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ABSTRACT

This study deals with the serial sections of six transitional
\ .

] .
works of Stravinsky. Cantata, Septet, Three Songs frpm William-

Shakespeare, In Memoriam Dylan Thomas, Canticum Sacrum and Agon are

generally understood as foréing the 1ink between the neoclassical

and serial periods. The purpose of this study is to determine the
extent to which the serial material dictates ]arger structures. This
group of works evincgs a broad and flexible approach to the manipula-
tion of the series. Only two workgy.Ibzgg_Egggg_and In Memoriam,
®ntain serially derived material' in each moveﬁént and the latter
alone presents consistent pitch serialization.* TwelVejhoté rows

are not used until Canticum Sacrum and Agon and, unlike his later

>

serial writing, these works use multiple rows. The other works

all utilize fractional rgys. Throughoﬁt this collection of worgs

the series is used linearly and counterpointed adéinst itself.
The discussion centres around compositionally significant

¥

structures within the row and how these structures affect the choice
of transformatiqns throuéhout the work, It is féund that the majorigy
of linear rgwArelatfonships fa\l into two types. The first type

deals with fractional rows or ghe hexachordal SubQiViSionSﬁof
twelve-note rows and involves m;ximum pc invariance. While in some
works invariant segments are fré?ly and consistently distributed,

pc invariance in other works suggest a specific structural functlon

The second type, whlch lnvolves only fractional rows, deals wuth the

oy



combination of row forms (usually row pai‘) to establish a
referential Sasis of pc content.  Sections utilizing the referen-
tial collection are juxtaposed Qith sections of varying pc content.
Another extension technique utilizes the referential collection
initially and then enlarges the content to fncludg the total
chromatic. Some works (the ''Dirge-Canons'' of In Memoriam and
the first of the Three Songs in particular) contain both methods
of serial extension.

The overall form of each movement is also considered. In most
cases ”traditipnal“ forms are utilized. Levels of ambiguity occur
between struc&ures on a number of different levels. An example of

this is the second and foutth movements of Canticum Sacrum, where

4

an outer ternary structure is éombined with an underlying internal
symmetry .

The conclusions of this study summarize and relate Stravinsky's
vgfioug serial usages. Two priorities are given consistent

expression in these works; the chromatic pc collection and symmetry .

:

The chromatic pc collection, occuring in the row structure or in the
’
combination of row pairs, frequently functions as a refergntial

pc group. This is consistent with Stravinsky's use of referential

.

pc séts. in earlier works and with chromatic collections associated

with German agenal works of the early twentieth century. Thé-second

priority,\§Ymmetry, has been widely used throughout the twentieth

century, particularly in the works of Webern. Stravinsky, however,

often obscures the symmetry with additional material in the second

[

half of the structure.’
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CHAPTER 1: INTRODUCTION

This study will deal with a group of six works composed at the
beginning of Stravinsky's third and last style period, the serial
period. These works form the transition from Stravinsky's last

neoclassical work, The Rake's Progress, to Threni, his first twelve-

tone work in which all pitch material is seriall) organized. The
six pieces studied are: Cantata (1952), Septet (1953), Three Songs

from William Shakespeare (1954) , In Memoriam Dylan Thomas (1954) ,

Canticum Sacrum (1955) and Agon {1953-57) . This study will be

limi ted to the movements or sections of the above works which
are serially organized. Each work will be examined separately with

respect to the following: set structure, serial operations, structural

potential of the set and larger structures and forms utilized. One
chapter will be devoted to a detailed analysis of each work and the
concluding chapter will examine the similarities and differences

between structures and the rows used in each work.

The analysis Qsed throughout t?is study is statistical which,
in most cases, reveals some significant structural features that
have not been commented on previously. The method employed in the
analysis i§ based on principles of set theory as discussed by Allen
Forte.'

Throughout this study integer notation has been used, which

involves representing pitch by numbers. As in tonal music, octave

equivalence s assumed, which results in twelve distinct classes of



pitch (referred to as 'pitch class' or pc) . Therefore, all pitches
are represented by number. For example, C# and Db in any octave
L 3
would receive the same integer in this notation. Throughout this
study whenever integer notation is used C=0. Pc preservation does
not retain the pcs in the same octave and the lines do not share the
same contour. Pitch preservation does maintain the same contour and
it is thérefore important to note when this ogcurs. A pc set is a
group of distinct pcs represented by integers. Pc sets may be
ordered or unordered. Ordered pc sets retain the same sequence of
pcs and, therefore, the interval sequence is also identical. Unordered
pc sets maintain the same pcs but are permutated, introducing a néw
sequence of intervals. |

Intervals may also be représented by number. Because octave
equivalence is assumed in the notion of pc, complementary intervals
(minor second-major seventh) are equivalent, which results in six
interval classes (or ics). An interval class is determined by the
numerical difference between two pcs, but must be a positive number.

Figure 1.1 illustrates a pc set with four elements, both in musical

Figure 1.1. Pitch and Interval Classes

ar
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notation and integer notation. Th; numerical difference of pcs results
in the ics. This ordering of the pc set results in the ic seduence
1-3-3. A different ordering of these four pcs would produce a
different ic sequence. An interval vector identifies all possible
intervals within a pc set. The. vector always contains six digits,
representing ic 1 through 6 from left to right. Even i; the entry

is zero for somé ic, it must be notated. The vector ihaicates the
total number of ics availahle and any ordered version of a set will
utilize only a portion of the total. To determine the interval

vector the ics between all pairs of pc are calculated and then

notated in the vector as shown in Figure 1.2. |In this example,

Figure 1.2. Determination of Interval Vector

i o
el N
 set o 1 A g Vector {1,
[T Lad ) l
/

—_
-

.
L b5 ) Ics.

o — 0O
w —x0
-~ —
U —
~— —

there are a total of six available ics, two are ic 3 and one each of
ics 1, 4, 5 and 6. Vectors are included in this study for all series
which contain less than the total chromatic.

Pc' sets may be equivalent under the operation transposition.
This is determined by the addition of the same integer to each eiement
of the first set to produce tﬁe corresponding elements of tﬁe second,
as shown in Figure 1.3a. The level of transposition is indicated
by t= followed by the integer. |

The operation inversion is treated differently when involving

ordered or unordered pc sets. Because this study deals with serial

-
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Figure 1.3. .Equivalent Pc Sets

0 . 2
X ] PN DA e i" 'K#I £ — Iﬁr
‘v 7 }}}A - #1 /]'f
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St Pe Set 1 ﬂ_ Set 2 P Set 3 Pe Set 4 //
1.3a. Equivalent pc sets under transposition
Pc set | /10 ", 2 5
+ 5 5 5 5 5
Pc set 2 ) 4 7 0
Sets are equivalent under transposition at t=5
1.3b.. Equivalent pc sets under inversion
Pc set | o 1t 25
Ll 13 t3
Pc set 3 . o, 943 4‘3 3 (unfrms,oosd mnversion)

Pc set 4 o /! 8 5 (mm/s/'on t=a) ’

material usually presented In an ordered format, this is the onty type
of inversional relationship that will be examined. For ordered pc
sets, inversion requires that the sequence of ics be the same but
tﬁq\co;;fementary interval be utilized, as illustr;ted in Figure 1.3b.
An untransposed inversion would begin on the same pc as the original,
al though inversion may be followed by the operation transposition.

The naming of serial transformations is not consistent through-

out the literature. In this study | have chosen the method outlined

in the Dictionary of Contemporary Music.Z This system usg? P, for

the prime series and the subscript indicates the transposition level

in semitones above the original. The retrograde of the prime is



notated P,R, indicating its relationship to the prime. The inversional
row begfnning on the same pc as the prime is notated |,. The retro-
grade inversional row is notated 1, R, relating it to the inversional
row }n reverse order. In a few pieces Stravinsky has used a retro-
grade inversional row which is related to the prime retrograde, rather
than the inversion, and it is notated Rol. Throughout this study

the term row form refers to the.type of serial transformation used

* without regard to the transpositional level (P, R, | or RI). The term
row form is used when a sequence of serial statements are relaéed

by serial transformations, the majority'of which are untransposed.

A sequence of serial statements may be adjacent (with no common
pc between series) or linked (with at least one common pc between
series). In some cases a link is possible with as many as two or
three common elements. Adjacent fractional rows or hexachords Af
twelve-note rows may involve combinatoriality.3 Two simultaneous
hexachords which provide the total chromatic but no discernible

[

order are called an aggregate set. A secondary set involves two
consecutive hexachords which prov;de the total chromatic and a
discernible order, although the order is different than that of the
prime.

The technique of rotation involves ordered pc sets. Two
pc sets are involved and although the order is the same, one begins
on an element other than the first (see Figure 1.4). Rotation

may begin on any element of the set and the set may contain any

number of elements.

-



Figure 1.4. Rotation Technique
éc set |
Rotation to begin on 2nd element
Rotation to begin on 3rd element

Rotation to begin on 4th element



NOTES

TAllen Forte, The Structure of Atonal Music (New Haven: Yale
University Press, 1973), pp. 1-92. Also see John Rahn, Basic Atonal
Theory (New York: Longman, 1980).

2Brian Fennelly, ''12-Tone Techniques,'" Dictionary of
Contemporary Music (New York: E.P. Dytton and Co. Inc., 1974), p. 773.

3Ibid., p. 775. s



CHAPTER 2: CANTATA

The Cantata was completed in 1952 and is Stravinsky's first
composition which utilizes serial techniques. This work is in seven
movements. Odd-numbered movements use verses of the ''Lyke-Wake

Dirge'' as text while repeating the music. The second movement,

""Ricercar ', is for solo sopréno, two flutes, oboe, english horn and
'cello and is entitled "The maidens came.'' The fourth movement,
""Ricercar |I", entitled "To-morrow shall be' is set for solo tenor, two

flutes, two oboes and 'cello. The sixth movement, ''Westron Wind'', is
a duet for soprano and tenor accompanied by two flutes, oboe, english
horn and 'cello.

The only movements which utilize serial techniques are the
'"Ricercar |'"' and '"'Ricercar Il." In the originalhprogram notes
Stravinsky writes:

I use the term 'Ricercar' not in the same sense that Bach

used it to distinguish certain strict 'alla breve' fugues, as
for example the six-part Ricercar in the Musical Offering,

but in_its earlier designation of a composition in canonic
style.

Both of the ricercar movements involve canonic style. The
""Ricercar ' involves imitation of a given part in both pitch and
rhyéhm and, thu;, is truly canonic. The '""Ricercar 1" utilizes
imitation only with respect to pitch and uses transformations and
transpositions with little or no regard to rhythmic identity.

"Ricercar 11", then, is truly serial and as such will be the only

movement dealt with in this study.



“"Ricercar |I1' is the central movement of the Cantata and is
a binary structure (AB). The A section consists of three statements
of the ''cantus cancrizans'', each separated by a ritornello, and the
B section consists of nine canons each separated by a ritornello,
which is similar to that of the A section. Although Stravinsky has
\
indicated that the second section is canonic, ''the term refers here

only to the pitchoor anization established by the row; rhythmic
9

imitation is almost totally lacking."

The series, as shown in figure 2.1, is stated by two flutes
Figure 2.1. Series used in '"Ricercar W'
B- 902 4 5 3 R 44 o a2 u 43322 )
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PC content 10,2345
and 'cello in a one-bar introduction and is the basis of all material
in the solo line {except for the ritornello‘sections)3'and much of
the accompanimental material. Although eleven pc representatives are
stated, only six different‘pcs are utilized, which results in an unequal
distribution of the twelve chromatic notes. The series is characterized
by nonconsecutive repetition of pcs. This distinguishes the series
from traditional serial practice. The repeated pcs become dominant
aurally. For example, wifhin thg prime row, the pcs stated
multiply are 0, 2 and 4 and the total pc content beloﬁgs toacC
scale with a ;plit third {pcs 3 and 4 both present). The restated
pcs, then, can be seen to be important to the determination of

the pitch centre {although not a traditional tonal centre).

The structural significénce of the recurrent pcs is exemplified

~



by Stravinsky when he consistently refers to transpositions of the
row in terms of tonality.

Also included in this series is the repetition of a two-note and
three-note segment (pcs 4, 0, 2 and 2, 4) and the inclusion of a
diatonic scale fragment {pcs 0, 2, 4, 5).

The structure of the series is such that pc identity is not
maintained under the operations inversion or transposition. Maximal
pc intersection (five pcs in common) is available between P, and

lg, as shown in figure 2.2. If we compare the pc contents of the sets,

N

figure 2.2. Maximum Pc Intersection

pe content [II, o, 34, 5§

pc Content {//, 0,1 2 %5]

we fgnd that they contain the same final elements (pcs 11 and 5). There
is one new pc in lg (pc 1) and in combination the two sets produce all
the chromatic pcs between 11 and 5. The same recurrent pcs (4, 0,

. ’
2) occur in these two sets and the initial pc pair (0, &) is also
éreserved, al though the elements of fhe pair ar; reversed. These
two sets hold two unordered three-note segments invariant {pcs 2, &,
S and 0, 2, 11), although the order positiéns of these segments are
t"exchanged‘. Al]l elements of tﬁese sets are included in invariant
relationships except the central elements {order position six), which

is the one pc unique to each row. This pair of rows represents the

maximal level of invariance available within permutations of the
A R [

N
»

series.

These combined constraints of pitch content and pitch order
reflect a continuation of the Stravinskyian concern with the
. ’



time rate of change of pitch feplac#ment, as does the very
structure of the serial unit, the glacement of whose repeated
pitches results in the avoidance of the repetition of a temporal
distance between such pitches, be ‘that distance measured in
terms of the duration resulting. from the assignment of rhythmic
values or merely in terms of the Aumber of intervening pltches.
The assignment of repetitions within the unit so that notes

so emphasized are retained under that inversion which creates
maximal pitch intersection, may be taken as a vestigial, if
highly refined, manifestation of ostinato technique, but--in all
accuracy--it is more closely related to the concern for pitch
replacement and retention; . . .5

There is a variety of rows which holds segments of P, invariant.

Figure 2.3 shows the only four-note segments which are held invariant.

Figure 2.3. Invariance of Four-note Segments

There are, in fact, two ordered sets, consisting of four chromatic
pcs, which remain invariant and occupy order posi;ions three through
eight of each row. The number of rows holding three-note segment§/x\
invariant with P, are much greater and are shown in Figure 2.4,

It is interesting that, although the pc content of the basic
series consists of six pcs, a complementary set does not exist
within the serial transformations. As a result, any two sets have
at least one common element and the total! chromatic can't be produced

from two sets.

There are several features in which Stravinsky's use of the
row deviates from customary serial procedures. With the
exception of the ritornelli, the row is present in the vocal
line throughout the movement but it is always accompanied by
at least one instrumental part which is not immediately referable
to it. In addition, the row is used only horizontally, as a
melodic and contrapuntal source, in the vocal line it even
preserves its original melodic contour (or its inversion) with
every,statement, although this is not always true when it appears
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in the instruments.
After the one-bar introduction, which ?tates the series instru-
mentally, the "'cantus cancrizans' section begins (see Example ).
“Cantus cancrizans'' literally means song in crab or retrograde form.
This section is divided into three cancrizans statements each separated

by a nonserial ritornello. The serial statements of the tenor line of

this section are shown in Figure 2.5. There are only two series used,
Figure 2.5. Series of Tenor Line in "Cantus Cancrizans"

R L S R R R .S -

b PR 1 lgR Rit. B PR RFR PRIy IgRRit. B RBR

P, and 13 and their retrogrades. As has been mentioned, there are
many invariant relationships between these two sets. The series of
this section are arranged in pairs, each having a retrograde relation.
Variety between the three sections is achieved by the number of serial
statements. The first section consists of P, and its retrograde
followed by Ig and its retrograde, the second section is identical
except that the first row pair is repeated and the third section is
abbreviated, stating only the first row pair. The accompanimental
lines to thg '"cantus cancrizans'' are not serially organized. The
accompaniment sustains pcs which support the centricity of the solo

fine. For the most part, the pcs sustained are 0, 7 and 2, a pair

of open fifths which outline a simultaneous tonic and dominant chord

.

in C.. Throughout the central section the winds imitate the solo line.
Throughout the canons, the treatment of the series is varied
between the tenor line and the accompaniment. Firstly, the tenor

line is wholly derived from the series, while nonserial material is
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included in the accompaniment. Secondly, the tenor line repeats pitch
and maintains melodic contour, while there are octave displacements and,
hence, only pc repetition in the accompaniment. Thirdly, the number
of rows utilized in each canon is consistent in the tenor line (three
row statements in each canon) while it is variable in the instrumental
lines. Each canon is twelve bars long in 4/8 time, except canons four
and six which are nine bars in length. Throughout the canonic section
the texture is consistent with the solo tenor and three instrumental
lines (two oboes and 'cello).

The series stated within each canon are shown in Figure 2.6.

Also shown are invariant segments both within and between canons and

row pairs which produce chromatically-filled ic 6s. It is important
to note that the odd-numbered canons are all identical. Each row is
related in some respect to at least one other row. In the first canon

there are only four different series, with P, being stated three times.
The ‘row pair used throughout the ''cantus cancrizans'' section (P, -lg)
occurs simultaneously to begin the first canon. This row pair produces
the chromatically-filled tritone pcs 11 through 5. Each of these rows
holds a three-note segment invariant with the next row pair (P_R-P,).
The invariant segments are 0, 1, 2 and 2, 3, 5 and both are subsets
of the initial tritone collection. The series of the second row pair
are the same form of the row related by transposition at t=5, a feature
which becomes prominent throughout the canonic section.

These techniques of adjoining series are all utilized through-
out the even-numbered canons, with the addition of invariance of four-

note segments and row pairs producing other chromatically-filled
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tritones. A gummary of these techniques and «he canons in which
X

they occur is given in Figure 2.7. Some summary statements may be

Figure 2.7. Techniques used and Canons where they are used

Use of row pair P, -lg | ‘ Vi ARN
Use of transposed row pair v Vi Vil
Use of identical (or R) rows bootb v Ve VI
Invariance of three-note segment i v Vi Vil
Invariance of four-note segment | v Vi

Use of row forms at t=5 ! 1 (v Vi vitl

deduced from this chart. Only two techniques occur in all canons;
the use of identical (or retrograde) rows in close proximity aﬁd\the
use of the same row forms at t=5. The use of either the row pair
P, -lg or a transp;sed equivalent occurs in all canons except number
It. Canons Il, 1V and VI contain invariance of four-note segments,
while that of three-note segments occurs in every canon but number 11.
As evidenced within the structure of the row itself, Stravinsky
is concerned with the non-consecutive repetition of pc. Within all but
one canon (number 11) at least one row pair is present which forms a
chromatica[ly-filled tritone collection, and in each case the pcs
from invariant segments are subsets of the tritone collections. Of
note is Canon IV which contains one tritone collection (pcs 8 through
2) and three invariant segments (pcs 11, 1, 2; 11, 0, 1, 2 and 8, 9,
10). In addition, the total pc content of invariant segments is
identical to the filled-in tritone. A similar technique is utilized
in Canon Vill where the intersection of the two tritone collections
(pcs 11 through 5, O through 6, intersection is pcs O through §5) is
identical to the total pc content of invariant segments. It is also

significant that the total pc content of segments held invariant



between canons is identical to the initial tritone collection (pecs 11
through §). Within all ;anons, the pcs which are multiply represented
within rows occur frequently on the larger level of invariance within
each section.

Canon 1l is unique in its absence of a row pair producing
a chromatically-filled tritone. The rows of Canon Il are also
unique in that they are the only ones which do not share invariant
segments with the rows of Canon |. <Canon 11, then, can be thought of
as isolated and somewhat distinct from the others. One possible
reason for this is that the relationshibs found among its rows have
either been introduced in Canon | or are making their first appear-
ance. The relation of row .forms related by t=5 (intréduced in Canon
1) is emphasized here with its twofold appearance. |Invariance of
four-note segments is first utilized in this canon. Although this
canon appears to be unique among the collection, the techniques

i

utilized within it become structurally important in later canons.

The logical progression throughout the canohic section is that
Canons | and Il introduce all the invariant possibilities between row
pairs and these possibilities ach[eve greater significance through the
remainder of the even-numbered canons. As hqs already been mentioned,
the total pc content of invariant segments in Lanon IV is identical to
the pc content of the chromatically-filled tritone®found there. Canons
VI and VIl each contain two chromatically-filled tritone collections.
The total pc content of invariant segments of Canon VI are a subset but

not identical to the intersection of the tritone collections. |In €Canon

Vili, however, the total pc content of invariant segments is identical



to that of the intersection of the tritone collections. Canon VIitl

is the logical culmination point of the increasing levels of invariance.
It is interesting that, although the total chromatic is present within
the serial statements of all other canmons, it is not produced in Canon
Vill. The serial statements, here, produce only eleven pcs with the
final pc being present in the nonserial material.

The nonserial material and its relationship to the series, or

serially-derived lines, has not been given much attention in the
literature. Ffor the most part, the nonserial material is in one of two
forms, either sustained pcs or moving contrapuntal lines. The sus-

tained pcs, found mainly in the ''cantus cancrizans'' and odd-numbered
canons, largely support the centricity inherent in the simultaneous
serial statements. Occasionally, the entries of sustained pcs are the
same as the beginning of a row, but the statement is not continued.
This form of nonserial material is not derived directly from the
series but indirectly, from the strong centricity within the row.
The second way of deriving nonserial material comes directly from
the series, and is found mainly in the even-numbered canons. Order
positions two through five of the prime row state a diatonic scale
frégment and this is the basis for a large amount of the nonserial.
material. Within the nonserial material, however, the scale fragments
are of variable length (two-, three- or four-note sets) and are
presented in both ordered and unordered format. O0Often scale fragments
are joined together into long chains of material.

‘ The entire movement, except for the ritornelli, can be seen

to derive either directly or indirectly from the series. The overall



form of the movement is a large binary; A being the '‘cantus cancrizans'
section and B the can%ﬁ$.7 Within these large divisions are i}even
smaller binary pairs, each consisting of ''cantus cancrizans" 3; canon
plus ritornel|08, and an even slower refrain established by the
recurring canon.?

The A section (''cantus cancrizans'') establishes a row pair
which shows a high level of invariance and a basis of pc content
(chromat{cally—filled tritone pcs 11-5). The B section takes both
of these characteristics as both its starting point and its refrain.
AThe additional material builds the level of invar}ance between rows
and culminates in the high degree of invariance displayed in the

-

eighth canon.

20
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CHAPTER 3: SEPTET

The Septet, completed in 1953, is scored for clarinet, horn,
bassoon, violin, viola, 'cello and piano. The work is cast in three
movements; the first in sonata-allegro form, the second is a Passacaglia

and the last a Gigue.

4
The initial theme of the first movement is stated in the opening

Y

measure by clarinet (Figure 3.1). This statement is a three-part

Figure 3.1. Theme of First Movement

9 ¢4 2 0 i 7/
5 - a2 - z I-—I»l/

canon with augmentation in the bassoon and an inverted form in

augmentation in the horn (see Example I1). Certain characteristics
--contrapuntal texture, extensive chromaticism, use of serial
devices, and establishment of a clear polar centre--are present
in the opening measures of the first movement. Although this
portion of the movement is not serial, the opening clarinet
melody provides the germ motive for the series used in the other
two movements, and its future role is foreshadowed here by the
freely canonic treatment it receives from the bassagn and horn.' -

The first movement will not be considered in this study
because of its nonserial structure. The Passacaglia and Gigue,

which are both serially organized, will be discussed in detail.

Each of these movements uses the same series (Figure 3.2). Although

Figure 3.2. Series of Passacaglia and Gigue
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the first six notes of this series are a transposition (t=7) of the
first movement's theme, as indicated in Figure 2.2, the series is
extended to includé sixteen elements, of which only eight pcs are
unique. The row is similar to that of '"Ricercar II' from the Cantata
in that non-consecutive repetition of pc is included and the total
chromatic is not present. The pc content of this series is similar to
“the major scale, each consisting of two identical tetrachords related
bx.transposition. The tetrachords of the series are related by trans-
position at t=5, while those of the scale are related by the comple-
mentary interval, t=7. Consequen;ly, maximal pc intersection between
transpositionally related rows, inxboth instapces, occurs at either
t=5 or t=7. These transpositional levels are traditionally used 4n
canonic structures and throughout both movements the serial materjal
is used in a canonic style.2

This motivation.of traditional procedures by nontraditionally

determined criteria is deeply Stravinskyian, in both the
technical domain and the historical domain, wherein he presents
himself for comparison with his great predecessors and announces
his colleagueship with them, be they Baude Cordier, lsaac, the
Schuetz of the God of two voices, Bach, or Schoenberg.

