oniginal scale
becomes considerably condensed, but its equi-distant intervallic 1dentity 1s maintained 1n 1ts new version.

See Richard Toop, ‘Brian Fermeyhough’s Superscriptio: A Conversation and an Analysis’, 1n
Contemporary Music Review 13, no. 1 (London: 1995) pp. 3-17 for reproductions of the two scales in the
semi- and quarter- tone identities. More complex uses of pitch filters in Carceri d'Invenzione I denved from
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example, through which F erneyhough’s initial pitches are transformed, yet they remain
relatives of the ‘parent’ pitches on account of the filter, and can legitimately become part
of Ferneyhough’s broadly conceived repetitive strategy). A striking structural feature of
this first section is the several ‘futti interventions’: short but weighty ‘breakthroughs’ of
the whole ensemble into an otherwise reduced texture (consisting most usually of small
groups, such as a string or brass quartet for example). The interruptive material is
markedly different from the interrupted material, most notably in terms of texture: the
former 1s generally homophonic, the latter contrapuntal. The effect of these interventions
is to unsteady the section progressively: it begins robustly and ends with depleted forces
and ‘chaotic’ sounding material.

The second section is again substantial, and referred to as a ‘central tutti’.>> The
tuttis can be considered to perform a formal role that is loosely analogous to the
destabilizing move, 1n a sonata exposition, from the tonic towards the dominant (or its
substitute). In the latter, the development then begins in the dominant, reinterpreting
material from the exposition. In Ferneyhough’s case, this 1s ettected through the
retrogradation, from the beginning of the central tutti onwards, of the textural character
(in the form of ornaments) of the first section. Insofar as the whole of this central section
is a futti, it maintains the ‘dominant’ character (following the analogy with diatonicism)
of the destabilizing tfuttis in section one, but, having reversed the pattern of
destabilization, tends towards the original orderliness and solidity of texture identified at

the beginning of section one (my ‘exposition’), in readiness for the ‘recapitulation’. The

e
___ _ ae——

Schoenberg’s Moses und Aron are described in Cordula Pétzold’s Doctoral Dissertation, ‘Carceri
4’ Invenzione’ von Brian Ferneyhough: kompositionstechnische und horanalytische Aspekte from the
University of Freiburg, available at the website http:“www_freidok.uni-fretburg.de/volltexte/583 (2002).

53 Gee Pitzold Diss. 2002
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reversal of the tendency of the texture to depletion is one which stretches from the very
beginning of the central tutti, to the end of the piece — hence, when the third section
begins, 1t does so at a point that can still be considered relatively unstable, texturally.
Thus, like a sonata form recapitulation, Ferneyhough’s third section moves back to the
stable ‘tonic’: indeed, the consistency and ‘solidity’ of sound familiar to the listener from
the very beginning of Ferneyhough’s piece returns to the texture by the end of this
section. There follows a coda for which Ferneyhough selects representatives from each
sub-group of the chamber ensemble, to explore low registers and percussive timbres. The
technique of prescribing frequent rallentandi adds to the sense of closure created by the
final transformation of Ferneyhough’s melodic resources (which have been the wind and
strings throughout the piece) into percussive instruments (the flute and viola are the
chosen representatives of the respective families of instruments). The final bars including
this pair and four additional, actual percussion instruments fade ppp to nothing. This
percussive conclusion, filled with impulses (drum) and the metallic sonority ot ppppp

triangles, partakes of a cadential function for Ferneyhough.

Carceri I is not the only piece to end in this manner. Carceri II] 1s ‘terminated’
(this rather clinical term expresses the fact that Ferneyhough’s processual material has
outworn its potential in that particular piece)54 once the continuous ‘stripping away’ of
textural forces reveals an impulse pattern which the composer has endeavoured to
conceal throughout the piece. One is given the impression that Ferneyhough ended this

composition in order to preserve its structural ‘secrets’. Either way, a thoroughgoing

transformation of a piece’s textural character that is consolidated, intensified and revealed

in a coda section, thus completing the arc of the work, 1s a typical Ferneyhough
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mechanism for bringing the dynamic to a close. It is the kindling and the sustenance of
this dynamic that most reflects Ferneyhough’s self-conscious alignment with the
Viennese ‘line’ of composers. The analysis of Carceri I presented later in this thesis will
revisit some of what has been set out here, in order to extend it into the new context of
the tigure. For now, however, I remain concerned with the question of form in
Ferneyhough’s music, and more specifically, how it can be interpreted as a palpable link
to the musical past.

