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ABSTRACT

Benjaumin Britten (1913-1976) was perhaps the most prolific composer
of passacay’ ias in ths tventieth century. The present study of his
use of tit passacaglia form is based on thirteen selected -assacaglias
which span his ¢rvire crua:ive career and include all genre: of his

misic. The passacaglias c.uc. on cezur in the followino works:

~ Pilaaso Concerto, Op. 13, III

- Violin Concerto, Op. 15, III

~ “pirge” from Serenade, Op. 31

- Peter Grimes, Op. 33, Interlude IV

~ "Death, be not proud!” from The Holy Somnete of John Donmne, Op. 35
~ The Rape of Luvcretia, Op. 37, II, ii

- Albert flerring, op. 39, IIl, Threnody

~ B{lly Budd, op. 50, I, 144

- The Tura of the Screw, Op . 54, I, viii

- MNoye's Fludde, op. 59, Storm

- "hgnu. Dei" from War Requiem, Op. 66

- Symvhony for Cello and Orchestra, Op. 68, IV
~ String Quartet no. 3, Op. 94, V

The analysis includes z detailed investigation into the type of
ostinato themes used, namely their structure (lengin, contour,
characteristic intervals, tonal centre, metre, rhythm, use of sequence,
derivation "hod of handling the ostinato (variations in length,
tone colowt -&ve register, tempo, degree of audibility) as well as
the influence of the ostinato theme on the composition as a whole
(effect on length, sectionalization).

The accompaniment material is then brought under scrutiny buth
from the point of view of its type (thematic, motivic, unrelated
counterpoints) and its importance within the overall frarework of
the passacaglia. -

The factors rasponlﬂ:;.e for the formation of the ove .11 formal
profile of the passacaglias (density, range, dynamics and rhythm) are
discussed in relation to their contribution to the formal profile.

In conclusion it is found that Britten has abandoned the four or

a
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eight measure ostinato themes, slow triple metre, trochaic rhythmic
pattern and tetrachord infiuence which charactsrized Baroque passacaglias.

During the course of his passacaglias the ostinato theme lengths,
tone colour, rhythm and octave register are all subjected to variation.

The accompaniment generaily has the dominant role and tends to
distract from the repetitions of the ostinato theme,

The lnteractions of the paramecers of densitv, dynamics, rhythm and
range create the formal profiles of the passacaglias. While in some
passacaclias there is a correlation of interaction amongst the parameters,
in other instancea there are interesting contrasts especially with regard
to rhythm.

totion in the accompaniment ig of pvine importance in order to
counteract the monotony of the ostinato repetitions, In most cases, one
or mere of the parameters change, usually with each statement of the
ostinata.

In contrast to the Baroque periocd when the vast majority of
passacaglias were keybvard works, Britten has not confined his passa~-
caglias to any particular genre. All the passacaglias {n this study
form part of multimuvement works. This is contrary to the Barogue

preferance of composing p glias as independent pieces.

Within the larger formal framework, Britten has favoured a centrnl
or final positicn for the passacaglia movements. When used in a central
position, the passacaglia frequently hai: a stabilizing influence and
tends to function as a focal point, while when used az a final movement,
it often has a confirming function.

Britten has based his approach to the passacaglia form on the text-
book definitions of the early part of the twentieth century. His
passacagliias are based on a melodic ostinato which i< adhered to fairly
strictly throughout.

During the Baroque period, the passacaglia was essentially a mono-
thematic form. Britten, however, juxtaposes contrasting thematic material
of equal importance against the ostinato. 7This use of multiple themes
represents a radical departure from the monothrusatic practice of earlier
passacaglia composevs.

The importance and variety of the material which he superimposes
above the ostinatc make any marked variation of the ostinato theme it~
self unnecessary. The tonal and rhythmic stability of the passacaglia
theme impart a unity, cohesion and symmetry to the overall form.
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CHAPTER !

INTRODUCTION

1. THE PASSACAGLIA IN THE TWENTIETH CENTURY

1.1 HISTORICAL PERSPECTXVEI

In the twentieth century there has been a general acceptance of
the distinction between the passacaglia and chaconne made by

P. Goetschius in 1915,2 and reitera’ad by W. Apel. Apel bases his
definition on Bach's Passacaglia in C minor for organ (BWV 582)

and his Chaconne in D minor for unaccompanied violin (BWV 1004):

A passacaglia, then, is a con:inuous vasiation

based on a clearly distinguishable ostinato that
normally appears in the bass but that may occasion-
ally be transferred to an upper voice, as in Bach's
passacaglia. A chaconne, on the othsayr hand, is a
continucus variation in which the "theme" is a scheme
of harmonies (e.g. 1-VI-IV-V) usually treated so that
the first and last chords are fixed whereas the inter-
veniny ones can be replaced by substitutes.3

5 6
Theorists such ag W, Berty,4 L. Stein and J.T. Hutcheson
agree with Apel's distinction. D.M. Green distinguishes between

variations on a basso ostinato and variations on a succession of

1 The documentation throughout this thesis is based on:
Modern Language Association, MLA Handbook for Writers of Research
Papers, Theses, and Dissertations (New York: Modern Language
Association, 1977).

2 P. Goetschius, The Larger Forms of Musical Composition
{New York: Schirmer, 1915), pp 29-40.

3
“ W. Apel, Harvard Dictionary of Music, 2nd ed. (London:
Heinemann, 1976), p. 141.

4 W. Berry, Form in Music (knglewood Cliffs: Prentice-Hall,
1966), pp. 279-290.

3 L. Stein, Structure gnd Style (Princeton: jummy Birchard,
1979), pp. 142-145.

6 J.T. Butcheson, Musical Form and Analyeis (Boston: Rllyn &
Bacon, 1974), vol. 11, pp. 172-195,

- —— ’1ﬁin




7
harmonies.
In recent years, this definition has once again been confirmed

by Hudson:

In the 20th century compusers and musicologists,
using Bach's passacaglia as a model, have defined
the form as a set of continuous variations on a
ground bass, with the ground occasionally appee~ing
also in an upper voice. This has sometimes been
extended to include a pitch ostinato, in which
rhythm is not a constant factor.

This chapter presents a brief discussion of representative
examples of twentieth-century passacagliss in order to illustrate
the context of Britten's interest in this form.

1.2 TRADITIONAL PASSACAGLIAS

Benjamin Britten (1913-1976) i. probably the most prolific composer

of passacaglias in the twentieth century. In the thirteen passacaglias
discussed in detail in the following chapters, he has, for the most
part, adhered to the traditional form of the passacaglia under the
influence of the Barogue composers and of H. Purcell (1659-169%)

in particular.

1.2.1 M. Reger (1t73-1916)

In his Intyoduction, Passacaglia and Fugue, Op. 96 (1906) and his
Introduction, Passacaglia and Fugue, Op. 127 {1913}, Reger followed
the Baroque prototype and that of J.S. Bach (1685-1750) in particular.
He retained the bassc ostinato theme relatively unchanged throughcut

with varjiation in the upper woices.

1.2.2 P. Hindemith (1895-19€3)

Following the German renewal of Baroque principles which was already

7 . .
D.M. Green, Form in Tonal Muaic (New York: Holt, Rinehart &
Winston, 1965), pp. 115-123,

® R Hudson, "Passacaglia,” The New Grove Dictionary of Music
and Musicians, ed. S. Sadie (London: MacMillan, 1980), Vol. XIV, p. 270.




evident in the works of J. Brahms {(1833-1897) and Reger, Hindemith
also adopted the traditional form of the passacaglia. Apart from
Britten, Hindemith is probably the most generally known composer

of passacaglias in the twentieth century. Four of his representative

passacaglias are briefly discussed here.

1.2.2.1 Dus Marienlebern, Op. 27 (1922-1923, rev, 1936-1948)

The third in this cycle of fifteen songs is a passacaglia. The seven
measure ostinatc theme retains the traditional triple metre with a
preponderance of trochaic rhythm. The theme contains all twelve
notes of the chromatic scale with the last two notes forming tritone
intervals with the first two notes,

Ex. 1: P. Hindemith, Das Marienleben,g no. 3, mm 1-7
(ostinato theme)

Ziemlich langsam Viertel (40-60)

Paa=—— *
[ g o = — L, 1

x
: b r—t o —
+ T T
X & a. %

s —

2 t
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— ==

The theme is confined to the bass registers throughout except

for the climactic twelfth statement where it is split between the

bass and the soprano.

® P. Hindemith, Das Marienlelen, Op. 27, no. 3 (Mainz: Schott,
1951), p. 1.




Bx.
{variation eleven; theae notes are marked *)

2: P. Hindemith, Das Marienleban,m no. 3, mm. 78-84
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10 Hindemith, Dus Marienleben, p. 16.



The theme is frequently ornamented and rhythmically varied within
the seven measure rhythmic unit. However, a precedent for this type
of tleatment can be found in the Passacaglia in C minor (BWV 582)
by J 8. Bach.

1.2.2.2 String Quartet no. 4, Op. 32 (1923)

This passacaglia forms the final movement of the four movement work,
and is linked without a break to & fugato. Once again, Hindewith has
used a seven measure theme in triple metre, which s stated twenty
eight times. T'e theme contains esleven of the twelve notes of the

chromatic scale.

Ex. J: P. Hindemith, String Quartet no. 4,n v, mm, 1-7
(ostinato theme)

(J = TR-B0Y

f A% 3 3 1 5

19 & 1 - A e § b é. |

e —tht g et — iy
E 3 R R
~——

- T

As in the Bach Passacaglia, the initial presentation of the
theme is unaccompanied, and the ostinato is not confineu to the
lower registers, but frequently moves into the miuile and upper
voices, It is also frequently ornamented and rhythmivally altered

while remaining within the original seven measure unit,

1.2.2.3 Nobilisavma Vielone (1938)

The passacaglia constitutes the final movement of this three move-
ment suite, and it imparts a feeling of restlessness. The restless-
ness ig created by the passacaglia theme itse!f which is characterized

by syncopation and quick changing harmonic suggestions, The constant

u P. Hindemith, String Quartet no. 4, Op. 32, pocket score
(Mainz: Schott, 1952}, p. 33,

IR



repetitions of this active theme impart an underlying vitality
to the entire movement.

Hindemith heve uses a six measure ostinato theme, but retains
the traditional triple —wetre and unaccompanied first statement.
The first three measures of the theme are pentatonic but clearly

on C.

2

Ex. 4: P. Hindemith, Nobilieeima Viaiona,x 111, mm. 1-6
{ostinato theme)

Herl.ch hew«;x J biw ao o 2 :?:_ -

283

"Hm

The ostinato theme is presented in its original form throughout

the passacaglia. It is not confined to the bass registers and is as

frequently presented in the middle and upper registers as in the bass.

H 1.2.2.4 Symphonie “Die Harmonie der welt” (1951)

The third and final movement of this symphony is a passacaglia which
is prefaced by a forty seven measure fugues. The passacaglia itself

is in two sections separated by a passage of recitative. The ostinato

‘J theme of the second section is a rhythmic variant of that of the first
section, The ostinato theme is closely related to that of the fugue
*‘ which precedes it,
12

P. Hindemith, Nobilisaima Visione, 111 (1938), pocket score
(Mainz: Schott, 1939), p. 48.



Ex. 5: P. Hindemith, Symphonie "Die Harmonie der welt,“13 111,
rm. 1-53 (fugue theme)

Setr brait () vie 40} >
) 1 1 T 3
By T3t IS R SR S | P " A 4o o
o w o 3. Y i O y 14 T. in L o1
o 1 } 0 O A4 v & A | ). S = S NupS S i
& & - T R
[ ~ T

Ex. 6: P. Hindemith, Symphonie “Die Harmonie der were, 4 111,
ma. 48-56 (ostinato theme of first section)

Rubig bewegt 'Iv etwa 601 —— i —— =
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Ex. 7: ¥P. Hindemith, Symphonie "Die Harmonie der WQlt."lJ 111,
mm. 168-175 {ostinato theme of second section)
Miang.g sehnell, gewsehtly (¢ o 92ei00;
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555 ) i A 3 1 b 4
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13

P. Hindemith, Symphonie "Die Harmonie der Welt" (1951,
pocket score (Mainz: Schott, 1952), p. 75.

14 Hindemith, Symphonie "Die Harmonie der Welt," p. B1,

15 Hindemith, Symphonie “Die Harmonie der Welt,” pp. 98-99,

I
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Throug! vt firet saction of the passacaglia the ostinato is
presented un. ered. In the second section, the ostinato theme is also
presented unaltered throughout with a short interruption of free

Aavelopmental material following statenment six.