Although no inversional row retains pc identity with the
original, maximal pc intersection occurs between P, and l,, which
holds seven pcs invariant.

Within the basic series there is one ordered three-note

segment which is repeated (pcs 7, 6, 8) and one unordered four-note

segment restated (pcs 6, 8, 7, 9).
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Passacaglia

This movement consists of a statement of the theme and nine
variations. The theme is a statement of P, which is divided among four
instruments (see Example I11). The theme recurs in each variation as
a ground bass in the typical passacaglia rhythm. Throughout the
restatements of the passacaglia theme, there are octave displacements

/

. ! . . . . .
which alter its contour. The theme, however, is easily discernible

by its recurrent rhythm which occurs in all variations, except eight
and nine. All material is serially derived, except the counterpoint
in variations I, IV and VIl. Throughout this movement thg series is
used linearly, although often one serial statement encompasses more
than one timbre.

The piano part offers the first case in which Stravinsky
uses consecutive notes of the row simultaneously to form
verticals [mm + 7-+ 3]--in spite of the contention
of several commentators that the earLiest such instance does
not occur until the Canticum Sacrum.

The number of row t;anspositions utilized in this movement is
relatively small. Although each variation_has several ;tatements of
the series,~there are often repetitions of specific rows with varied
rhythms. Figure 3.3 illustrates the number of rows stated in each
variatién, the number of different rows and the actual rows used in
each variation. From this chart we see that only the theme and
variation I1X contain no serial duplicates. In all other variations
the row P, is stated multiply, either two, three or four times.

In addition, variations Il and 11l contain multiple statements of

other series. |[f we compare the variations by how many row,forms
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Series used in Passacaglia
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(P, R, | or RI) are used in each, we find a symmetrical structure

(see Figure 3.4). Variation V acts as the axis of symmetry and the

Figure 3.4. Comparison of Row Forms in Variations

Use af f.»rzu CQuad ,fn! M (P‘R ‘?’T F:_l) —
i iy 11.1 8% v YI vil VUZ X

Use of il bones

=] l(;,m,s

CUse of only P horms
pattern of row forms used in variations | through IV are repeated in
variations VI through [X.

There are, however, more significant characteristics which
structure this set of variations. Perhaps the most important of
these characteristics is the use of nonserial counterpoint in three
variations (}, IV and VIl). The structure of the nonserial lines
is similar in each of these variations and although the ic make-up
of these lines is similar to that of the series, no direct connections
between the two can be established. The serial statements of the
three variations sth an additive process. The first variation
contains two- rhythmically varied statements of P,, the fourth variation
adds one statement of |, to the previous material, while the seventh
variation restates the fourth with the addition of P,. The three
series used in these variations all share some invariant elements

and these are shown in Figure 3.5. From this example, we find that
s

Figure 3.5. |Invariant Elements in Series of Variations |, IV and VII
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in variation IV, where P, and |, are used, the only invariant elements
are two two-note segments. These segments are retained in the same
order positions, although the internal order of each is reversed. With

the inclusion of Py in variation VII, the level of invariance is
heightened. This row shares a three-note ordered segment (retrograde
order) with each of the other rows and three different two-note
segments with the other rows. Throughout this sequence of variations,
the level of invariance progressively increases as each new series is

N L . .
s variation VIl and the invariant segments. It

added. txample 1V sh

i
4

is significant that t“ﬁ invariant segments always occur in close
proximity, that is, e)(her simultaneously or consecutively. This
procedure is consistent with Stravinsky's concern with nonconsecutive
repetition of pc and pc segments, which has already been noted in the
"“Ricercar 11'" of the Cantata and the series of this work.

A comparable progression does not exist within the other varia-
tions, although certain similarities may be noted. Variations |IIl, V
and VItl are related by their incfusion of all four row forms. The
third and fifth variations utilize two levels of transposition {t=0
and ¢=10), while variation VI1! uses only one level of transposition
{¢=0). The texture of variations {1l and V is very similar, with
several timbres participating in the serial statements, although
statements occur simultaneously in the third variation and succes-
sively in the fifth. Variation VI{!| is characterized by several
simul taneous linear serial statements, eqch occurring in one instrument.

The three rows utilized in these variations and their invariant elements

are shown in Figure 3.6. Invariant elements between P, and I, are
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Figure 3.6. Series used in Variations IIl, V and ViI|
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numerous. Of particular note is the retention of the initial three-
note segment. |,, shares fewer invariant elements with the other rows
but of particular note is the retention of the central pc pair and
the end elements between P, and I,.

The serial statements of variation 11l are shown in Figure 3.7.

Figure 3.7. Serial Statements of Variation 111
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P, in passacaglia rhythm

Throughout this variation, three serial statements are sounded
simul tapeously, the passacaglia theme and two upper lines. The upper
lines each consist of five serial statements which are divided into
groups of two and three rows. Within these groupings the rows are
related by untransposed retrograde motion, whilé between groupings
the relation is untransposed inversion. Altﬁbugh this variation
utilizes the most rows of any variation, a very logical and concise
Structure is present.

The serial statements of variation V are given ln‘Fjgure 3.8.
The rows stated are the same as in variation 111, although different

structures are formed. In this variation only two series are sounded



Figure 3.8. Serial Statements in Variation V

P, in passacaglia rhythm

simultaneously. In the upper line, there are four serial statements
which are divided into row pairs. The row pairs are related in two
ways. Within each pair, the rows are related by untransposed inversion
of the retrograde. The second relati%nship is between inner and outer
pairs of rows, both of which are related by untransposed inversio:

and produce a symmetrical structure.

""The most complicated serial organization of the movement--and
indeed, of the entire Septet--occurs in the eighth variation."> In
this variation, there are seven simultaneous serial statements, each
occurring linearly in one instrumental part. Rhythmically each part
is varied and, for the first time in this movement, the original
passacaglia rhythm is not used. This variation utilizes all four
row forms at the original pitch level.

Throughout these three variations (111, V and VII!) the same
rows are utilized, with a variety of ?nterrelationship§ and structures
produced. in variations 1l and V, two«types of relationships are
formed between rows of the upper lines. Because of the simultaneous
sounding of rows in variation VIII, four types of relationships are
formed between rows (P, R, | and Ri). Rows used as counterpoint to
other rows are significant in variation Ill and become the main

structural characteristic of varfation VIIl. Variation VIII is also

32
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the most complex section rhythmically, with its seven rhythms uniquely

intertwined.
There are no clearly defined similarities in variations 11, Vi

and IX. Variations VI and 1X are related in that they both state two

rows . Variation VI contains only two rhythmically varied statements
of P, and, thus, is the most simply constructed variation. Variation
IX, however, utilizes two different series, P, and I,R. These state-

ments are distinct instrumentally, with P, occurring in the winds and
IoR in the strings. These two frows and their invariant elements are

shown in figure 3.9. The most significant invariant relationship is

figure 3.9. Invariant Elements between P, and IyR

P — :
ZoR= 1n 8 o n o= t 9 7 0 2 /I// 9‘/"|

the retention of the three-note segment, pcs L, 9, 11, at the beginning

= y S . . ?
A Ei,l:g] 7 6 8 4 1. T &6 8 ¢1—jLT%g~§

of P, and at the end of IoR, an invariance which suggests a retrograde
relationship between the rows. This relationship is supported by the
retrograde placement of the pc pair 8-0. In actuality, however, the
relationship is that of retrograde inversion. Variation || introduces

a structural technigue which, altﬁough not used again in this movement,
is utilized in the following Gigue. The technique used is the adjacency
of rows which contain maximal pc intersection, that is rows related

by transposition at t=5 or t=7. The serial statements of variation I
are given in Figure 3.10. Above the ground bass, there are six serial
statements divided into two entries. There are two fows, P, and b,

which are stated twice, once in each entry. One statement of each row
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Figure 3.10. Serial Statements of Variation Il
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Po in passacaglia rhythm

is simultaneous with a row related by t=/.

Previously we noted a symmetrical structure based on the row
forms utilized throughout this set of variations. After considering
other structural characteristics, we can now make more comprehensive

comments on structure. A schematization of the movement is presented

in Figure 3.11. Similarities between variations occur on four levels.
Figure 3.IIT Passacagl|at%drL#U%W/m(ﬂ( : ’
Them e | X
7 4 Vi
; u v i
‘. 1 r/ :

The first level is established by the theme and is balanced by the
simplicity of row statements in the concluding variation (1X). The
variations utilizfng the passacaglia rhythm (I through Vi1) form the
body of the movement and produce a symmetrical structure around the
fourth variation. Variations I, IV and VIl are similar in their use
of nonserial counterpoint. Variations Ill and V are related by the
use of the same rows and similar textural characteristics. Variations
11 and VI are similar only because each represents a unique structure
within the movement. Variation VIIl is not included in the symmetrical
“

structure because of the absence of the passacaglia rhythm, but it

does provide the climax of contrapuntal techniques within the movement,
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before the simplicity of the final variation.
Gigue

The Gigue, the last movement of the Septet, uses the same row

-

as the Passacaglia, although now in a new rhythmic gquise.

Here, rather than directing one to the serial unit through the
bracket notation, Stravinsky indicated what he labelled the ''row"
associated with each instrumental line. But whereas the term
"'row'" always signified, as a synonym of ''set' or ''series't,
an ordered collection of twelve pitch classes, thus removing one
from the era of lIsaac to a much more recent era, Stravinsky used
the term to signify the unordered pitch class collection from
which the serial unit is constructed, as in thg Cantata, by
ordering with non-successive repetition; .

Both Babbitt and Perle have remarked on the properties which
the unordered set shared with the diatonic '""major' scale: its con-
structioh from two identical tetrachords, and the fact that the
transpositions with the greatest overlapping of pc content are
those related by ic 5. This feature is compositionally exploited
by the use of row forms related by ic 5 for fugal entries, thus--
as in the first movement--establishing a relationship with
traditional fugal practice, The polarities which are briefly
established at the end of each of the four fugues, B and E, and
the overall polarity of the work, A, are also related by ic 5.
The opening entries on E and B indicate an E orient:&ion at the
beginning of the movement, although Stravinsky may have thought of
the row, and therefore the movement, as being in A. The progres-
sion from E to A over the_length of the ''Gigue' parallels the
course of the row itself.

Serial material in this movement appears in two ways: as an
ordered collection ;f sixteen elements and as unordered sets. The
movement consists of four fugues arranged in pairs, the fiz;t of ea;h
pair is a single fugue and the second is a double fugue. {he single
Jfugues are scored for strings, while in the double fggues, the piano
essentially repeats the preceding string fugue and the winds add a new

fugue subject, based on the same series but with a new rhythm. The

ordered series is used for fugal entries, after which unordered sets



are utilized.

The serial outline of the entire mpvement is shown in Figure
3.12. From this diagram, we can see that linearly in each fuque, all
entries are related by transposition at t=5 or its complement, t=Z'
Within each fugue, there are six statements of the series; except fugue
IV which contains seven seriai:statements becau;e of the retrograde
pairing of I, and IgR. The first pair of fugues uses only prime row
forms, while prime and inversional row forms, with one retrograde
inversion, are used in the second pair of fugues.

As has been mentioned, rows related by t=5 or t=7 share maximal

.

t

A"&é sintersection. If we examine the pc content of the series (see Figure
-~ ’ -

3.13), we find two tetrachords which are identical under the opération

Figure 3.13. Pc Content of Series
RI t=-7

transposition at t=5 and t=/. Because of the ic 1 between tetrachords,
an identical tetrachord is formed which is related by retrograde
inversion at t=7 to the first tetrachord.

If we examine the fugues again with this point in mind, we find
some additional structural characteristics. Within the first two fugues,
only prime row forms are used and two row sequences become evident.

Both sequences,’extending from P,, progress by transposition at t=5 or
t=7 and include three row transformations (see Figure 3.14). |In the
row chain related by t=7, the first tetrachord of Po is identical to

the second tetrachord of P; and likewise between P, and P, . In the

36



Figure 3.12. Serial Statements in Gigue
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Fiéhre 3.14. Invariant Tetrachords in Row Sequences

[ ——

e

B-Hp7 6 or])

¢-5

B

&

7

B 681 0 a3

AN 5 6 T FoH

rows related by t=5, thespecond tetrachord of P, is equivalent to

the first of P .

Within the first fugue and the piano portion of the

second fugue, all three rows from the t=7 chain are present (P, , P,, P;)

but only two rows from the t=5 chain are stated (e, , P5).

So the t=7

chain is completed with three series and the t=5 chain is left

\

. RN
incomplete, stating only two rows. |In the double fugue, however, at

the point where the t=5 chain ends in the piano, it is continued and

completed in the wind fugue;A Within this pair of fugues, both row

N

chains are present, but the rows from the t=7 chain occur throughout

while those of the t=5 chain are concentrated in the second half of

each fugue.

3
\

\

Y

o\
The rows within the third and fourth fugues use the same

transposition levels as the first pair, but now:inverted and prime

' t
forms are utilized. Figure 3.15 shows the row chains within each fugue

Figure 3.15.
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but only with regard to transposition levels. Ffrom this example, it is
clear that the first pair of fugues presents the two row chains\
progressing away from P, and ending on the transposition levels of
2 and 10. The second pair of fugues begin on the transposition levels
of 2 and 10 and retrace the steps back to P, in retrograde motion.
Even with the inclusion of inverted row forms, there is an invariant
tetra;hord between adjacent rows, as indicated.)nfzigure 3.16. The
invariant segments in this section often encompass the four central
elements {order positions three through six). Because of the addition
of inverted row forms, both the structure and the progression of
invariant segments become more complex. Even with the added complexity,
Stravinsky succeeds in organizing the second pair of fugues in a
retrograde version of the first..

The presentation of the series as unordered pc sets follows
each ordered presentation of the fugal entries. The material in
these sections is arranged in two ways. The first method occurs as

a result of stating the pc content of the series in ascending or

descending order and is characterized by small ics (see Figure 3.17a).

Figure 3.17. Methods of Arranging Unordered Pc Material

ing ordec }k&gzﬁg_gzig

a) 'cello m. [Z5]+4- 5[ +8 ‘w07 ¢ 6 76 T 1,67 ¢
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b) violin mm. -‘!’ 7w 2 20 847 neaan 7
) @ . 74—)’? éd‘J 64‘-3 -3 5-¢-3- ¢

The second method of arranging unordered material concentrates on
larger ics (particularly ics 3, 4 and 5) and appears as broken chord

figures (see Figure 3.17b). These figures are generally within an
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in Fugue 1V

Figure 3.16.
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octave and are heard as broken chords, whereas the scalar segments
are aurally disquised by octave displacements. The unordered
passages present the same pc sets as the series used for fugal

entries in each voice.

Within the Passacaglia and Gique, although the serial material
is the same and both movements utilize retrograde motion, each move-
ment arrives at this compositional technique from a different angle.

Relationships formed within the Passacaglia involve, for the most‘part,

whole rows, their relationship to each other and segments of the

ordered row which remain invariant, while in the Gigue relationships

are formed by transposition levels which retain maximal unordered

pc content. -
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CHAPTER 4: THREE SONGS FROM WILLIAM SHAKESPEARE

The Three Songs are scored for voice, flute, clarinet and
viola. The first song, '"Musick to heare'', is a setting of Shakespeare's
VIiliIith sonnet. Throughout this song almost all the material is
derived from one series and, except for the concluding measures (44-50),

.

it "is a two-part composition, one part vocal, one part performed on a A
monophonic instrument with varying timbral characteristics."!
The series, initially stated by the flute, is a four-note

dnit characterized by small ics, no pc repetition and a span of ic

b, as shown in Figure 4.1. This is Stravinsky's first use of a series

Figure 4.1. Series of "Musick to heare"

ﬁ: w 7 9 w0 221,100y

which contains no pc.repetition.

The form of the poem dictates the musical structure. The
sonnet is divided into three quatrains and a couplet. Each major
poetic division defines a musical division and there is also an
eight-bar instrumental introduction.

In the introduction, the flute states six forms of the row: P,
lg, Pyy 1oy Py, 1, (see Example V). This sequence is divisible into
two groups. Each group consists of three rows, of which two are the
same . The arrangement of these rows indicates a three-row group

followed by its inversion, although this relationship is not supported

b3



Example V. Three Songs from William Shakespeare, P. 3, MM. 1-8.
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by the rhythmic or registral placement of the notes. More importantly,
the two groups are related by transposition at t=3, a relationship

which figures prominently throughout the song (see Figure 4.2). These
Figure 4.2. Relationship between Six Series Sequence

{ \ f 1
) )
é’ j" fo ju /3 1(’
A 1s ¢-3> B 1.

rows are never repeated in the instrumental parts, but they do provide
the majority of material utilized in the vocal line. The instrumental
lines state transpositions of the three-row group, often eliminating
the repeated row.

The first statement of the/four-notd unit is followed by

an inversion at a transposition level selected so that a
hexachord is formed, and, incidently, phrase articulated, by
the first four notes of the serial unit and the first two notes
of the inversion, which contain no pitch repetition, and
chromatically fills the fourth, G-C.. Its structure can further
be described as deriving from the first three notes of the unit
by applying the operation of retrogression; this application

of such an operation to, aboveg all, d4 three-note segment is
characteristically Webernian.

The procedure of retrogression is further emphasized by the
rhythmic and registral placement of these initial six notes. The
relation between three-note subsets is retrogression followed by
transposition at t=1. Although the first six notes of the second
row group (I, -Py -1 )- have the same possibilities for retrograde
placement as those from the initial group, these possibilities are
not realized in the case of register or rhythm.

The accompaniment to the introduction consists of a repeated

five-note unit stated by clarinet and viola. For the most part,

v



the repetitions alternate between prime and retrograde forms.

- "'Stravinsky's use of the diatonical]y filled fifth C-G, presumably
to emphasize the tonality, is interesting because of the frequent
octave displacements, which unite it with the rest of the piece but
also serve to disguise aurally its bas}cally simple origin."3 This
diatonic scale fragment is not related to the series but to the Tow
pair P,-ly. The row pair produces all the chromatic pcs between G
and € and the scale fragment produces all the diatonic pcs between

C and G. The two sets are complementary. The use of these comple-
mentary sets give a sense of a C centre throughout the introduction.

Although simultaneities resembling tonal structures are rare,
the introduction ends on a sustained 5 dyad. The dyad is formed by
the only pcs shared by the melody and accompaniment (pcs 0 and 7)
and strengthens the centricity of C.

The structure of the song is based entirely on characteristics
noted in the introduction: retrogression, complementatidn, extended
~serial units (involving two or three rows) and transposition at two
levels (t=1 and t=3). ”

The most consistent structural technique throughout the song
is the use af row groups related by transposition at t=3. These
row groups are shown in Figure 4.3. There are four row grdlps utilized
(P, =13, Py -lg, P =l5and B -1.) which divide the octave in equal parts.
These row groups are almost continuous throughout the song, being
omitted only/in the middle of the second quatrain (mm. 27-29). The

statement of row groups produces a retrograde structure, with the
L 3

row groups entering in ascending order in the first half of the son§

L6
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Row Groups related by t=3

Figure 4.3.

Wu.ﬁ\u\ N
e 73 Ty bry Ty Ty ey TY  iry
. W L )
| f i 1T ]
n\‘.tm)«:o\\u\u\\Q
>ATYIPALS w\Qd\%Q\\mm\
n\vm; x\w\QNF\w\\EQQ - U
— T T . YrT
| _ £
=2 o7 \ . e \
‘ |
oy = o
U _ R \
7 | _ o
, ‘E=2 €:3 | h\QVES\\M.\N
2
............ e Il SR S S ()
N ! m ., £ =
D. r-J |UH BT ”
BAGIR AR I

%74

D, wvﬁb\ﬁw , c.\dxmgmﬂ hxmq

1
1
|

,h

T T

7 v TP




48

4

(P, Py, P, P, P ) and reversing this order in the second half. The
technique of complementation is also of significance with these row
groups. Compleméhtary sets are related by t=6 and produce the total
chromatic. Of four instances where row QGPUPS are sounded simultane-
ously, three utilize complementary sets.

Row groups related by t=3 produce the structural framework of
this song. Situated around this framework are row groups related to
it by t=1. Selected -rows from the t=3 sequence and those related by
t=1 are shown in Figure 4.4. Of particular interest are the two row
groups P, -1, -P, and P, -1, -P; which are related by t=1, and placed
adjacent to Py -1, and P, -1, respectively. These two row groups divide
the octave by ic 4s, as the structural frame of thewsong divided the
octave by ic 3s. These row groups are the only ones with three serial
statements, other than the original two row groups. The other row
groups, P,-l, and P,R-I,R, are both spatially divided and are also
related to groups frém the structural framework by t=].

All instrumental rows are organized in row groups and related
to each other by either t=3 or t=I|. Tbere are, however, two places
in the vocal line where rows are not organized into row groups. In both

cases, relationships utilized previously between row groups structure .

the material, but now on the level of individual rows (see Figure 4.5).

Figure 4.5. Vocal Rows not Associated with Row Groups

a) mm. 26-29 A
—L
b) mm. 40-43 I, I,

|

A

There is one case of serial reordering within this movement
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Row Groups related by t=]

Figqure 4.4,
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which involves 1,. The order presented is |, 4-2-3-1 (or I,R 1-3-2-h)
and it occurs almost exactly at the midpoint of the movement. At first,
this oddity appears to be an example of text-painting, but if the
entire vocal line of the second quatrain is examined certain character-

istics become evident, as illustrated in Figure 4.6. A symmetrical

Figure 4.6. Vocal Line of Second Quatrain
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structure is formed with P, as the focal point. The structure is based

on retrograde motion, but each unit of the retrogression is repeated in
prime form. This procedure is reminiscent of ngern (particularly

the second movement of his Symphony Op. 21). From Figure 4.6, we find

that the three initial and three final rows are exact repetitions, but

for the row pair I, =Pr only the outer elements adhere to this principle.

The reordering of | ative to maintain the retrograde placement
of prime units.

The concluding couplet/ (mm. 44-50) is similar to the intro-
duction in a number of ways. The initial six-row sequence appears
in the voice ;s it did in the introductory flute part. The diatonic
scale fragment also recurs, again in alternating prime and retrograde
forms. For the first time since tﬁe introduction, retrograde registral
placement of the first six notes from P, =13 occurs. The onfy variation
between the two sections is the addition of foué serial statements

in the flute part of the couplet. These additions complete both

.the descending pattern of row groUps related by t=3 and both of the

50



spatially separated row groups. The relation between the introduction
and the ¢ouplet is a restatement in prime form with additional
material .

{n conclusion, the structure of the introduction was based
on retrogression, complementation, extended serial units, symmetrical

placement of prime units and transposition at t=1 and t=3 (summarized

in Figure 4.7). These relationships are all significant in the struc-
ture of the entire song (see Figure 4.8). Symmetrical structure is
utilized with both retrograde and prime placement of units. [t has

been noted that row groups related by t=3 form the structural frame-
work of this movement and produce a large scale retrograde structure.

In the middle of the second stanza (also the centre of the movement)

the structural framework is suspended in favor of the symmetrical
placement of prime units in the vocal line. This structure grows

to encompass the whole movement, with the symmetrical placement of

the introduction and concluding couplet, which are in prime form

(al though there is additional material in the couplet). The structure

e

of the movement is symmetrical but there is a consistent flux between

prime and retrograde placement; features which are inherent in the

initial row group and the first six notes respectively.

The second song, ‘'Full fadom five', is based on a different

series than the first song (see Figure 4.9). The pc content of this

Figure 4.9. Series of '"Full fadom five"

b C
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Structure of Introduction

Figure 4.7.
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Structure of '""Musick to heare''

Figure 4.8.
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series is identical to a major scale (G¥) and, therefare, maximal

invariance is achieved at t=5 or t=7 (six pcs in common). One inver-

sional row, I, retains the same pc content, as shown in Fiqure 4. 10.

Figure 4.10. Invariant Row from "Full fadom five"
b N < r @a )
/. &5 e e A
(Kol

This row also retains linear dyads from the original, although now
~

th%r/are reordered. |oR is very similar to the retrograde of the
prime, with the same framing elements pc 8 and dyad a, although the
elements of dy‘re in reverse order, and the appearance of dyads

b and ¢ are also reversed.