To the extent that I have foregrounded the conservativism discoverable in this
aspect of his music, I refine, and in some cases, challenge, some current assessments of
the composer’s priorities. Arnold Whittall’s emphasis on the austerity and untraditional
aspects of Ferneyhough’s musical material i1s not incorrect. In fact, he focuses on
Ferneyhough’s ‘conscious continuation of the earlier, romantic genre of the fragment,
which he sees as a persistent twentieth-century force, not least in the later work of
Nono’>” in a manner that is consistent with my own appreciation of the interruptive futti
interventions in Carceri I. Nevertheless, one senses that he 1s content to accept
Ferneyhough’s own appraisal of a piece such as Superscriptio (tor solo piccolo, 1981) as
‘completely automated’56, without probing deeper into the mechanisms which, while
undoubtedly tending towards the extreme limit of musical-abstract possibility, arguably
bear the traces of diatonic-formal principles. This trace does not reveal itself in any

obvious, gauche way, but in terms of shape. One senses a familiar morphology 1n

Ferneyhough’s musical form, though one might add that the constitution ot his music on

the ‘cellular’ level is thoroughly new.

eepes———r

** See Toop (PP) 1994
55 Whittall 1999: 380
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T'he apparent contradiction embodied by certain traits in Ferneyhough’s music
and his own comments upon it set out in the Collected Writings is sometimes striking.
His capacity to mislead a listener is not motivated by a deliberate and conscious urge to
throw him/her off a ‘correct’ analytical course, so much as a requirement that the
reader/listener reach an independent conclusion. It may also reflect the autodidact’s need
to ‘cover his tracks’. Whittall suggests that ‘the constantly evolving line [of
Superscriptio] is more splintered that centred, and even though for most of the time it is
not literally fragmented by the insistent use of rests between sounds, its feeling of ebb
and flow does not coexist with any sense of gravity, of focus on a governing feature,
whether a single pitch or a recurring motive’.”’ The latter part of his comment suggests
that he approaches Ferneyhough’s piece intending to measure its character against a
traditional model of formal consistency, dependent on the identity and role of recurrent or
developing motivic features. Against these parameters, Ferneyhough’s piece flaunts its
difference, its abstraction and apparent distance from tradition. The relationship of
Superscriptio to tradition is arguably subtler. The pitch parameter (in which Whittall
seeks such phenomena as repetition, or a focal pitch) 1s subordinated 1nstead to intervali,
whilst the traditional primacy of the harmonic parameter (in which Whaittall seems to seek
motivic, ‘gravity’-providing material) is displaced by a concern for register. From the
beginning to the end of the piece, an interval series containing four thirds, three tones,
two semitones and two fourths (and inversions of these intervals) 1s used to generate
pitches. The series is counterpointed with itself five-fold in the final section (see

Appendix 2, b.201-end) producing five distinctive registers for the flautist to articulate.

e———

% See Toop (S) 1995: 5
57 Whittall 1999: 381
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Rather than foreground the moment-to-moment progress of pitch material, F erneyhough
raises his concern with interval to a formal principle. In partnership with the registral
material, his architecture produces a form similar once again in conceit (though not
detail) to the I-V-I of sonata form. Instead I maintain simply that the sense of movement
away from- and return to expositionary material — the sense of an ‘arc’ — recalls the shape
and the tension (distance and its resolution, or instability and stability) at the heart of

sonata form.