1.2.3 5. Barber (1910 ——)

The finale of Barber's Symphony no. 1 (1936) is a traditional
passacaglia. The six mecasure ostinato theme in triple me“re is
stated thirteen times with only the slightest rhythmic alteration
in the twelfth and thirteenth statements.

The accompaniment consists of themes previously heard during

the course of the symphony.

Ex. 8: 5. Barber, Symphony no, 1,16 score number 42, mm, -6
{ostinate theme)

Con mots J = 100
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1.2.4 Dp. Shostakovich (1906 )

Movement four, the penultimate movement of Shostakovich's Symphony

no, B, Op. &% (1943}, takes the form of a traditional passacaglia.

The nine measure ostinato theme is stated twelve times in its exact
form. The initial presentation is strong and forceful, but thereafter
it is always stated in tne extreme bass register with a very low

dynamic level.

16 {New York:

. Barber, Symphony no. 1 (1936), study score
Schirmer, 1943), p. 84,
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Ex. 9: D. Shostakovich, Symphony no. 8, IV, mm, 3-12
(ostinato theme)
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1.2.5 I, Stravinsky (1882-1971)

In Stravinsky's Septet (1953), the slow passacaglia functions as
a stabilizing movement between the two faster outer movements.
The varied textures of this passacaglia are built almost
exclugively from the ostinato theme itself. According to Stein,
every note of every part is thematic, apart from a two part
counterpoint in the f€irst, fourth and seventh variations which is

not derived from the ostinato chame.le

E
Ex. 10: I. Stravinsky, Septet,’ 11, mm, 1-8
{ostinaty theme)

Circad= 6{)....n 1. ﬂ Vla-,”-
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7
! D. Shostakovich, Symphony no. 8, Op. 65, pocket score
(Wiesbaden: Breitkopf, 1947), pp. 109-110.

18 E. Stein, "Stravinsky's Se¢, .et,” Tempo, 31 (1954}, p. 7.

19 I. Stravinsky, Septet (1953)  full score (London: Boosey
& Hawkes, 1953), p. 12.
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The use of an eight measure theme, triple metre and a pre-
dominantly trochaic rhvthmic pattern are all traditional features.

An unugsual fea. of the opening statement is the use of
Klangfarbenmelodie, t: is, the motives are distributed amongst
the different instruments. This same type of motive distribution
alsoc cccurs in the finsl statement of the ostinato theme., While
Stravinsky has followed Bach's precedent of introducing the ostinato
theme unaccompanied, nevertheless, the constantly changing timbre
of the ostinato tends to weaken the coherency of the line.

Ancther interesting feature of the opening statement is the
wide leaps over which the intervals are strztched, encompassing more
than twe octaves,

In the variations which follow, the ostinato theme is mainly
confined to the bass register, and above it

... the upper parts form canons which, however,

do not adhere to the theme's rhythm and intervals,
but only to the sequence of its notes. The canons
are of many kinds, at various intervalsg, by in-
version, retrograde motion and inversion of the
retrogression; in fact, Strawinsky's theme is
treated in many ways like Schoenberg's basic

sets of twelve notes,

This close relationship between the ostinato theme and the
accompanying material shows a parallel with Schoenberg's
passacaglia of "Nacht” from Plerrct Lunaire, Op. 21 (1912), and
demonstrates a tremendous economy of resources.

The ostinato theme is treated as a series of pitches rather
than of specific intervals., The original rhythm of the theme is
adhered to throughout, with the exception of the final two
variations which ree some slight rhythmic changes. Nevertheless,
despite this atherence to the pitches and rhythm of the ostinato
theme, it lacks the coherence of line which is a feature of those
themes which retain a specific intervallic structure, and, in this
respect, one can see here a loosening of the bonds of the traditional

passacaglia.

20 Stein, "Stravinsky's Septet," p. 7.




1.2,6 J. Joubert (1927 —)

The passacaglia of Joubert' : Passacaglia and Fugue, Op. 3% (1963)
i8 of the traditional type. The eight measure ostinato theme is in
the traditional triple metre, but substitutes the trochaic metre
so popular in Baroque passacaglias with an iambic metve which is

used consistently throughout the theme.

Ex. 11: J. Joubert, Passacaglia and Euque,z mn, 1-8
{ostinato theme)

[ .2 Tmoi s .- £ " - T . ¥
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In this work for organ, the ostinaco theme is retained, with
only the slightest modifications, throughout all thirtezn variations.
He has adopted Bach's plan of coupling a passacaglia with a fugue.

1.3 FREE PASSACAGLIAS

At the same time that Regor produced his Introduction, Passacaglia
and Fugue, Op. 96 (1306) for two piancs, and his Intreduction,
yassacaglia and Fugue, Op. 127 (1913) for organ in which hLe

followed the tradit.onal passacaglia form and was “trongly influenced
by Bach's Passacaglia in ¢ minor in particular, interesting new
wethods were being developed by the Viennere composers A. Schoenberq,
A. Webern and A. Perg.

1.3.1 A. Webern (1883-1945)

webern's Passacaglia, Op. 1 (1906) appeared glightly before
Schoenserg's introduction of free atonality, and fifteen years befcre
his introduction of +the secial method.

At the time of the composition of tnis passacaglia, Webern had

just completed his formal studies with Schoenberg. In view of the

21
J. Joubert, Passacaglia and Fugue, Op. 35 (London: Novello,
1963}, p. 1.
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generally acknowledged influence of Brahmg on Schoenberg and the fact
that Schoenberg laid great emphasis on the analysis of the works of
Brahms in his teaching, it seems possible that Webern may have taken
the finale of Brahms's Fourth Symphony as his starting point.
However, he in no way copied his mudel, and, in fact, developed the
form jn a highly perscnal way.

webern's writing in this passacaglia is tonal and expressive
in the post-Romantic idiom. He draws from the traditicnal
passacaglia and, at the same time, introduces many progressive
elements. He follows tradition in using an eight measure ostinato
theme, however, the duple metre is a break with the traditional
triple metre of Baroque passacaglias. The ostinato theme is
tonal, both beginning ané ending on tre tonic, and outlines D
minor. It opens with the harmenic progression I-VG, and ends with
the strony cadential formula II-V-i,

Ex. 12: A. Webern, Passacaglia,zz mm, i~8

(ostinato theme)

Sehr ndssig. Tempo 1 |J = a2)
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fran s T 7 - l
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An interesting feature of this ostinato theme is its use of
silence in the second half of each measure. The use of silence later
became an integral aspect of vebern's style,

Webern's adoption of traditional elements can be seen not only
in his use of an eight measure theme, but alsc in the conti:uoushess
of the variations, and the retention of the identity of the ostinato
theme at least in the early stages of the composition. Furthermore,
he borrows the plan of J.S. Bach's Chaconne for solo violin (BWV 1004)
of contrasting two sections in the minor mode with a centrai section

in the me ;or mode.

22
A. webern, Passacaglia, Op. ! (Vienna: Universal, 1950), p. 1.
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Nevertheless, the work presages a new freedom within the

passacaglia form because

a) the constituent notes of the theme are sometimes dispersed in
the harmony so that the theme's co'.erence as a line is under-
mined;

b} in the later stager of the passacaglia, the theme becomes

imperceptible apart from motivic references to it.

Such departures from traditional practice foreshadowed a new type of
passacaglia writing, which could be described as the free pasgsacaglia.

The first section in D minur, that is, the theme plus the first
eleven variations (mm. 1-104) is marked by a contrapuntal vitality.
While in many of these variations, the theme appears intact, never-
theless, alongside this conventional approach, there are several
examples of a greater freedom. In variation six (mm, 40-48), for
example, the theme disappears as a line, and is replaced by imitating
figures which allude to it from time to time.

Ex. 13: A Webern, Passacaglia,23 mm. 493—541

{variation six; theme notes are marked *}
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{figuration omitted) fang. — f cresc.
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Other examples of the breaking up of the line of the ostinato

theme occur in variations nine and ten,

it

3
Webern, pp. 5-6
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Ex. 14: A. Webern, Passacaglia, mm. 81-89
(variation nine; theme notes are nmarked *}

Ruhiger (4 « 58) T,
2 CL, y = h ,

Ex. 15: A. webern, Passacaglxa,zs mm. 90-96
{variation ten; theme notes are marked *)

Sehr gehaiten,Tempo 1 () » 42 LN
L Arub 4 b

The second section consists of a brief interlude in D major
{variations twelve to fifteen). Here, the theme is generally pre-
sented in a straightforward manner, the only exception being at the
opening of variation twelve (m. 105), where it is divided between
solo cello and first violin,

At the opening of the third section (variation sixteen, m. 137)
the theme appears in its original form, only slightly altered in that
the rests now occur on the first beats, and the notes of the theme
occur on the second beats.

From this point, however, Webern treats the theme with ever-
increasing freedom, which includes chromatic alteration of the

theme while moving from part to part (variations seventeen -

4
g Webern, pp. 13-14.

25 Webern, pp. 14-15,
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English horn and oboe; eighteen - flute and clarinet; nineteen -
cello and bass; twenty - trombones), incomplete appearance of the
theme {variation twenty one), fragmentation of the theme (variations
twenty two to twenty four). Therecafter, the theme becomes imper-
ceptible,

In such licences as these, Webern anticipates; the new twentieth
century design of the free passacaglia. His suggestion of this form
in his Passacaglia, Op. 1, is mainly confined to the final section
of the work. However, more complete examples were soon Lo appear
in Schoenberg's "Nacht® from Plerrot Lunairs (1912) as well as
Berg's passacaglia in Act I, scene iv of Wozaesk (1917-1922).

1.3.2 A. Schoenberg (1874-1951)

Plerrot Lunaire, Op. 21 (1912), is an atonal work scored for chamber
orchestra and Sprechatirme. Number eight "Nacht”, bears the subtitle
"passacaglia”. It marks the beginning of the second of the three
sections into which the twenty one movements are divided.

From the outset, it is obvicus that this is not a traditional
passacaglia, The ostinato theme consists, not of the traditional
phrase or pair of phrases, but of a three note motive. This mutive
is extensively changed during the course of the passacaglia, and
both its original and modified forms permeate the entire texture
including the Sprechatisme,

Even in this extremely experimental passacaglia, however, some
traditional elements are retained in the early stages, in that the
ostinato motive appears initially, following the introduction, in the
bass for several statements beginning on the same fundamental note,
and this engenders a certain harmonic repetitiveness often found in
earlier passacaglias. Nevertheless, the extreme brevity of the
ostinato theme, as well as the atonal and freely dissonant idiom are
unprecedented in the history of the passacaglia.

The treatment of the ostinato theme is marked by contrapuntal
intricacy throughout and intensive development of the basic motive.
As an example, one may cite the initial appearances of the ostinato

motive, consisting of five interlocked stretto statements.
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Ex. 16: A. Schoenberg, “Nacht,”26 mm., 1~3 mm, 1-3

(ostinato theme)

Getiende ¥ (ca.80) B cx.""ui ~

i
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Much of the iccompanying material ‘s alsoc based on the three
note ostinato notive, and often consists of figuration around the
intervals of a minor third and a sajor third on which the ostinato
motive is based. The following excerpt demonstrates the extent to

which the ostinato motive permeates the entire fabric.

Ex. 17: A. Schoenberg, “Nacht."27 mn. 14-15

A = e
e T SRS
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The unprecedented features of this passacaglia include its
renunciation of tonality, its highly dissonant idiom, its use of
Sprechstimme, and, above all, its freedom of form. This freedom

is, according to Nelson, "... so complete as to make the plece

A. Schoenbery, "Nacht," from Plerrot Luraire, Op. 21,
study score (Vienna: Universal, 1941), p. 26.

5
Schoenberqg, p. 27.
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more truly a set of free variations than a passacaglia in the

accepted :ense".28

1.3.3 A. Berg (1885-1935)
1.3.3.1 "Hier jst Friede" from Fiunf Urchesterlieder, oOp. 5 (1912)

This atonal song cycle dates from 1912. The fifth and final song
is a rather sombre passacaglia written in the same year as the
passacaglia of "Nacht" from Schoenberg's FPlerrot Lunaire.

This passacaglia is unusval in that it may be regardeu 1s
being built on three distinct themes. The first theme, which
occurs initially in the bass, is an ascending five note theme.
The second theme is generally considerced to be the first twelve
note theme written by any of the “hree composers of the Second
Viennese School. It is rhythmically more active than both the
first and third themes. The third theme, like the first, has a
rising contour, and is dominated by the interval of a perfect
fourth.