This song is much freer than the first. The introduction
{m. 1) presents the series in another ordgr and the entry of the
usual order is delayed until measure 2. |In the concluding measures
{mm. 16-22), the serial order is almost totally abandoned. There is »
also the addition of nonserial material within the bo&y-of the song.h
Example VI is the introduction, which utilizes‘a di fferent
‘order of the series. The elements of the original series- are presented

in the order 4, 5, 1, 2, 7, 2, 6, 3. There are three sérial statements

v

presented in diminution and double diminution. Wolternik states that

-

the introduction

foreshadows the tolling of bells in the last line of the poem,
partly through the sforzando articulation of the clarinet and
viola parts, partly through the canonic part-writing--in which
the parts proceed at different rates of speed after the fashion
of a peal of bells--and perhaps most cogently through the
exclusive use of structures based on ic 2 and ic 5.



The first simultaneity consists of pcs 10, 0 and 5, two
simultaneous ic 55 (0-5, 5-10) or an ic 5 with an added ic 2 (5-10
+ 0). This sonority recurs throughout the song, both vertically and
horizontally. Horizontally this structure is evident throughout the
introduction (voice 5-10-3 and 3-1-8, flute and clarinet 0-5-10 and
10-8-3). The final sonority of the introduction is similar (three pc bs
and a single pc 8), although only ic 2 remains and no ic § is stated.
This cadence centres on GP, the key to which all pcs from the original
series belong.

The choice of rows throughout the introduction also shows an
interesting relationship. The voice states all pcs from P,, while the
flute and clarinet state six pcs from P;,. These are maximally invariant
rows which share six common pcs. Of thjs six-element intersection,
five notes are stated in the viola.

Throughout this song rows related by maximal invariance are
structurally significant. There are two chains of maximally invariant

rows both originating with P,, as shown in Figure 4.11. The chain
. .-

Figure 4.11. Maximally Invariant Row Chains in ""Full fadom five"
{fé_—”ﬁoﬁ
t:5 - --3/5 (/R
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related by t=7 is extended to include one more row than the t=5

»

chain. Figure 4.12 illustrates the use of maximally invariant chains

throughout the body of the song (mm. 2-16). Within each of the three
7
sections, there are four row statements which share the same pc content

-
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as P, (rows within boxes in Figdre 4L 12) and around these are rows
from the chains of invariance. The rows in the outer sections are
predominantly from the t=5 chain, while only rows from the t=7 chain
appear in the central section. The introduction utilizes only rows
from the t=7 chain, as does the conclusion (although in a much freer
serial context). Throughout the song, then, we find sections employing
maximally invariant rows, which alternate between the use of the t=7
and t=5 chains.

Example VIl shows the initial measures of the body of the
song (mm. 2-3), where the normal serial order is first used. Some
characteristics from these measures shape the remainder of the movement.
In this section three series are stated, P, twice and |,,R once. Pitch
is maintained (although the entire viola line is an octave lower) and,
hence, contour is preserved. This feature continues throughout the
body of the song with only two exceptions.6 The canonic writing of
the introduction continues here with the viola line following the voice

after a dotted quarter.  The rhythm of the vocal line is maintained

3
1

throughout the song in'the voice, although generally there are slight
adjustments made towards the end of most statements. One instrumental
part continues rhythmic imitation of the voice, following at a variety
of time values, until measure 10, where the viola precedes the voice
by one beat and concludes the rhythmic imitation.

The exélusive use of the invariant rows, P, and IwR,bin these
opening measures clarify their relationship. In particular, the
internalcdxadic similarities are emphasized. The dyad consisting

a

of pcs 10-11 is repeated in two of the three statements. Further,



the rhythmic placement of pcs is such that two dyads, pcs 6-5 and 10-19,

occur simultaneously in the instrumental parts and immediately follow

-

each dyad of the vocal line (see Figure 4.13). Dyadic repetition
Figure 4.13. I(nvariant Dyads in mm. 2-3
a . -a mH
Voice =13 1 e 5 -
Clarinet Lof 8 3 (1)
Viola ﬁ: 3 / 8

continues, throughout the song and by far the most frequently repeated
dyad is pcs 10-11. For the most part, repeated dyads form ic .

The cadence at the end of measure 3 indicates an Eb centre,
with the clarinet moving from pc 10 to' 3 and the addition of pc 8 in
the voice, which produces the vertical sonority found throughout the
introduction. The inclusion of pc Il in the viola adds a new ic to
the sonority (fc 1). This interval, which achieved linear prominence

in the repeated dyad, now gains vertical significance.

As Wolternik notes:

The exclusive use of P and IR in the first two measures of the
body of the song helps to establish the polarity of EP, using
the '"Aeolian'' scale. The previous cadence on G’ is heard as the
'""relative major' of the EP centre. These two areas continue to
control the harmonic movement of the song, which is strongly
guided by traditional models. After the initial orientation
toward EV, the succeeding cadences create a well-defined
progression to AP, the ''subdominant" (m.[1] +4); then to Db, the
""dominant' of GP, with a '"deceptive" resolution to EV (mm. [2] +4-
[D, and finally to Bb, the ”dominant” of EF, which leads to a
reconfirmation of the EP centre (mm. [3] Em . Typically,
all of the secondary polarities are summar[zed in this concluding
cadence, which lnclud$s the pcs Eb, Ab, DY and G’ in the chord
of resolution (m. [¥)

The concluding measures (mm. 16-22, see Example VI!i) are serial-

ly much freer than the previous material. Two rows are stated succes-
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sively, P, and P, al though each includes 'foreign' pcs, pcs 4 and 9
in P, and pcs 2 and 11 in P;. The vertical structures in this section
are similar to those throughout the movement, that is predominantly
ic 2 and ic 5 structures. Often added to these structures are ic Is,
derived from the repeated dyads sounded throughout the body of the
song. Particularly in measures 16 and 17, the predominant dyad of the
movement, pcs 10-11, is emphasized by constant repetition. The last
two measures contain the same sonorities as the initial structures of
the introduction, and effectively close the movement with an €b centre.
Certain characteristics from the introduetion and the initial
measures of the body of the song shape the remainder of the movement .
The predominant characteristics are the vertical sonorities, two pitch
centres (Gb and EP), canonic and imitative structures, the use of
maximally invariant rows and the consistent recurrence of the dyad
consisting of pcs 10-11. The concluding measures centre on Eb and the
vertical sonorities sum up the temporary centres of the song. The
recurrent dyad is emphasized throughout these measures and the ic |
from this dyad becomes a prominent vertical structure. The conclusion,

then, sums up the movement, emphasizing the main structural character-

istics and reaffirming El as the main centre.

The third song, ''When Dasies pied', is the most free of the
three songs. The series appears only within the vocal part (although
not always there) and never in the instrumental lines.

The basic series of this song is found in the first measure

of the vocal part, overlapping one note into the next measure.

It will be readily seen that these ten notes are formed by simply
filling in diatonically some of the intervals between the first
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five notes of the introductory bell motive from the previous

song. . . . Subsequent entries reduce these ten notes to seven
or expand them to as many as seventeen, but in all cases these
are still derived from the skeletal five-note bell echo.

[See Figure b.14].

Figure 4.14. Series from '"When Dasies pied"
S5-note skeletal row = 5 1o T 3

I I

Series ﬂ> 5 7 1o 8 7T 5 > 1 8 o

This song contains two stanzas, which are set to the same music
(mm. 24-48 are an exact repetition of mm. 0-24), plus a coda. The last
nine measures of each section and the coda do not contain serially-
derived material.

The serially-derived material occurs only in the vocal line
of the first fifteen measures of each section. The seriaJ structure
of this song is the least complex of any of Stravinsky's serial works.
Although all four forms of the series are present, they are never
transposed. Because of the variety within the serial statements, it
is necessary to identify them and this has been done in Figufe L.s,
Each serial section contains only eight serial statements, as shown in

Figure 4.16. As indicated by the brackets, the rows are arranged

Figure 4.16. Serial Structure of Vocal Line in ''When Dasies pied"’

[ | A f 1 f J

E K Ff FR I. IK F ER

I

in pairs, with the first of each pair being either a prime or an
inversion while the second is the respective retrograde. Further

evidence of pairing is the second row pair--P,-P,R--which utilizes only



Figure 4.15. Rows used in '"When Dasies pied"
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seven elements each and retrograded pitch order.

The accompanimental lines to these sections (mm. 0-15 and 24-39)
are not serially derived but are closely related to the vocal series.
Each instrumental line is repetitive and where changes occur they
coincide with the beginning of a new series in the voice. The viola
carries the line most clearly connectedlto the serial statements.

1
Except for the first note, this line states, in harmonics, the first
three notes of each serial statement; pcs 5, 10 and 3 for P, or POR‘
and pcs 5, 0 and 7 for |, or I,R. Predominantly the flute and
clarinet each repSat a dyad which produces an ic 1, while in combina-
tion the parts produce ic 5. |In each dyad one pc is found in the
serial material and the other is not. The inclusion of nonserial pcs
recalls the use of ic | in the second song, both horizontally (in the
series proper) and vertically (as a chordal element). It is interesting
that the nonserial pcs, 2 and 9 for P, and 8 and 1 for I,, are, in
both cases, the last pc pair of the other five-note skeletal row. There
are two exceptions to the repetitions of dyads within these lines, the
first measure (where all notes of the skeletal row are preseﬁt in the
instrumental parts) and measures 32-34 {where pcs from P, are anti-
cipated in the accompaniment).

Vertical sonorities within this song are not as clear or as
"traditional' as those in the previous songs. There are only two
clear cadences within each section, both ending on a D minor triad
(m. 6, m. 15 and their respective places in the repeated section) .2
For- the most part, vertical structures are based on the ic 5 between

flute and clarinet and added pcs in the viola and voice. Because of
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the repetitive nature of the instrumental lines, the variety of
chordal structures is restricted. The structures, based on ic 5,
recall the vertical sonorities of the first song, while the addition
of pcs is feminiscent of structures within the second song.

The last nine measures of each section are not serially derived.
The harmonic structure initially is based on major and minor thirds
ornamented by ic Is. When the voice reenters (m. 19) the accompaniment
is reduced to a single line shared by the three instruments. The
vertical structures here are based almost entirely on ic 1 and ic 2.
This section concludes with repeated dyads in the flute and clarinef
which produce ic 5.

The cod; (mm. 48-53) is shown in Example 1X. The structure
is quite straightforward with a clarinet tremolo using pcs 2 and 9
and an ornate passage for flute using pcs 1, 3, 8 and 10. These pcs
are utilized in the accompaniment of P, and Po R throughout the song.
Further, these twoicollectioﬁs indicate heQ?Lo sets used in the song,
P, in the flute and |, in the clarinet tremolo. Tension is created
throughout the song by the juxtaposition of the two sets in the voice

"’and in the elements of the repeated dyadsrin the fdute and clarinet.

Pcs 2 and 1 in particular, received attention throughout. The tension
is resolved at the cadence in favor of bc 1 or mofe extensively Po-.
The verticsl sonorities of the coda are all based on ic 5 (mgs 2 and 9)
with an added ic 1 (any pc from flute line), a strucfure which became
prominent in the concluJ!%g measures of the second song. .

-~

The pitch centres throughout the three songs outline an ic 3

(C in the first song and EV in the second) and then chromatically fill



Example IX. Three Songs from William Shakespeare, P. 11, MM. 12-17.
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this interval (concentration on both D and Db in the third song). The
technique of using a chromatically-filled interval as the basis of pc
content appeared in the first song of this col;ection and, indeed,
becomes a prominent structural technique thfoughout Stravinsky's early
serial works. .

Throughout this collection of songs, the amount of serially
organized material decreases and isareplaced, particularly in the

. Wy

third song, by long sections which are not se(fally organized. The
cadence structures throughout this collection show a progression from
""traditional' to "nontraditional'' sonorities. Sustained ic 5s formed
the cadences of the fi:;t song gnd funcgjoned around one pitch centre.
The second song's cadences add ic 2 to the previous structure and
function traditionally around two pitch centres. In the third song,
yertical sonorities afg based on ic 5 with added interval:: particularly
ic 1 at the close of the song, and clear cut caden;es are rare.

It is significant fé't the second and third songs are based on

?EZthe same material. The secomd song utilizes two ofderings of the series

but only thevéecoad order reé;ives extended use. Th;\flrst ordering
prepares the material of the third song. Harmonically the structures
of these songs 5%% very similar, both being based‘on ic 55 with added
notes. The | -dyad repeated throughout the.second song recurs consis-

tently in the flute and clarinet of the third song. 'Thls ic also

becomes a significant harmonic component in both songs.
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NOTES

'Babbitt, '""Recent Stravinsky,' p. 174,
[ 4
2Ibid.
N -
3Ward*Steinman’: "Serial Techniques,' p. 28. "4:
“Nonserial sequences following the end of serial statements
occur in the viola in mm. 5-6 and the clarinet and viola in mm.- 9-
10. Measure 6 of the clarinet presents serial material based on the
first mvement's row. See Ward-Steinman, ''Serial Techniques,'" p. 30.
5Nolternik, ""Harmonic Structure,' p. 156.
( 6The two exceptions are the clarinet in mm. 4-5 and. the flute
in mm. 12-15, See Wolternik, '"Harmpnic Structure,'" p. 158,

} 7Nolte ik, "Harmonic Structure,'" p. 159.

Ward-Steinman, "Serial Techniques,' pp. 31-32. \

9Nolternik, "Harmonic Structure,' pp. 164-65.
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CHAPTER 5: IN MEMORIAM DYLAN THOMAS

In Memoriam Dylan Thomas, completed in 1954, is Stravinsky's

first work in which all material is serially organized. The overall
form of the work is ternafy; the A sections, entitled '"Dirge-Canons'',
contain antiphonal quartets of trombones and strings, while the B
section is a song for tenor accompanied by string quartet.

The series of this work contains five elements with no pc

repetition (see Figure 5.1). The pc content of this series is a

-~
Figure 5.1. §eries of In Memoriam
£ =« 3,0 1 2 <432 100

collection of chrométically contiguous pcs within an ic 4. This
series and that of the first of Three®ongs are similar in that bOtQ
span an ic 4. This series and the one from '""Ricercar |!'" of the
C;ntata are similar in two respects. The first similarity is the
predominance of pcs 0, 2 and 4 brought out\by repetition in ""Ricercar
11" and by prominent placement in this row (located at the beginning,
ﬁiddle and end of this series'). The second similarlty\between these
rows is that each has a C centre ;nd both contain the major and minor
third (pcs 3 and 4). | .

Although the vector. indicates the possibility of four ics,
Stravinsky's ordering of the row is.restri;ted‘toﬁonly two, ics | and

3. The transposition which preserves maximum pc intersection occuc®

. ) L}
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at t=1 or t=11. '"'Further, the structure of the pentachord is such that
there is, for the first time in Stravinsky's serial works, an inver-
sional form which is a pitch permutation of the original anit."?  This

inversional row, lg, is shown in Figure 5.2. As a result of the pc

Figure 5.2. Inversional Row with Same Pc Content as P,

lg= o0 s % 3 R

similarity between these rows, only twelve rows contain unique pc
contents.

One very important aspect of this series is not worked out
within this piece. This is the combining of rows in such a way as to
achieve equal circulation of the twelve chromatic pcs. The total
chromatic can be produced in two ways. Firstly, the total chﬁPmatic

would be present with the adjacency of three series, each related by

t=h (see-Figure 5.3a) .3 The second way to achieve the total chromatic

Figure 5.3. Possibilities for the Total Chromatic in In Memoriam

a) B=430 /2 G-=87454¢ /fo=0s,890
R .
b) 4 3 0/2 / /0078 9 65,
K T, R .

involves four conjunct rows and the technique of secondary sets (see
]

Figure 5.3b). Maximal overlapping of rows is three pcs, which occurs
. {

in Figure 5.3b. This series Is divisible into two row pairs (R,-i‘R,
P, =1,R) which are related by transposition at t=7. Stravinsky does
not use either of these two methods and, therefore, a. totally chromatic

texture is avoided. Certain other pc collections, however, do become

structurally important. :
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Throughout this work, the series appears only linearly and is
confined to a single instrumental line. There are two methods used
to link rows; the conjunct and disjunct methods.

Stravinsky's choice of transposition level for the successiv?
disjunct row forms most often results in other occurrences of
these same melodic intervals [as found in the series, that is
ics 1 and 3]. The only exceptions to this procedure result in
melodic major seconds [ic 2] between disjunct pentachords. This
occurs three times in each of the A2 étctions (trombone 3, m. 10-
11; trombone 2, m. 12; and the corresponding measures in the
postlude), and once in the A3 section (trombone 1, mm. 19—20).“

Several possibilities exist for linking conjunct pentachords.
The maximum number of pcs which could be tommon between two rows is
three, as illustrated in Figure 5.4. This example is identical to the

{

—~

oo
Figure 5.4. Maximally Conjunct Rows in In Memoriam
f
[ j
$ 3 0 1 R 1 o,

I.R
first half oé Figure 5.3b and is utilized three times. All three
occurrences, using the rows I‘-P;R, are in the vocal line Of‘fhe
song and appear in the verbal and musical refrain '"Do not go gentle."
Conjunct pentachords with two common notes are not found at all, and
those with one common element are found in all instrumental! parts and
the vocal'ling.

The form of both the prelude and postlude are quite readily

3. .

apparent and are indicated In Figure 5.5. The B sections recur without

Figure 5.5, Form of Prelude and Postiude

Prelude: Al B A2 B A3

Postlude: o8 A2 B AT B
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alteration and act like ritornelli, while the A sections are canonic
and vary with each repetition. [In the postlude, while the B sections
are repeated at the same pitch level, the A sections both occur at

t=10. Throughout the prelude, the trombone quartet plays the A
sections and ;he string quartet plays the B sections. This pattern
of instrumentation is reversed in the postlude.

Al though both movements are entitled '"Dirge—Canons'', the term
canon can only be applied to the pitch relationships and then only
because they are serially derived. Rhythmic imitation is very limited
and occurs only with the initial repeated pc of canonic voices in ghe

A sections.

The ritornelli are each constructed from four rows, as shown

b3

in figure 5.6. Characteristic of this section are the use of all four

figure 5.6. Rows of Ritornelli of '"Dirge—Canons'

Lo = A 3 6 5 Y9
fZ = Y4 3 o 1 R
gf = ~ /I o 3 4 dertral pPe Ca//a:f{ba.x‘

Tek= 2 3 ¥ / O

-

row forms and the use of three rows which are permutations of the same
pc collection (indicat;d by bracket in Figure 5.6). I, the only row
with a unique pc collection, shares three common pcs with all other
rows . The total pc content of these ritornelli ;ections, then, is
extended to chromatically fill an ic 6 (pcs O through 6).

Both of these techniques, the use of permutations of_the same

pc‘collection and the expansion to conform wi th -the use of chromatic



tritones, figure prominently in the serial construction of the A
sections. The rows used in the Al and A2 sections of the prelude are
shown in Figure 5.7. Examining the Al section first, we find that

the initial row pair (P, -1, in trombone 2) produces the same chromati -
cally-filled tritone as the ritornelli (pcs O through 6). The same
row pair is found in the fourth trombone part. The next two row

pairs occur in different instrumental lines. In the third and first
trombones, the row pair {PgR-P ) produces a chromatically-filled
tritone, which is the complement of the original set (pcs 6 through 0).
The last row pair {f in trombone 2 and I7RJin'€nombone 3) produces‘

a chromatically-filled tritone which acts like a secondary set to

the previous collections, as shown in Figure 5.8. b

figure 5.8. Rows of Al Section of ''Dirge-Canons''

PK*P‘ R+d.o _ .
_l_._.__;_.,_b,—‘(_.ﬂ ]
© 768 9 w0 u o ( &2 3 4 5. 6

,9, I,k (Srwn/ary Str{)

Canon A2 shows similar structures to the Al section, except the
tritone collections stated are not complementary sets. There are two
different tritone collections stated; 0 through 6 occurs twice

. : <
(IgR-1,, and P,R-1,,) and pcs 5§ through 11 is also stated twite (PyR-Ps

and P,R-1,). Two pairs of rows represent pc permutations {{gR-P

4 N\

l, —P5). Although the two tritone cé]lections are not comple
they do provide the total chromatic. One 5‘;"' I¢R, does not form a
chromatically.-filled tritons COllecuon/wi th any other row but does

\) .
act like a secondary set to the stated tritone collections (see Figure

5.9).
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Figure 5.7.
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Figure 5.9. Rows of A2 Section of ''Dirge-Canons'
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Canon A3 is shown in Figure 5.10. [nitially two row pairs are
stated which form chromatically-filled tritones. Neither of these

tritones have been used previously; pcs 8 through 2 in Po,R-1,R and pcs
-~

1 through 7 in IgR-1,R. Three rows stated have the same pc content

(p

2> R and lb) and each set is a subset of the tritone formed by

lyR and 1,R. Likewise, P, is a subset of the tritone formed by BOR.
ahd |, R.

Throughout all three canonic A sections, two tritone collectioqs
are stated which produce the total chromatic within each section.
There is one important aspect of construction which relates to the
canonic A section.

The sudden contraction of pc content from the total chromatic
in the canons to the chromatically filled C-F# tritone in the
ritornelli helps give the ritornelli a more well-defined, almost
""home -key'' effect--although there are also other reasons for this
effect, perhaps the strongest of which is the literal repetition
of the ritornelli. Thus, the fact that the "Prelude' ends with
a canonic section causes it to be open-ended and allows it to
lead into the ''Song,'" while the conclusion of the '"Postlude' with
a statement of the ritornello effectively clages both the move-
ment and the work. : ' . ‘

Wlternik has observed an interesting harmonic relationship
which progresses through the canonic sections.

Although the vertical structure of the simultaneities does-
not display much consistency, tonal references are not entirely
+ absent from the texture. [Canon Al] {n parti¢ylar contains fre-
quent tertian triads and ''seventh chords' and ®jen an occasional
tonal progression. [Canon AZ] is slightly less saturated with
such harmonies, while in [Canon A3] no pure tertian triads or ,
"'seventh chords'' are found at all. The sequence of canons in the



Figure 5.10. Rows used in Canon A3 of ''Dirge-Canons"
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""Prelude'', therefore, represents a progressive reduction in the
occurrence of tertian harmonies, while the ''Postlude'', reversing
the order of the canons, gradually returns to a more tertian
harmonic basis. The ritornelli, like [Canon A3], contain no
purely tertian structures, interfering to some degree with the
orderly change in vertical organization represented by the canons.
They provide a static, recurrent plane which contrasts with the
active and changing plane of the canons, a feajure which is
emphasized by the contrasting instrumentation.

Clemmons views the basis of the prelude as a duality set up

by the two overlapping spans of five chromatic pcs (see Figure 5.11),

-
figure 5.11. Pc Content of 'Dirge-Canons"
Region | Region ||
C D E D £ F¥
ct# D# D¥ -
centered on D and E respectively. Region | is associated with the ’

\

rows P,, lg and their retrogrades, while P, and 1, are associated with
region Il. The emphasis on these rows accounts‘for the high frequency
of pcs 0 through 6 within this movement. As a result, other pcs are
relegated to a positjon of less structural importance. With the
tran;posit}on level of the postlude (A sections at t=10), the*®duality
of pc region;‘ls resolved in favor of the D-¢entered regign I'L "This

. {
shift from E to D parallels the relatlonship of the Initial to the final

|

element in th;jbasic7§et. Seen in this iight, thetsignificance and
inavitability of many structural aspects become clear."/ .

The canons of the prelude begin on pcs 4, 2 and OVrespectively,
which are the "diatonié" elements of.the basic set, while in the post-
lude the, canons begin on pcs 0 and 2. The cad;;ces of the prelude
canoﬁs all have a pc 4 root, while in the postlude the cadences have

-

pc 2 roots. - The ritornelli all begin on D and end with a cadence on

-
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pc 0. This idea is illustrated more clearly in figure 5.12. From
Figure 5.12. Descending Structures in '"'Dirge-Canons"
Yt pe ) ¢ s )  Intervugted b
frelode : .. Z A Z 7 V& err \
Y 1— So
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this diagram, it

from pc & to 0.

can be seen that there are*two lines which descend

j\
In both cases, the descent is interrupted by th

ritornelli (B sections) and the song. The initial pcs of each canon

finish their descent by the end of the prelude and through the postlude

essentially sustain t\is pc. The descent of the cadencing sonorities,

however, is delayed until the postlude.8

Throughout the ''Dirge-Canons'', we have found a progression of

both harmonic units and lines of initial and final elements, as well

as tensio:/preated between sections using chromatically-filled tritones

and other

utitizing the total chromatic.

