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Abstract: - The musical creation is examined and compared with an engineering project. The two works proceed in a similar manner, starting from an idea that gives rise to a project and finally to the completed work. The composer’s path is thus similar to that of any important man’s work and requires knowledge, natural talent, intelligence, intuition, creative imagination… Yet the composer searches for Beauty – the true and eternal beauty that goes beyond space and time. He needs inspiration and universal love for this, and here lies the difference between a symphony and an engineering work. ‘A little science and a little love’ as Rossini wrote on the score of his ‘Petit Messe solemnelle’. As an example of the composer’s work, a great Piano Concerto, devoted to Europe, is analysed and its listening shall end the reading of this paper. 
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1- Music and engineering


In a specialization-dominated world, where no longer only two but numerous cultures reign isolated from one another, where languages have become so diversified as to be convoluted and incomprehensible for strangers to the sector, there is perhaps a field where a convergence between the various forms of human knowledge exists – Music. Music with a capital M, or rather that great music that has reached the peak of its potential in the western world over the last few centuries. 
It is not solely a question of ‘technique’. If in architecture, for example, the use of metal and reinforced concrete prepared the way for new once-unthinkable designs, other means for creating magnificent architecture did however exist in past eras. Is there anything more majestic than the pyramids? What building can compete with the Parthenon in terms of harmony and beauty? 

However, it is not so in the case of music. If we observe the classical arts, music is certainly very far from the – almost unsurpassable – peak reached by the other arts: literature, architecture, sculpture and even painting. Instead, music reached those heights from the Seventeenth Century onwards, with masterpieces by the great composers such as Bach, Mozart, Beethoven and many others. Whilst setting about composing his great Requiem, Giuseppe Verdi penned that he 

could have written sacred music in an early vein, but that he did not hold it suitable as modern music offered a vaster repertoire of expressiveness. 

In fact, in music each technical acquisition implies a broadening of its expressive potential. Furthermore, it means being able to accomplish once-unfeasible projects. 

There is a link with engineering, in the sense of first a project and then the accomplishment of a great work; engineering as an idea that gradually becomes substance by following a laborious path from the project, passing through the choice of materials and technology available, to arrive at the final solid reality of the built work. A path similar to the one undertaken by a symphony composer. 

2 -Idea and project


Each one of Man’s works emerges from an idea. The idea is the engine of every scientific, technical or artistic creation. But which idea is music born from? It may be, and as a general rule is, a musical idea – a theme, a melody, an arrangement that sets the mechanism of creativity in motion. However, literary idea may precede the musical one. 

Thus, a distinction is to be made between idea and project: the former is still vague in the mind whilst the latter already possesses tangible substance and is feasibly achievable. And if the idea is the spark setting the creativity mechanism in motion,  then the project  is  where  imagination 

comes to the artist’s aid to help it proceed, step by step, along the path to clearly defining the essential elements of the whole work. 

The project in music is comparable to the plot of a novel. 

A Symphony, and especially its first movement, is in fact similar to a novel, whose characters are the themes initially presented and later developed and distorted to then have them return to their original form. But how different they seem after their many adventures! Yet the novelist looks to life, to experience, for his characters, while the composer has to deal with sounds, which have no match with the reality of existence. Furthermore, while the written word remains and the reader may go back over the pages in order to better engrave the story and the characters on his mind, music flutters away leaving nothing but a sensation, like the shadow of a constantly elusive entity. And here we have the reason for repetition being necessary in music, so that the listener may engrave it on the mind and heart less precariously. 

I have spoken of affinity between symphony and novel, between themes and characters. It is therefore evident that the composer, writing a symphony, has a specific path in mind – one that can be directed towards a positive or negative solution. The composer’s intentions may never be understood without listening to the entire piece and knowing the ending. Because in music, as in life, events are understood only later, once they have brought results. Just as seemingly important events reveal themselves to be of little significance later, whilst minor seemingly chance incidents show themselves to be forerunners to great and unpredictable consequences. And likewise is music: for example, let us consider the importance of a small bridge phrase (played by woodwinds and violins) in the Eroica Symphony, which is subsequently repeated many times and developed. Of course, the main theme, in the case of Eroica, is so powerful and intrusive that it overshadows every other character, but some contrast is however needed in order to avoid monotony. 