The piece (in five sections overall) begins at the upper registral extreme of the

piccolo, although 1t 1s not clear to either listener or analyst at this point that interval is
considered superior to pitch. Section two (b. 60-118) contains several bars of rapid
repeated notes, changing pitch frequently (precisely so as not to allow a ‘focal’ pitch to
become prominent): any ‘melodic’ impression one might have formed after section one is
replaced now by the insistent hammering of the repeated tones, which lessen melodic
interest in favour of highlighting the intervals between the notes. Section three (b. 119-
138) 1s the first to make counterpoint of the interval series (three-part) and 1s the most
obviously fragmented, disjointed material, articulated in the middle registers of the
piccolo (Whittall’s ‘splintered’ line). Sections four (b. 139-200) and five are more
consistent, despite the increase in contrapuntal parts, assimilating aspects of the matenal
from sections one and two. Section four ‘mirrors’ section two in textural terms. The final
section sees a return of the extreme(s) of the piccolo register (the upper register
predominates) which recalls the very opening of the piece. The middle register 1s
gradually phased out altogether due to the specificities of the intervals used: the piece

ends on the highest possible pitch obtainable on the piccolo. This 1s somewhat symbolic:
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a ‘return’ to the expositionary material, enforced through the contrivances of interval
structure, which 1s used as a ‘weighted’ (quasi-harmonic) device; for example, it is
converted into microtonal values which gravitate towards the extremes of the instrument.
Not unlike Ferneyhough’s own method of filtering pitches to create an abstraction of the
original pitch material, the abstraction of his formal creativity in Superscriptio that is

proposed here 1s filtered through an awareness of serial and atonal techniques which

necessarily distorts the diatonic heritage of the musical forms one might identify in his

compositions.

Representation

Nevertheless, Ferneyhough’s music does betray a degree of object-relatedness which can
be compared with that manifest in Bacon’s painting: it 1s 1n order to pursue this point that
lengthy explorations of background formal conventions have been made above. Further
to this object-relatedness, Ferneyhough’s piece for ‘cello and live
electronics/transformations which forms part of the 7Time and Motion Study cycle 1s a
theatrical work’®, calls for the cellist to be constrained by a number of microphones and
electrically operated equipment (to the throat, the body of the cello, foot pedals, the close
proximity of loud speakers and so on) as well as flanked by two assistants.”” Visually,
this creates an impression of an instrumentalist imprisoned by his own means to
expression, and yet he is on public display, scrutinized by onlookers who also have aural
access to his body, to the sounds of his throat: the intimacy of this connection violates

him. As the piece progresses, he becomes more defiant, agitated and neurotic. An aside of

E———————

>8 Although in the preface to the score, Ferneyhough instructs that the piece should not be performed as a
theatre piece.
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Ferneyhough’s in an interview discloses an interesting figurative intent in this piece: ‘I
wanted to subtitle the cello piece “Electric Chair Music”, but decided that that would be

far too explicit...the cellist...is certainly tortured throughout. We have yet to see if he

survives’ .

However, like Bacon, who rejects the traditional parameters of representation,
Ferneyhough’s writings of the 1980s present a polemical argument against the then
popular use of iconic materials, whose specific emotive content or significative poOwer 1is
— according to Ferneyhough — prioritized over their immanent potential in a particular
musical context. (Bacon’s addition of a painted swastika armband to the left arm of the
figure in the right hand panel of Crucifixion, 1965°' is an example of the icon
overpowering the context it is placed in: Bacon insists that he only wanted to break the
texture of the arm by adding a band of colour, and it so happened that he had some
photographs of Nazi soldiers, which planted the idea in his head. Nevertheless, he later
admits to Sylvester that the inclusion of such an emotively charged object was a
mistake®* since the critical reception of the painting had focused largely on the symbolic
properties of the armband, and what it might ‘mean’ for the painting, forgetting the detail
of the figure itself). Ferneyhough 1dentifies a similar problem in certain contemporary
musical styles, juxtaposing other composers’ attitudes to musical material with his own

(he refers to an article of his — ‘Form-Figure-Style: an Intermediate Assessment’ —

published the previous year, in 1982):