We will now examine the song to see if its stru;tsre is related

1)

to that of the Canons. The form of the poem, a vianelle, dictates the

musical form. The poem is divided into six stanzas, each consisting

of three lines.

'
-

* \ . e eas
The first and last line of the initial stanza recur

: e .
.alternately. as the last line ¢f successive stanzas and both return at

the end of the last stanza. For the most part, these sung refrains

retain the same musical getting. In addition, there is an instrumental

78



refrain which acts as a prelude, interlude and postlude.

The instrumental refrain consists of five serial statements which

are shown in Figure 5.13. It should be noted that this instrumental
Figure 5.13. Instrumental Refrain of Song
: Po = 4 3 o 1 2
. - ¥
pes fo - t o 9 o n - - —em e o
<o &>
I ,0= A 3 6 5 4 /)C_S@’3>
Iy, = o 3 a g /07:/09/0//

interlude is overlapped with the beginning of the sixth stanza (mm. 44-
4S) . This refrain shows a structural similarity with the recurrent
sections of the .canons. The sjmilarlty is the combining of row pairs
which produce chromatically- filled tritones. In the ptesent example,

’ two tritone collections are formed by row pajrs (pcs 0-6 in P, -1,,; pcs
9-3 in 1,-P, ). It is [nteresting that although the 'c;llo presents the
series I, and P, which have three common pcs, their arrangement utilizes
only oné.pc overlapping between the two statements. The total pc
content of this refrain Is a chromatically-filled t¢ é. Each stanza

Q

of this song contains the total chromatic and in éoptragt,\the refrains
present a smaller'pc set. The contrast of pc contént fs related to the
structure of the ''Dirge-Canons'', alfhough in the Lptger the pc content
al ternates between the total chromatic aﬁd the chromaticglly-filled
tritone.

The two sung ref;ains-are shown in Figure §.14. The first

“sung refrain, "Do not go gentle', occurs four times, three df‘whlch use

the musical setting shown in this figure. The fourth occurrence of this

/9
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Sung Refrains in Song

Figure 5.14.
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refrain ‘rm. 17-18) adds additional material, although the endings are

very similar. This sefraim contains the only example of maximal

- @

. )
overlapping of adjacent rows (Y, “P,R) within this p&gpe? Two
chromatically-filled tritone collections. are produced (pcs 8-2 and

10-4) . The second sung refrain,’ "'Rage, rage'', occurs four times withln’e
) _ . N

the song and in each case the musical setting is identical. Within
this refrain, two rows contain identical pc content (ﬂ'iJ7R) énd one
row pair produces a chromatically-filled tritone (P,-1,@, pcs 3-9).
‘Both sung refrains will receive additional comment in connec‘ﬁon wi th
the stanzas in which they are contained. < Ry

Within the stanzas, there are three which have rhythmic imita-
* .
tion beaicen the voice and the instruments and these are shown in

. ) -~ .
Figure 5.15. In each case, imitation involves four rows in each line.

Pitch imitation, at t=5, is also present in stanzas four and five. -

.

Imitation ip stanzas four and five occurs between the voice and first

>
[§

violin, while in stanza two it is between voice and, 'cello. The

i the second stanza

sequence of rows which share rhythmic imitation

are, for the most part, related by inversion same transposition

k)

level. Either 1,(R) or P,R functloﬂ'as endpolﬁts of each imitative .

S

line. The th&rd and fourth rows of each_lmitatlve line are_related
although Py R-14R. in the voice share the same pc content, while Isg R,
in the ‘cello produce’ the chromatically- filled tritone pcs 7 through 1.
Throughout the entire stanza, several tritones are formed between row
palrs, IsR-1;R (pcs 9-3). P,R (l,,R)-P., (pcs 0‘-6) and 13R-t4R (pcs 6-0).
Essentially every row stated elth;r shares the same pc content or
produces a chfbmatl,cally-ﬁlled trltone\wl;h another. row. . The only

® '

3



Figure 5.15. Pitch and Rhy
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exception to this is P,R. This row, however, contains the same pc
content as ‘F' which would have been the third row in the 'cello if
the inversional relationship bttween imitative ﬁarts had been continued.
With the substitution of lg, tritones are produced with both the initial
and final rows of the imitative sequence (l,(R) and P,R). One pair .
of complementary sets (pcs 6-0 and 0-6) are present. Each of these
collections is produced by a row pair, of which the first row is
the second in the imitative sequence and the last is from the sung
refrain '"Do not go gentle.'" The first sung refrain which concludes this
stanza is ndt in its usual musical setting. Linearly at this point
(mm. 16-17), the rows are not stated in one timpre, instead pc 11
from the tenor in measure 16 is elongated in the 'cello, viola and
tenor before the beginning of the next row. Also at this poing,'the
tenor anticipates the first two pcs of the new 'cello row (pcs 9 and
8).

There are three distinct lines within stanza four. The first
two (voice and first violin) are lmltati;e in respect to rhythm and
pitch. The transposition level between these lines, t=5, is such that
although complementary tritone collec?iqns are not produced, the total
chromatic is present. The initial row of each imitative line is not
related to any row in the same line, but in combination with a row from
the third line, chromatically-filled tritones result. The conclusion
of this stanza is the usual setting of the first sung refrain. This

refrain is connected to the vocal line by a chromatically-filled

) .
tritone structure.

The fifth stanza is also organized into three distinct lines
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(sée Example X). The first two lines are again imitative in respect
to both rhythm and pitch at t=5. This is the same relationship as in
the fourth stanza. The third line adds untransposed pitch imitation
in double augmentation of the vocal line. This is the only stanza

in which three lines are involved in the canonic structure. The
conclusion of this stanza is the second sung refrain,l“Rage, rage'',

and is connected to the preceding section by two chromatically-filled

tritone structures.

The canonic imitation throughout this group of stanzas shows
‘a progression towards greater complexity. Each stanza contains th(ee
independent lines, of which only two are rhythmically imitative in the
second stanza {although pitch imitation is suggested) . This progresses
to stanza four, in which two lines are canonic {pitch and rhythmic
imitation) and the third line forms tritone collections with rows
from the canon.  The progre;sion is completed in the fifth stanza
where all three lines are included in the canonic texture.

The serial structure of stanzas one and six are shown in figure
5.16. These stanzas are similar in that each contains both sung
refrains. The sung refrains occur at the beginning and end of stanza
one, while both appear at the end of stanza six. In addition, the
instrumental interlude occurs simultaneously with the beginning of .
the sixth stanza. Therefore, both of these stanzas begin and eﬁd
with refrain material. In both cases, the serial material between
refrains are not internally related, but in every case these rows

are related to rows in the refrain material, either by pc content

or chromatically-filled tritone collections. |In stanza one,
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Example X. ¢ In Memoriam Dylan Thomas, P. 8 M. 6- P. 9 M. 2.
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Figure 5.16. Stanzas One and Six of the Song
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this central non-refraln section consists of only two rows (P, I3R),
while five rows are included in this section of the sixth stanza. While
similarities exist between these two stanzas, the sixth is more

complex because of the inclusion of all three refrains and more

material ip the central non-reFﬁain section.

Stanza three, which is not structurally related to any other,
is shown in Figure 5.17. fhere are a large number of serial state-
ments in this stanza which share the same pc content. Figure 5.17a
is a simplified version stating only‘one row from a group which share§
pc content. Tritone collections are utillzed }n two ways. The
first way is in local relationships (that is, produced by adjacent
rows) such,Qs the row pairs Py -P, , P, -1, , IsR-14R, P, -1, and I, =1/ R.
The second‘method of producing tritone collections~involves repetition
and longer relationships. The row pair P, -l, is extended throughout
the entire stanza by repetition of rows with identical pc contents.
Two~o;her row pairs_extend over the whole stanza (I,R-I,R, R -P,},
although in neither case are theresgs many rows stated as ia the

] 2

P

> ~lo group.

‘The song, as a whgle, shows some structural similarities with
the '"Dirge~Canons'', namely the alternation of sections containiﬁg the
total chromatic and those containing less than the total. In addition,
the use of a refrain }s important in both movements, although the
song uses a complex plan {nvolving three musical refrains. The
choice of rows in both movements is regulated by two means, either

preserv?tlon of pc content or pairing of rows which form chromatically-

filled tritone collections.
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Figure 5.17. Stanza Three of the Song z
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The form of the song is quite complex and, as is typical of
Stravinsky, ambiguity of relations exist. The structural similarities
between stanzas are illustrated in Figure 5.‘8. The basic structure
involves the alternation of the instrumental refrain (prelude, inter Pude
and pos(lude) with six sung stanzas. Similarities within stanzas
involve two levels, the sung refrains and structural charac(er}stics.
This is where ambiguity arises. Stanzas one and six are related in
both respects. Stanzas two and four are Qelafed by the.use.of the first
sung refrain {''Do not go gentle'), while the appearance of the second
sung refrain (''Rage, rage'') connects stanzas three and five. |If
structural characteristics are considered, stanzas two, four and five
ace related by thdir canonic texture. Stanza threihzsands alone with
its main structural characteristic being the stating of groups of sets

with identical pc content. o
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Figure 5.18. Form of the Song
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CHAPTER 6: CANTICUM SACRUM

The first performance of Canticum Sacrum was at the 1956

Festival of Contemporary Music in Venice. As Craft illustrates, the
piece is constructed to reflect the architecture of Saint Mark's

]

cathedral in Venice. Figure 6.1 indicates the symmetrical arrangement

£

of movements. The form (with the éxception of the Dedicatio) is
symmetrical. The fifth movement is an almost exact retrograde of the
first. The other relationships are less strict, with the second and
fourth move%ents being related by their use of soloists (tenor and
baritone respectively). The central movement is divided into three
submovements, the outer pair of which are similar in their use of
chorus and their largely canonic structure. The eentral submovement,
"Spes'', is the focal point of the entire work.
The three central movements contain serially-derived material

and within this study.our comments will be restricted to these

: ~
movements. There are two distinct twelve-tone rows utilized, one
for the second movement and the other for (he third and fourth
movements. It is important that althqugh this is.Stravinsky's first
work to use a twelve-note series, there are also movements which are
devoid of serial organization. In the two previous wbrks, rows were
used which contained less than‘twelve notes but all movements contained
§erially-derived material.

We will compare the two rows used in this work before examining
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Figure 6.1. Symmetrical Arrangement of Movements in Canticum Sacrum
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Y

each movement more closely. The series are identifjied as c.s.(1), o
used for the second movement, and C.S.(2), utilized for the third

ané fourth movements (see Figure 6.2). Both rows have hexachordal

Figure 6.2. Series used in Canticum Sacrum
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subdivisions and opposing hexachords between rows share near maximal
pc intersection (five pcs in common). The hexachords of C.S.(1) are
identical under the operation inversion, while those of C.5.(2) are
identical under the operations inversioﬁ and transposition. The pair

-

of ics 1 and 2 occur multiply in each row, although neither direction
nor order is consistent. The second hexachord of C.S.(2) occurs in
retrograde order in C.5.(1), in order positions two through seven,

ith one reordering (pcs 3 and 4). Also occurring in both series is

/ the pc segment 10, 0, 1 and 11 in unbrdered format. More specific

characteristics of each row's structure #i11 be commented on at a

later point.
""Surge, aquilo'

This movement islscored for tenor solo, flute, english horn,
”harp and three double basses. For thé most part, the accompaniﬁent is
restficted to oneinstrumental ling, although it is increased to two
at. the end of importént_formal sections.

The C:S.(l) series, as shown in Figure 6.3, defines all the

-



Figure 6.3. Series used in ''Surge, aquilo'"
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material within this movement and, as has already been mentioned, the
hexachordal! segments are identical under the operation inversion.
Figure 6.3 also shows the inversional row which maintains identical
hexachordal pc content with the priﬁe, alth;Lgh the ordering is
permutated. This feature allows for the combinatorial properties of
aggregate and secondary sets. This relationship occurs only once
within the movement (tenor line mm. 86-93, see Example XI). The

rows used are I, followed by P, and, as a resu}t, neither an aggregate
or a secondary set is formed. With regard only to the pc content of

the hexachords, a retrograde relationship is established (see Figure

6.4). Although the possibility of combinatorial relationships exists,

Figure 6.4. Tenor Line mm. 86-93 ''Surge, aquilo" .

‘T , 4 ,
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K

Stravinsky does not utilize them. The hexachordal subdivisions,
however, do become significant.
Invariance is also available among segments with a smaller

number of elements. The ic pattern 1-2 occurs three times in the

series (order positions one to three, six to eight, and ten to twelve).

The direction and order of ics remain constant and, therefore,'three

ordered segments are produced which are identical undér the operation
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Example XI.

Canticum Sacrum, MM. 86-93 (P. )5, MM. 7-14).
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transposition. As a result of this structure, all three segments are

held invariant under two levels of transposition, t=4 and t=8, as

A

itTustrated in Figure 6.5. The invariant segments are also retained

Figure 6.5. lInvariant Three-note Segments
T NN [ - S poE
I, 9 0 3 ] R4 76 6 B
[ C'/‘ Al [ A Bl [ ‘b" -
74 A 7 9 5 o0 3 0 2 4
-k ok o e
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in the same order positions in these rows. This structure involves
maximal invariance of ordered segments and is utilized near the end
of the movement (mm. 86-93, see Example X!). This secf}on uses the
rows of Figure 6.5 in rhythmic canon, with the voice stating |,, the
flute lq in augmentation and the harp and english horn state I5 in
double augmentation. )
Invariance of unordered four-note segments is also available
within this series. Figure 6.6 shows all rows which share at least
one four-note segment with P,. There are a total of three segments
involved and for each segment at least two rows preserve it in the
same order positions. |, alone holds two segments invariant with
Po. All of these invariant relationships are used, except P, and I,.
At the end of the second formal section (mm. 63-}2, see Example XII),
the rows utilized are P,, 1,, PoR(A), 14R(A), P, I,R and I,. The
pc segments 3, 1, 6, b and 10, 0, 3, 1 are multiply represented, five
times for the former and six times for the latter. At the conclusion

of the third formal section and the movement (see Example Xi), the

roys used are P,, 1, and [5; and the segments 11, 9, 10, 0 and 10, O,

()]



Figure 6.6, Invariant four-note Segments
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14, MM. 6-16).
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MM. 63
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3, | are each held invariant once.
Also of significance is a pair of hexachords which recur
throughout the tenor line, the first hexachords of both P,R and IgR

(see Figure 6.7). These are the only hexachords used independently

Figure 6.7. Hexachords used Independently in 'Surge, aquilo"
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within the movement and they are always linearly adjacent. The
hexachords display near maximal invariance (five pcs in common),
although total inva;iance is available between inversional rows.

why then has Stravinsky chosen these tw; hexachords? The answer i§
two-folg. Firstly, the oraét of the second hexachord in Figure 6.7
strongly implies retrograde 'motion, with the initial and final pc
pairs indicating exact retrograde and the infernal pc pair shows both
order reversal and the inclusion of a new pc (pc 2). Compari&g this
figure with that of total pc invariance (see Figure 6.3), we find
that the latter has almost no invariance with regard to ordering.

The déir of hexachords chosen, then, produce an interesting
combination of near maximal invariance with minimal reordering. The
secgnd reason for choosing this pair of hexachords is the consideration
of the total pc content. With the Insertion of a new pc in the
second hexachord, the pc content is extended to include all the
chromatic pcs within an ic 6 (the tritone, 9-3). The technique of

including all chromatically adjacent pcs within a certain ic is T,

characteristic of Stravinsky's early serial practice. It should be
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noted that in three of the previous works (first of Three Songs,
Cantata and lQ_Memoriam) chromatically-filled ics became structurally
significant and in the last two mentioned the ic was 6, the same as
produced in the present work. Within the Cantata, even the same row
pair was used to produce the chromatically-filled ic (P, and lg).
This pair of hexachords, then, produce an implied (because it is not
exact) retrograde relationship, with tension and ambiguity being
created between the pc contents of the pair.

Th; entire tenor line of the first section {mm. 47-55) is
illustrated in Figure 6.8. The sequence of rows consists of the
hexachord pair encjosed by two twelve-note rows. As has been

mentioned, the hexachord pair produces an implied retrograde relation-

ship. The twelve-note rows surrounding it (P, and P,R) produce an

exact retrograde relationship (as indicated by the brackets above R
‘_/""// .
the rows in the figure). Indicated by the brackets below the rows -

in the figure are the implied and exact retrograde relations
between each of the hexachords and the hexachord subdivisions of
the adjacent complete serial statements. Also indicated in this
figure is the implied retrograde relationship encompassing the entire
section. The relationship fourild in the local region of the hexachord
pair has been expanded to dictate the structure of the entire section.
Although the remainder of the tenor line does not restate this sequence
of rows, it is closely related in structure.

The tenor line of the second section (mm. 58-73) is diagrammed
in Figure 6.9. This section consists of four serial statements and

is the same as the first section except that lg replaces the initial
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Tenor Line mm. 47-55 ''Surge, aquilo'"

Figure 6.8.
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58-73 ''Surge, aquilo"

Tenor Line mm.

Figure 6.9.
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row (P,). This replacement results in an implied retrograde relation-
-

ship (referring only to hexachordal pc content) between twelve-note

rows . These two rows have several similarities which are shown in

Figure 6.10. Opposite hexachords from these two rows contain near

Figure 6.10. Similarities between lg and P R
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maximal invariance (five pcs in common) . The only pcs which are not
retained in their proper hexachords are 10 and 2, the same pair of
pcs which were not held invariant between the initial hexachord pair.
This slighflalteration of togPl invariance and, hence, its implied
relationship is now displayed over a longer time span than the
original statement. Within the hexachords of tHese two rows a prime
relationship seems evident. Evidence of this are the retention of
pcs 4 and 9 as initial hexachordal elements, thé retention of pcs
8 and 3 as final elements, and the preservation of three ordered
dyads (pcs 5-7, 9-11 and 1-3). The relationship between these two
rows is rather complex, with an implied retrograde relation, involving
-only pc content, betwe?n the hexachords but indications of prime
relations are set up within the ordered pc content of the hexachords.
The tenor line of the‘third, and final, section (mm. 74-87)

is illustrated in Figure 6.11. The section consists of six serial

_ statements and the extension is achieved by repeating the hexachord

pair. The major variation between the row sequence of this section and
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Tenor Line mm. 74-87 ''Surge, aquilo"

Figure 6.11.
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that of the first is the replacement of P,R with [, . As indicated in
the fiqure, P, and |, produce a retrograde relationship with regard

to pc content but not to ordering. The relationship between these

rows is illustrated in Figure 6.12. The initial and final elements
Fiqure 6.12. Similarities between P, and I,
oA v 8 <9 s 03>

n . .
,o @ J_éJ A @& Y. 3 1 Jo o [ij

IS ey ) \ —
[, e o 3 v 24 7T 5 6 (8)
<97 3> <2 ¢ 8>

{pcs 8 and g) are retained in a retrograde relationship. The only
other similarity within this row pair is the preservation of two
pc pairs {pcs 5-7 and 10-0). This row pair,’then, is not ambiguous
like the pair from the second section.

Comparing the three sections of the tenor Iine, we find that
all three are implied retrograde relationships on the largest scale,
due to the inclusion of the implied retrograde hexachord pair in the
centre of each section. What differentiates these sections is the
relationships between the twelve-note rows. The relation in the first
and third sections is retrograde, although the hexachordal pc content

occurs as ordered sets in the first section and as unordered sets in

the third section. The relation between twelve-note rows in the central

section is, on the whole, implied retrograde, although there is
T

ambiguity with elements of prime relationd in the ordering of the

hexachords. e f{

An interesting pattern of pc setsuis formed throughout the tenor
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Figure 6.13. Pc Sets in Tenor Line of ""Surge, aquilo"

107

/P(}é’f’d/
a - pc (’0/7/(/7{ 0/{( 5 (/A) {,21/6 6,7, 8}
[ pr content of mpled rebograde of B4 tes6 78 0
b pe contert oF £(H) {90 101 3}
Ib- pe content of /mp//q,{ f(fszjf‘a(/C of B8 {‘Z no i 34
¥§e<//0/7 7
£ A A8 RR(A) ek (A) RR(A)  FR(8)
ta b . b b b e
kR
Secﬁonz
T8cd)  1o(B) AR TsR(4) AR ER(B)
da Z4 b Ib b a .
L ]
Sec//bn ﬂ
fo(4) /(B  BRUA) IgR(A ER(A) ZeR(A) I,(4) I,(B)
o 4 b 1o (b Ih) b

_____________




line of this movement (see Figure 6.13). With the exception of the

repeated hexachord pair in the third section, it can be seen that

A each section contains one hexachord a, either exact or implied, two

hexachord b's, either exact or implied, and the retrograde of the entire

structure. Also, with the exception of the hexachordal extension in

the third section, the entire movement is an implied retrograde, with

the focal point in the centre of the second section. The symmetry

is disturbed by the hexachordal extension Jdf the final section. -
The overall symmetry (retrograde) within this movement is

sypported by the chordal accompaniment, for harp and three solo basses

in harmonics. This is Stravinsky's first use of dividing a complete

series to generate vertical sonorities. There are a total of five

chordal sections which are diagrammed in Figure 6.14. The verticaliza- .

Figure 6.14. Chordal Sections of ''Surge, aquila"
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tions of P, and P,R consistently divide the row into tetrachords, while
in the |, and I_R chords, the segmentation consists of three-, four- or
five-note collections. JThe chordal sections are symmetrically placed

with the I, R~I, sequence occurring at the midpoint of the movement
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{(mm. 69-71) and~both halves represent an exact retrograde relation,
with slight variations in'voice leadings. This relationship supports
the overall structure of the tenor line, except that the focal points
do not coincide. The second half of both structures is extended in
length, with the tenor line being extended by the reﬁ%tition of the
hexachord pair and the chordal structure being extended by the
repetition of the P, series. The segments of the series used for
vertical structures contain thé same mhumber éf notes as all invari-

P

ant segments.

.

Al though ‘the tenor line is easily discernible in a ternary

" structure, an underlying retrograde relationship entompassing the

entire movement has been noted, which is supported by the chordal
sections. The remainder of the accompaniment, however, supports the
ternary division of the tenor line¢. In each of the three divisions, the

accompaniment initially is restricted to one instrumental line which

shares minimal invariance with the solo line. Minimal invariance, in

N

this case, involves the retention of eitherWl or final hexachord

P
elements or the preservation of one or two pc Eegments., The level

L 4 +

of invariance increases throughout the duration of each section and

progressively increases from the end of one section to the end of the
r .
next.. The end of the first section (mm. 52-55) states the same row in

’ » 4.
the solo and ngomﬁ3niment (H,R). The accompaniment increases to

two lines at the end of both the second and third sections. The
conclusion of the second section (mm. 69-73) states P,, |, and I4R,

whléhihold two four-note segments invariant (p¢s 10, 0, 1, 3 and 1, 3,

6, 4). The conclusion of the third section (mm. 86-93) illustrates

R

» .



the most intricate pattern of invariant segments wiﬁhin this movement
and is diagrammed in Figure 6.15. This section produces maximal
invariance of ordered segments (three three-note segments in the same
order positions) and holds two four-note segments invariant (pcs 10, O,
3, 1 and 11, 9, 10, 0). The two rows of the solo line have combina-
torial possibilities but, because of the presentation, a retrograde
relationship is produced with regard to pc content but not

to orderiﬁg. Three rows, |, , tq and lg, form a rhythmic canon which

is the only canonic section within this movement.

The ambiguity created early in the movement between the hexa-
chord pair is satisfactorily resolved in this concluding section. The
pair of pcs which are the most flexible throughout the work are 10, O
and 0, 2. The pc pair 10, O appears in all four rows of‘this final
section, in ordered format. This pair is also a subset of all three-
and four-note invariant segments presented and the hexachord containing
this pair is the last one stated in the solo line. The ambiguity
between hexachords is, therefore, clearly resolved in favor of the
hexachord 3, 1, 10, 0, 11, 9.