There are some musical works with themes effectively representing characters: we need look no further than the leit-motivs of the Wagnerian Tetralogy or the symphonic poems by Richard Strauss. Strauss represents himself in the poem Ein Heldenleben (Life of a hero) with a vigorous and heroic theme that grows to the crescendo of dominating all others – particularly his opponents, which are represented by moaning and jarring themes. 

We know from his letters that even a more instinctive composer such as Tchaikovsky composed his Symphonies following a literary plan, and that it was essential to his progress with a composition. It is of relatively little necessity for us to know this plan; it is not difficult to understand from his musical results how and in which direction the story proceeds. Generally in Tchaikovsky’s case one can speak of Love and Death, but it is Death’s silence that finally seems to prevail. There is a great affinity between Tchaikovsky and Leopardi: both pessimists and both unequalled poets. 

In conclusion, the idea that moves the composer is not always solely a musical idea. In so-called ‘pure’ music (this being without words) too, the composer follows a plan that is very often the cause of the arousal of his imagination. This is then expressed in music, as this – knowing how to express oneself through music – is the composer’s gift. And so he very often has a message he wishes to communicate to us through his music: to ignore this message would be to offend the person wishing to relay it. 

If it be true that the pure musical values make a Symphony or a Concerto great, it is also our duty to comprehend its content, just as is likewise true in the case of any literary, figurative or art work. 

3 - From the project to the completed work 


At this point, I may proceed solely down to personal experience. How in fact the artist – and especially the composer– succeeds in translating his ideas into something tangible, how a relatively vague project emerges as a finished work, would be for me a mystery  – just as for others. 

There is in fact a profound difference between an Engineering project and a musical one. In the former, there is a drawing or even a model that is reproduced with all or nearly all the details of the finished work. This is not so for a work of art. For a fresco, the project involves a sketch that may then be significantly revised or at least a little altered in its details. The project may also be a sketch in the case of a musical work, where the main outlines are drawn, including the themes and the main phrases. But what an enormous gap there is between this and the work! So enormous that one could say that the composer’s creativity is equally fundamental now – if not more so – than during the concept and planning phases of the work. 

A symphonic composition has such a large quantity of variables that every bar is a conquest, an exhausting selection from an infinite series of variants. In most cases, the composer already feels within himself the music he is to compose, even if sometimes only vaguely, and hence knows which voices are to transpire as well as the overall effect. But how much energy it takes to succeed in obtaining such an effect! None of my scientific works, not even the most complex, has been so demanding as certain passages of symphonic score. Very often they are not solved immediately: it becomes necessary to stop and think about it no longer. In truth, the unresolved problem is very alive in the mind and so very suddenly – just like a rainbow after rain – the solution appears. It may happen in the most unimaginable moments, even in the semi-conscious state preceding sleep. And this is how every page of the score emerges, one that the composer will finally deem satisfactory only once it wholly matches everything he felt within himself. 

As the work proceeds little by little, the composer’s anxiety grows: like a mother-to-be nearing birth. The composer becomes detached from everything surrounding him. He pretends to be interested in the usual things, yet is constantly absorbed in his work, in that bar that he left unfinished and how to overcome it. A high level of concentration is essential during the composing phase and today’s lifestyle – turbulent and chaotic as it is – does not always allow this. 

When the score is nearing the end, the tension may be so high as to induce the interruption of the work for a certain period. I have experienced this on more than one occasion. 

But finally one has a finished work. The composer re-reads the score, page by page, listening within himself to what he has written and thus checking that it wholly corresponds to what he was searching for. He carries out a few changes, a ‘fine-tuning’ operation to make the product of his toil as perfect as possible. 

Yet, in truth, that score is not really the work. The work is made up of sounds and the score is but marks. It is a code that only the composer may fully decipher and that a few experts are able to read – and perhaps even judge – but without possessing it totally. Thus, the work will live only if performed. The composer finds himself in a far worse situation than any other artist; the latter creates his work directly and may therefore present it to the public as it is… Even the architect, only by showing a drawing or model, is in a position to show his work off. The composer is not. His creation cannot exist without the vehicle of a third party: the performers. 

If it is true that composing may be compared to gestation, the composer may be compared to a blind mother after the ‘birth’ who cannot see her child and who explores it only through touch. Only through performance shall the author finally see his child, when it is transformed into a free being, not dependent on him. And in such a way it is transformed into a work that is not exclusively his but into one belonging to all those understanding and appreciating it. 