> The assistants operate electronic equipment.
°® Femeyhough, ‘Interview with Andrew Clements’ in 1995: 216. At the time of the interview (1977), the

premiere of Time and Motion Study Il had not yet taken place.
°! [ronically preserved in the Staatsgalerie moderner Kunst, Munich.
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My personal view of the necessity of continuity of personal style...was there contraposed to the various
brands of neo-historicism now current. I suggested that the view of musical ‘history’ often implied in such
music 1s a necessarily limited and limiting one, and that the view of musical gestures can effectively reflect
the emotion of the composer in some sort of direct depictional manner leads to all sorts of problems when
thinking of form, particularly when bound up with the now ageing polemic against the so-called ‘senal’ (in
the sense of ‘total serial’) tendencies of the fifties. The main argument against most New Romantic
phenomena is that the iconic representation theory (on whatever level) leaves the single gestural unit of

significance on a rather isolated and formally ineffective island. Indeed, the more effective the depicting
act, the less the resultant gesture is in need of continuation!®’

T'his argument will be followed closely throughout the remaining chapters of the present
work (Part I considers these specific issues in detail), focusing particularly on the degree
to which Ferneyhough criticises the misappropriation of the body in those styles of music
against which he proposes his own highly physical concepts of figure and gesture. When
he refers to the reflection of ‘the emotion of the composer in some sort of direct
depictional manner’, he hints at the attempted integration of the bodily gesture in an
unmediated fashion: a practice that he fully rejects in his own musical expression.
Ferneyhough’s musical relationship with the body operates not through the attempt to
somehow ‘capture’ it 1n materal, and reflect it back to the listener. Rather it is through
his constant references to visual experiences, his phenomenologically related recognition
of the eye as a corporeal, sensory object — as part of the world it surveys — and his
perceived plasticity of historically handed-down musical forms and gestures that we
might approach his thoroughgoing and immanent evocation of the body through musical
material. Nevertheless, he readily acknowledges that music of his which ‘refers explicitly
to visual 1mages’ does so ‘even though at one speculative remove’."

The problematic relationship between Bacon’s figurative paintings and Ferneyhough’s

more abstract musical compositions i1s brought to a head here. Ferneyhough’s many

°* Sylvester 1987: 64-65
*> Ferneyhough, ‘Interview with Paul Griftiths” in 1995: 248
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references (scattered throughout the Collected Writings) to shadows, geological
landscapes, sensation, sculpture, opacity, and numerous visual experiences, if one is to
productively compare them with the ‘live’ relationship that Bacon shares with paint, must
be understood to lie behind the dynamic, articulated musically, between gesture and
figure. Like many of Bacon’s figures, Ferneyhough’s gesture can begin from a figurative
representation: witness the opening extremities of register in Carceri I which recall the
limits of Piranesi’s etchings, and their sense of pushing outwards and breaking those
limits. Once contextualised, linearised, the gestural material becomes expressive in its
own right. The importance of context for Ferneyhough cannot be overstated — it also
demonstrates his focus upon the individual work-in-itself, its ‘essential composition’.>’
The figure-gesture dynamic 1s eminently fluid ‘though at one speculative remove’ from
the body itself. However, in my reading of Bacon (following Deleuze), I too abstract a
theoretical position from the figurative dimension of the work. It is not the body itselt
that is focused upon; this is not Deleuze’s figure. Rather the figure 1s the fleshly, fluid
material to which Bacon raises the figurative body; the former 1s overrun with forces
acting on the flesh and issuing from it. There 1s something intrinsically musical about the
rhythm of the flesh in a painting by Bacon.

Furthermore, the more abstracted from the human body Bacon’s figure becomes

(consider the wiped, scrubbed areas which bear little, if any resemblance to flesh or tacial

features, and witness the atomised head in the Study for Self-Portrait — Triptych, 1985-6

for example), the more sensuously the material is conveyed to the viewer. (See Fig. 1)

————— -

o Ferneyhough (PA) 1995: 332. On this occasion, Ferneyhough refers to his Lemma-Icon-Epigram for solo

piano of 1980. | | o | o
65 Theodor Adomo, ‘On Some Relationships Between Music and Painting’, trans. Susan Gillespie 1n

Musical Quarterly 79, no. 1 (Spring 1995) p. 75 and 73. The oniginal German term here 1s Durchgeformtes
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The second section of Part II of this thesis addresses these issues in detail. One might
conclude that the represented body i1s conceived through intellectual means, whilst the
figure 1s given over to the senses, and specifically to vision, though the two are shown to
be dialectically related. Moreover, the figure itself will be described in more than one
manner: as sensible (visible) and non-sensible (invisible) by turns. Part II provides a

lengthy, detailed insight into the ‘degrees of substantiality’ of the figure, and its

consequences for both painted and musical material.