28 R.U. Nelson, “"Schoenberg's Variation Seminar,” Mueical
Quarteriy, 1, No. 2 (1964}, p. 147.

B S
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2
Ex. 18: A. Bera, "Hier ist Priede," 9 mm, 1-11
(ostinato themes)
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This use of multiple themes is an indication of a radical
departure from the traditional, monothematic passacaglia. A
further break with tradition is Berg's failure to estahlish a
genuine thematic ostinato at any point in this song. He does not
present the themes, either singly or combined, in any rigorously
ordered recurrence. Nelson sees him as combining the themes
"... into a rather loose five-measure structure that is defined

variously - now by one theme, ncw by another, now by combined

th@mes".30

9 A. Berg, "Hier ist Friede," from Finf Orchesterlieder,
Op. 4, study score (Vienna: Universal, 19£3), p. 20.

30 R.U. Nelson, "Form and Fancy in the Variations of Berg,”
Musie Review, 31 (1970), p. 5%6.

ERP
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It is perhaps the recurrence of this comparatively free
structure rather than the constant presence of any particular
theme or combination of themes, that justifies this song being
called a passacaglia.

Nelson goes still further and calls it a "fugal passacaglia" 1
referring to "its fugue-like use of multiple themes, to their

initially staggered ent.ances, and to their subsequent complex
31

interpenetration".

Despite this passacaglia's atonal idiom, it is in no way a
serial piece, as Berg uses the twelve note subject as a theme and
not as a row.

1t is possible that Britten, in the passacaglia of his Violin
Concerto, Op. 15, 1929, was influenced by Berg's crossing of the
two forms of passacaglia and fuvgue, in the initial presentation
of the ostinato theme in a fugato exposition (see Chapter 1),

1.3.3,2 Wozzeck, Op. 7 (1917-1922)

Act I, scene iv of this opera is a passacaglia. The ostinato
theme is symbolic of the Doctor's cbsession wich achieving im-
mortality through his dietary experiments. The ostinato theme
consists of all twe! ve notes of the chromatic scale.

It is possible that in his use of traditional forms in the
first two acts of this opera Berg was discovering the ole which
traditional forms and traditional stylistic details could play in
restoring the possibility of coherent large-scale structure which
the dissclution of the classical tonal system had destroyed.

Initially, the ostinato theme, which, like the second theme
in "Hier ist Friede" from Fuinf Orchegterlieder, is a twelve note
theme, is presented in a recitative setting by the cellos over
seven measures. The theme begins on the tonic note E flat and
tlie last three notes cutline the dominant seventh of E flat (with

root omitted).

i Nelson, "Variations of Berg,” p. 56.
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Ex. 19: A, Berg, Wasaeck,32 1, iv, mm. 1-7
(ostinato theme;

Sabr tangsam (4 = 36-40)
vasi Rezitativ mit viel Frelhalt im Tempo
X

T PEETIETIETTS > e LR [
immer autgerepler

In this passacaglia, Berg adopts liberties far in excess of
those he introduced in "Hier ist Friede". There, although his
use of multiple themes was unprecedented, he nevertheless re-
ts .d the melodic and rhythmic contour of each. In the
passacaglia from Wozseck, however, the theme's melodic and
rhythmic contours are often totally disregarded. Despite the
rhythmic freedom, the ostinato is contained within seven
measures throughout the first eighteen variations, apart from
variations seven, ten, twelve and fifteen where the ostinato
is reduced to a single measure containing seven quarter notes.
This strictness of rhythmic units is counterbalanced by a
freedom of tempo. The 3 is a change of tempo for almost every
variation.

Berg has combined both strict and free elements in this
pessacaglia, with the strict elements appearing in the early

stages and the {ree elements becoming more apparent as the piece

32 A, Bery, Woszeck, study score (Vienna: Universal, 1955),
pp. 110-111.
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progresses. Nelson states that Berg's "... free passacaglia in
Wosseck is the first important, large-scale example of the new
genre, a worthy successor of Schdnberg's "Nacht" in FPlerrot

Lunair@".aa

A interesting feature of thic passacaglia is that the notes
of the theme sre sometimes divided up with some occurring in the
melodic line while others occur in vertical pairs.

This combination of the line principle with the chord
principle was already apparent in Bach's Passacaglia where he some-
times used the notes of the ostinato to function as the roots of
arpeggiated chords. Here, however, Berg takes it a step further
and combines the notes of the ostinato in pairs, a procedure which
was not possible within the harmonic and tonal restrictions of the
Baroque period.

“erg adopts many liberties in the treatment of his theme.

The earliest variations are the strictest. During the first three
variations, the line of the ostinato theme is preserved intact.
Gradually, however, the coherence of the theme as a line is under-
mined and eventually becomes rather obscure, In variation five,
the simultaneous sounding of portions of the series appears for the
first time. This device attains an incredible symmetry in variation

Beven,

Ex. 20: A, Bery, hha?ﬁok,34 I, iv, mm, 49-%%5
{variation seven)

- - :,:3"'_‘
Sempre lento —— T e o b
7 o y . h ﬁ .
i o mm— o - ot |
= e e e f
157 LG L1 P
{Thems in pairs in
muted solo violin colglnal order)
col egnn) e
. {
f r

©pb T y
= muted !Inm B

oveg b A

h

2 wals velw
epp

33 Nelson, "Variations of Berg," p. 59.

M Lerg, Wozseck, p. 128,




’. further interesting feature is Berg‘'s quick shifting of the
watinato theme from one part to another within a single variation.
As an extreme form of this technique, Berg divides up the notes of
the theme persistently and irregularly, and at the same time,
places them in new octave registers. »2n example of this occurs

in variation nine.

3 .
Ex. 21: A, Berqg, Wozaeok, 5 I, iv, mm. 63-65
‘variation nine; theme notes are marked *)
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The result of such liberties in the handling of the ostinato
theme is that the line or structure of the theme is transformed so

that it is ro longer easily perceptible.
Nelson gees Berg's writing as being "... at the opposite

pole from that of the classical passacaglia, even though his
writing has great inner logic and conlistency“.36

He goes on to say that

Even today his handling is atypical. For to find

a comparable freedom in subsequent free passacaglias
one must turn to isolated examples from the serial
composers, such as Dallapiccola's Chaconne, Intermezso
and Adagio for smolo vello; or Searle's Passacagliette
In Nomine Arnold Sohoenberg for string quartet, Most
other writers of free passacaglias have shown a more
congervative attitude, e':cher by incorporating sections
shere the theme is followed strictly, as in the
Chaconne from Petrasse's Partita for nrchestra; or by
elaborating the theme through the techniguz of motivic
development and theme transformation as in the
Passacaglia from vaughan Williams' Fifth Symphony.

33 Beryg, Wozazeck, p. 130.

36 Nelson, "Variations of Berg," p. 60,

22
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A possible reason for the free treatment of the passacaglia on
the part of the Viennese compOsers was that they were opposed to
the principle of repetition as such., Thus, their passacaglia
variations ewmphasize the element of change rather than of
tvpetition., The repetition becomes less obvious, but nevertheless
remains the cohesive and unifying force. They tend to emphasize
motivic wevelopment in which unity and cohesion is achieved
through the relationship to the fundamental material, as was the

case in the late works of Beethoven and Brahms.

1.3.4 M. Ravel (1B75-1937)

There are also examples of free passacaglias written by composers
outside the Viennese school. The third movement passacaglia of
Ravel's Piano Trio (1914), written two years after Schoenberg's
revolutionary Pierrot lunaire, has an interesting combination of
strict and free elements. The ei ht measure ostinato theme is
stated initially by the piano in the bass register. The second
and third statements are by the cello and violin respectively,

so that the ostinato theme moves by stages from the bass

register to the upper registers,

37
Ex. 22: M. Ravel, Pilano Trio, I11, wo. 1-8
(ustinato theme)

3 M. Ravel, Piano Trio (1914), study score (Paris: Durand,

1915), p. 21,

e



o ———

24

This ostinato theme has a distinctive melodic and rhythmic
character. An interesting feature is that once the theme has
moved up into the higher registers, the accompaniment has a
preponderance of trochaic rhythm (so characteristic of the ostinato ‘

themes of the Baroque) especially 'n variations three to six.
The ostinato theme is never abandoned entirely at any stage *

during this passacaglia, nevertheless, from staterent three to

statement <ight, and again in statements ten and eleven, i_ i¢ not

present in its original iorm, and there is frequent repetition of

motives as well as seguential treatment. In variation five, for

example, the first four notes of the ostirate theme are transposed,

rhythmically altered and treated seguentially, with the upward leap

of a nerfect fourth filled in with stepwise movement,

¥x. 23: M. Ravel, Pianc Tric,aa III, mm. 41-45
{variation five!}

Having reached the upper registers in variation two, the
ostinato remains there until the end of variation six, when it
begins its descent back to the bass register for the final variation.

The traditional elements in this passacaglia are, therefore,
the eight measure theme, triple metre and a constant ostinato
length, The progressive traits include the deviation from the
original outlines of the ostinato theme, and the repetition and
sequential trea..ent of motives of the theme. Thus, the ostinato

theme itself is subiected to a certain amount ot variation.

38 Ravel, pp. 2:-23.
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1.3.5 R. Vaughan Williams (1872-1958)

A much later example of a free passacaglia within a tonal context
is the fourth movement of the Fifth Symphony (1938-1943) by
Vaughan Williams.

A variety of approaches to thematic handling appear. The
seven .ieasure ostinato is in the traditional triple metre.

Ex. 24: R. Vaughan Williams, Symphony no. 5,° Iv, mm. 1-7
{ostinato taeme)
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The counter-theme is closely related to the ostinato theme.

Zx. 25: R. Vaughan Williams, Symphony no. 5,40 W, mm, 1-7
{counter~theme)
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9 R. vaughan Williams, Symphony no. 5 (1938-1943), pocket
score (London: Oxford University Press, 1969), p. 90.

40 vaughan Williams, pp. 90-91.
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Both these themes are flexible and capabie of growth and
development.

Avter ten statements of the ostinato, most of which are
ornamented and rhytnmically altered (and, as a result, some of
them are a measure or two longer or shorter than the original
presentation of the ostinato), tue music begins to expand more
freely. The ostinato theme becomes less perceptible and is
itself subjected to variation. It is presented in a scherzo-
like character, it is fragmented, and it is involved in
contrapuntal working out.

Thus, th'. passacaglia presents both the technique of
varjation over the ostinato as well as that of variation of the
as8tinato theme itself in a context in which it becomes

incre~singly obscure.

1.4 CONCLUSION

The above examination of geveral twentieth-cen.ury passacaglias

has revealed that there are two main types or tendencies:

a) the "traditional” type, in whi "W the melodic as well
as the rhythmic features of the ostinato theme are
retained more or less exactly:

b) the “free" type, in which the pitches of the theme may
be somewhat obscired by motivic development, chromatic
alteration, shitting from part to part, fragmentation,
distribution within the harmony. The rhythmic values
may alsc be freely varied.

Differences between twentieth-century passacaglias and

the earlier passacaglias include the following:

1) the theme lengths are not restricted to four or eight
measures;
2) triple metre is not always used;

SR
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the passacaglia is no longer in general restricted to the
minor mode;

there are often deviations from the original starting
tenpo;

the theme invades the upper registers mure frequently;

stock basses are not used (see Appendix A).

The conspicuously frequent use of the passacaglia in the

twentieth century signifies a new insight into the importance of

the constructive elements of form at a time when tonality can

no longer guarantee formal cohesion.

Stein has made the following observation nn the use of

the passacaglia in the twentieth century:

The aesthetic constructive principle of the
passacaglia is that of repetition, a repetition
which provides continuity, coherence, order and
symmetry. In the twentieth century these
elements become the more sought after in order
to compensare for the lack of that organization
which was previocusly provided by tonality and
adherence to established forms. 41

Delone echoes this sentiment:

The appeal of ostinato technique to twentieth-
century composers ... lies in part in the

need for unity created by the virtual abandon-~
ment of functional chord progressions to shape
phrases and define tonality. Secondly, many
composers prrticularly those associuted with
neo~classicism, have found the use of ostinato

a1 stein, Structure anid Style, p. 43.