4 – Poetry and beauty


From the idea to the project and from the project to completion: here we have the artist’s path, the path of the composer of great music. It is a path that, taken in these synthetic terms, mirrors that of any engineering work (and perhaps for any work undertaken by Man – that homo faber who, for his ability to build and adapt his environment, has distinguished himself from animals since the beginning of time).

Both a work of art and a work of engineering require sound knowledge, natural talent, intelligence, intuition and creative imagination….. the level of which establishes the success of the result obtained. Yet it is just here in the result that the musical work differs from any other of Man’s works. In fact, music is capable of rousing feelings even though it is an intangible and elusive entity; it acts on Man’s heart, and the feelings that it provokes remain with the listener longer than the sounds themselves. 

The composer is fully aware of this, he knows how to arouse joyful or distressing feelings, calm or angst, happiness or desperation. But above all, his quest is for Beauty, true and eternal Beauty that does not depend on the listener’s tastes but instead is something absolute, something that goes beyond time and space. The musical language’s universality – which may be understood by all men of all eras and tongues and even, if to a minor level, of all ages – gives music the possibility of attaining a beauty going beyond the local and incidental. Therefore, the composer may transmit a message that uplifts Man to transport him to the peak dividing everyday life from eternity and the immanent from the transcendent. 

Is this broadly Poetry’s strength? That poetry that has the power to transform the common into something extraordinary, which strikes Man’s heart and shakes him to the core? Yet music is, if it may be defined as such, ‘squared’ Poetry, double poetry: it adds an excellent representative force for feelings and ideas, exactly via the vagueness of the sounds in contrast to the precision of words. Yes, ideas too: everything belonging to Man may be symbolised by this language that belongs solely to Man. 
The composer’s toil shall be in vain if this result fails to be achieved, which means if his work remains cold and incomprehensible. Artistic communication is viable only through that evoking force that allows the listener’s mind and soul to be penetrated. Communication that I do not hesitate to define as ‘spiritual’, given that it does not take place through flesh and blood – to use Jesus’s expression – but through superior comprehension. 

We may even speak of similarities between music and religious faith. In fact, having faith means knowing how to go beyond the curtain hanging over us, to raise ourselves to the realm of the spirit. It is essential that faith’s focus – God – shows himself and that Man is willing to welcome the voice. And it is just so in music – we must welcome it with an open soul and full concentration in perfect inner silence. Thus we shall find that music is God’s own voice that speaks to us to lift us up to Him. 
And likewise, Ludwig Van Beethoven, who certainly could not be accused of ‘devoutness’, wrote to his friend Bettina Brentano: “everything that is reached with music comes from God”

Music, like faith, is a great door leading from Man’s house to the blinding light of a world lit by God’s Sun. To keep this door shut and to make do with artificial light would be to impoverish one’s own life. 

5 - Inspiration and love


I have not yet spoken of inspiration – a word widely used by all for musical compositions. Taking into account the previous point, I imagine that it may be easily understood how vital inspiration is to a composer. Indeed, how can Beauty be reached, how can one ascend to the Divine, if it is not the Divine itself that comes to us and speaks to us? 

When the notes, themes, chords and rhythms appear in the composer’s mind, it is as if he hears a voice outside of himself, as if he is grasping something that only he can preserve, to then donate it to everyone, to share it. The composer feels he is truly an elected instrument at this moment, and he tries to return the compliment with all his energy. This is the inspiration that means that what the artist creates is not really solely the fruit of a slow ripening process and a difficult choice, but is also sudden enlightenment. They are moments of grace that are granted only by the humility of listening and by the purity of sentiment – freed of every circumstance tying it to daily life. 

Io mi son un che quando

Amor mi spira, noto, ed a quel modo

ch’ei ditta dentro vo significando

(One am I, who, whenever

Love doth inspire me, note, and in that measure

Which he within me dictate, singing go)

   

(Dante’s Purgatory, XXIV, 52-54)

And almost quoting these lines, Beethoven wrote to the great pianist Karl Czerny: Was ich auf dem Herzen haben, muss heraus und darum schreibe ich (what comes from the heart I must express and for this reason I write).

So here we have the process that the inspired artist experiences. Only in this way, with this humble noting down of what love dictates to him, can his work reach Beauty. 

Peu de science, un peu de coeur, tout est la. A little science and a little love: this is the most concentrated synthesis of the composer’s work, expressed in the simple but worthy words that Rossini ascribed to his Petit Messe solemnelle, 

6- Il concerto dell’Europa (the Europe Piano Concerto) 


I believe direct experience regarding the genesis of one of my musical works may be of more interest than any ‘technical’ consideration. 