Ferneyhough and Visual Experience

Whilst refuting the suggestion that he is synaesthesic®, Ferneyhough conveys in his
writings and nterviews the extent to which his creativity is dependent on visual
experience, not only in the form of stimuli such as Piranesi’s Carceri d’Invenzione
etchings, but 1n terms of conceiving his own, individual works: their structure, shape and
expression. Ferneyhough argues that ‘the reason, I suppose, that this occurs more at the
very outset than at other junctures in the compositional process is that my inner eye (its
horizon) is not obscured by closer-up matters of concrete musical specification’.®’” An
example of this 1s found in the sketches for the tripartite piano piece Lemma-Icon-
Epigram (about which Ferneyhough has written ‘I wanted to find a way...of treating time

» 68

in an immediately palpable, pictorial fashion’™). His sketches propose to

Perhaps construct ‘ICON’ from disparate symbolic elements disposed in a FIELD? The field consists of a
continuous “VALEDICTION” whose flow will be broken by 1solated OBJECTS. Each object will throw

one or more SHADOWS (the creation of perspective??) whose size and direction remains to be determined
(shadows’ dimensions result of “time of day” for each element?!).

°® Ferneyhough, ‘A Verbal Crane Dance: Interview with Ross Feller’ in 1995: 457

°" Ibid.
°8 Ferneyhough (RT) 1995: 264
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The Valediction-material will be non-repetitive and processual (but static!) whilst the “Objects” whilst
being distorted in their “shadow”-versions, remain essentially repetitive in internal structure. The objects to

be kept functionally and morphologically separate: their interaction is reserved for the concluding
Epigram.”

Elsewhere, Ferneyhough describes the ‘Icon’ section of the piece’” as follows:

The 1dea here was a temporal sun moving across an irregular but fixed landscape, with objects placed in it.
The landscape 1s of course the bar structure; the temporal sun is the ticking (if I want to be over-literal for a
moment) of these groups that gradually emerge, and the objects are the [seven] chords, which are
scrunched up and expanded both in length (growing and getting shorter) and in density (register). ...All
these things together produce the feeling of an intensely but mysteriously temporal phenomenon.”

Presented here 1s a glimpse at the sketches — the ‘before’ of the compositional process —
and a retrospective comment, the aftermath of dealing with ‘closer-up matters of concrete
musical specification’. The visual appeal of this material, for the composer, is sustained
throughout his encounters with it: as the imaginative source of the images, the practical
‘maker’ of the objects and as the receptive audience. Interestingly, his research into the
Baroque fascination with emblema leads Ferneyhough to comment that ‘I...found them a
rich source of speculation of a quite directly musical sort. Particularly in the second,
middle section, the organization derives pretty directly from a visually-based scenario. I
had the i1dea of very concrete objects (I ended up employing a series of seven chords)
which would occupy, and thus to some extent define, a particular space. An imaginary
sun would pass in an arc over this space...1it 1s quite audible 1n general terms, I think’.””
His own musical sensibility, in this case, is Baroque: highly ornate. The matenal is

‘scrunched up and expanded’ in folds: indeed, ‘a tlexible or an elastic body still has

% Cited in Toop (LIE) 1990: 78. All original underlining and capitalizations.

’® The piece’s structure is based on the Baroque concept of the emblema (‘or Denkbilder as Walter
Benjamin terms them’) which consist of the Lemma — a superscription/title “often in Latmn, and often with
arcane connotations’, a second part ‘the verbal description of a possible picture — icon — with various
symbolic parts...like the dragon emerging from the alchemical egg, like the sun, like the moon...the third
element [is] always a piece of verse called the epigram, in which...an attempt was made to relate the
obscurity of the title to the intense symbolism of the image’. See Ferneyhough (RT) 1995: 263
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cohering parts that form a fold, such that they are not separated into parts of parts but are
rather divided to infinity in smaller and smaller folds that always retain a certain
cohesion. Thus a continuous labyrinth is not a line dissolving into independent points, as
flowing sand might dissolve into grains, but resembles a sheet of paper divided into
infinite folds or separated into bending movements, each one determined by the
consistent or conspiring surroundings’.”