. ‘- i, L N——
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devices of the passacaglia type quite compatible
with their stylistic and aesthetic values; many
composers of the 1930's and '40's turned to
ostinato techniques almost as receptively as
had Baroque and Renaissance composers.42

42
R.P, Delone, "Timbre and Texture in Twentleth-Century
Music," in dspects of Twentieth-Century Music, ed. G.W. Wittlich
(Englewood Cliffs: Prentice-Hall, 1975), p. 123.
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CHAPTER 2

PIANO CONCERTO, OP, 13, 1938, revised 1945

1. BACKGROUND

Tne Piano Concerto, dedicated to Lennox Berkeley, was completed on

26 July 1938. Britten himself gave the first performance on 18 August
1938 with the BBC Symphony Orchestra conducted by Sir Henry Woods in

the Queen's Hall, London.
The Concerto consists of four character movements:

- Toccata - Allegre molto e con brio
~ Waltz - Allegretto

- Impromptu ! - Andante lento

- March - Allegro moderato

2. THE NATURE OF THE OSTINATO THEME

2.1 STRUCTURE

This ostinato theme is presented in the mid-range for most of the
passacaglia. In orly two of the eight steiements does it descend to

the low registers (statements four and six).

2.1.1 B3equence

The descending passages of this ostinato theme are characterized
melodically by the sequential use of a falling augmented second/minor
third, repeated on each occasion a major third/diminished fourth lower.

Rhythmically there is also a very prominent use of seguence. The
rhythmic pattern throughout is J : , the only deviation occurring at
the end of each of the two phrases where a half note substitutes for
the rhythmic pattern.

Both rhythmically and melodically, the second phrase is an exact

repetition of the first, apart from a short interpolation (7; - 72).

! Iin the original version of 1938, the Concerto consisted of the
following movements: Toccata, Waltz, Recitative and Aria, March. In
the revision of 1945, Britten substituted an Impromptu in the form of
a passacaglia as the third movement.
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Furthermore, in the first phrase, apart from the final beat, the third
aad fourth measures are rhythmically and melodically identical with
the first and second measures. The same is also true cf the second
phrase which, however, deviates slightly by way of the central
interpolation.

Ex. 1: Ostinato theme 2

Andante lento (J u 46.50)

1 - < 1

. —

# F:- ét‘ £ ‘Q‘- el - - - =

?; £ pp
———

2.1.2 Characteristic intervals

The ostinato theme is dominated by minor third and semitone movement.
This predominance of certain intervals together with the strong simil-
arity betwsen each of the phrases, and, in addition, the repetition
within the phrases, makes for a highly unified theme structure,

2.1.3 Chordal influence

Triad influence in this ostinato theme is strong. The triad of A minor
is clearly ocutlined several times, elaborated on occasions with chrom-
atic passing notes. Furthermore, the triad of E major is outlined

once in its entirety, and on two occasions it appears without the fifth.

2
B. Britten, Concerto for Plano and Orchestra, Op, 13, revised
edition, pocket sccre {(London: Boosey & Hawkes, 1945%), p. 102.
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Ex. 2: Triad structure of ostinato theme

Andante lento (4 = 46-50)
cantablle . o
re

£ major
e — ————————— |
W

—"

2.1.4 Contour

Ex. 3: Contour of ostinato (one horizontal square equals one
gquarter note; one vertical square equals one pitch class)

BRSS
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Each of the two phrases of the ostinato theme presents the profile of
a decline followed by an arch. 1In the second phrase, the peak of the
arch is more prominent, rising as it does to a higher pitch level and

occurring sl.ghtly later than is the case in phrase one. Both the

3 Britten, Concerto for Piano and Orchestra, p . 102.

4 The registers throughout this thesis have been numbered as follows:

Bva___. l6va
Y

—

11k
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higher pitch level and the tension created by the longer time-span
required to reach it, make the peak of the second rise the overall
highpoint of the melodic contour.

I choose to regard the above contour as two phrases each repre-
senting a decline followed by an arch, rather than as two phrases each
representing an inverse arch followed by a decline. My reason for
this choice is that, in the case of an inverse arch followed by a
decline, the lowpoint of the arch in both phrases would be rhythmically
weak. On the other hand, 1f each phrase is regarded as a decline
followed by an arch, the highpoint of the arch falls in a rhythmically
strong position in both phrases.

There is a fairly wide interval, namely a perfect octave, between
the fiuvst and last notes of the ostinato theme. This wide interval is
created by the declining contour prior to the rise of the arch in each
phrase.

The fact that the ostinato theme begins and ends on Lhe same pitch
class allows for smooth repetition. The rhythmic pause, however, at
the end of each of the phrases creates a strongly sectional effect.

The total range-span of the ostinato theme is fairly wide — an
octave plus a perfect fifth.

2.1.5 Length

The nine measure ostinato theme consists of two phrases. The seccnd
phrase is slightly longer than the first (4 + 5). This theme is there-
fore slightly longer than the favoured four or eight measures of the
Baroque ostinato themes.

There are eight statements of the ostinato theme.

2.1.6 Tonal centre

This ostinato theme is highly chromatic. Nevertheless, it dcoes remain

tonally orientated with E as the tonal centre.

2.1.7 Metre and tempo

The metre is 2/: or 4/4, with the metronome marking of "Andante lento
{ J = 46~50)". At no point is there any change in the aetre in which
the ostinato theme is presented. The initial tempo of the theme is
retained throughout the passacaglia, apart from a slight quickening

in statement six of the ostinato theme.




33

2.1.8 Rhythm

The pattern 1 r is adhered to rigidly throughout the theme apart
from the final beat of each of the two phrases. This fairly active
rhythmn can possibly be ascribed to the fact that this is a mid-range
and not a low-range ostinato.

The strict adherence to the above rhythmic pattern creates a
feeling of calm and predictability which helps to counteract the
tremsndous tension created by the high degree of melodic chromaticism.

2.1.9 Melodic tension

The ostinato theme both bagins and ernds on the tonic. It is therefore
a self-contained entity. Within the ostinato, however, the predomirant
movement by minor thirds and semitones creates considerable melodic

rension due to tlLe resulting chromatic movement.

2.1.10 Dperivation

This ostinato theme is not derived from aay material previously used

in this Concerto.

2.2 USE OF THE OSTINATCO THEME

2.2.1 First statoment setting

The first statement of the ostinato theme ls accompanied. In this cass,
however, the accompaniment is not contrapuntal in the sense of setting
another theme or counterpoint against the ostinato, but is instead, a
harmonizatinn of the ostinato itself.

The harmonized first statement setting for solo piano sets the
flrst statement apart and gives it the quality of a theme being pre-

sented for subsedquent variation,

2.2.2 variations in length

Very slight lengthening of the final note of the ostinato occurs in
statements three and four. However, the most significant variations

in length occur in statements seven and eight. In statenent seven, the
ostinato is abandoned after the first beat of the sixth measure.
Statement eight, the final statement, by the use of frequent long,

sustained notes spreads the sstinato over fourteen measvres, Jdespite



34
3 2
the omission of two measures (4 -6 1. This spreading out of the
ostinato in the final statement serves as & uathod of broadening as
the passacaglia nears its conclusion.

2.2.3 variaiions in tone colour

Ex. 4: Tone colour of ostinato

I ir I11 v v vI viI VIII
Pno. cl. Pice. HBsns . Harp Dbs. Thng. vins.
Bsn. Ob. vels., Vins. {pizz.)
Hn. Vins. Dbs.
Vlas.
vels.

There is a change of tone coiour for each statement of the ostinato
:heme, and at no point is the instrumentation repeated. The seconi
statement shows a crescendo over the first statement. Thereafter,
however, in statement three, therp is a drop in density and this is
followed by a formal arch prof.le which is supported by tne instru-
mentation of the ostinato theme.
In statement six, the use of pizzicato articulation in the double

basses is an additional source of colour as the peak of the arch is

approached.

2.2.4 Tempo changes

There are no abrupt tewpo changes in this passacaglia. There is a
gradual increase in speed in statement six as the peak of the arch is
approached, but the reduction of speed in the final measure of this
statement allows statement seven, which forms the peak of the arch,

to assume the original tempo.

2.2.5 Theme drop-out and theme fragmentation

At no point in this passacaglia is the ostinato theme fragmented. At
the peak of the arch in statement jeven, there is a slight drop-out of
the theme.

2.2.6 Degree of audihility

The ostinato theme is audible throughout. After occupying t e foreground

in statements one and two, it moves into the bachground during the rise
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and peak of the arch contour, and moves back to share the foreground
with the accompaniment during ths antiphonal interpluy oif the final
statement.

2.2.7 oct register

Ex. 5: (xtave register of ostinato

The above illustration shows that the ostinato them- occupies a wide
variety of registers during the course of the passa.aglia. It is
stated initially in the wmiddle register, and thereafter is prasented
at various stages in all gisters, high, middle and low.

Moreover, in only two statements, that i{s, statements four and six,
is the ostinate consistently the lowest sounding part. In statement
five the ostinato is at tir i the lowest gounding part. In the remaining
five statements, howaver, ‘he ostinato is definitely not the lowest
sounding part.

This ostinate theme can therefore be descrik.:d as a full-range
ostinato, in that, during the course of the passacaglia, all registers
are freely exploited.

2.3 INFLUENCE OF THE OSTINATO THEME

2.3.1 Effect on length; time-span

There are eight statements of the nine measure ostinato theme. However,
the short piano cadenzas which separate each statement of the ostinato,
lengthen the passacaglia., Excluding the cadenzas, the passacaglia is
saventy five measures long.

The overall time-span is R.'2 minutes. 5

3 Tie measurement of the time-span has been based on the following
recording: B. Britten, Concecto for Piano and Orchestra, with
soloist Sviatoslav Richter, cond. Benjamin hritten, English Chamber
Orchestra, Decca SXL 6512, 1971,
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2.3.2 Sectionalization

This ostinato theme crcates a high degree of sectionalization due to

the following factors:

- the high incidence of chromaticism within the theme;

- the fact that it both begins and ends on the tonic so that it
is a self-contained entity, and no forward propulsion is
initiatad w the final note of each statement;

-~ the fact that the individual statements of the theme are

separated by piano cadenzas.

3. THE ACCCMPAN{MENT

3.1 TYPE OF ACCOMFANYING MATTRIAL

Folluwing the initial statesent ol the ostinato by the piano, the
ostinato is givon over to the orchestra for all the subsequent statements,
while the pilano provides interesting accompanying counterpoint at times
reinforced vy t. orchestra. The piano provides a new counterpoint to
the ostinato theme in each variation except the final variation in
wizch Britten brings back previously used counterpoints, that is, those
which accompanied statements seven, four, three and two respectively.

An importaat unifying factor among these various counterpoints is
the similarity of rhythm in the counterpoints to statements five, six
71 sever. The predominant rhythms in sach of these counterpoints are

1u follows:

ititement V. : ;2 J l i 3 j s TT T J TT A7)
¢ LTI L
Statement VII : ;2 1 m I_]—_'] y rm m

“ 1@ use of a different counterpoint for each statement of the
ostinato reflects the improvizational character inherent in the ~le

“Impromptu” which iz assigned to this movement.
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Statements two to eight of the ostinato are each preceded by a
free passage for the piano which at times anticipates the counterpoint
to the following ostinato statement, while at other times is simply an
extension of the counterpoint to the previous statement. In the case
of the cadenza-'ike passage preceding statement four of the ostinato,
it is vnrelated to anything which precedes or follows 1it.

All the counterpoints are characterized by a conspicuocus use of
the minor this1 and semitone intervals which predominat- in the ostinato
itself.

3.2 “YE ACCOMPANIMENT VARIED

3.2.1 (.tave register

In stacements two and three of the ostinato, the accompaniment is
interwoven both above and below it. During statements four to eight,
however, that is, during the course of the arch profile, the accom-

paniment remains predominantly above the ostinato.

3.2.2 Tone colour

The piano dominates the accompaniment throughout. In the first four
variaticns, that io, statements two to five, the piano has only scant
crchestral support. In these variations, therefore, the changing tone
colour of the accompanimenc is brought about by changes in the ocstave
register of the piano. In vari~tion five, however (statement six),
the side drum and timpani add colour to the piano accompaniment. In
variation six (statement seven), the piano accompaniment is reinforced
by the sntire woodwind and string sections as well as the tuba and
side drum.

variations one to four, therefore, use the changing octave
vegisters of the piano to achieve tone colour variation. In variations
five and six, at che approsch to, and during the peak of the arch,
Britten uses the method of additive crescends of changing tone colours.

It is interesting that during variations one and two (statements
two and three), while the piano is relying on changing octave registers
te achieve variety of tone colour, the ostinato itself is not confined

to low-range instruments and is freely interwoven with the accompaniment.

k.
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Ex. 6: Tone colour of accompaniment and ostinato
(* equals reinforcing some of the notes)

S.D.¥
Tuba*
Harp* ob.* Strings
Db, * Db.* Hn.* mimp.* W.W, Strings
Pno. Pno., Pno., Pno. Pro. Pno. Pno.
I I I11 v v vi VIl Viii
Fno. Cl, Pice. Bsns. varp Dba, Thns. Vins.
Bsn. Gboe vcls. Vins.
Hn. Vins. Dbs.
Vlas.
vels.