Structural a;biguity, however, remains throughout the movement.
Retrograde relationships, first noted on the Jocal level of the hexa-

»
chord pait, is extended to define the structurg of each section within
the tenor line and further extended to influgnce the solo line of the
entire movemfit. This large retrograde structure is supported by the
same structure in the chordal passage (see Figure 6.16). The ambiguity

arises from the retrograde structure, which divides the movement into

two sections, and the obvious three-part divisions of the solo line,
[ 4
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"Surge, aquilo' mm. 86-93

Figure 6.15.
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Structural Ambiguity in ''Surge, aquilo"

Figure 6.16.
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which is supported by the linear accompaniment and its increasing

levels of invariance.

""ad Tres Virtutes Hortationes"

[N

This movement is divided into three submovements, ''Caritas'’,
"Spes'' and ''Fides' and utilizes the second twelve-note series (C.S.(2)

see fFigure 6.17). Each hexachord contains all the chromatic pcs

Figure 6.17. Series used in '"Ad Tres"
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within an ic § (a structural technique used in several earlier works,
but this ic was only used in the first of IELES.§9233)' As a result

of the pc content of the hexachords, they are identical under the
operations inversion and transposition. This is an example of what
Babbitt terms an all-combinatorial set.2 Combinatorial possibilities
exist, then, for sets relaéed by all traﬁsformations (prime, inversion
and retrograde inversion). This results in a large number of available
combinatorial relations which are utilized throughout this movement
(particularly in "Spes').

The ic pattern 1-2 is stated twice in the first hexachord and
the pc segments are identical under inversion at t=3 (pcs 9, 8, 10 and
0, 1, 11). As a result of this structural technique, rows related
by t=3 or its complement, t=9, or inversion at t=0, t=3 or t=6 hold at
least one unordered three-note segment invariant.

Rows which either retain the same hexachordal pc content or hold
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©—
. . . & . .
one three-note segment invariant with P, are shown intFigure 6.18,

and will be referred to as a row group. A row group, then, is
composed of eight rows, which are all related by transposition
levels of multiples of three. Within a row group, there are two
subgroups, each consisting of four rows, which share hexachordal
pc content. The possibility exists between any pair of rows from
a subgroup to form aggregate or secondary sets. 0f the two three-
note segments from any row, at least one segment appears in five
other rows. Even higher levels of invariance occur‘between’fow ng;/
pairs which rgﬁain hexachordal pc content and hold both three-
element segments invariant. There are four such row pairs within
a row group (P -I,, P, -t _, B -l and R -1,). In addition to the row
group shown in Figure 6.18, there are two others, thé row group of
P, and the row group of P, . Row groups play an important role in
the structure of this movement and they will be referred to as the
row group of P, etc.

Each of the three submovements begin with an organ series in
a passacaglia rhyfﬂ%. The transposition level varies with each
occurrence of the passacaglia, P, at the beginning of ''Caritas", B

\

in "Spes' and P, in "Fides.'" This organ passacaglia provides
continuity among the submovements. Continuity is achievéd within each

submovement by the reiteration of the rhythmic figure associated with

the passacaglia introductions.
"Caritas''

""Caritas'', the first submovement, is a binary structure (aB),
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with the B section being a canon for three-part-chorus and trufpet in
augmentation, while the A section is in a fuller contrapuntal texture.

Retrograde relationships became structurally significant
throughout ''Surge, aquilo'" and they prove to be important in ''Caritas"
as well. The serial statements of ''Caritas' and the retrograde

relationships are shown in Figure 6.19. The A section contains only

Figure 6.19. Retrograde Relationships in '"Caritas"
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two retrograde relationships, which, it is admitted, are obvious and
rather superficial. |In all voices, except the soprano, retrograde
relationships are evident. The altos and tenors each state a
retrograde row twice and its associated prime row on;e. Because
of augmentation, the trumpét has time to state only the retrograde
row and its prime once. The soprano, the last voice to enter the
canon, has time to state only the two retrogradé'forms and omits the
associated prime (which would be ly). The entire'B‘section is
repeated with a new text to bring '"'Caritas' to a close.

The use of row groups throughout ''Caritas' is shown in Figure

6.20. The A section can now be'seep to be symmetrically arranged
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Figure 6.20. Row Groups Throughout ''Caritas"
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around P, R, the focal point. The remainder of the series come from \\\
two row groups, the row group of P, and that. of P, . It should be ) ‘;7
noted that members of the same row group situated on the same side \
of the focal point have prime relationships of hexachordal pc content,
while the hexachordal content of those situated across the focal
point are retrograded. Within each row group, there are three rows
stated which, in addition to the hexachordal pc invariance, also
retain both three-note segments. Two of these rows from the second
row group (1,R, P_R) occur in the first half, while two from the
first row group (P R, 14R) occur in the second half. Although the
possibility for aggregate sets exists, only one appears between the
last hexachord of P,R and the first hexachord of I4R. P, , alone,
shares no invariance with other rows and, thus, functions as the focal
point of the symmetrical retrograde structure of the A section.
Retrograde relationships in each voice except soprano are
a major feature of the B section. It is interesting that the initial
elements of rows in this section span a tritone (pcs 10-4) and their
arrangement produces a chromatic spreading out from the first pc
stated (pc 1.3 Of the four initial rows stated in this section,
only one, |,R, has previously been stated. Each of the three-note
segments of I, R are held invariant in one simultaneous row (pcs 8, 6,
7 in P4R and pcs 9, 11, 10 in lqk)f; Further, these‘two rows, P7d?and
lqR, contain identical hexachordal pc content and their arrangement
produces two aggregate sets. The second three-note segment of both
P,R and I4R are held invariant with PyR of the A section (the only

row in the first section which held hexachordal pc content invariant



but not three-note segments). The row not related to others in the

B section, IR, shares hexachordal pc content with PgR, tﬁe focat
point and only row lacking invariant relationships with other rows in
the A section.

Each section of '"Caritas' utilizes retrograde relationships
and invariant relations bind the two sections together in a very
logical way. There are threeirow groups utilized in this submovement
and each is utilized in a different way. The row group of P, is
represented by three ser{al statements, which all occur in the A
section. Further, all three rows (P,, P,R and I,R) retain both three-
note segments and hexachordal pc content. The row group of P, is
represented by two serial statements and is the only group which
does not display invariance of three-note segments. Additionally,
although both sections contain rows from this group, these rows do
not share invariant characteristics with other rows of each section.
The row group of P, is represented by seven serial statements and
receives the most extensive development of any row group in this
submovement. Within the A section, four rows are stated from this
group and’three of them have {nvariant three-note segments. The
fourth row (P,R), although maintaining hexachordal bc conggnt, does
not retain three-note segments from the other rows. In the continua-
tion of this row group in the B section, each of the three-note
segments of P, R occur in a new row (4R and P,R). The alternate
three-note segments from these two rows are the segments from I, ,
which was stressed throughous the A section and recurs in the t}umpet

part of the B section.

119



120

IISpeSII

"'Spes'', the central submovement, is the focal point of the
retrograde structure of the entire work. The form of ''Spes'' can be
represented as: Introduction ABAB'A. The A sections are scored for
tenor and baritone soloists and brass, while the B sections are scored
for choral sopranos and altos, oboes and trombones.

Within each section, a high degree of invariance is displayed
between certain rows. In the A section, this characteristic involves

4
two rows, 1, and P,R, in the tenor and baritone (see Figure 6.21).

These rows hold two ordered segments invariant, one wifﬁ three elemen%é ’
and the other with four. This is a unique relationship and appéars
only in these sectiohs of the work. The arrangement of these state-
ments is such that each ié divided between the soloists and each
changes/lfnes twice. When eachirow returns to its ot$g§nal voice,
it is at the beginning of the second hexachord. Because of the
alternations of voicings, the first occurrence of invariant segments
\ are split between two voices, while in the second appearance, they
remain in one voice. The prominence of simultaneous invariant segments
is emphasized by thg indication of 'subito piu f' and accents in both
vocal lines at their second appearance. We find, then, that both
the invariant segments and hexachordal divisions are brought out in
the setting of this passage.
——
The accompaniment in the A sections consists of only two rows,

P, linearly in the trombones and a vertical statement of P,. These

rows share only an unordered three-element segment (pcs 1, 2 and 3)
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Figure 6.21. Serial Statements and Arrangement in A Sections of ''Spes"
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and neither row is significantly related to either vocal series.

Because of the distribution of the vocal series, however, the

invariant segment from the accompaniment does appear linearly in

the tenor line (see Figure 6.21). The occurrence of this segment

in the tenor line adds coherence bbth to the vocal alternations

of their series and the use of these two accompanimental rows.
Within the B sections invariance is based on the similarity

of hexachordal pc content, that is, on one row group. The serial

statements of ‘the choral sopranos and altos\o§>the B section (mm. 154-

168) are diagrammed in Figure 6.22. The strgfture, here, is based pn (;/)%\\
///

S
Figure 6.22. Choral Series uf Sec}}an/g>“5pes“ —
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secondary and aggregate sets, with two secondary sets being formed

and four aggregate sets. Each pair of simultaneous rows hold both
three-note segments invariant in retrograde order. This passage
reflects the maximal use of combinatorial principles throughout the
‘kwork. Accompanying this choral passage is I3 (in oboes and trombones),

which shares no invariant relationships with any of the choral rows.

The B' section (mm. 169-177) begins with the last row pair of

the B section (P,,R and 1,) and, therefore, retains the same relation-
. ‘ : 3
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ships. The continuation, using P, and |,, does not EPntinue the
relationships. These two rows do not contain the same hexachordal
pc content or any invariant segments. |3, the accompanimental row,
does, however, contain an invariant ordered s;gment with P, (pcs 11,
o, 1).

Figure 6.23 shows khe use of row groups throughout ''Spes.'
From an examination of this figure, more significant characteristics
become evident. ‘From this example; we can see that two row groups -~
predominate, the row group of P, and that of P, . Both row groups
are sounded almost continuously throughout the submovement, while
the row group of P, is restricted, for the most part, to the A
sections. The statementsfutillziqg the row group of P;, in dll
but one instance (1,), share the same hexachordal pc content and ‘
result in the production of secondary and aggregafé sets. A notéble
exception to this is in the'lntroqgction and initial A section.
Here, the/arrangement of rows is I,R, I,R and B R, whichnpnoduces

i y,
retrograde placement of hexachords. In additlon, this is thg}point
where 1, is.stated, which shares one three-note segment with each of
the other fhree rows. The rows utilized from the row group of P,
in all but one case (Py), retain only one three-note segment. At
:Wthe conclusien of the submovement, the row pair Ps ~l; occurs.

This row pajr refains hexachordal pc~content, arranged in retrograde -
order, but does not hold any three-note segments invariant. This is
the'only row pair from this row group'fhat does ndl contain three-

note segment invariance. It is inter;}ting that where the oddities in

, ‘ -
- JOw group usage occur, there Is only one main row group being stated

. g
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in '""Spes''

Use of Row Groups

Figure 6.23.
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and it takes over the usual ysage of the other main row group.

The usage of the row group of P, is restricted to the use of two
rows in the A section (P5 and Q,); which share one three-note
segment. In the last occurrence (B} section to final A section),
the row group is extended to three rows, |,, P, and P, . In this
sequence, each pair of rows hold a three-note segment invariant and
supplies the invariance missing in the simultaneous rows from the

row group of P. -
IlFideSII

""Fides', the third and final submovement of ''Ad Tres'', is
a binary structure (AB). The B section is a six-part canon for
four-part chorus, trumpet and contrabass trombone in octaves and
6boe and bass trombone at three octaves, while the/A section is in
a freer contrapuntal texture.

Throughout the A section {(mm. 189-218), there are four linear
statements of P, or its retrograde, with the first and third
statements in the instrumental parts (P,R) and the second and
fourth appearances in the four-part chorus in ocfaves (P,). This
sequence represents retrogression of the initial row pair‘(P,R-P,).
All the serial statements from the A section are given in Figure
6.24, From this figureswe find that there are eight serial state- |
ments from the row group of P, . There are two series which have
the same hexachordal pc content as P, , |, R and Iy. The placement
of these two rows supports the retrograde placement of the P, =P, R

sequence by being simultaneous with the first and fourth elements of
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Figure 6.24. Use of Row Groups in "Fides"
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the sequence. The combination of P, R and |, ,R forms two aggregate
sets, while the hexachordal pc contents of P, and I, are identical
and, therefore, do not produce aggregate sets. The symmetrical
structure is upset by the inclusion of B, and P R in the second
half of the section. This row pair imitates the exact retrograde
of the P, R-P, pair and shares a three-note segment with all other
rows from the row group of P, . The symmetrical structure is further
strengthened by the inclusion of one row from the row group of P,
in each half of the section and these two rows (I, and P;R) hold
a three-note segment invariant.

Within the canonic B section, the choral lines use the
rhythm of the organ passacaglia, while the instrumental lines are
augmented, sounding one note per measure. The serial statements
used in the B section are shown in Figure 6.24. Each of the instru-
mental rows shares the same hexachordal pc content with a choral
series. The second instrumental row, P_, shares both hexachordal
pc content and two three-note segments wfth l¢ in the basses. The
arrangement of these rows is suéh that the three-note segment
6, 7 and 5 occurs simultaneously in both rows and secondary sets
are produced between the first hexachord of each row and the second
hexachord of the other row. The two instrumental lines have no
invariance between themselves. There are a total of seven serial
statements in the choral canon and only three-note segment invariance
is utilized, The order of entries and rows sharing three-note segments

are shown in Figure 6.25. From this example, we see a symmetrical

structure with the third and fourth entries being the focal point and



Figure 6.25. Choral Canon of 'Fides"

- ®
\Sof)rano.' - [b ) ] BK \
® 2T s
/4//0 : [/I T /[,A)
. 3 ©)
@ -
/5/107' N ]7 f;K
/7 t —_ Q. — ,ﬁ @
basb ]7

e ——

|
Q@ Q-® 6 0

retrograde relationships spreading out from this point. The final
row, P;R, is not part of the symmetrical structure but does share a
three-note segment with IgR and hexachordal pc content with |, .
Again, with the.exclusion of PR, the serial statements of the choral
canon are arranged in pairs whose initial pcs are related by ic 5
(1,-1,, 1y-1g, 1,R=14R). The initial pcs of the instrumental rows
are also related by ic 5.

The conclusion of '‘Fides' is illustrated in Figure 6.26. In

A

Figure 6.26. Conclusion of ''Fides"
BR=1 00 2 3 e 5 8 47 9
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this section, three rows from the row group of P, are stated. P, and
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I, retain both hexachordal pc content and both three-note segments,
but their arrangement does not produce aggregate sets. P,, the only
row from the row group of P, , does produce a secondary set with | R,
a concluding row from the choral canon.

Throughout ""Fides'', the row groups of P, and P, occur in each
section, while the row group of P, is restricted to the B section.
Within each row group there is one pair of rows which shares both
hexachordal pc content and two thr?e-note segments; P, R-1,, P -l; and
P,-1s which occur in section A, section B and the conclusion
respectively. Each of these row pairs occurs simultaneously and in
each case prime relationships are formed between hexachords.

The movement has a symmetrical structure as substantiated by
the return of the passacaglia in the final measures (see Figure
6.27).“ This structure is based>on large formal structures within
each submovement. More significant relationships emerge if we
consider structural characteristics within each submovement and
section. Throughout this movement we find the use of row groups

within each section supports a symmetrical structure (see Figure 6.28).

Figure 6.28. Row Groups used throughout 'Ad Tres"
“Ca.nl-s ! “Sfbes " _ . "F:olzs ’
;

] f ! r !
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All three row groups are used in each submovement, but within some

sections only two row groups are utilized. Sections with only two row
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Figure 6.27. Symmetrical Structure of "Ad Tres"
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groups are symmetrically placed; P, and P, in B of 'Caritas' and

A of "Fides'", and P, and P, in B and B' sections of ''Spes" (al though
there is one row from the row group of P, in the B' section). The
type of invariance characterized by each group is variable except
in “Spes', where the row group of Pp consistently involves the
retention of one three-note segment and the row group of P, is
consistently involved with preserving hexachordal pc content and
the production of aggregate and secondary sets.

The outer movements are similar in a number of ways. Both
""Caritas'" and ''Fides' are binary stryctures (AB) and in both sub-
movements the B section is a canon. The organization of the canons, °
however, is different. The canon of '""Caritas'' involves only two row
groups and includes retrogression within each line. The initial pcs
of this canon spread out chromatically from the first pc (pc 1) to
form a chromatically-filled ic 6. The canon from '"Fides' involves
three row groups and although a retrograde structure is presented, it
is not produced within each line. The initigl pcs of this canon
are arranged in pairs related by ic 5. The A sections of both these
submovements are similar in their basic retrograde structure, although
in each submovement the second half of the A section contains additional
material which throws the symmetry out of balance.

The central submovement ''Spes'' is unique in its multi-
sectional structure. Additional unique characteristics are the use
of invariance of internal pc segments within the A sections and
the concentration-on combinatorial ﬁossibilities in the B sections.

"'Spes'' is also the focal point of the entire work and these unique
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characteristics heighten this function of the submovement.
'""Brevis Motus Cantilenae'

"Brevis Motus Cantilenae' is the fourth movement of. Canticum
Sacrum and the final one using a twelve-note row. The movement uses
the C.S.(2) series and is in ternary structure (ABA'). The A sections
are scored for baritone solo, chorus, oboe, bassoons, trumpets,
trombones, violas, basses and organ, while the B section is for
chorus acappella.

The initial section is very simple in structure and is

diagrammed in Figure 6.29. The statements of the baritone solo are

Figure 6.29. Serial.Statements in A Section of ''Brevis"
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echoed in the chorus in octaves and the two statements\form a -
retrograde structure. Though there is no similar structure in
the instrumental row pair, I, R holds a three-note segment invariant

with P, and P_R. Further, the relationship between I, R and P, is

that\of untransposed retrograde on the inversion. The second

instrumentalhrow, lg, does not shafe pc invariancé with the othereg
rows of thfs section.

*The A' section contains seven serial statements and is shown
in Figure 6530. This section is based on two groups of rows which

share three-note segment invariance. The first group, P,R-i; -I4R,
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Figure 6.30. Serial Statements of A' Section of "Brevis"'

N S S
Baribone Solo BR £, Lo LJ’\
R N
Lstraments: 12— 2 /5K " ﬁ; -
all hold the pcs 10, 11 and 0 invariant, while the second group, d
P.-1,-1_R, all hotd the pcs 6, 7 and Qﬂinvariant. In addition, all

the rows from the second group are at the same transposition level
and, therefore, untransposed relations of inversion, retrograde and
inversion of the retrograde are present.

The B section is a four-part choral canon and is diagrammed
N . .

r'méfgf._ All voices are in rhythmic canon and there are a

Y

total of six serial statements. There are two pairs of rows which

in Fig

~
are exact retrogrades (l1,R-1,, P;R-R ). The former pair occurs in
the tenor, while the latter pair is split be%ween the bass and
soprano. The alto line has two serial statements which share
hexachordal pc content and their arrangement produces a retrograde
relationship between hexachords. In addition, each row of the alto
line holds one three-note segment invariant with both tenor rows.

1f we cqpsider the use of row groups throughout this movement,

we find that all three row groups are utilized (see Figure 6.32).
The row group of P, is used only in the A section, the row group of
P, is used in the B and A' sections and the row group of P, is found
in all three sectlons.A The row groups of P, and P, are used in
similar ways with adjacent row pairs each producing untransposed

relations regarding the entire series. The use of the row group of
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Statements of B Section of '"'Brevis"

Serial

Figure 6.31.
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Figure 6.32. Row Groups in '"Brevis"
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lg and P,R contain retrograde plhcement of identical hexachordal
pc content, while PR and Ps are exact rgtrogrades. After this
point, the rows of this row group each share a three-note segment
with adjacent rows. Relationships involving this row group are
the only ones which transcend formal divisions. -

A somewhat symmetrical struc(ure can be sgen with the B

section as the focal point (see Figure 6-33)- Although this dia-
/

Figure 6.33. Symmetrical Structure of "Brevis''
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gram accounts for all the material in the B section, only the rows
from the row groups of P, and P, are indicated in the A and
A' sections. The structure formed by rows from the row group of

P, is more complex and is shown in Figure 6.34. The row pair

Figure 6.34. Use of Row Group of P, in "Brevis"

e T T R
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Ps -Ps R form the focal point and one row in each half shares hexa-
chordal pc content with the focal point. The latter half of this

structure is extended by the inclusion of the row pair P,R-igR,

’

P. is to initially juxtapose“rows producing untransposed relations.

136
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the hexachords of which have a prime relationship. This extension
tends to obscure the otherwise obvious symmetrical structure of
this movement.

The structure of this movement is rather ambiguous with
the obvious tripartite formal divisions and an underlying symmetrical
structure, which is obscured by the addition of more‘material in
the second half of the structure (see Figure 6.35).

The structure of ''"Brevis', with its clear tripartite division
and underlying symmetrical structure, is identical to the structure
of the second movement, ''Surge, aquilo' (see Figure 6.36). 'Surge,
aquilo'" has additional material in the third formal section or
second half of the symmetrical structure, which obscures the symmetry,
as the same technique does in ''Brevis.'' Although ''Surge, aquilo"
and '""Brevis'' use different twelve-note rows, there are several
structural similarities between these two movements.

In the openfng remarks 6f this work some observations in
regard to symmetry were made. These remarks were limited to the
use of chorus, soloists and large structures (such as canonit devices).
The ensuing analysis has attempted to substantiate this point by
reference to the levels of material used, usage of material and
structural characteristics. The entire work Is based on retrograde
structures, both on the local level of hexachords and twelve-note
rows and over'lncreaslngly longer spans involving submovements, move-

ments and the work as a whole.
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in 'Surge, aquilo"

Ambiguity

Structural

Figure 6.36.
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CHAPTER 7: AGON

Agon, Ballet for Twelve Dancers was the last work, in the group

under study, to be completed. Although Agon was begun as early as
December 1953, work on it was interrupted by the composition of In

Memoriam Dylan Thomas and Cantigum Sacrum.! As a result of the inter-

ruption of the compositional process, this work is one of the most
interesting of the group because different phases of Stravinsky's
adoption of serial techniques are represented.

The title of the work is of Greek origin and refers to a
competition or contest. There is no plot to the ballet other than the
idea of a dance competition. The score specifies twelve dancers
(eight female and four male) and the movements are based on a variety
of groupings of the dancers.

There are twelve movements involving dancers, which are
punctuated by nearly-identical instrumental movements, entitled
prelude or interlude. These instrumental movements divide the work
into four sections, each of which contains three movements for dancers
(see Figure 7.1).2

The overall structure is loosely symmetrical, with the first
and fourth sections using the full twelve dancers and the internal
pair of sections using only three dancers each. The second and third
sections are also distinguished from the outer sections by their‘

brevity and the use of sectional titles (‘'First' and ''Second Pas-de-
P
Trois'"). f

141
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Figure 7.1. Agon

First Section: | '"Pas-de-Quatre'' (bm)
2 "Double Pas-de-Quatre' (8F)
3 "Triple Pas-de-Quatre' (8f and 4m)
Prelude
Second Section: '""First Pas-de-Trois"
1 "Saraband-Step' (1m) .
2 "Gailliarde" (2f)
3 Coda (Im and 2f) 12-tone and nonserial
interlude

Third Section: '"Second Pas-de-Trois''

] ""Bransie Simple' (2m) . serial (non 12-tone)
2 "Bransle Gay'" (I1f) serial (non 12-tone)
3 "Bransle Double' (2m and 1f) 12-tone
Interlude
Fourth Section: 1 "Pas-de-Deux'" (1f and Im) serial and nonserial
2 "Four Duos' (1f and Im) 12-tone
3 "Four Trios" (Im and 2f) 12-tone and serial

(non 12-tone)
Coda (all dancers)
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The internal pair of sections is situated symmetrically about
the central interlude and certain similarities exist between the pair.
Already mentioned is that each section utilizes only three dancers.
Each movement of these sections utilizes a different number of dancers
(1, 2 or 3), and the movement using three dancers occurs at the end of
each section. Variety is achieved by the number of each sex, with the
second section using one male and two females, while the third section
uses two males and one female. The sequence of movements in the
second section uses one, two and then three dancers respectively, while
the third section uses two, one and then three dancers. The appearance
of the sexes is consistent between tHe sections with males alone in
the first movement, females alone in the second and both sexes in the
third movement.

There are also symmetrical features between the outer sections
of this work. The major similarity is that the last movement of each
section employs the full complement of dancers, whkle the earlier move-
" ments use a variety of groupings of less than the total number of

»
dancers.