Lemma-Icon-Epigram dates from 1980 and, written the year before the first of the
seven-piece Carceri d’Invenzione cycle, signals a new departure for the composer after
the darker style of the 1970s (encapsulated in the Time and Motion Study II mentioned
above). Incidentally, theorists including Deleuze and writers after him have speculated
upon the ‘Baroque’ in Bacon’s work: ‘it is interesting to note the parallel between
Deleuze’s reading of the Baroque, on the one hand, and of Francis Bacon’s figural
painting on the other. In both cases, one discerns the same aim, in opposition to
figuration: to present the textures of matter, and the currents that traverse it. One and the
same tension, one and the same movement towards the aformal is central to both’. ™

Lemma precipitates an inherently ‘visual’ period of Ferneyhough’s work, and its
appearance just before the publication of Deleuze’s monograph on the Baconian figure
was arguably timely for the composer. The atorementioned long-standing tradition of the

rhetorical figure, and its seventeenth-century manitestation in the German compositional

tradition of Figurenlehre which ‘originates with the mapping ot rhetorical terminology

N sl e L e Ml -

"I Cited in Toop (LIE) 1990: 80

"2 Ferneyhough (PA) 1995: 332
3 Gilles Deleuze, The Fold: Leibniz and the Baroque, trans. Tom Conley (London: Athlone Press, 2001) p.

6
™ Mireille Buydens, Sahara: L’Esthétique de Gilles Deleuze (Paris: Librarie Philosophique J. Vrin, 1990)

p. 115. Translation Fabnce Fitch.
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onto musical material’ " are roughly contemporaneous with the images that so impressed

Ferneyhough at the beginning of his researches. Indeed, ‘Figurenlehre, by attending to

the spectficity of musical matenal, helps us “see” the musical figure as if it were a plastic

image, by analogy to painting’.” Multiple interconnections emerge between the plasticity
of the Baroque musical figure; Bacon’s painted figure (likewise plastic); Deleuze’s
theorization of the figure which is indebted, in part at least, to rhetorical tradition via
Jean-Francois Lyotard’’; Ferneyhough’s espousal of the figure in music (of whose history
he 1s aware) and moreover its immanent plasticity; and finally the visual relationship that
Ferneyhough enjoys with his material, carried over from the visual arena to the aural.
(Piranesi’s etchings, like the emblematic ‘Icon’, are native to the Baroque).

The decision to compare Ferneyhough’s music with Deleuze’s appreciation of
Bacon’s paintings (one must not forget that it 1s the French philosopher’s interpretation,
and (largely) not the artist’s own views that are to be compared with Ferneyhough’s
1deas) and not Pollock 1s justified then, insofar as Deleuze’s contemporary theory of the
figure, absorbed by Ferneyhough, attends to the ‘specificity of musical material’, helping
us “see” Ferneyhough’s musical figure ‘as if it were a plastic image, by analogy to
[Bacon’s] painting’. Ferneyhough himself seems aware of the phenomenological
corporeality of this “seeing” eye. He characterizes a ‘cityscape’ — a metaphor for
Postmodern consciousness — a communal ‘urban configuration’ in which the individual

78

(observer) is nevertheless ‘free to manoeuvre’’” in a unique way. He remarks that ‘the

observing eye is not that of a disembodied alien, shutfling the holiday photos at will, but

76 17
Ibid.
77 Jean-Francois Lyotard, Discours, figure (Pans: Klincksieck, 1971). See Part 11 of this thesis for details of

Deleuze’s debt to Lyotard.
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that of a socially committed entity, subordinated to, and in large part defined by, the

nature and utilization of the umwelt inhabited’.””