Thus I have chosen Concerto dell’Europa (The Europe Piano Concerto), which may also be listened to in C.D. form, available on the market. It is a work for solo piano and full orchestra, and the first I wrote. The reason behind this late address to a piece that was found so interesting and pleasing by those fond of music lies in this: that I consider the piano (an instrument I use solely for composing – I am not a professional pianist) to be almost an adversary to the orchestra, so much so that their integration posed a few difficulties. The European Union, so troubled but so very necessary and welcome for peoples of similar cultures and traditions, inspired me with this Concerto dell’Europa where the pianoforte-orchestra dialectic is well suited to describing a Continent’s contradictions; a continent that on the one hand has been the lighthouse guiding civilization and culture and on the other has been the author of intolerable injustice and violence towards other populations and races. 

This Europe that has given so many sublime poets, composers, scientists and philosophers and saints, this Europe of splendid and towering Christian cathedrals also produced the ‘Conquistadores’, violence against coloureds, bloody wars between countries of the same religious creed, Hitler’s holocaust and Stalin’s massacres. And thus these two conflicting aspects brought to mind the musical idea of the two contrasting principles that was so dear to Beethoven. And thus Beethoven in a certain sense became the inspiration for this work. I make use of his ‘theme of joy’, which rose to become the European national anthem, in the last movement, first as a distant memory which then grows more alive but is often distorted like a bloody and torn flag on the battle field. It follows then that this theme would not be the one to suit this union that, overcoming every centuries-old dispute, would finally bring the only hope for peace. Instead, it would be a love melody, one that finally bloomed from that splendid theme of the Andante of the Ninth Symphony – however treated in my manner – and that would finally take the work to a positive and consolatory close. 

But Beethoven is also the origin of the structure of the first movement. This is an authentic struggle between the two Beethovenian Prinzipien: the wiederstrebende Prinzip , or opposing Principle, and the bittende Prinzip, or pleading Principle. The Beethovenian form-sonata is born from this struggle, where the contrast between the themes and their vicissitudes takes on a strength and broadness unknown to Haydn and Mozart and never​​ equalled by later composers. Beethoven uses simple and expressive themes for the opposing or dominating Principle: in this way their impact on the listener proves to be greater and the development possibilities broader. The second theme, representing the pleading, or as was more than once underlined by Beethoven himself, the female Principle, is rather more melodic and tonally spatial. An example of this is the wonderful melody closing the presentation of the first movement of the Ninth Symphony. 

Basing myself on these two principles that also became the symbol of Europe’s two fundamental and contradictory aspects, I built the first movement of my concerto. The dominating theme is simple and lively, the second melodic but tonally contradictory, where the melody in E major rises on an expressive bass in D minor. 

Only after a brief revival, and after the ample development, do the two opposites blend to give this theme – that has now become lively and powerful – the strength to reign. The reappearance of the first theme’s close becomes no longer a sign of violence and oppression but a uniting force, because finally strength is not enslaved to profit but instead coexists with beauty and solidarity: and thus the two souls of Europe merge into that true greatness that is born from the generosity of those having more giving more. 

Utopia? I think not utopia but hope, a solid hope now that Europe is truly becoming one nation. 

The second movement begins suspended and mysterious with the soft strings chords, where a small thematic nucleus takes shape to then recur in subsequent variations. The poetic and sentimental aspect prevails, which is however interrupted by a dissonant and rhythmic episode and this reminds us of the hardships of following the path of love. But the episode fades and after the fortissimo theme revival the sweetness returns in a close evoking the dialogic serenity of a Bach Andante. 

The  third, and last, movement opens with thirty-two dramatic bars played solely by the orchestra, recalling the horrors of war through shrill, jarring chords; a second obsessive rhythmic theme seems to evoke the deportation and exodus of entire populations. 

The piano picks up the phrase, subsequently sweetening it until the Beethovenian theme, the European anthem, appears in the orchestra, which seems to spontaneously rise just as a flower emerges from the crack in an grassless clod of earth (Montale). I have already mentioned the very end: but how much struggle and how many obstacles there are to overcome before the close! 

The musical themes and their symbolism are closely linked in this work, so much so that interpreting them certainly enriches listening and helps the message that I wished to communicate be better appreciated. But in the end, what counts is how the music manages to involve and charm the listener, the message would remain unrecognised without it: music that, from the initial idea, has become a living creature thanks to ‘a little science and a little love’. 