Also indicated in Figure 7.1 are the movements which contain
serially-derived ﬁaterial. The materials utilized in this work are
twelve-tone series (indicated by 'l2-tone' in Figure 7.1), series
using less than twelve notes (indicated by 'serial') and nonserial
or free material (indicated by 'nonserial'). From these three basic
types of material five different combinations are used, some of which
have beeq.used in previous works. Two movements contain only material

derived from a twelve-tone series, used previously in Canticum Sacrum.




I

Two other movements contain only material derived from a series of less
(hah twelve tones, which was used throughout In Memoriam. One movement
utilizes material from a series of less than twelve notes in combination
with free material, which was utilized in the early serial works
{(Cantata, Septet and Three Songs). Two combinations were not used in
previous works; firstly, material from a twelve-tone series combined
with free material and secondly, material from two series, one twe |l ve -
tone and the other fractional.

There are several different series used within this work, which
are shown in Figure 7.23, and it is important that each series is con-
fined to on; section. This offers further justification for the divi-
sion of the work in this study. There are three different twelve-note
series used and each is used only within one section. Within sections
three and four fractional rows are also used and each is related in
some way to its twelve-note series. More specific qualities and

relationships between rows will be examined at the beginning of each

section in which they are used.
Second Section

The second section of Agon, entitled ""First Pas-de-Trois", is
in three movements; ''Saraband-Step'', Galliarde and Coda. The coda
alone is constructed from a series and our study of this section will
be limited to this movemint.

The coda is the‘only movement within this study thag combines
material drawn from a twelve-note series and nonserial material. The

twelve-tone series is shown in Figure 7.3. The ic structure of this
4
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T
Figure 7.2. Rows used in Agon
w
Second Section Coda of "'First Pas-de-Trois''
P9 1 woi 3 4 6 5 17 2 3
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Third Section "Second Pas-de-Trois" 8
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""Bransle Double" @ =0 2 3 5 4 9 7 8 w0 1 I b
z - 2 - -6- a2  4- 2 / 2 - 5
"Bransle Simple'' primary row A = 2 4 § 7 I
: z -y - 2 - 5
subsidiary rovt SR =2 o0 7 5 1 ¥4
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'"Bransle Gay" primary row ﬂ = A 0 5 3 10
3 -z 5 -2 - 5
subsidiary row SP= 1 9 8 7 4 &
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Fourth Section

""Pas ~de-Deux"’ E,: It o [ R
r - 3 -
whole-tone variant = l} 9 1. 3
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Figure 7.3. Series of Coda, "First Pas-de-Trois"
octatonie Hagmenl
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series is, for the most part, alternating ic lIs and ic 2s. The
second hexachord is identical in pc content to the first under inversion ‘l
at t=11. Also of importance is the inclusion of an octatonic scale

fragment in order positions three through eight.

There are only five rows used, P,, P,

R, | I,R and P R. Al

o’

four row forms are present and there are two retrogrqde forms. There

are some similarities between rows 1, and P, which are diagrammed in

o

Figure 7.4. The most obvious similarity is the retention of pcs 9 and

Figure 7.4. Similarities between P, and I,

fo I 0w oo 434 6. 5.7 28
I, ¢ 7 8 'é 53R o0 1 1 4 0
3 as the end elements of the first hexachord. Also retained are two
dyads (pcs 6-5, 0-1) either in order positions four and five or eight
and nine. Similar characteristics are found between P,R and IoR. The
relationship between 1, and P,R, however, is quite different and is

illustrated in Figure 7.5. Order pos{tions one through ten of |, are

Figure 7.5. Similarities between |, and P R <

Zo=9 7 8 65 3 & 0 t /Y 10:;

BR-"04978 ¢ 5 320 1 '

identical to order positions three through twelve of PaR. This is a

result of the exact symmetry of both ic and direction from order
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positions one through ten of the prime. Also, the dyad pcs 4-10

from the end of |, becomes the initial dyad of P,R. This re}étion-

ship is similar to rotation, except for the reversal of pcs b and 10.
The coda is in bar form {(AA'B). A schematization of the initial

A section is given in Figure 7.6. The structure of the A' section is

Figure 7.6. Coda of "First Pas-de-Trois'' mm. 185-211

Flutes: - 7. 1 Lo . LK
2NN S
Tbns. and Piano: . A £ B IATED

Harp and 'Cello: . £ \

Mandolin: I,

identical except for the absence of the initial P, row. Consistently
the relationship between adjacent rows is inversional, alternating
between P, -and I, . Only twice are adjacent rows the same and in one

case the relationship is retrograde (P, (1-4)-P,R).

The serial structure of the B section (see Figure 7.7) concen-

Figure 7.7. B section of Coda mm. 234-253
14 fo IR
Jo—— I, ——«—— AR
£, ' AR

-

trates on the similarities between I, and P, R. Initially these two
rows are combined with P, , which results in the relation inversion

(P, -1,) and rétrogression (P, =P, R) between rows.’ Also retained in all
three rows are the dyads 6-5 and 0-1. The last row pair (IOR-PAR;

see Example Xlil) are ver\ical and simultaneous. The rows are divided

into three-, four- or five-note segments and placed in chords. Within
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249-53 (P. 45, MM. 8-12).
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measures 251 to 253, pcs 0, 2, 3, 5 and 6 are stated which are the
common elements from both rows (order positions five to nine of 1R
and six to ten of PyR).

Throughout this movement two types of nonserial material are
used. The first type is sustained pcs, usually forming a 5 dyad. The
first occurrence is pcs 0 and 7 in measures 185 to 191; the second is
pcs 5 and 0 in measures 208 to 211 and the final octcurrence is pcs 10
and § in measures 231 to 233. These sustained pcs set up tonal
polarities, which are nét necessarily suppor;ed by the accompanying
serial statements. The polarities established by sustained pcs fall
by perfect fifths from the initial € through F to V. Because of the
lack of nonserial material, the concluding section of this movement does
not establish a strong polarfgxfs

The second type of nonserial material occurs in the solo violin
pas:;ge of measures 193 to 208 and 213 to 229. The solo consists

of a sequence of two-part chords which produce only two vertical ics

o

{3 and 4). The first of these passages is diagrammed in figure 7.8.
Horizontally each line can be seen 1o derive from four-note segments
which are, in some cases, overlapping. It is significant tha£ all four-
note segments can be classified into three types. €Each type is
represented by only two cdllections. The first type consists of four
chromatically contiguous pcs. The second type contains the ic structure
of 2-1-2, while the third type contains tﬂe ic structure 1-2-1. Within
each type pérmutation is frequent.

The A sections concentrate on adjacent rows related by inversion

and include the violin passage formed from nonserial material. The B

-
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Figure 7.8. Violin Solo mm. 193-208 of Coda
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cection concentrates on a pair of rows which are related by retrograde

inversion but, more importantly, this pair of rows is rotationally

oo
related. The whole movement is connected by the sustained ic 5s,

which outline tonal centres.

L)

Third Section
0

The tw section of this work, ''Second Pas-de-Trois'', consists

of three évements; “Bransle Simple'', '"Bransle Gay'' and "gransle Double."
o

The entire section is‘ally constructed. Although each movement

is based on a different™Pow, all rows share some similarity of construc-

tion. The rows utilized in this section are shown in fFigure 7.9. The

’

figure 7.9. Series used in "Second Pas-de-Trois''

A 8
"Bransle Double' K =02 35 49:7 8 10/ /6
2-7/7- 2- -85 te g -1 -2-4%
N "Bransle Simple' subsidiary row primary row
Sh-20.7 5,14 B=a .57 ¢ u
2 8- 2T w3 a-rTr-s-8
“"8ransle Gay" subsidiary row primary row
S-Fo= I'?/_Sljf’f/“ gr/lJf?lQ§513§/O

"Branste Simple'' and "‘Bransle Gay" each utilize two rows, the primary
and the subsidiary. TYhe subsidiary f‘ows dictate only a small'amount
of material and thus, have a subsidiary role. Throughout the '"Bransle
Simple'' the subsidiary row is used to accompany the primary, while in
the "Bransle Gay' it provides all the material for a short passage
(;oe Example XIV). ’ \

The relation’ship°between rows becomes clear if we consider

the hexachordal divisions of the ''Bransle Double' row {Figure 7.10).

Certain similarities are readily apparent: identical ic content and
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Agon, MM. 298-305 (P. 52, Mp. 1-8).
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Example XIVb. Agon, MM. 330-335 (p. 55, MM. 8-13).
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Figure 7.10. Hexachord Division of ""Bransle Double'' Series
A= 0 23 54 7 <3,3,3.2,3”

FB< 7 & 10 v 7 6 <333 2,3 /)

identical vectors. These two hexachords contain mutually exclusive

pc collections and are not similar under the operations inversion or
transposition. We have, then, two different pc sets with identical

possibilities for ic content.

All other rows are related to one of these hexachowrds. The

rows related to P,A hexachord are shown in Figure 7.11. From this
Figure 7.11. Rows related to P,A Hexachord
P A = 0,4 3 5 4,7 {o,2 3¢ 5 7}
"Bransle Simple'' /= 4,5, 7 & {’7,4’,56, 7, E KA =2
"Bransle Gay" S £-= 1,78 _’/'J-’ri 6 {‘/,4/ 78 915=FRA¢t=+4

example, it is clear thag.PoA and P, from 'Bransie Simple'' are identical
under the operation transposition (t=2) . With regard to the S.R from
"Bransle Gay'', an examination of the row doesnot indicate any similarity
with PoA. |If cénsidered as unordered pc sets, however, we find that
S.P, is equivalent to P,A at t=h, Alth0ugh these are the same pc
set, the ordering of eacl‘ow is different. The order positions of
S.P, are 6, 4, 5, 3, 1, 2 of PoA. Only two dyads (order positions 4-5
and 1-2) are reversed from what would be a transposed retrograde of PoA.
This permutation brings about the inclusion of additional ics.

A similar examination of rows ‘related to PoB is shown in Figure

7.12. For both rows, upordered pc sets must be considered to reveal

similarities and the levels of transposition. Permutation is evident
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Figure 7.12. Rows related to P,B Hexachord

P, B B g 1o 116 {er8 10n /4

“MMﬂesmm€'\§ﬁ:&oﬁcagv {24518 LBatt- ¢

"Bransle Gay" fe - M2 O 5 3 0 fiono 235): FBof t-%
2 Py 2 5 7 ’ ’ ’ ’

in the ordering of both rows, with the 5.P;, of "Bransle Simple'
occurring as 2, 6, S5, 4, 1, 3 of P,B and P, of ""Bransle Gay'' occurring
as 1, 3, 2,65, 4, 6 of P,B.

0f particular intersst is the lack of the total chromatic
between P, and S.P, of the ''Bransle Simple." This is due to the
difference in transposition levels. This difference results in
maximum pc intersection between the two rows (four pcs in common) . Due
to the same transposition level, the two rows of the "Bransle Gay''

produce the total chromatic.
“‘Bransle Simple"

The "Bransle Simple'', for two male dancers, is a ternary
structure (A mm. 278-287; B mm. 288-297; A' mm. 298-309). The A
section is a canon utilizing only the primary row while the A' section
is identical but adds an accompaniment in the bass clarinet and harp,
which utilizes the subsidiary row. Characteristic of the B‘section
is the serial statements moving freely from one line to another.

Each section has the same cadence structure, involving four
rows, as shown in Figure 7.13. At the endvof each sectioﬁ, the last
pcs of three lines are sustained forming a D major triad (pcs.2, 6 and

9) with an added sixth (pc 10). The added sixth from the first section

&
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Figure 7.13. Sectional Cadences in ''Bransle Simple'

Clar. 1 /?' ¢ v o0 R /[;J
Clar. 2 /?— 5 7 8 /o EZ:;]

Tbns . z - X o 1 9 /o0 5

o

Harp 7o - 7 5 4 2 3 [o]

Pcs which are boxed are sustained.

continues to become the first élement of a new row in the second section
(Pg) and links the second and third sections by combining with the
initial pcs of two new rows to form a 4 major triad. Also of interest
in this cadence structure is the invariant pcs between pairs of rows.
Between |, and P, four pcs remain invariant (pcs 9, 11, 0, 2), all of
‘which are diatonic in A minor, the initial tetrachord of this key. The
other pair of rows (P; and ls) also holds four pcs invariant (pcs 5, 7,
10, 2). This invariant collection is diatonic wi;hin BL major or F
major. Throughout this section, then, we have a bitonal effect between
A minor and BL/F mafor. This conflict continues through the final
sustained chord if it fs*eqpsidered as two simul taneous chords--D
major (pcs 2, 6 and 9) and gi;:ajor (pcs 10 and 2)-- instead of a
chord with an added sixth. relationship of the two tonal centres
a third apart is Inherent in the row itself, beginning with a D minor
tetrachord (pcs 2, 4, 5 and 7) and then abruptly shifting to a B
tonal area (pcs 11 and 6).

The body of the A section is a unison canon for two trumpets.
The rows used in this canon are shown in Figure 7.14., Initially the

row pair P -l is used, which shows maximum invariance under inversion

(four invariant pcs). The invariant collection consists of pcs 2,,6, 7



Figure 7.14. Rows used in A Section of "Bransle Simple'
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and 11 and produces a biharmonic effect with the occurrence of both

a G major and B minor chords, again emphasizing centres a third apart.
Also of importance is the reténtion of the rows' outer elements {(pcs 11
and 2). The ;anon continues with rows showing maximal pc invariange
under transposition {(three pcs being retained). The rows involved are
P,-Py and P, -P_ R and the invariant segments are pcs 11, 2, 6 and il,
0, | respectively. Both of the invariant segments indicate a B centre
with the first segment being a B minor triad and the second a chromatic
collection with B as its lowest note. The ffnal row, IsR, holds two
pcs invariant with the preceding row, P,R. The invariant pcs, 10 and
5, suggest a 8b centre. Throughout this section we find the initial
concentration on the centres of B and G, moving to a B centre, continu-
ing to a B! and concluding with a biharmonic effect centring on BP and
D. The temporary centres are all indicated by invariant segments.

The A' section has the same serial canonic structure as the A
section, but now an independent contrapuntal strand is added in the
harp and bass clarinet utilizing the subsidiary row. The total

structure of this section is illustrated in Figure 7.15. The subsidiary

Figure 7.15. Serial Structure of A' Section of '"Bransle Simple"
55 — 154
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line is constructed with similar principles as the canonic line, i.e.
utilizing maximal invariance under inversion and retention of the
outer elements of each row. The invariant collection between S.P, and
S.l, is pes 1, 2, 4L and 5, which suggests a D centre. |Invariance is
also represented between simultaneous row statements and these are

summarized in Figure 7.16. All examples represent maximal invariance

Figure 7.16. Simultaneous Invariance in A' Section

S.Po and P, -k invariant elements-2, 4, 5, 7 D minor
S.ly and Po invariant elements-2, 4, 5, 6, 11 D
S.P, and P, -P_R invariant elements-0, 1, 2, 5 F

between the prime and subsidiary rows (four pcs) or the prime and the
inversion of the subsidiary (five pcs). Again, the temporary centres
are a third apart. It is significant that all temporary centres form

either a G major or a BP major triad (see Figure 7.17). The centres

Figure 7.17. Tonal Centres in A' Section of ''Bransle Simple"
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at the beginning of this section form a G major triad, while those at
the end form a Bb major triad. These longer tonal relationships are
again a third apart and reflect on a larger scale the tonal relation-
ship found in the basic material.

The B section uses the series vertically and horizontally and
is characterized by statements split between two or more instrumental

lines. The serial structure of this is shown in Figure 7.18. There
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Figure 7.18. . Serial Structure of B Section of '"Bransie Simple'"
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appears to be a quasi-symmetrical structure here, with lg¢ as the focal
point in its chordal texture and the other rows placed linearly around”
it. Pg and PyR provide a retrograde relationship which is not supported
by the other linear row pair. Pg and |,, do, however, contain the same
5 dyad, 3-8, although it occui; at the end of each series and not in a
retrograde placement. |, also shares a dyad with all other rows,; pcs
9-7 with t, and pcs 0-10 with Pg and %FL

The A sections of '"'Bransle Simple' concentrate on max imal
invariance between various rows. As a result of the invariance, short
term and longer term tonal centres are produced, always in pairs
separated by a third. This relationship reflects the dual 'pc centres
within the row itself. The central section is symmetrical and is
chiefly concerned with the preservation of pc segments, involving
only two elements. With the inclusion of the total chromatic in this
section, short term centres are avoided. Continuity is achieved

throughout this movement by the same cadence structure occurring at the

end of each section.
"Bransle Gay'

The ''Bransle Gay' is a ternary structure (ABA'). The A section

(mm. 310-320) states the primary row in a chordal texture, while in its



return (A', mm. 330-335) the subsidiary row is utilized as well. The B
section (mm. 321-329) utilizes both the primary and subsidiary rows in
a contrapuntal texture. Throughout this movement the castanets main-
tain a 3/16 meter while all other parts alternate between 3/16, 7/16
and 5/16.

The chordal texture throughout the A section uses only Po.

Figure 7.19 shows the only two dispositions of the series. There

Figure 7.19. Structure of P, chord in A Section of '""Bransle Gay"

Version | Version 2
Flute | 25 =
2 H——-23 I R
Bsn. 1 O-—1/0 5 /0
2 {0 Io)
Harp " a o 3

are éight statements altogether and version 2 occurs only as the

fourth and sixth chords. Version 2 indicates an Eb centre with the §
dyad (pcs 3-10). Version 1, however, seems to indicate BF as the
centre with the 5 dyad (pcs 10-5) and an added fourth (pc 3). Through-
out this brief section, there seems to be an alternation of Bb and 14
as centres but it clearly ends on Bk, .

The A' section is also in a chordal texture. There are six
serial statements, the first three being the subsidiary row and the
last three are version | of the primary row. There are instrumentation
differenges, with th!'subsidiary rows in strings, harp and clarinet
while the primary statements are sogﬂgigl}n the flutes and bassoon.
The sub;idiary chdrds are all fivg/note chords with pc 8 as a grace

» J

note. Each chord has two centres, A as the root of a dominant seventh

Y

rd
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(pcs 9, 1, 4 and 7) and F# as the root of a triad (pcs 6, 9 and 1).
These proceed to the Bb rooted P, chords which end the movement.

The B section presents eight serial statements in a linear

format. Two series (loR and S.B, ) are each stated twice in succession.

The majority of statements form a symmetrical structure around Py as

illustrated in Figure 7.20. Both of the initial two rows share a

1

Figure 7.20. Serial Statements of B section of '"Bransle Gay"

»»»»»»
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,,,,,

two~ or three-note segment with rows™>from the second half. In

addition, each of the rows from the second half (P, and PaR) share a

two-note segment with the central row, P, . Following this structure
\

are two statements of S.B, which share a three-note segment with a

row in each half of the preceding structure (see Figure 7.21).

Figure 7.21. Segmental Invariance in B section

;\ PR hatf) - 11 @-i_ﬁj o
\

Bo(a™ jalf)- 9 0 10 378

The A sections of this movement utilize the series vertically
and produce tonal centres while the B secfion is symmetrically
structured and involves the retention ofotwo- or }hree-note segments.
Similarities exisf between tkis movement and the preceding one,

particularly that the outer sections are in a much simpler format and

161
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indicate tonal centres, while the central sections are both symmetrical

and concentrate on invariant segments.
""Bransle Double''

The ''Bransle Double' is a three-part structure plus coda, AA'
BA Coda. The A sections utilize the tyelve—ng}e row, its hexachord
subdivisions and its trichord divisions all in linear fashion. Vertical
serial usage characterizes the B section and coda and in both sections
the rows are restricted to the transposition level of t=2.

The serial structure of the A' section (mm. 344-351) is
shown in Figure 7.22. The A sections (mm. 336-344 and 36L4-372) are
the same as the brass and violin lines of Figure 7.22. The violin
line consists of th twelve-note rows (P, and I,R), which are in A
a retrograde inversional relationship. With regard to unordered pc
segménts, a retrograde structure is found in this line between initial
ana final elements (pcs 0-6 and 6-0) and the retention of one three-
note segment (pcs 11, f, 6). Also preServ;ggare two unordered four-
note segments (pcs 2, 3, 4, 5 and 7, 8, 9, 10) which do not receive
retrograde placement. The brass line consists of five hexachordal
s"téments and is also arraﬁéed in & retrograde structure (pcs 10, 11
1; 2, 4, 9and 2, 4, 9). The first half of the retrograde structure
contains two hexachords while the second half contains three. The
lower string line consists of three hexachord statements followed by
one complete series divided into trichords. The retrogréde structure
is minimally represented with only one three-eiement segment being

retained across the midpoint (pcs 9, 10, 0).

o~
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""Bransle Double"'

»

Serial Structure of A' Section

Figure 7.22.
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It is also significant that a retrograde relationship is
produced between the brass and lower strings. The second half of
the brass line and the first half of the lower string line each Stéte
three hexachords, while the alternate half of the lines contain only
two hexachords (or the equivalent). Further, the®central hexachords
of the three hexachord halves are related by ,retrograde (l5(B) and
IsR(B)), and neither of these hexachords are involved in the linear
“retrograde structures. N

Between any two simultaneous linesi there are four invariant
unordered pc segments in each half of the retrograde structure. of
particular interest is the relationship between loR and the trichords,
of P, . There are four orderzé pc segments retained, three of which
contain three notes and one which ;:ntains two. The outer(§egments
exchange position (i.e. retrograde placement) while‘the inner segments
maintain the same positionsfg There is one pc from each row which
is not held invariant .in these segments (pc 1)~ This is an interesting
relationship with segments remaﬁé’hg.ordered but the sggments them-
Se'%ﬁf being permutated. -

The B section (mﬁ. 352-364) uses the material vertically and
is restricted to-the transposition level t=2. This is the same t;ans-
position level used in thé primary row of “'Bransle Simple." The
materials used in this section are the row P,, its hexachord (P, (A))
and sever;I segments of P, involving two, three or four notes.
Particularly significant are four occurrences of the segment order

positions one through four of P, (pcs 2, 4, 5§ and 7). This segment was

-

»
held invariant in the A' section of ""Bransle Simple' and the pcs of



this segment were prominently artrculatvd throughout the movement. {t
appears in this section that three-note segments have become less
important than the division into*four-note segments. Three-note .

segments (order positions 1-3, 4-%, 7-9, 10-12) each occur only~¢h§?,
- } .

except order positions seven through nine which occurs twice. Four-"
note segments, however, account for seven of the thirteen segments$
statedt

The coda (mm. 373-386) utilizes only hexachords and complete

rows ‘at the transposition level of t=2. This section states-the

material }ineari? but often pcs are sustained to form vertical
¥
structures. The serial structure of this section is shown in Figure
¢ AN

.
n

7.23.° One three-note segment becomes structurally importaﬁf (pcs 1, 3

n
PN
\

Figure 7.23. Serial Structuge of Coda of ""Bransle Double'
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9

and 8), which occurs four times and three of these are at the end of

+

serial statéments resulting in a cadential feeling: Only one four-

note segmeat remains invariant in this sectloﬁb(pcs 9, 10, 1l.and 6),

a chrgmaﬂic,colleétibn.

'

Throuéhbut'thls section wéﬁffnd material of three-, four-,

sigt'aﬁd twelve-note pnlts,Qtfllzedu " The "Bransle Double' is the

only movement to utilize a twelve-note row and it is the only move-
. ’ .

‘ment -in which shorfer-shgmcnts of the row are used Independently.

~ Within the A i;ctibnS‘hcxachordal and trichordal divistons predominate,

y

N\
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while in the B section four-note units are more common. All three
movements have a tripartite structure, ABA. with the addition of a coda
to the '"'Bransle Double.' The A sections of each movement are structured
quite traditionally (canon, chordal repetition and retrograde symmetry),
while the B sections are less-traditionally structured. With the
exception of the cada, the seriél usage throughout the ''Second Pas-de-

)
Trois'" alternates between sections of vertical and horizontal
distribution (see Figure 7.24). Throughout this section, invariance
Figure 7.éh. Serial Usage Throughout the ''Second Pas-de-Trois''
a N
""Bransle Simple" “Bransle Gay' ""Bransle Double"
A B A A B A AA' B A Coda
H vV H v H v H V H H
H= horizontal use of material
V= vertical use of material
® .
]

consistently involves two- and three-note segments, whtil the B section
of the "Bransle Double' where four-note segments become more prominentf
This, is significant because all four-note segments in this sectfon are
related to the four-note row which structures the fourth seétlon of

this work.