3.2.3 Texture

Throughout the passacaglia there are marked changes of texture in the
plano part for each statement of the cstinato theme. This gives the

passacaglia a highly sectional character.

3.3 ROLE OF THE ACCOMPANIMENT

3.3.1 Sectionalization

There is no att pt in the accompaniment to disguise the repetitions of
the ostinato, On the contrary, the pianc cadenzas which separate each
appearance of the ostinato serve to esphasize sach repetition, Further-
more, the change of counterpoint for each repetition of the ostinato

is a further sectionalizing factor.

3.3.2 Accompaniment versus ostinato theme

The relationship of the accompaniment to the ostinato theme is variable.
Initially, that is, in the second and third statements of the oustinato,
the accompaniment is subdued and the ostinato is very much in the
foreground. From statement four on, however, the accompaniment

assumes ever increasiag significance until the peak of the arch is
reached in statement seven. This gradual increase in the eignificance
of the accompaniment is used as a means to create the rise of the arch
protile. 1In the final statement, which represents the decline of the

arch, both ostinato th. @ and accompaniment are on equal terms.
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3.3.3 Grouping

Following the change of metre to 12/8 in the accompaniment at the
beginning of statement five, there is a strong similarity between the

rhythms of statements five, six and seven:

Statement V H 182 I l J ] I i j J I i 3 3 J ‘ i i i 3
Statement VI 2]2 9 ! 3 3 5 j ] JVJ ] j 3 j J ] .]
Statement VIT : 182 1 ﬁﬁ J ] ] 3 l i 3 3 J ] ]

This similarity of rhythms serves to create a feeling of continuity
and motion on the rise of the arch profile.

The final statement of the ostinate (statement eight), recalls the
countexrpoints and rhythms of statements seven, four, three and one
respectively. This recurrence of previously-used accompanying material
in the final statement is a unifying device which summarizes much of
what nas gone before and creates a feeii v of rounding-2ff on the decline

of the arch profile.

4. MOTION FACTORS

4.1 THE PARAMETERS

4.1.1 Density

The textural changes occur in stages corresponding with the repetitions
o€ the ostinato. Following the increased textural density in statement
twos of the ostinato., there is a marked drop in statemeat three. From
statement four on there is a gradual increase in density culminating

in the peak of the arch contour in statement seven, after which there
is a marked decline in density.

The density, therefore, follows a contour of rilse plus arch.
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Ex. 7: Density profile

I 11 i1z iv v vi viI viir
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NI/ B FREASH L RN EE 44 H R I Y05 R A i
o3 7] LAV ]
c? L R,
ct |

I 1t I 1w v VI VI VIII

The above illustration of the range shows that the greatest contrasts
in range-span are created during the piano interludes which occur
between each of the variations. The result is that tie range is
subjected to sudden widenings and narrowings which, in some instances,
as for example, in the interludes following statements three and six,

} are extreme, This constant fluctuation of range in the accompaniment

is used as a means of creating contrasts of colour.

4.1.3 Dynamics

The growth of the dynamics occurs in stages. The stages correspond with
the statements of the ostinato. Additional mction is given to the
dynamics through the use-of dynamic waves within each of the stages.
There is a marked drop in the dynamic level immediately following the
peak of the rise in statement two. The piano interlude makes a gracdual
transition from the dynamic level of statement two tc  he dynamic level

of statement three. Statement three represents the l wpoint of the

e
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rising arch profile. From this point, the dynamics rise reaching a
peak in statement seven, and dropping off in statement eight for the
downward curve of the arch profile. i

The dynamics, therefore, follow a rise plus arch contour.

Ex, 9: Dynamic profile

/’\
_— \

1 I 111 v v Vi vIiI VIII

4.1.4 Rhythm

The rhythmic changes also wccour in stages w .ich correspond with the
repetitions of the ostinato. The rhythm follows the contour of rise
plus arch. The peak of the initial rise is reached in statement two
with the highly rhythmically florid piano accompaniment. Statement
four ropresents the lowpoint of the rhythawic arch profile which reaches

its peak in statement six. Statement seven, which represents the peak

ot the overall formal arch profile, sees a slight drop in rhythmic

activity at a time when both the density and dynamics are at a highpoint,

Ex. 10: Rhy**"muic profile

?
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There is an interesting contrast between the marked drop to the
slow thoughtful rhythas of the ostinato in statement eight and the
antiphonal aswers of the piano which change rhythms very rapidly,

creating a sense of finality by means of coupression.

4.2 1 ..ERACTION OF PARAMETERS

The above discussion of the parameters shows that the density, dynamics
and rhythm all follow the contour of vise plus arch, with a slight
relaxation in the rhythm at the peak of che overall arch profile. The
range, on the other hand, creates colous ontrasts and a feeling of

motian by w -ngtantly ~hanging registers.

4.3 SENSE .. Y

The reversing of the rhythmic values of the ostinato from J JP to I J

and the spreading out of the ostinato by extremely long note values

such as “\_L. ] or N_jl.ll , has the effect of slowing

down the rhythm in the final statement of the ostinatco. This effect

is heightened by the antiphonal writing for the strings and piano.
Finality is also created by the return of thematic materi»l from

the accompaniment »f earlier varjations in the final statement of the

ostinato,

5, FORMAL PLAN

This passacaglia presents the contour of rise plus arch. The rise
occeurs during the first two statements of the ostinato. Statement three
sees the lowpoin. of the arch profile which reaches its peak in state-
ment seven. The rise of the arch is thus spreal over four starements
with the peak of the arch cceurring in the following statement (state-
ment seven). The ducline of the arch occupies a single statement.

This arch profile thus has a late peak.

Bx. 1': Formal profile

-
1 1T 1T

v v vi Wit VITYE
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The rise plus arch formal profile is supported by the density,

dynamics and rhythm.

5.1 LARGER FORM

This passacaglia is the third movement of a four movement work. It is
thus positioned just after the midpoint of the work as a whole. It
has a transitional function and leads into the final movement without

a pause.
The tonal centres of the four movements are as follows (the tonal

centre of the passacaglia movement is underlined):

D E o
gb E
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CHAPTER 3

VIOLIN CONCERTO, OP. 15, 1939, revised 1950

1. BACKGROUND

Britten's Violin Concerto, dedicated to Henry Boys, was completed in
America during the summer of 1939. It was glven its first performance
‘n Carnegie Hall, New York, on 27 March 1940, with the New York
Philharmonic Symphony Orchestra conducted hy Sir John Barbirolli with
soloist Antonio Brosa.

Britten made a slight revision of this work in 1950, and the
revised version was first performed by Gimpel and the Royal Philharmonic
Orchestra conducted by Sir Thomas Beecham at the Royal Festival Hall in
London, on 12 December 1951.

The work is in three movements:

- I Moderato con moto J = 80-84)
- 1 Vivace (J = 104)
- ILT passacaglia — andante lento (un poco meno mosso) ( J = 52-54)
The third movement is a passacaglia and represents Britten's first
use of this form. The passacaglia of tra Piano Concerto, Op. 13,

dates from the revision of 1245,

2. THE NATURE OF THE OSTINATO THEME

2.1 STRUCTURE

2.1.1 Sequence

There is extensive us» of sequence in this single phrased ostinato
theme The upward curve consists of a threefold repetition of the
interval of a rising whole tone, each repetition being a minor third
higher than the previous one, The downward curve, on the other hand,
consists of = pattern of tvo whole tones, repeated a perfect fourth

lower and followed by a partial sequence again a perfect fourth lower.
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EX. i: Ostinato theme (melodic sequence bracketed)

Andante lento (un poco meno mosso) ( |« s2.84)
A i,

™~ T o B I = ——— 31
WM, =

S t 3
molte somt, puge cresc, el — 14 AArcato
b b
) A I
EESEEE—
=

The rising contour thus consists of an alternation of the inter-
vals of a tone and semitore. The falling contour, on the other hand,
consists of an alternation of a semitone followed by two whole tones,

Rhythmic seguence also occurs in measures two and three with the
final note of the sequence in measure three contracted from a half note

to a quarter note.

2.1.2 Characteristic intervals

The ostinato theme consists entirely of stepwise movement in tones and
semitones. It is thug highly chromatic, and this chromaticism ie
intensified in contrapuntal combination. Nine of the twelve notes of
the chromatic scale are represented in this theme. The three missing
notes are those which constitute the triad of E rdnor (F G B).

The narrow interval of a major thirzd exists between the final note
and the first note of the theme's repetition, This small interval
~reates smoothness in the repetitionas of the theme.

Thz thems has the narrow range-span of an auymented octave.

2.1.3 Chordal influence

A diminished seventh chord is outlined on the upward curve of the arch.

! B. Britten, Concerto for Viclin and Orchestra, Op. 15, pocket
score (London: Boosey & Hawkes, 1940}, p. 80.
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Ex, 2: Upward curve of ostinato ther~ 2 {notes marked * form part
of the diminished seventh ct 1)

Andante lento (un poco meno mowso) (4 = §2-54)
. » - - . !- - ;
Egigi__gu_a__pip b - f
p : s
i —t

1
4 Tt ¥ . -
T

T
P v PoCH cresc. <———-—"
moito”BBat. "

2.1.4 Contour

The ostinato theme has an arch contour which reaches its peak slightly
after the midpoint of the theme and thereafter drops to a point
slightly below that from which the upward curve was initiated.

Ex. 3: Contour of ostinate (one horizontal square cquals one
quarter note; one vertical square equals one pitch class)

-4
444

Hpd

2.1.5 Length

Rounding off the length of the ostinato theme to the nearest half

measure it is five and a half measures long.

2.1.6 Tonal centre

Although highly chromatic in nature, this ostinato theme seems to
centre on D flat minor. A diminished triad on C is outlined by the
initial notes of the seguence in measures one te three. The :ise
culminates on A natural which forms the seventh of the diminished
seventh on C. This A natural resolves immediateiy to A flat, the

fiftih of the D flat minor triad.

2 Britten, Concerto for Violin and Orchestra, p. 80.

-




47

2.1.7 Metre and tempo

The ostinatn is initially presented in simple quadruple metre {4/4).
In sectiong four and five (score numbers 36 and 37), there is a change
to simple triple metre (3/4!. The march in section seven (score number
39) sees the simple quadruple metre reinstated. However, section
eight (score number 41) again raeverts to simple triple metre (3/°:,
and this is retained until six measures before section nine (scuze
number 43) at which point the simple quadruple wetre (4/4) returns,
The coda in section ten (score number 45) sees a change to 3/2 metre
for the remainder of the passacaglia.

The only major tempe change occurs at the beginning of the coda
(score number 45) where there is a marked reduction in tempo.

The tempo indication given at the opening of the passacaglia is
slow: “Andante lento (un poco meno mos3so) = §52-54)".

2.1.8  #hythm

The use of synccpation at the peak of the arch contour of this ostinata
vtheme i3 a tension creating device. An interesting feature of this
' ome in the first two measures ls the activity of the first half of

the measure followed by a static second half of the measure.

2.1.9 Melodic tension

This ostinato theme ends on the dominant note, A flat. The use of an
open-ended theme which ends on th: dominaant has a very strong effect
of forward drive. Melodic tension is also created by the highly
chromatic nature of the thewe. The semitone and whole tone movement

within a framework of D flat minor creates considerable unrest.

2.1.10 Derivation

There is a strong affinity between the scalic preoccupation of the
ostinary theme and that of the main thems of the opening movement of
the Co: - 0.
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Ex. 4: Main theme of first movement 3

2.2 USE OF THE OSTINATO THEME

2.2.1 PFirst statement setting

The rfirst statement is overlapped by the violin cadenza which links
the pas~acacl a to the precedi.g movement. The cadenza, therefore,
supplies a cow.terpoint ahcve the first statement of the ostinato
theme. 1The end of the violin cadenza coincides with the end of the
first statement ¢t the ostinato theme. This overlap of the cadenza
with the beginning of the passacaglia ensures a very smooth flow into
this final movement.

Initially the ostinato theme is presented in a fugato exposition
with each statement overlapping the following statement. The opening
section, therefore, presints an interesting hybrid between tlhie fugue
and the passacaglia. During this exposition, each statement of the

ostinato tneme is presented a semitone lower than the previous stateme~:.

2.2.2 variations in length

Britten hece uses a Tlexible theme length, and there are constant

fluctuations in the ostinato theme length throughout the passacaglia.