Lyotard and Phenomenology

Ferneyhough’s attitude towards the ‘postmodern’ is addressed in Part II. in relation to
Lyotard’s earliest, phenomenologically-biased works which establish the roots of his own
theory of the postmodern. And so to another pair of thinkers: Lyotard and Maurice
Merleau-Ponty. The former’s Discours, figure of 1971 — his first text in a post-
structuralist vein — adopts a two-stage critical agenda, initially arguing from Merleau-
Ponty’s phenomenological standpoint against Ferdinand de Saussure and Structuralist
Linguistics, against the view of language as a system that functions through oppositions.
One scholar to have studied Lyotard’s early work in detail — Bill Readings®’ — comments

that “for Lyotard, language is as much given to be phenomenologically seen as it is to be

82

read or decoded’.® Along with critical appreciations of Lyotard by Peter Dews™ and

Geofirey Benning’con,,83 Readings’ work 1s drawn upon extensively in Part II of this
thesis: he successfully extrapolates Lyotard’s most salient observations regarding visual
art, language and politics, offering many invaluable interpretations of Lyotard’s
extremely difficult French (of which no translation exists, as yet)**. Nevertheless, those

aspects of Lyotard’s work which are most useful to the present thesis are his comments in

’® Ferneyhough, ‘Parallel Universes’ in 1995: 81

79 1.
Ibid.
* Bill Readings, Introducing Lyotard: Art and Politics (London: Routledge, 1991)

81 7. -
Ibid., 12
%2 Peter Dews, Logics of Disintegration: Post-Structuralist Thought and the Claims of Critical Theory

(London and New York: Verso, 1987)
> Geoffrey Bennington, Lyotard: Writing the Event (New York: Columbia Umversity Press, 1988)

* Part of Discours, figure is translated in The Lyotard Reader, ed. Andrew Benjamin (Oxford: Blackwell
Publishers, 1989) as ‘The Dream Work Does Not Think’, pp. 19-51
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respect of Cézanne’s painting. Lyotard’s choice 1s motivated by Merleau-Ponty’s work

985

(specifically, ‘Cézanne’s Doubt’"), but given both Bacon and Deleuze’s evident empathy

with the post-impressionist painter, particularly in the matter of the figure®, the parallels
between the two French theorists — Deleuze on Bacon and Lyotard on Cézanne — are
important, and all the more so for the centrality of the relationship between the figure and
force in Discours, figure. Though Deleuze pays remarkably little tribute to Lyotard’s
theory of the figure, his own is indebted to it on so many levels that a parallel reading ot
the two works 1s highly advantageous to an interpretation of the Logique, written only ten
years later.

However, Lyotard later critiques the phenomenological ‘metaphysics of

presence’, ‘the opacity or disturbance that marks the operation of representational

87

interiorization [of knowledge] as an operation, a process’, = arguing now against the view

(and thereby critiquing Merleau-Ponty’s position) that the phenomenologically visible
‘reveals the expressive function of language, language’s participation in the sensible
world, as a pure alterity to signitied meaning".88 The opacity to which Lyotard repeatedly
refers is the rhetorical aspect of language, which, according to phenomenology, 1s seen as
a plastic image in the linguistic sign itself and is irreducible to meaning, to knowledge.
He insists upon the incommensurability of visible and textual space, displacing the figure
from the domain of visibility and rhetoricity onto the clash between the two spaces. The
figure is emergent, a force. Rhetoricity now becomes its trace in language, and distortion

in the opaque object, the measure of its force. This model, developed 1n relation to

;Maurice Merleau-Ponty, ‘Cézanne’s Doubt’ (1945) in Sense and Non-Sense, trans. Hubert L. and Patricia

Allen Dreyfus (Evanston. IlL.: Northwestern University Press, 1964) pp. 9-25
8 Gee Deleuze, trans. Smith (LS) 2003: 34-43, 86-98, 111-121

%’ Readings 1991: 30
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linguistic space is also articulated temporally by Lyotard, such that the postmodemn

becomes a figure for modernity (conceived as an ordered sequence of moments).

Lyotard does not regard the postmodern as the successor to Historical Modernism,
as a period 1 historical time, but as a force, emergent through the order of modernism —
considered to be the representation of History as a logical sequence of moments — itself.
The postmodern is a disruptive event. Further interconn<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>