Fourth Section

The fourth section of this work is the longest and consists
of three movements; ''Pas-de-Deux'', ''"Four Duos' and “Fou[ Trios."
 EssentIally the whole fourth section (with the exception of the coda

to the 'Four- Trios") ‘is based on a four-note row (see Figure 7.25),

. . .
. LI
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Figure 7.25. Four-note Row of Fourth Section

ﬁ oo 1 A
' 3 !

or certain variants of it. This is the only example of a symmetrically
arranged row, in regard to ic content, found in Agon.

The row consists of four elements within the span of ic 4.
The construction of the row may be thought of in two ways: firstly,

as a pair of linear dyads both encompassing a semitone, although the

S .5
direction is different, at a distance of a minor third (11 10 1 2 )
Sy

~

and secondly, as a juxtaposition of two minor thirds, formed by either

the inner or outer elements, with direction preserved and at a distance

-9
O T

of a semitone (11 10 | 2).
=
The vector for this set is <2,1,2,1,0,0) which indicates thPt
at t=! or t=3 two pcs remain invariant, while at t=2 or t=4 only one
pc is preserved. Furthermore, at t=] one of the original minor thirds
1 -
remains intact, although it.changes position from outer to inner

elements or viceversa. At t=3 one of the semitones remains but it

is also repositioned (see Figure 7.26).

Figure 7.26. Invariance of Pc Pairs

¢+ F=0 1 2 3 t*3 - 2.4 ¥ 5
h /Z” ﬂ/:o ;\Xz /2 = ;z:::;;zizil
7

A .o\/ =8 0 1t

For this set, each serial transformation yields one set which
retains the same pc content as the original. Under inversion this
set is Ip. [t is important that not only pc content remains intact

but also the dyadic partitioning of the set, although the dyads them-

selves are reversed (see Figure 7.27). An equally significant
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Figure 7.27. Dyadic Partitioning Between P, and 1,

£ - fe :(t;_#éh
<gix;:i
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relationship exists between the prime and the retrograde inversion
form which retains pc content (i;R). In this case, however, the
dyads retain their order positions but the internal ordering of each

is reversed, as shown in Figure 7.28. Most obviously, the retrograde

Figure 7.28. Internal Reordering Between P, and I R

L= " Tio i ]a
'Lr—wv F‘;;“ﬁ
IaR - r—lg_‘ noiR

_row which retains pc content includes reversal of both dyads and their
internal order.
These features of the original row provide compositional

possibilities for the recurrence, at close proximity, of single pcs

N
and of two- and four-note collections, with internal permutations. \
The idea of repeating pcs or small groups of pcs was fundamental to
Stravinsky's early serial technique, as evidgncéd by his inclusion of

such repetitions within some of his .longer rows (Cantata and Septet)

and invariance of short segments in Canticum Sacrum.

In addition to the prime series and its various serial trans-
formations, Stravinsky also makes use of other variants. The most
basic variant involves rotation techniques ;nd produces the maximum
number of ic 3s (25. The minor third, here, become§ a more prominent

linear interval (see Figure 7.29?. This variant retains a symmetrical

structure and, in fact, is Identical to P, rotated to begin on the

&

'
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Figqure 7.29. Variant | of Fourth Section

2 /H /o /

fourth element. Variant 1 is present in the solo violin at measures
412-13 of the "'pas-de-Deux.'' Both variant 1 and the prime contain
only the ics represented by maximum entries in the vector {ics | and

3) and each contains the maximum number of one ic.
|
There remain several permutations of this four-note set, but
one is of importance to us here. This variant introduces linear

intervals which have not been utilized (ics 2 and L), both of which are

represented singly in the vector (see Figure 7.30). The only differ-

Figure 7.30. Variant 2 of Fourth Sectign

/l / o R
a2 - 3 - 4

ence between variant 2 and»the prime is the reversal of order positions
two and three. This variant occurs in the solo violin in measure 413
of the 'Pas-de-Deux."

Stravinsky also uses variants which are not as closely related
to the* prime as those already mentionea. for example, in the male
dancer's variation of the 1"pas-de-Deux'', a variant is used which retains
&he same basic relatipnships as the original, although at first the in;

tervals appear to be quite different (see Figure 7.31). Each interval

Figure 7.31. Wwhole-tone Variant of Fourth Section

72 S
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of the prime row has been augmented by ic 1 to arrive at this variant,

by



which forms a whole-tone scale fragment. This variant has the same
invariant properties (P,, 1,, |,R and P,R) and possibilities for
permutation as the prime. The vector for this variant-<0,3,0,2,0,1) -
introduces a new feature, only even-numbered intervals are possible.
With this variant, maximal invariance is extended to three pcs at t=2.
The final type of variant maintains the same linear ics as the
prime but with directional alterations. The pc content of the original
is not retained and, therefore, neither are the internal relationships-

inherent in the prime. Both of these variants in Figure 7.32 preserve
s }
Figure 7.32. Variants 3 and 4 of Fourth Section
Variant 3 no 1, 4 *

Variant &4 ”\3 LA 36

the linear intervals of two Ic 3s and one ic |. Each of these variants
extends the range of the four-note collec;ion from ic 4 in the original,
to ic 5 in variant 3 and finally to ié 7 in variant 4. The fifst of
these variants, although derived from the prime, is a diatonié
tetrad (B minor), while the second forms a major/minor triad.

In the coda of the ”Pas-de-Deuxn, Stravinsky consistently uses

two rows with a common element, producing a seven-note set whith s .

shown in Figure 7.33. This set contains all the chromatic pcs w]th

«

Figure 7.33. Seven-note Set of Fourth Sectlon,
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..”

ic 6. The relationship between four-note rows is an untransposed

tnversion. .
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Another extension of the four-note row is constructed from a
pair of overlapping (one common note) seven-note rows, as shown in

Figure 7.34. This row, containing the total chromatic, is interesting

Figure 7.34. Thirteen-note Row of Fourth Section

S S
< 3 6 5,7 _57? o (/0 7 A
TR Z.

in that the first and last pcs are the same. The second seven-note
row is identical to the first at t=6. Also of note is the fact that
the untransposed retrograde inversion of the thirteen-note row is
identical to the prime. N

A twelve-note row can easily be made by joining two seven-note

rows with two common pcs, as illustrated in Figure 7.35. The initial

»

Figure 7.35. Twelve-note Row from the Fourth Section
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four-note row is not one of the serial transformations of the prime,

but rather, the inverted form of variant 1. The second seven-note
set is a transposition of the initial set at t=7, and, therefore,
could function as the initial set for another twelve-note row (cyclic

generation). This series Is very similar to that used by Webern in

his orchestral Variations Op. 30, the only difference being the reversal

Ly

of Stravinsky's row form ic 5 (as opposed to ic I' in Webern's roQ),

which facilitates his use of these outer elements as centres of

A

of the three Initial elements.6 One, significant feature of ‘the fbofd%r-

'ing of the initial tetrachord ‘is that, the beginning and ending elemeﬁts
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polarity in a '‘quasi-tonal" fashion.7 !
Incorporated as the central tetrad of this series (order
positioni\five through eight) is the major/minor triad, isolated
previou§l;\a§_gariant 4 of the four-note rows. This twelve-note
)

series derives quite logically from the four-note row and certain
variants of it which are used throughout the movement. The series

itself is found within the '"Four Duos"' and the firgt section of the

"Four Trios."
it should be noted that the nonserial material found in the

violin passage in the coda of the 'First Pas-de-Trois' consisted

LY

of four-note units. Of the three types of units, two are equivalent
to material in the fourth section. Both the prime row and its

variant 3 are utilized.
""Pas-de-Deux"'

The ''Pas-de-Deux'', the lohgest movement in Agon, is divided

into three sections, Adagio, Piu mosso and Coda. The Adagio utilizes

-~

the prime row, its thirteen-note extension and variants |1 and 2 of

-

‘ the prime, while the Piu mosso uses the prime, variant .3 and the

D

whole-tone variant. The coda employs both the prime wd the seven-

note row.
The Adagio, mm. 411-462, consists of an introduction (3 bars),

section A (23 bars), section B (26 ‘bars) and coda (ll bars). Wolternik

rd

states:

The ''Adagio' section of the ''Pas-de-Deux' beglﬁi&with a partially
nonserial introduction [only Ias is noted]. Although the total } :
chromatic is present In a mannef which suggests the exposition o
a twelve-note row, the ''row' which seems to be stated in this
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passage is not used again.
The measures under examination are shown in Example XV.
Wolternik's assessment of the introduction as 'partially nonserial'’
is accurate if one is only concerned with the prime form of the series.
[f, however, one considers the variants of the prime, the entire

introduction is found to be serially derived. F}gure 7.36 shows both

Figure 7.36. Similarities between the Introduction, and Twelve-note Row
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the series used in the introduction and the twelve-note row described
in the introductory material. Ce;tain similarities between this pair
of rows become evident. Particularly, the presence of four four-note
units are evident in each case. Further, the pc content of three of
these units are the same, IR-1,, I,R-P, and P,-lq. An obvious
difference between these structures is that two four-note units from
" the introduction are not in a serial transformation of the prime,

-

while in the twelve-note row oQTy one four-note unit is permutated.
i . .

Because of the linear aPrangement of four-note units in the twelve-
note réw, pc -invariance between units results in the linking of -
adjacenf units. The pattern of pc invafiance between rows is 1-2-1.

Ihe pc invariance between adjacent units in the introduction’form the ~
same pattern (1-2-1). Because of the linear arrangement Qi;hin these
unlts; the invariance does net result in a ";k. The retained pcs,

however, are all highlighted in some way. The first common pc ()

occurs simultaneously in the violas and 'celli, although the latter

P
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Example XV. Agon, MM. 411-413 (P. 65, MM. 1-3).
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sustains it. The common dyad (pcs 4-3) is sounded only once, with
pc 4 in the violins and pc 3 in the basses. The last invariant pc
(6) occurs only once and acts as a common pivot-note between Py and
P,. Lt is significéﬁt that the invariant pcs in the introduction
(pcs 1, 3-b4, 6) are the complement of those found in the twelve-note

row (pcs 1, 11-10, 8). The twelve-note row can be divided into two

.overlapping seven-note rows. Characteristics of the seven-note row

are that it is constructed from two four-note units which overlap
with one common note and the pc content»chromatically fills an ic 6.
The material from the introduction can also be divided iMto two halves,
{ .

each of which includes characteristics of the seyen-note row.

Are these mere coincidences in what Wolternik calls a ‘partially
nonserial' passage? The expositign of the prime row, variants of it
and certain charactertstics of the seven- and twelve-note rows are

more than coincidence. |Is Stravinsky not at least hinting at the rich

potential of his short set and some of the many possibilities for its

expansion, many of which are realized thraughout the enfire section?
As Pousseur states; ''everything still seems to be fn the embryonic
stage."9 I f t?‘s was Stravinsky's objective, one question remains to -
be answered--Why has he used variénis instead of simply stat&pg the
twelve-tone row? Tﬁis has to do with ic gvailapility as indicaked

by the vector (2,1,2,1,0,0). If Stravinsky had restricted himself

to the prime'form of-the row, only ics 1 and 3 would be present,

with ic,i in greate} frequenéy. Through the qferof variants'l and

2, ics 2 and & have been included and the frequency of occurrence

between ics 1 and 3 have been evened out. Throughout the intrqdﬁction

*
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Stravinsky has included all possible ics and the relative frequency of
each is consistent with the possibilities shown in the vector.

Following the introduction, the prime f@fm of the row predominates
throughout the remainder of the Adagio. Only one short passage, meas-
ures 416-417, utilizes variants of the prime. This passage occurs

in the solo violin and viola and is shown in Figure 7.37. Each line

Figure 7.37. Solo String Lines mm. 416-17

X Violin solo

Viola solo

consists of three 3 dyads producing two overlapping major/minor -

voud,

chords (variant 4). The dyads of the violin line descend while fhose
of the viola line ascend. An interesting relationship is formed
bec;use variant 4 is produced as the central tetrad of the twelve-note
row and this sequence of variant 4 tetrads produce the prime tetrad.

: : v
The most obvious statement of the prime is the second dyad of each
line, which produces the original sei at t=7. This passage contains
two more statements of the prime which are more obscﬁrel: These are
formed by the first dyad of the violin combined witﬁ the thjrd\dyad
of the viola (P,) and viceversa (P;).

The body of the Adagio, sect[oﬁs A and B (mm. A414-450),

utilize only the four-note row and its serial transformatioms. Patterns

- of pc retention between adjacent rows both highl ight and outline the

fdrmal structure. A detailed examination of the rows used, the pc

retention and the ics retained is presented in Figure'7.38. The norm

-
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Figure 7.38. Adagio of "Pas-de-Deux"’
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Figure 7.38 (continued).
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% SUMMARY . &
Total number of times pcs are retained. ~ )

between adjacent rows 29
0f these, the majority sretain 2 pcs V7
Number retaining the maximum 4 pcs 6
Number retaining only 1 pc¢ . 6

Four pairs of adjacent rows share no pt intersection
and all form octatonic scales

Of 17 occurrences where 2 pcs are retained, 13 ret
In all cases, exs
the two marked with asterisks, the pc
retained in the_same order positions.

pcs forming an ic 3.

the two cases marked, the outer elemepts'of
one row are retained-as the inner elements of

-

- .
the next or viceversa.

‘Of the four timés 2 pcs are retained which form ic i,
all but the:one marked with an asterisk

remain in the same order positions.

special case, the elements fOfming the
second half of the first row are retained‘

as the first half of the next row.

.

4

ln‘the
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™~
throughout this section is the retention of two pcs between adjacent
.
‘rows . Consistently, the two pcs torm ic 3 and remaiX in the same
order positions in both rows. Deviations from Phis norm indicate
important formal points in the structure. For example, the beginning

1
of both sections A and B are characterized by rows which retain the
maximum number of elements {(4). These rows all retain the pcs of

the prime (10, t1, 1, 2). tn addition, [ﬁere are four pairs of

rows which share no ;,c intersection and each occurs at an importpnt
»

formal point {beginning, centre and end of section A and near the end
AN

H
of section B). Each of these rowgpairs produces an octatonic scalé.
&
The octatonic scale, characterized by the alternation of ics I and 2,

is available in only three different transpositions (see Figure 7.39).

figure 7.39. Octatonic Scales

S(alf / o, X 3, 5 4’28"1 i

Seale 2 0 1 3 7 & T 1 0

Scale 3 1, =, 4 5 1 8 1o [/
.- - 2 . 2 -

Stravinsky uses only versions 1 and 3 of the octatonic scale and their
use is alternated.

The body of this section, then, concentrates on extending the
serial unit. Three prominent techniques are utilized; the formation
of octatonic scales, complete invariance between rows and adjacent
rows which retain two‘pcs in the same order positions.

The conclusion of the Adagio sectiof (a.tempo, mm. 452-62) fur-

ther extends the serial units. This section is shown in Example XVi and

is initially characterized by the first violins stating the thirteen-
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Example XVI.

Agon, MM. 452-462 (P. 68, MM.
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row. This serial extension features four four-note overlapping

rows with one pc retained between each pair. The sequence of rows used

is IR, Po, I,R and P . Accompanying the thirteen-note row is a row

pair in the violas (1, R-17R).  This row pair produces version 2 of the
L ]

octatonic scale (the last form of this scale to bE'presenfed). The

placement of the octatonic scale at the beginning of this subsection

s consistent with its use in the body of the Adagio. Also of

significance is that the rows of the viola are related by transposition=.

3

at t=7 to the first and third rows of the violin (see Figure 7.40).

Figure 7.40. Relationships between Violins and Viola in Conclusion
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Continuing in the lower strings is the row pair P, -1,R, which produces
octatonic scale version 1. The conclusion of this section consists of

eleven series in a chordal texture. The rows used are all from the

thirteen-note row as shown in figure 7.41. Throughout this entire

figure 7.41. Series in Chordal Passage mm. k57-462
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sequence each pair of adjacent four-note rows hold one pc invariant.
The invariant pc in each case is only sounded once and appears as a
common note between chords. The first four chords of this sequence

produce the same thirteen-note row that the violins used in measure 452,

Thé second row pair is the same as thé first at t=6 and, therefore,

e

1 81
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can begin a new thirteen-note row. This is precisely what happens

in rows three through six. These rows produce a thirteen-note row
related to the original by t=6. The pattern of rows, here, is [,R, Py,
1R, Q; which also indicates a rotation of the original beginning on
the third four-note unit. Stravinsky seems to continue the cyclic
generation with the last.row pair of the second thirteen-note row

(1,R-P, ) being followed by I,R. The process is not completed, however,

with the absence of P, . If the process had been completed, the original
thirteen-note row would have been reproduced. Instead Stravinsky

Q
utilizes three, overlapping four-note units to produce a new thirteen-
note row--P,, I R, P, and I,R. This new row contains the total chroma-
tic, retains the same pcs as its initial and final element and contains p

one, overlapping pc between each four-note unit. These are all common
characteristics between the original thirteen-note row and the new one.
There is one difference, howeyer, the original thirteen-note row is
divisible into two, overlapping seven-note rows, each of which contains
a chromatic collection spanning an ic 6. This is not true of the new
thirteen-note row, but the inner and outer pair of four-note units
satisfy this criterion. This pew thirteen-note row is retrograded to
complete the Adagio section.

In the lower strings and second violin of measures 456 and 457,
there is a row pair (I, R-13R) which functions as a transition between
the linear and vertical treatments of the series. These two rows
contain one pc intersection (pc 0), aﬁd produce all the chromatic pcs

¢

within an ic 6. These rows share all the characteristics of the seven-

note row. If considered with the next row pair (I,R-P,), the total
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chromatic is present with an interesting sequence of pc retentions,

as shown in Figure 7.42. The sequence of pc retentions, 1-2-1, is

Figure 7.42. Sequence of Pc Retentions mm. 456 -57

2K Ik XK R
7007 O3 R R 365 S5 4TE
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! pe 2 pc 1 pe

indicative of the twelve-note row. The most obvious difference betwéén
this sequence and the twelve-note row is that here, the order of the
two initial four—nq}e units are such that the common note does not
function as a pivot note between rows. It is significant that in the
opening measures of the Adagio and, here, in the concluding measures
the structure of the twelve-note row is indicated, although the twelve-
note row proper does not occur until the ”Fpur'Duos.”

The Piu mosso section (mm. 463-494) is divided into three
subsections. The outer subsections, for male-dancer, are écored for
three horns and piano while the central subsegtion, for ;ema1e dancer,
is scored for three flutes and strings. The whole-tone variant is
utilized for the outer subsections and the prime is used for the central
subsection.

The first subsection is a canon aftef one bar at t=7 between
_the horns and piano. There are only two serial statements in each 1
canonic voice and linearly there is no pc similarity. |f we consider
both voices some interesting relationships emerge, as indicated in
Figure 7.43. The transposition levels chosen preserve the maximuﬁ
number of pcs between inversionally related sets (3 and 2). Also

of importance is the placement of retained segments at the beginning
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Figure 7.43. Piu mosso mm. 463-472
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ofyeach set, although internal reordering is evident. Within each
voice order positions three through six form variant 3 (pcs 3, 5, 6 and
8 in the horns and pcs 10, 0, 1 and 3 in the piano). This variant also
recurs, at a different transposition level, as a string chord which is
reiterated from the end of this subsection through the central subsec-
tion (pcs 7, 9, 10 and 0).

The third subsection is constructed along very similar principles

as the First (see Figure 7.44). The piano part here contalns the same

Figure 7.44. Piu mosso mm. 484-490
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‘pc sets as the horn in the first subsec;ioa} although the sets are now
reversed and their internal order is permutated. Again relationships
exist between lines which retain three and two pcs, but now these
segments are not contiguous. Tﬂe placement of invariant pcs is retro-
graded. Among all the rows of the first and third subsection one of
two pc pairs are held invariant, either 1-11 or 6-8.

. The second subsection, for female &ancer, is a canon in double

auémentation between the first and second flute in unison and the third



flute at ic 7. The canon is accompanied by theabariant 3 string chord
mentioned earlier. The greater part of this subsection is constructed
from the alternation of two sets in each canonic line, as shown in

Figure 7.45. FEach canonic line retains its outer elements in retrograde

Figure 7.45. Piu mosso mm. 473-483
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order. For the most part, the sets are arranged so that the common
notes overlap and act as pivot notes. Each canonic iine provides all
the chromatic pcs within an ic § and they maintain distinct pitch areas.
These two chromatic collections have one pc fn common (pc 1) and as a
result pc 7 is omitted from the canonic lines. Pc 7 recurs in the
repeated string chord and as a result the total chromatic is present
throughout this central subsection. Neither of the outer seotions
contain the total chromatic.

" The coda (mm. 495-519) is the third and final section of the
""Pas-de-Deux.'"" This section is in a ternary form ABA (ZOda, Hdoppio

lento' and "quasi-stretto'). The ''quasi-stretto' is a shortened

version of the initial coda.
The coda, for the most part, consists of four statements of the

four-row sequence ;ﬁgwn in Figure 7.46. There is only one pc sounding
Figure 7.46., Coda’mn. 495-502_ _ R
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at any time resulting in a monodic presentation. This sequence of rows
contains all four row forms at the same transposition level and contains
all the pcs in an ic 6 (pes 7-1). Each row pair in this sequence is
a seven-note row and the two seven-note rows are related by retrd-
gression.

Within this passage there is one extraneous row pair, in the
brass and piano of measure 496, which does not fit into the above-
mentioned pattern. This interruption occurs_after the initial four-row

statement and consists of the rows PsR and IgR (see Figure 7.47). At

Figure 7.47. Coda m. 496
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first this row pair appears to be a seven-note row, but on further
examination it is found to conégin all the pcs within only an ic 5.
This is not a seven-note row but rathgr two rows related by fnversion
at t=9. This row pair is unique in that no other adjacent rows within
this passage are related by inversion. "This interruption continues
logically from the initial four-row statement by maintaining the
technique of adjoining rows by one overlapping pc. The interruption

varies from the initial statement by additional.means‘of,relating

adjacent rows (see Figure 7.48). This figure illustrates the alterna-

Figure 7.48. Coda of Agon mm. 495-497
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tion of retrograde and retrograde inversion relationships within the



original four-row unit and the inclusion of inversional and prime
relationships within the interruptién.

These additional rows also ektend the total pc content of the
passage from the chromatically-filled tritone of the four-row unit
to eleven pcs (addition of‘pcs 3, 4, 5 and 6), with pc 2 not includgd.

The next péssage, ""doppio lento'', utilizes th? prime row and
one ocgurrence of variant 3 (harp, m. 505). The greater part of this
passage is developed from two collections and their invariant permuta-
tions: P, R pcs 3,2, 11 and 0 (15, P,) and I,R pcs 9, 10, 1 and 0 (1,).
These two pc éollections account for ten of the total eighteen state-
ments within tﬁ}s passage. Together these two collections produce
another chromatically-filled tritone but‘n0w the extremities are pcs
9 and 3. This section actually begins- in measure 502 with the state-
ment of IoR in the harp and tympani and the lower limit of tﬁe pc
collection (pc 9) is emphasized by its reccurrence throughout these two
measures .

’ From the basis of the chromatically-filled tritone (pcs 9-3),
we find that throughout this section that the total pc content is
systematically enlarged. P, and its permutations (PoR and I,) chro-
matically extend the totai pc.content to an ic 7 with the addition of
pc 8. These rows, whith account for four serial statements, are con-
centrated in measures 507 to 508. Variant 3 and l;, which occur succes-
sively in the harp and mandolin (mm. 505-507), add another chromatic
pc (4), which fqrtﬁer enlarges the total pc content. From measures 509

and 510 there are two more rows, PsR and PsR, which complete the process

by adding pcs 5, 6 and 7 respectively. We find, then, that throughout

187
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this passage the pc content is gradually extended from the original
chromatically-filled tritong (9-3) éo the total chromatic.

The return of the A section (''quasi-stretto'', mm. 511-519) is
a shortened version of the initial éection, but reestablishes the
monodi c texturé of the previous section.‘ The seven-note row and its
retrograde (I,R, P,, P,R and l,) are stated only once but are extended
by two rows (PR and I5). The last four rows éf the movement--P, R, | ,
P,R and 15 --produce a thirteen-note row. The final pc of the movement
(pc 0) is the first note of the initial row of the following movement
and functions to bind the two movements together. Further, the monodic
presentation of this closing section anticipates the texture of the

following movement.