2.2.3 variations in tone colour

A very interesting use of tone colour occurs in this passacaglia.
Britten does not confire the ostinato theme to any one tone colour

within the sections of the passacaglia. The constantly changing tone

3 Britten. Concerto for Violin and Orchestra, p. 2.
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colours not only from one section to the next, but also within sections,
results in a kaleidoscopic effect, which serves both to create vitality
and to maintain interest.

The following is a summary of the tone colours used in the ostinato
tliene:
Section I
Trombones Staggered, overlapping ent ies
Violins & violas
Trumpet
Flutes, oboes, clarinets

Section 11 {(score number 34)

Cellos Staggered entries, none of which
violas follows the exact structure of
Vieolins II the ovtinato theme

violins I

Sectiou 111 (score number 35)

Horns In alternation, and finally in
Flutes, obces, clarinets staggered, overlapping entries to
which the trumpets are also added

Section IV (score number 36)

Cellos, double basses In these two successive appearances
plus
Violins 1 of the ostinato theme, ihe double
basses and cellos are given the
Cellos, double basses rising contour, while the falling
plus

boes, violins 11 contour is given to the violins I,

and viclins II and obce respectively

Section V (score number 37)

Solo violin There is one entry in this section
in which the incomplet. rising
contour is given to the bassonn and
double basses, but the descent reverts

to the solo violin




Section VI (score number 38)

Solo violin

Flutes, oboe

Violins II

violins I

Flutes, oboes

Cellos and double basses

Section VII [score number 39

Trumpets and timpani (rising)
Ho'ns (falling)

Trombones

Section VIII (score number 41)

Bassoon (8)
Horns
violin solo

Section 1X (score number 43)

Bassoons, trombones, tuba,
double basses

Horns

Section X (score number 45)

Trombones
Violins 1
Harp

2.2.4 Tempo changes

50

The ostinato theme is given to each
of these instruments or combinations

of instruments successively

The ostinato theme is given to each
of these instrumerts or combinations

of instruments successively

The ostinato theme is given to each

of these instruments successively

following the climax at score
number 44, the horns take over the
ostinato thewe

The ostinato theme is given to
each of these instruments

successively

The tempo is fairly constant throughout the first nine sections. In

the coda, however, (section ten, score number 45), there is a marked

drop in tempo. This definite slackening of tempo in the coda is used

as a means of broadening as the movement and work as a whole reach

their conclusion.

s e ML

e M _ad
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2.2.5 varistions in rhythm

Throughout the larger portion of this passacaglia, the ostinato theme
is presented in rhythms which differ markedly from those of the original
setting. The only use of the theme in its original rhythmic setting

occurs in section nine (score number 43).

2.2.6 Vvariations of the fundamental pitch and intervallic structure

During the course of the passacaglia, the ostinato theme is not restricted
to the original fundamental pitch, but =ach of the twelve pitches of
the chromatic scale is at some stage used as the fundamental pitch of

the ostinato. Even the exact intervallic structure of the theme, that

is, the exact succession of tones and semitones, is not retained in

subsequent statements of the ostinato theme,

2.2.7 Other variations of the ostinato theme

In addition to the freedom of rhythm, length 4nd fundamertal pitch
encountered in the treatment of this ostinate theme, ang r feature
is the inversion of the theme. This ocours in section gix (score
numbey 38).

Again, however, the inversion is free, not retaining the original

intervals or length ¢f the theme.

2.2,8 7Theme drop-out and theme fragmentation

At no point during this passacaglia is the ostinato theme totally absent.

There is, however, a fairly extensive use of theme fragmentation, as,

for example, in sections three (score number 35) and ten (score number 45).
This passacaglia exhibits considerable freedom and licence in the

use of the ostinato theme. while the overall arch contour of the

ostinato is retained, the actual intervals rarely coincide with those

of the opening statement.
Furthermore, there are frequent extensions and abridgements to the

rising and falling contours of the arch.

2.2.9 Degree of audibility

Degpite the freedom with which the ostinato theme is treated, iu remains
audible throughout apart from section two (score number 34). Here, the

drastic change of metre and the use of tremolo strings cong letely
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disguise the presence of the ostinato which is also subjected to

variations in length.

2.2.10 Octave register

As is the case with the tone colour, there are constant fluctuations
of octave register not only from one section to the next, but also
within sections.

The following diagram illustrates the octave registers used for
the ostinato in each section, and shows the predominance of middle and

high register placament.

Ex. S5: Octave register of ostinato

I v X

The free exploitation of all registers by the ostinato qualifies
it to be described as a full-range ostinato.

2.3 INFLUENCE OF THE OSTINATO THEME

2.3.1 Effect on length; time-span

It is difficuit to estimate the effect of the length of this ostinatc
theme (five and a half measures) on the length of the passacaglia as
a whole. The great freedom of length in the repetitions of the ostinato,
the frequent overlapping of entries, as well as fragmentation of the
ostinato all cbscure the influence of the ostinato length on the over-
all length of the movement,

The overall length of this passacaglia is two hundred and eleven

measures. The overall time-span is 13.13 minutes.

4 The measurement of the time-span has been based on the followiny
recording: B. Britten, Concerto for Viuvlin and Orchestra, with soloist
Mark Lubotsky, cond. Penjamin Britten, English Chamber OQrchestra,

Decca SXL 6512, 1971.
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2.3.2 sectionalization

The considerable use of chromaticism in this ostinato theme makes it
highly distinctive and, therefore, it tends to have a highly sectional
effect. However, the constant fluctuations in length, rhythm, toue
colour, octave register and audibility result in a varying pattern of
sectionalization.

3. THE ACCOMPANIMENT

3.1 TYPE OF ACCOMPANYING MATERIAL

This passacaglia divides itself into ten sections each of which presents
a specific treatmont of the ostinato theme. It therefore presents the
novel situation of variations of the ostinato theme itself, as well as
variations of the settings of the ostinato theme.

The accompanying material does not rise to the status of a theme,
but instead consists of melodic motives. A nrew accompanying melodic
motive is presented for each variation on the ostinato theme with the
exception of sections four and five (score numbers 36 and 37). In
these two sections, the accompaniment consists of harmonic support,

3.2 THE ACCOMPANIMENT VARIED

In view of the considerable variation of rhythm, length, fundamental
pitches, intorvallic structure, and tone colour to which this ostinato
taeme is subjected, there is not a total reliance on the accompaniment
to provide the element of variation as is usually the case in a

passacaglia,

3.2.1 oOctave register

Throughout this passacaglia, the accompaniment is consistently neither
above nor below the ostinato theme. Instead, it tends to be interwoven
around it. Furthermore, the register of the accompaniment does not
remain constant, but tends to change as does the register of the

ostinato theme itself.

3.2.2 Tone colour

As 1s the case with the tone colour of the ostinato theme which changes

not cnly from one section to the next, but also within sections, so the
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tone colour of the accompaniment changes with each change of colour in
the ostinato. These constantly changing tone colours create tremendous

vitality and at the same time i{mpart a feeling of forward motion.

3.2.3 Texture

Just as the tone colour of the accompaniment changes from one section
to the next as well as within sections, so the texture also undergoes
similar chang~s. These frequent changes in Lone colour and texture

create an irreq ar pattern of growth.

3.3 ROLE OF THE ACCOMPANIMENT

3.3,1 Sectionalization

while within sections, the accompaniment usually overlaps statements
of the ostinato theme, nevertheless, a strorg feeling of sectionaliza-
tion arises from the change of accompanying motive for each new
variation of the ostinato theme. Thus, each section presents both a
new variation or the ostinato theme, as well as a new accompanying
motive. As a result, there is a highly sectional =ffect.

3.3.2 Accompaniment versus ostinato theme

Due to the fact that the prime source of variation in this pascacaglia
is the ostinato theme itself, it is not surprising that, for the most
part, the ostinato theme dominates the accompaniment (sections one,
four, five, six and eight). In the remaining sections (apart {rom
section two in which the ostinato thema is in the backgrcound), the

ostinato theme and accompaniment share a fairly ¢ .al status.

3.3.3 Grouping

Grouping in this passacaglia occurs within sections rather tran between
sections. Within each section grouping is achieved by a consistent
treatment of the ostinato theme throughout, and also the use of »
single melodic motive (sometimes with slight variation) in the
accompaniment. The greatest unifying factor in this passacaglia is
the prominence of the ostinato theme almost throughout which, although
it appears in various guises, is always clearly recognizable, and is

the bridge which spans all the various sections.

e
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4. MOTION FACTORS i

4.1 THE PARAMETERS

4.1.1 Density

the free fugal exposition which opens this passacaglia has a high density.
Following this, in section two, there is a sudden drop in density
followed by a slight increase which continues through section three.
Section four sees another drop in density. From secticn five through
to section nine, however, there is a steady increase in density followed
by a dropping ¢ff in section ten.

The density, therefore, follcws the contour of a double rise plus

an arch.

Ex. &: {Density profile

1 i1 Irx v v vI viI VIIX IX X

4.1.2 Rang=

Ex. 7: Range (# = ostinato; = accompan iment)
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From the above diagrammatic representation of the range of the
ostinato and the accompaniment, it is clear that the ostinato is not

confined to the lower limits of the range, but is interwoven with the
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accompaniment throughout. It also shows a constant shifting in the
area of range concentration on the part of the ostinato.

In the accompaniment, however, there is a gradual widening of
range on the upward curve of the arch (that is, sections five to eight).
The peak of the arch, however, in section nine shows a narrowing in
the range of concentration with a slight widening again in section ten

on the deciine of the arch.

4.1.3 Dynamics

The dynamic changes are made in stages which corraspond with each of
the ten sections of the passacaglia. Within these lInnger stages,
however, motion is created by pronounced waves of dynamics.

The dynamics follow an upward profile during section one. This
is followed by a marked drop at the beginning of .ection two (score
number 34), which is followed by a gradual rise which peaks in section
three (score number 35).

Section four (score number 36) sees another dvop in the dynamic
level, which, however, is followed by an increase in sections five
(score number 37) and six {(score number 38), and is enlivened by the
dynamic waves within these sections. Section seven (score number 3%9)
sees a further increase followed by a drop, and this lower dynamic level
is retained at the begi .ng of section eight (score number 41). The
uge rf dynamic waves tows the end of this section, however, increases
the dynamic level consig. . .

There is a further increase in section nine (score number 43),
and this high dynamic level & retained until the climax !score number
44}, after which there is a 1.’ ling away in the dynamic level.

The .Jinal section (score nu.ber 45) has, for the most part, a low
dynamic level, although here, too, Britten has made interesting use of
dynamic waves to maintain interest during this long section.

The dynamic profile can, therefore, be illustrated as follows:

EX. 8: Dynamic profile

1 11 iV v V1 VII  VIII X X

.

-

F .
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Thus, t.. dynamics present an overall profile of a graduai rise

followed by a decline.

4.1.4 rhythm

The rhythmic changes occur in stages which correspond with the
variations of the ostinato. The rhythm follows a rising contour of
acceleration from section one to the end of scction three. There is
a marked drop in rhythmic activity in section four. Frum section five
on. how .er, the rhythmic activity gradually increases » “ing a peak
in section eight and dropping off slightly at the high of the
passacaglia in section nine. This is followed by a ¢ . reduction
in rhythmic activity in section ten.

Ex. 9: Rhythmic profile

J
4

1 11 343 w Y i VIt Vi X X

It is interze ting that the rhythm continues with a rising contour
during section two while the other parameters are all at a lowpoint.
Thus, the rhythm provides the interest and vitality while the other

parameters are down. In contrast, Britten reduces the rhythmic activity

e P, - PP T . |
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when the dynamics and density are high . section nine, so that the
peak of rhythmic activity occurs in section eight.

4.2 INTERACTION OF PARAMETERS

The density follows the contour of Jouble rise plus arch. The upward
curve of this arch profile s supporved by that of the range which,
however, shows a slignt narrowing at the pezk of the arch in section
rnine., The wide contrasts of range in section ten help to create
changing colour contrasts.

The dynamics follow the contour of the density with, however, a
slight drop in section seven and the first part of section eight.
This slackening of dynamics prevents monotony setting in on the long
upward curve of the arch, and prepares for a final surge to the peak
of the e~vwch,

fhythmically, there is a rising contour during the first three
sections, and it is the rhythm, therefore, whirh creates the mcmentum
and vitality during section two in which the other parameters ace down.

The rhythm follows an arch contour from the beginning of section
four and carries the interest during sescion gseven and the first part
of section eight when the dynamics are low. The peak of rbythmic
activity is reached in section eight, and this is followed by a slight
drop-off in section nine, and a much more pronounced drop-off in
section ten,

Thus, both the rhythm and dynar!cs show slight deviations from

the overall contour of double rise foliowed by an arch,

5. FORMAL PLAN

This passacaglia presents the contour of a double rise fullowed by an

arch.

Ex, 10: Formal profile
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3.1 LARGER FORM

The main tonal centres of the three movements of this concerto are as

follows:
- I F moving to D
- I1 a
ITr D

This passacajglia is placed at tue end of a multimovement work,
and in this position is vs:d (especially from the point at which D is
conf: (med, six measures before score number 43) i~ establish the tonal
cer re of D.

Both the first and last movements of this work gravitate towards
D, the first movement hav.ng started out from F, and the passacaglia
having beyun with a series of rapidly shifting tonal areas.

The main tonal areas of the work are therefore (the tonal centre

of the passacaglia movement is underlired):

- 1 Moderato con moto

- 11 Vivace

(= & o

- ITL Andante lento

(Passacaglia)
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CHAPTER 4

“DIRGE” from SLRENADE, OP. 31, 1943

1. BACKGROUND

In this song cycle for tenor, horn and strings, six poets provide words
depicting evening, moonlight, nocturnal fancies and fears. It was
composed expressiy for the tenor Peter Pears and the horn player
Dennis Brain. The cyrle consists of six poemc framed by a prologue
and an epilogue:

- Prologue

- Pastoral - Cotron {1630~1587)

- Nocturne - Tennyson {18.,9~1892)

- Elegy - Blake {(1757-1827)

- Dirge -~  Anonymcus (15th century)
~  Hymn ~  Ben Jonson (1752-1637)

- Sonnet - Keats (1795-1821)

- Epilogue

The "Dirge® is the fourth song of the cycle, and in it the Baroque
devices of ostinato and fugue are combired in a highly original and

expressive synthesis.

2, THE NATURE OF THE OSTINATO THEME

2,1 STRUCTURE

This is an example of an ostinato which occupies the middle range and
remains absolutely constant throughout. The ostinato forms a strophic

setting of the words against an instrumental fugue for horn and strings.

2.1.1 Sequenca

Measure three of the ostipato theme opens with a sequential treatment
of measures one and two (reasure two being an exact repetition of
measure one}. This is a pitch sequence a rerfect fourth lower, while

the rhythmic values have been altered.

e 4"

wqtty-g‘




61

Ex. 1: Ostinato theme !

Alla marcia grave 4o 80)
cone un lamento 3

r 1 M A 1
L 8 T - . ¥

This ae nighte,this ae nighte, E.ver -y nighte and alle,

5

S —

t5 v - )

e e e e e |

J  Fire and fleet and can - dle-lighte, And Christe re-ceive
thy saule.

2.1.2 Characteristic intcrvals

In this ostinato theme semitone movement predominates. Basically, the
ostinato outlines a descending G minor triad, and chromatic movement

iz used tc add intensity.

2.1.3 Chordal influence

The basic cutline of the theme is that of a descending G minor triad.
The triad is highly ornamented. The shape of the line stresses the

dominant note D.

2.1.4 Coatour

The ostinato theme presents a declining contour, with the interval of
a perfect octa e between the first and last notes. The total range-span
of the ostinato theme is a diminished teath.

! B. Britten, Serenade, Op. 31, pocket score {London: Boosey &
Hawkes, 1944), p. 18.
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Ex. 2: Contrur of ostinato (cne horizontal square equals one
quarter note; one vertical square equals one pitch class)

T
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2.1.5 Length

Rounding off the five and seven-eighths measuves to the nearest complete

measure, produces an ostinato theme of six measures.

2.1.6 Tonal centre

The tonal centre is clearly G.

2.1.7 Metre and tempo

The metve is simple quadruple (4/4). The tempo is slow: "Alla marcia
grave ( ‘ = 60)". There are no tempo fluctuations during the course

of the passacaglia.

2.1.8 FRhythm

This ostinato theme shows considerable rhythmic activity. This could
be accounted for by the fact that it is a middle register ostinato and

is therefore more active rhythmically than the low register ostinatos.

2.1.9 Melodic tension

The overwhelming concentration on semitone movement within the framework
of the G minor triad creates melodic tension, The leading note to tonic
ending of the ostinatc, on the other hand, makes the theme a (alf~

sufficient entity and does not create any forward propulsion.

2.1.10 Derivation

This ostinato theme is not derived {rom material heard in any of the

preceding songs of the cycle.
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2.2 USE OF THE OSTINATQO THEME

2.2.1 First statement setting

The first statement setting is unaccompanied for the most part and
forms the bveginning of an arch contour. The bass strings enter on the
first beat of the sixth measure. The ostinato theme is five and

seven-eighths measures long.

..2.2 Variations in length

After the first statement of the ostinato an eighth note anacrusis is
added in all subsequent statements, so that the ostinato theme is

exactly six measures long.

2.2.3 variations in tone colour

Throughout, the tone colour of the ostinato theme remains unvaried.

It is always presented by the tenor voice in the rame oCtuve register.

2.2.4 Tempo changes

A constant tempo is maintained throughout, % the extent of there
being a direction ("senza ritardando”) that chere be no slackening in

the final measure.

2.2.5 Theme drop-out and theme fragmentation

At no time during this passacaglia is the ostinato theme abandoned or

in any way fragmented.

2.2.6 Degree of audibility

The ostinato theme is avdible throughout. However, as the accompaniment
shapes the rise of the arch contour the ostinato moves from the fore-
ground to the background, and returns to the foreground on the downward
curve of the arch. Thus, in contrast to the overall formal arch profile
of the passacaglia, the audibility of the ostinato theme forms an

inverse arch,

2.2.7 oOctave register

The ostinato theme occupies a middle range throughout without any change

of octave register.
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Ex. 3: Octave register of ostinato

2.3 INFLUENCE OF THE OSTINATO THEME

2.3.1 Effect on length; time-span

This six measure ostinato theme is repeated nine times. The passacaglia
is therefore fifty four measures long. The total duration of the

passacaglia is 3.35 minutes. 2

2.3.2 sSectionalization

A moderate degree of secticnalization is created by this theme, due to
its distinctive chromatic nature and also ¢o its prominent position in
the middle register. The setting of the poem is melodically strophic,

each verse being set to a single statsment of the ostinato.

3. THE ACCOMPANIMENT

3.1 TYPE OF ACCOMPANYING MATERIAL

The accompaniment is a fugue based on the following theme:

2 The measurement of the time-span has been based on the following
recording: B. Britten, Serenade, with Peter Pears and Barry Tuckwell,
cond. Benjamin Hritten, London Symphony Orchestra, Decca SXL 6449.

. |
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Ex. 4: Accompanying fugue theme 3

The rhythmically active accompanying fugue is considerably varied

and extended, progressively more 30 with each entry.

3.2 THE ACCOMPANIMENT VARIED

3.2.1 Octave register

Throughout the first, second and third statements of the ostinato theme
the accompaniment occuples a lower register than does the ostinato.
Towards the end of the fourth statement, however, the accompaniment

rises above the ostinato theme, and does not return to its original

low register until the final statement of the ostinato. Throughout,

the register of the ostinato remains fixed while it is the accompaniment

which changes register.

3 Britten, Serenade, pp. 18-19.

4 Britten, Serenade, p. 19.
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3.2.2 Tone colour

In this passacaglia the accompaniment tends to change colour within
the statements of the ostinato and not always at the beginning of a
repetition. The change of tone colour within the statements of the
ostinato and the overlappirjy of the tone colour between statements

makes for a highly integrated conception.

Ex. 6: Tone colour of accompaniment
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3.2.3 Texture

Throughout, the textural changes merge into one another resulting in
a pattern of gradual growth up to and including the sixth climactic
statement. Thereafter, there is a gradual decline.

3.3 ROLE OF THE ACCOMPANIMENT

3.3.1 Sectionalization

To avold extreme sectionalization, the fugue theme cccasionally overlaps

the ostinato phrases especially on the downward curve where all the

statements are overlapped by the accompaniment.

3.3.2 Accompaniment versus theme

This is a very interesting example of the ability of the accompaniment
to shape the passacagiia. In this instance the ostinato theme is fixed
at a static level with regard to both range and intensity. Therefore,
the task of shaping the passacaglia is left entirely to the accompani-
ment. The fugue enters in a subdued low register at the second state-
ment. ard utilizes changes in tonal level, tone colour and register to
gradually gain prominence so that by the sixth statement, the horn's
rendition of the fugue theme foims the highpoint of intensity. Having
reached this peak of the arch profile, there is a gradual thinning-out

.

P



67

of the texture, and this is accompanied by a return to the original

register and tonal level to complete the decline of the arch.

3.3.3 Grouping

The use of a fugue in the accompaniment naturally results in a grouping
of those statements in which the fugue theme appears. Consequently,
there is a grouping of statements two, three und fcur. The fugue theme
also appears in statements six and eight, while the episodic material
in statements five and seven is derived, for the most part, from the
fugue theme. The fugue theme, therefore, dominates the accompaniment
and gives a sense of forward movement and continuity to this short
passacaglia, while at the same time, diverting attention from the

constantly reiterated ostinato.

4. MOTION FACT.RS

4.1 THE PARAMETERS

4.1.1 Density

This passacaglia exhibits progressive stages of increasing density from
the appearance of the fugue subject at the end of the first statement
of the ostinato until the thickest texture is reached in the climactic
sixth statement of the ostinato. Thereafter, there is a gradual drop
in intensity until, at the conclusion of the passacaglia at the end of
the ninth statement of the ostinato, only the tenor voice remains.

The density, therefore, has an arch profile.

Ex. 7: Density profile
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4.1.2 Range

Ex. 4: Range ( Jj - ostinato; ¥ % accompaniment)

The upper limit of the range of the accompaniment presents an arch
profile beginning below the pitch level of the ostinato, then mingling
with it, and finally rising above it at the peak of the arch, there-
after descending to the lowest register it has occupied during the
passacaglia.

4.1.3 Dynemics

As is the case with the density, the dynamic changes are made in stages.
The dynamic level increases with each successive entry of the fugue
thene, as well as with the appearance of the episode in statement five
of the ostinato, until the entry of the horn with the fugue theme in
statement six of the vstinato brings the dynamic level to a peak.
Thereafter, the dynamics drop in stages during the episcde in statement
seven and the appearance of the fugue theme in statement eight. Within
these longer stages of dynamic changes, however, Britten makes use of
dynamic waves by means of several short crescendi within the fugue
theme which create vitality within the larger framework of the dynamic
arch profile.

Ex. 9: Dynamic profile
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4.1.4 Rhythm

‘the fugal nature of the accompaniment precludes dramatic rhythmic
changes. The fugue theme and its inherent rhythms dominate the

accompaniment throughout. In the final measures, however, the active

rhythmic patterns of the fugue are aband d as the iment fades

away .

4.2 INTERACTION OF PARAMETERS

Several factors contribute to the arch contour -~ intensity, density
and range all follow an arch proiile. During the decline of the arch
several irregular surges in rhythmic activity occur for the purpose
of finality.

This arch profile created by the accompaiiment presents an
interesting foil to the static level of pitnh and intensity presented
by the ostinato.

4.3 SENSE OF FINALITY

The sense of finality is achieved by the ostinato returning to the
foreground in the final statement, the final three measures of the
ostinato being almost unaccompanicd, so that the ostinato forms, as
it were, a frame for the passacaglia. This final statement of the
ostinate with very sparse accompaniment balances the spening unaccom-
panjed statement. A drop in the level of all the parameters -~
dynamics, density, pitch and rhythm ~— creatas the downward curve of
the arch profile.

5. FORMAL PLAN

The six measure ostinato sung throughout by the tencr solo, cupports
an energetic fugue on an independent thewme. This fugue runs through
several tonal excursions before completing its arch profile. The
highpoint of intensity come: in the sixth statement of the ostinato,
where the horn makes its only utterance with a long forceful presen-
tation of the fugue thenme.

Forward motion is created by the fugue's tonal progress, its
register, contour, tone colour and its overlap of phrases with the
ostinato: the entries of the fugue are generally out of phase with

the ostinato generating a powerful rhythmic tension.