- "Four Duo#}//

I

\

A

The ''Four Duos'' is the shortest movement in Agon, consisting
of only ninteen measures. The pitch material of this movement derives

from the twelve-note row shown in Figure 7.49. There are but seven

-

Figure 7.49. Twelve-tone Row of ''Four Duos'
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serial statemepts in this miniature movement and the last one carries

over to the beginning of the ''Four Trios.'" Two instrumental groups
are juxtaposed in this movement, the lower strings and two trombones
(one tenor and one bass).. ¢

“The serial structure of this movement is shown in Figure 7.50.°

There are only four different rows used. Of particular interest is the



Figure 7.50. Serial Statements in ‘'Four Duos"
! .
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fact that [ _R, although it appears to be the only transposition, is the

o
untransposed inversion of the prime retrograde. The instrumentation

suggests a binary structure‘mth two row statements in the strings and

one in the trombones and then a repetition of this pattern. The final

series (I,R) serves as a coda and links this movement to the next.

Vlad comments:

In the Duos, the music seems to have been reduced to a
structural pattern pure and simple, a conventional catalogue of
abstract serial modules. . . . Passages like these invite the
sort of criticism that Adorno levelled at some of Webern's works,
where he feels that the composer has given up the #dea of
'composing' in the sense of a personal creative effort and has
simply indulged in a mechanical, impersonal jotting down of
lifeless serial formulas.

| agree with Vlad that this is essentially a very straight-
forward presentation of serial statements, but Vlad has mi sunderstood
the significance of this simple movement .

It should be noted that this is the first presentation of the
twélve-nof% row. Certain characteristics of its structure should be
recalled. The twelve-note row is constructed from four overlapping
four-note rows with the sequence of overlapping being 1-2-1. Fugther,
it s divisible into two seven-note rows with two pcs in common. The
use of variant 1 is characteristic of the initfal tetrad. The construc-
tion of this row and the thirteen-note row are very similar. |In the

construction of this twelve-note row, then, we can see evidence of

the prime, variants of the prime and the seven-note .row and similarity

189
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of structure with the thirteen-note row.

Throughout the preceding movement, “Pas—de—Dédx” the longest in
Agon, all of the above-mentiofed material is utilized except the

® .

twelve-note Ttow. Within the introduction of the ''Pas-de-Deux'', the
structure of the twelve-note row was present but was obscured by voice
changes and the use of variants. |1t appeared at this point that
Stravinsky was not 'sure which variant should function as the prime.
From this implied version of the twelve-note structure, Stravinsky
first broke it down into its constituent parts by defining thengrime
and then rebuilt longer serial statements Sy the use of seven- and
ghirteen-note rows. When the twelve-note row proper is introduced, it
is done in such a simple way because the '"'Four Duos'' act as a summation
or conclusion for the materials used throughout the ''Pas-de-Deux.''

-~

Also of significance is the similarity of construcfjon between
the coda of the ''Pas-de-Deux'' and the '"Four Duos.'" The most obvious
similarity is the use of all serial forms at the same transposition
level (t=11 in the coda and t=0 in the ''Four Duos'). It is interesting
that both retrograde inversion forms are used, l,R or the retrograde ‘
of I, in the coda and R,l or the inversion of P,R in the “Fo;r Duos ."
Rows from the coda were related by retrograde and retrograde inversion

relations alternately. This technique is utilized for adjacent

rows in the ''Four Duos', as shown in Figure 7.51. The coda includes

Figure J.51. Row Relationships in '"Four Duos'
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one instance each of rows related bf.inversiop and prime. The inversion
“relation, which was only hinted at previously, becomes a signi}icant
structural feature in the '"Four Duos', with_ the second half of the
movement being an inversion of the first half. The monodic presentation
of the outer sections of the coda is retained throughout the present
movement. The closeness of these two movements is further strengthened ‘
by the coda's final note anticipating the initial note of the 'Four
Duoé.“
We find, then, that although the surface features of this méve—

~ment are uncompl icated, the material and the structure are closely

related to the previous movement. The simplicity serves to establish

these relationships.
"Four Trios"

The ”FOQr Trios' is the last movement in Agon and utilizes
the most varied pc structures. Included in the texture are the
twelve-note series from ''Four Dués” and the four-, seven- and thirteen-
note rows first explored fn the '"Pas-de-Deux." f}

..This movement utilizes a fugal expoéition with four entries,

which are shown in Figure 7.52. The rows stated are all versions of

’Figure 7.52. Fugal Exposition in 'Four Trios' mm. 539-552

[ v(o(-';ns and violas ‘ ﬁlK - ID’I
2. violas and ‘celli . ﬁ;R— A -
3. 'celle and basses ﬁR - 13-ndfe row

4, violins, vidhs and F’lﬁ— Fa
‘l‘rumpt{ { F'[K n oug mer\‘(‘aﬁon
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the twelve-note row, except the thirteen-note row in the third entry.
The transposition levels chosen for phe entries reflect traditional

/
relationships (pcs 0, 5, 7 and 0). 'The rhythm of the canon is derived

from the trombone passage in the ''‘Four Duos."

Three of the fugal entries are immediately followed by the

prime form at the same transposition level. This results in retrograde
relationships within each canonic lime. It is interesting that where
one would expect to find P, (following P,R), it does not appear. In

its place is the thirteen-fnbte row, its only occurrence in this move-
ment. It should be recalled that with its first presentation in the
""Pas-de-Deux'', it was identified by four overlapping statements of the
four-note row, each pair having one note in common and retaining pc 2

as the initial and final element. Here, pc 2 is retained as the initial
and final element of the set. Also preserved are the common pivot notes
befween the four-note sets (although in retrograde order), while the

internal dyads of each set are different (see Figure 7.53). This row

Figure 7.53. Thirteen-note Row from '"Four Trios"

T
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appears in measures 547 to 549 in the trombone, viola and 'cello.
No retrograde relationship is effected between this row and P;R other
than the same final element.

The counterpoina to this fugal exposition is constructed from
the four- and seven-note rows. [t is virtually ;‘compendium of

structures and relationships available between adjacent rows. These



relationships are shown in Figure 7.54. 1In cleven cases, linearly
adjacent rows share a common pivot note. Twice, linearly adjacent

rows are related by retrogression and five times, they are related

N
\

by retrograde inversion. In four out of these five occurrences, a
seven-note row is formed. Out of seven instances where adjacent rows
share two common pcs, four preserve a | dyad, while three retain a 3
dyad.

From measures 553 to 560, there is a repeated four-note chord
in the horns. Three of these notes complete rows left incomplete

at the enl of measure 552. The second horn, however, states three

pcs from Iq, with the final pc {3) occurring later in the lower strings.

Below this chordal accompaniment, there are two final twelve-
note rows in the low strings. The two rows are |,R and P, , which
have a retrograde-inversion relation. This is the only instance in
this movement where this type of relation between rows involves
transposition (here, t=2). This extends the retrograde-inversion
relation inherent in the seven-note row over a longer context.

The coda of this movement {(m. 561 and on) is an almost exact
recapitulation of the opening ''Pas-de-Quatre'' and is nonserial in
structure.

In conclusion, we find that the overall organization of section
four is loosely symmefrical. The '‘Pas-de-Deux'' and '"Four Trios'' are
similar in two {mportant aspects. The first aspect of similarity is
the use of a wide variety of material. The ''Pas-de-Deux'' utilizes the
four-note row and its variants, and the seven- and thirteen-note rows,

while the ""Four Trios'" uses all this material in combination with the

1493
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Counterpoint to Fugal Exposition
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twelve-note row. The serial structures also evince similarity. Béth
movements relate adjacent rows in three ways:1) by serial operations,
particularly retrograde and inversion, 2) combiniqg four-note rows into
extended serial units such as the seven- and thirteen-note rows, and

3) the repetition of pcs between adjacent rows, particularly two pcs
forming either ic | or 3.

The ''Four Duos'', however, which forms the centre of the symmetry
has a much simpler format. This movement utilizes only the twelve-
note row and the relationships between rows involve all serial opera-
tions (P, R, | and RI).

The outer movements, then, are more complex, both in the
material they utilize and the relationships inherent in the structure,
while the central movement is restrictive in its use of material and

in the relationships utilized.



. 196

NOTES

IWhite, Stravinsky, p. 490 .

2Analysts of Agon are not in agreement on the large formal
divisions of this work. The division which 1 have chosen is that

of Lawrence Morton and Eric Walter White. | have chosen this plan
because the Prelude and Interludes are musically similar enough
to be heard as ritornelli or at least some kind of return which

divides the music around it. This plan also produces a loosely
symmetrical structure (which is comman in Stravinsky's works) and

is consistent with the use of various rows. For a review of other

opinions see Howard Janzen, 'A Stylistic Analysis of Stravinsky's

"Agon'," (M.Mus. thesis, University of Alberta, 1975), pp. 10-12.
3

There appears to be some confusion as to the identification
of the prime series used in this work. The series, which | chose

as primes, are consistently the initial statements of the series in
the movement or section based on that series, with the exception of

the row used in the "Four Duos.'"' The variety of prime forms found
in the literature is summarized as follows. For the Coda of the
second section, Vlad, Keller and Wolternik all use | of mine as

the prime. For the ''Bransle Double'' row Vlad uses P of mine as
the prime. For the twelve-note row from the fourth section, Vlad
and Keller use P R of mine as the prime, while Morton and Ward-
Steinman use | of mine as prime.

hwolternik alone has alluded to these subsidiary rows, which
are significant to the musical construction, although they dictate
only a moderate amount of material in each movement. Therefore, the
primary rows are more significant to the construction and the
subsgdiary rows are secondary. See Wolternik, ''Harmonic Structure,'
p. 280,

Slbid., pp. 274-78.

6H. Pousseur, ''Stravinsky by Way of Webern The Consistency of
a Syntax,'' Perspectives of New Music (part 1, Spring/Summer, 1972),
pp. 13-51 (part 2, Fall/Winter, 1972), pp. 112-145. Pousseur goes
into extreme detail regarding the structure and usage of these two
rows .

7Holternik, “"Harmonic Structure,' p. 309.
8 bid., p. 295.

9Pousseur, “"Stravinsky,' Part 1, p. 34.

IoRoman Vlad, Stravinsky, 3rd ed. (London: Oxford University
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Press, 1978), pp. 207



CHAPTER 8: CONCLUSIONS

This chapter will examine this collection of works, identi-
fying similarities and differences within the group. Five different
ar;as will be examined: nature of serial material throughout the
group, similarities between the rows, structural technigques which
occur frequently within the group of wbrks, methods of extending or
shortening the serial segment and large structures involving
movements or sections of movements.

The nature of sérial material deals with the type of rows
used in each work and the amount of material which is directly
derived from the series. The two earliest compositions, Cantata
and Septet, both utilize rows which contain more than ten elements
but lack the total chromatic. Within each of these rows, then,
nonéonsecutive pc repetition is present, often in combination with
the repetition of two- or three-note segments. O0Of the seven move-
ments of the Cantata, only the central one contains serially derived
material and nonserial material is also included. Within the
three-movement Septet, two movements contain serially derived
material. The Passacaglia uses only the ordered series and nonserial
counterpoint. The Gigue, which uses both the ordered and unordered
versions of the series, contains no nonserial material. The Gigue
emerges as Stravinsky's first movement constructed wholTQ from
serial material, although the nontraditional technique of using

both ordered and unordered versions of the series is also included.
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The next work, Three Songs from William Shakespeare,Auses much

shorter series. There are two series and neither contains pc

repetition. The row of the first song contains only four elements,
while that of the second and third songs contains seven. Although
this is the first example of a work in which all movements contain

serially derived material, each movement also contains some nonserial

material. The series of In Memoriam Dylan Thomas is also short,
- L]

containing only five elements which form a chromatic collection. This
is the first example in which all material within the work is seridlly
derived and, further, it is all derived from the same series. Within

Canticum Sacrum Stravinsky utilizes a twelve-note row for the first

time. The nature of serial material, however, seems to regress.

Only the three central movements contain serial material and no
nonserial material is included in these movements. There are two
distinct rows used in this work, one for the second movement alone and
the other for the third and fourth movements. The last completed

work to be examined, Agon, utilizes a wide variety of materials. This
work uses three different twelve—not; rows which are each confined

to one section of the work. Only three of the four sections contain
serially derived material and of these only one, section three,
contains only serially derived material. Within the material of
seﬁtions three and four, short rows of four or slx.elements are

used and each is related to the twelve-note row of its section.

The works following these utilize one twelve-note row to derive

all material within a work.

The similarities between rows will be examined in various

199
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categories: similar pc collections in sections of rows, struct;ral
similarities between rows and ic similarities between rows. All
rows used in these works are shown in Figure 8.1. Similar pc
collections within sections of rows are rather rare, occurring only
twice. The first involves identical hexachordal pc content between

the first Canticum Sacrum row and the row from the second section

of Agon. The hexachords appear in retrograde placement between the
two rows. The second involves the total pc content of the In

Memor iam row which occurs as the first five elements of the fourth
section row of Agon. Structural similarities are divided into two
types. The first type involves the pc content of the series from
Septet and that from "Full fadom five' of Three Songs. The latter
contains eight elements, while the former contains only seven. The
structure of these two collections is similar, each containing two
tetrachords which are identical under transposition at t=5 and t=7.
This is similar to the structure of a major scale and, in fact, the
pc content from "Full fadom five' is a major scale. The second type
of structural similarity is the use of chromatic collections. This
occurs in three rows. Each hexachord of both the fourth section

row of Agon and the second Canticum Sacrum row contains a chromatic

pc collection, as does the entire row of In Memoriam. Within

several works row pairs are frequently used whicé form ;hromatic

pc collections. A collection chromatically filling an ic 6 is

produced from row pairs in '"Ricercar 1I' of the Cantata, In Memoriam

and the row'from the” fourth section of Agon, while a collection spanning

ic 5 is formed in the first”of Three Songs. lc similarities
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Figure 8.1. Rows from Works in this Study
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result jn equivalent pc segments and these are quite numerous. One
five-note segment is’'equivalent between the 'Bransle Double' row
(order positions one through five) and the row from the second section
of 5992_(order positions five through nine). Equivalent four-note
segments are more common occurring four times. Order positions

four through seven of the second Canticum Sacrum row are equivalent

to order positions eight through eleven of the row from the second
section of Agon. Order positions nine through twelve of the second

Canticum Sacrum row are equivalent to order positions twelve through

fifteen of the ordered row from the Septet. The pc content of the first

A}

of Three Songs is equivalent to order positions four through seven

of the first Canticum Sacrum row. Finally, the four-note row from

Agon is equivalent to the first four notes of the In Memoriam row.
Equivalent segments involving three pcs and, therefore, two ics are
too numerous to detail. Figure 8.2, however, lists the common jt

pairs and the frequency of each.

Figure 8.2 Frequency of Ic Pairs
lc pair A Frequency

-2 e 23

-3 15

-5 10

-4 7

-3

-1

5
2

VI ENN——=nN

L]

There are two structural techniques which occur frequently
throughout this group of works. In five out of six works examined
chromatic pc collections become structurally significant. Every work

is involved except the Septet. Within '"Ricercar II'" of the Cantata,
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the row pair P,-lg displays maximal invariance under transposition
and also chromatically fills an ic 6 (pcs 11-5). The ''cantus
cancrizans'' section utilizes only this row pair and its retrograde,

establishing both maximal invariance and a basis of pc content.
Throughout the canon section this pair of rows occurs simultaneously
at the beginning of each odd-numbered canon and at the beginning
of the sixth and eighth canons. Additional row pairs are stated in the
o

even-numbered canons and all invariant segments are subsets of
these tritone collections. We find, then, that the row pair Po-lg
initiates both invariance as a structural property and a basis of
pc content. Both of these principles are extended throughout the
even-numbered canons and culminate in the high level of invariance
displayed in the eighth canon. In the first of Three Songs, the row
pair P,-lg produces a chromatically filled ic 5. This row pair
appears in the flute line (mm. 1-8) and then consistently in the
vocal part throughout the body of the song. The accompaniment
utilizes a variety of row pairs. At times complementary row pairs
are used which result in the total chromatic. Row pairs related
by t=1 are qften used adjacently, which results in the chromatic
collection being extended to an ic 6. Throughout the Three Songs,
the tonal cehtres of each song also form a chromatic callection
(pcs 0-3).

The row of In Memoriam is a chromatic collection (pcs O-4).
The ;6w pair P,-l,, consistently recurs in the ritornelli of the

"Dirge-Canons' and forms a chromatic collection filling an ic 6.

The chromatic collection of the ritornelli is surrounded by the

~
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total chromatic in the canonic sections and provides a point of

departure far pc content. The formation of row pairs which

chromatically fill a tritone is the primary technique used to

extend serial units throughout this work.

The row of the second movement of Canticum Sacrum includes two

hexachords which are identical under inversion. Throughout this
movement the tenor line utilizes a pair of isolated hexachords
(PoR(A) -1aR(A)) which produce an interesting combination of
near-maximal invariance apd minimal reordering. These hexachords also
produce all chromatic pcs withig an ic 6 (pcs 9-3) and are related

by implied retrograde motion. The retrograde relation initially
developed within this hexachord pair is extended to encompass each

of the three internal divisions of the movement and the movement

as a whole. The row used' for the third and fourth movements includes
hexachords which are identical under inversion and transposition.
Further, each hexachord is a chromatic collection spanming an ic 5.

~

The structural nature of the hexachords is such that combinatorial
, ,

properties allowing for the presence of both aggregate ard
secondary sets are made available. Aggregate s;ts are concentrated
in the central submovement, 'Spes,'' but all sections contain either
secondary or aggregate sets.

Within the fourth section of Agon, the seven-note row produces
a chromatic collection spanning an ic 6. The seven-note row
becomes structurally significant in the 'Pas-de-Deux'' and the
"Four Trios." Included in the ''Pas-de-Deux'' are other chromatic

\

collections, namely the ic 5 colleqtfon within each line of the central
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section of the Piu mosso and the row pairs which chromatically
£i11 an ic 5 in the Coda. In addition, the B section of f‘e Coda
establishes tﬁe chromatic collection of pcs 9 through 3 as the basis
of pc content and then systematically extends this coliection to
the total chromatic.

The second structural similarity between works of this study
is Stravinsky's concern for nonconsecutive repetition of pc. [In the

early works, Cangata and Septet, noncdnsecutive pc repetition is

evident in the s@ries itself and is furthered by pc retention between
rows in close pr@ximity. With the short series used in Three Songs
and In Memoriam, nonconsecutive pc repetition is established by - \\\\//
combining short serial units into larger units, often including pc

repetition and forming chromatic collections. Within In Memoriam,

o . : . o 7

this is also achieved by the adjacency of sets which contain the

same pc content, particularly in the ritornelli of the ''Dirge-

Canons.' 1In works involving twelve-note rows, Canticum Sacrum and

Agon, this technique is based on the invariance of small pc seéments.
we find the recurrence of pcs or pc segments is consistently a
concern throughout this group of works.

Another consistent concern throughout this group of works is

the extension or contraction of the serial segment. Th oughout the

—<
.

N

Cantaﬁa row pairs forming chromatically-filled ic 6 ard\the principal
means 5?‘extend|ng the serial material. The serial segment of Septet
is long, contalnnng sixteen elements wath pc repetition, and the main
method of contracting the serial segment is to use it as an unordered

set, as is done in the Gigue. The serial segment of the first of
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Three Songs is very short and consistently the segment is extended

by combining two or-three rows (Py ~14 =P, ). The third song in this
)

work uses a five-note skeletal row and consistently fills the

skeleton diatonically to lengthen the serial segment. With In

Memoriam, the serial segment is consistently extended ,by the use
of row pairs which form chromatic collections. Within Canticum
Sacrum, two twelve-note rows are used and in each case hexachords
are used independently. lnvafignce of‘two-, three- and six-note
segments ;re significant in the use of both iows and the second row
also u?ili;es the combinatorial possibilities of both aggregate
and secondary sets. The fourth section of Agon is based on a four-
note row and extensions of the serial segment include the seven-,
twelve- and thirteen-note rows, all of which are structurally
significant. The third section of Agon independently utilizes

- .

both hexachords and twelve-note rows. ¢tither the extension or

contraction of the serial segment consistently occurs throughout

these works. :
formal structures at the ﬂnvene'!gﬁf large section level all

] « .
document Stravinsky's sensitivity to music of the past. Structures

that are used include symmetrical, bipartite, canonic, ternary, five-
part and stropKic movements. The movements or sections of movements

cast in these structures are summarized, in Figure 8.3. Five-part
R}

structure occurs only once within this group of works, as does

strophic structure. Both of these movements are the central move-
‘

ments or sections within the work and their unique structures high-
light their prominent placement. In both cases, the movement which

utilizes the unique structure also serves as the foca! point of an

.
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Figure 8.3.

Symmetrical -

Bipartite-

Canonic-

Ternary- -

Structures used in these Works

Passacaglia, Septet

"Musick to heare," IELSE;§QDSP
""When Dasies pied,' IDISE,§9232
"Surge, aquilo,'" Canticum Sacrum

"Brevis,'" Canticum Sacrum

""Ricercar |l,'" Cantata
"Caritas' of '"Ad Tres,'" Canticum Sacrum

""Fides'" of '""Ad Tres,'" Canticum Sacrum

Coda of Second Section, éﬁeﬂ
Adagio of '"Pas-de-Deux,'' Agon
"Four Duos,' Agon
Gigue, Septet
""Full fadom five,' Three Songs
'"Dirge-Canons," lg»Memgriam
"Four Trios," Agon
'"Bransle Simple,' Agon

. '""Bransle Gay,' Agon

'

'""Bransle Double,' Agon

¢
Piu mosso of ''Pas-de-Deux,'' Agon

-
- Coda of ''Pas-de-Deux," Agon

Five-part-

Strophic-

"Spes'' of ''Ad Treg,“ Canticum Sacrum

- Song, In Memoriam °



overall symmetrical structure which encompasses the entire work. The
oth®r four structures appear throughout the group of works and all
occur in near equal frequency.

Within most movements , although traditional structures are
used, there is usually some nont raditional element included. For
example, the second and fourth movements of Canticum Sacrum are
both symmetrically structured but each contains additional material
in the second half of the structure. The inclusion of this material
tends to negate the balance of symmetry, which has been strongly
established. Within the bipartite structures, the sections often
reflect tradi(io?al structures. for example, in ‘"Caritas' and

"Fides'" of “'Ad Tres'' in Canticum Sacrum, the A sections are

individuated by the symmetrical stsuctures while the B sections
exhibit candnic textures. Within the canonic structure of the

""Dirge~Canons'' of |n Memoriam a nontraditional element is introduced:

minimal rhythmic imitation combined with pitch imitation. Within
the canonic lines of the ''four Trios' in 52923 retrograde relatiqn-
ships are established in all except one line, which does not even
use the same type of serial material (twelve-note row followed by a
thirteen-note row). We find that nontraditional elements add
ambiguity to the structure in many movements .

With regard to the serial technique as such, Stravinsky seems
to owe more to Webern than to Schoenberg. He favours the
linear unfolding of the series into chain-structures, rather
than its bending upon itself in order to form ring-structures
and establish harmonic fields from within, i.e. with the series'
own intervals (though the opening bar of 'Surge, aquilo'
provides an instance of the latter procedure). |In consequence he
usually operates, rather like Webgrn, with two or more serial
orders at a time. They are superposed in the traditional

part-writing manner, and despite frequent crossings they generally
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keep strictly to their respective paths.l

Throughout this group of works Stravinsky uses the series
linearly and adds other statements as counterpoint. Although these
are both typical of Webern's technique, there are other aspects of
his technique which are not common to Webern's. Particularly in the
early works, Stravinsky treated the series more like a theme than a
row, with a narrow range and preservation of contour. Further,
Stravinsky's series, for the most part, are stated in one timbre.
Webern's series are generally sounded in a variety of timbres,
although often the timbral changes reflect certain structural
characteristics of the row. The statement of the theme in the
Passacaglia of the Septet is a notable exception in Stravinsky's

works, utilizing wide intervals and four timbres.

'S



NOTES

TRober to Gerhard, ""Twelve-Note Technique in Stravinsky,'" The
Score 20 (June, 1957), p. 41. .
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