Lk . e
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The wcnotony ~f the vocal part causes one to focus one's attention

on the accompaniment after the first few statements of the ostinato,

5.1 LARGER FORM

This passacaglia is the fourth song of the cycle, in other words it

forms part of a multimoven 1t work. It occupies a central location

within the overall form, and reopresents the highpoint of th? work

around which the other movemeants revolve. Its tonal position within
the overall scheme Is indicated below (the tonal centre of the

passncaglia movement is underlined):

£
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CHAPTER 5

PETER GRIMES, op. 33, 1945 A

1. BACKGROUND

The opera Peter Grimee was first performed at the Sadler's Wells Theatre
in London on 7 June, 1945. The libretto by Montagu Slater is based on
part of the poem The Borough (1819) by tne East Anglian poet George
Cravbe (1754-1832). This poem Jdescribes the town and inhabitants of
Al¢eburgh, Crabbe's birthplace. It consists of twenty four letters
written in hercic couplets. Letter XXII contains a description of a
fisherman, Peter Grimes, whose original counterpart was a fishewman
named Tom Brown who lived in Aldeburgh in the middle of the eighteenth
century. There were few redeeming features about Crabbe's Peter Grimes,
In the process of transforming the Grimes of Crahbe's poem into
the protagonist of a twentieth-century opera, Slater made several
important changes, and the resulting character study is quite different
from Cra.ve's. In place of the religious background and imagery, there
is a conflict between an individual and society. While Crabbe's Grimes
was completely "untouched by pity, unstung by remorse, and uncorrected
by shame", ! Slater's Grimes is represented as a psychopathic introvert
outsider, at war both wvith his nature and his fellow beings.
The opera consints of a Prologue and three acts. The setting of
the action is the Borough, a small fishing village.
The basic theme of the opera is that of a man in conflict with
socliety Accoriing to Hans Keller:
Peter Grimes is the living conflict His pride, ambition,
and urge for independence fight with his need for love;
his self-love battles against his self-hate. Others, too,
he can (sometimes) love as intensely as he can despise
them, but he cannot show, let alone prove his tenderness
as easily as his wrath — except through the music which,
alas, the people on the stajge don't hear. Thus he is
destined to seem worse than he is, and not to be as good

as he feels. “Peter Grimes" is the story of the man who
couldn't fit in. 2

Y Carlyle and R.M. Carlyle, eds., The Poetical Works of

orge (rabbe (London: Oxford University Press, 1914), p. 106

2
C. Mitchell and H. Keller, eds., Benfamin britten: A Commen tury
on hia work. (London: Rockcliff, 1952), p. 1tt, i
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There are six orchestral interludes in Peter (rimes, an interlude at
the begirning of each of the three acts, and an interlude between the
two scenes of each act. The interludes between the acts are descriptive

as follows:

Interlude I depicts the shore at dawn, and sets the stage for Act TI.
Interlude III ushers in the Sunday morning of the Church scene.
Interlude V depictus the tranquillity of the moonlight playing on the
waves of the sea. Nevertheless, despite the peaceful setting, the
stabbing phrases for flute and harp which pervade the music, are
suggestive of the agonised jabbing within Grimes himself, aad of his
inescapable predicament.

The intecludes between the scenes relate to Peter:

Interlude II depicts the storm, hut it corresponds to the storm within

Peter himself, and thus it has a natural pictorial as well as a

psychological meaning.

Interlude 1V is in the form of a passacaglia which symbolizes the

conflict within Grimes's personality - his frustratious, his guilt,

his longings, his inadequacy, his resentment.

Interlude V1 dzpicts the total desperation of Grimes who by this time

is nearly mnad, and his encroaching insanity is symbolized by the dense

fog which is blown in from the sea and envelops the whole village.
Interlude 1V, in the form of a passacaglia, thus has a central

nosition within the opera as a whole.

2. THE NATURE OF THE OSTINATO THEME

2.1 STRUCTURE

2.1.1 Sequence

The eleven beat ostinato theme, reduced to its essential notes is as

follows:

Ex. 1: Outline of ostinato theme

===
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There is thus a strong tonjic-dominant-tonic movement, and the
ostinato theme is, in fact, an ornamented pedalpoint.
A strong unifying factor within the theme is the rhythmic sequence.

Ex. 2: Ostinato theme (rhythmic sequence bracketed)

Andante modersto {4 = 56 st the stert)
(sempre un poco rubata)

L
pp deliborate

2.1.2 cCharacteristic intervals

Four intervals are contained within the ostinato theme. Of these, two
are minor thirds, one a semitone and one a perfect fifth. However,
the most striking intervals of this theme are the tritona and its
perfect fifth resolution.

4
Ex. 3: Intervallic structure of ostinato theme
Andante moderato (4 = 56 at the start)
{sempre un poco rudato)
fravws e T % T
i i s S i Sy e S S S e Do By oo S s o s s o G
a1 e p o Fr—t—t L s

"
- L LA b
Fritone Perfect TITEh

pp deliberato

’ 2.1.3 Chordal influence

A diminished triad is clearly outlined Ly the first three notes of the
ostinato theme. The perfect fifth which follows this diminished triad

may be regarded as the outer two notes of a major or minor triad.

3 B. Britten, Peter Grimes, Op. 33, study score (London: Boosey
& Hawkes, 1%63), p. 349.

4 Britten, Peter Grimes, p. 349.
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2 1.4 Tritone influence

A tritone is formed by the first and last notes in measure cne and

resclves to the perfect fifth in measure two.

2.1.5 Contour

The overall contour of tae ostinato theme is that of a decline.

Ex. 4: Contour »f ostinato (one horizontal square equals one gquarter
note; one vertical square equals one pitch class)

> o
c3 g

bt

"E T
2 Hi

The distance of an octave exists between the ocuter notes of the
falling contour. The final note of the ostinato theme iz exactly a
perfect octave away from the starting pitch. This beginning and ending
of the theme on the same pitch class, allows a smooth connection for
the repetition of the theme. The total range-span of the theme is

narrow, being a perfect octave.

<.1.6 Lenqath

Rounding off the two and three fourths measure ostinato theme tc the
nearest complete measure, the theme is three measures long. It is

repeated thirty nine times during the course of tlie passacaglia.

2.1.7 Tonal centre

The tonal centre is ¥. The ostinato theme consists essentially of the
tonic and dominant notes, F and C, and is built on the strong implied
cadential formnula I-I-V-1,

2.1.8 Metre and tempo

Here Britten uses an ostinato theme in simple quadruple metre (4/4).
The tempo indication is "Andante moderato { 4 = 56 at the start)".

Thus the initial tempo is fairly slow. There is a gradual increase of
tenpo during the course of the passacaglia. At the nineteenth statement

of the ostinato theme (score number 48), there is the direction "poco

- Ak i s . BN, a . R .
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a poco piu moto®, while at the thirty fourth statement (score number
53) is the direction "stringendo". This increase of tempo is not
countered until the very end of the passacaglia where there is a
"molto rall.” just prior to the resumption of the dramatic action.

2.1.9 Rhythm

The ostinato theme occurs thirty nine times without transposition or
any rhythmic alteration apart from the prolongation of the final note
of the theme in the thirty n. ith statement.

A unique feature of the rhythm of this ostinato theme is that on
each repetition it is stated one beat ea.lier in the measure. This
constant shifting of one béat forward per statement creates an ever-
preseat underlying current of vitality.

The eleven beat ostinato theme occurs four times within an eleven
measure unit, and the variations above it overlap both the smaller and
larger units of the ostinato. Thuz, on the basis of the rhythmic
placement, the statements of the ostinato fall naturaily into groups
of four, that is, eleven measure units. There are ten eleven measure
units of the ostinato, and there are ten variations of the viola theme
above it.

2.1.10 Melodic tension

The tritone outlined by the first to third notes of the ostinato is
resolved in the following measure. F, the final note of the theme,
does not generate melodic activity as it is the tonal centre of the
theme, and also the note with which the theme begins. It does,

however, allow for very smooth repetitions of the theme.

2.1.11 Derivation

The ostinato theme is based on an augmented form of the Grimes motive
which is first heard in the previous scene in the churchyard where

Grimes strikes Ellen, and then pleads "God have mercy upon me”,

e,
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Bx. 5: Grimes's motive 5

" I Y - :
. A =,
T 1 1
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. + t
God have mer - ¢y u - pon  me!
6
Ex. 6: Ostinato theme
Andante moderato ({= 56 at the start)
{sempre un poco rubsto)
re T »3 e
pp  deliberato v ¥ v

The ostinato theme retains the simple quadruple metre of the
original motive. Apart from the ostinato theme occurring in a lower
register, the most conspicuous change from the original motive is the
insertion of & rest or rests between each of the notes of the ostinato
theme. These rests have the effect of delaying the appearance of each
successive note, and hence of slowing down the overall tempo of the
ostinato theme, The time lag between the appearance of each successive
note is twice that in the original motive. The six note Grimes motive
is extended into a seven note ostinato theme by an additional appearance
of the final note.

2.2 USE OF THE OSTINATO THEME

2.2.1 Pirst statement setting

The first statement is unaccompanied. This serves as an introductory
device in which the basic material is heard prior to any variatiocn
above it. The introductory statement forms thc beginning of a gradual
rise contour.

The viola theme accompaniment enters on the tenth beat of the

second statement of the ostinato,

5 Britten, Peter Grimea, p. 282.

6 Britten, Feter Grimes, p. 349,
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2.2.2 variations in length

The length of the ostinato theme remains constant throughout aparzt
from a lengthening of the final note in the final statement.

2.2.3 variations in tone colour

Britten has used a highly imaginative touch in the variation of the
tone colour of the ostinatc theme. Each variation of tne viola theme
above the ostinato is accompanied by a new tone colour in the ostinato
itself. Britten employs an additive technique of {nstrumentation so
that an overall crescendo is created while within this crescendo he
varies the instrumental comb’. 2tions so that vitality is created by
the tane colour.

The two most essential contributory elements to the theme's
vitality are, therefore, the highly imaginative orchestration of the
ostinato theme, and the rhythmic dev.ce of allowing the ostinato theme

to wecur one beat earlier in the measure on each repetition.
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Tone colour of ostinato
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2.2.4 Tempo changes

There are no major changes of tempo In this passacaglia. From state-
ment nineteen of the ostinato (score number 48) onwards, there is a
gradual quickening of tempo as the passacaglia presses towards its
highpoint in the thirty ninth statement of the ostinsto (score number 55).

2.2.5 Theme drop-out and theme fragmentation

At no point in this passacaglia is the ostinato theme abandoned.

Furthermore, the ostinato is never fragmenced in any way.

2.2.6 Degreas of audibilivy

The ostinato is audible throughout the passacaglia and is never itself

subjected to variation,

2.2.7 Octave register

Ex. 8: COctave register of ostinato

S

i
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Xxv XXX XXxv

The ostinato is found in the bass registers throughout.

2,3 INFLUENCE OF THE OSTINATO THEME

2.3.1 Effect on length; time-span

The very short ostinato theme, only two and three fourths measures,

is repeated thirty nine times.

—— o
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The overall length of the passacaglia is one hundred and nine

measures. The overall time-span is 5.22 minutes.

2.3.2 Sectiorczlization

This ostinato theme creates a minimal sectional effect due to the fact
that it is basically diatonic, moving from tonic to dominant and back
to tonic, with the raised subdominant used to give semitonal support
to the dominant from below.

3. THE ACCOMPANIMENT

3.1 TYPE OF ACCOMPANYING MATERIAL

The accompanying material consists of a theme given out initially by
the vicla solo, and followed by ten continuous varlations of no
consistent length. There is a direct relaticnship between the viola
theme and the ostinato in that the viola theme consists of several
juxtapositions and overlappings of a falling minor third and rising
semitone, that is, notes two to four of the ostinato.

Despite the intervallic similarity between the ostinatc and the
accompanying theme, they remain quite independent of each other. The
ostinato functions as a harmonic support, while at the same time it
infuses rhythmic viiality and creates a tonal stability.

The thirteen measure viola theme consists »f three phrases of
irreqular length. While this theme consists of three phrases the
variations on it are not structurally fixed. The variations are not
clearly subdivisible into phrases, and each variation on the viola
theme could be regarded as being one continuous phrase., Arbitrary
subdivisions nay be made, however, on the basis of instrumentation,
dynamics and sequential treatment. Nevertheless, the variations do

not exhikit any uniform phrase subdivision.

7 The measurement of the time-span has been based cn the following
recording: B. Britten, Peter Grimgg, with Jon Vickers, Heather Harper,
Jonatl.an Jummers, Elizabeth Bainbridge, Teresa Cahill, cond. Colin Davis,
Orchestra of the Royal Opera House Covent Garden, Philips 9500.523-525,
1979,

— s
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Ex. 9: Viola theme 8

pd espress.
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The viola theme undergoes variation through the use of different
rhythms, contrasting instrumental colours and changing textures. Each
variation on the viocla theme encompasses from two to five ostinarc
statements. 'These variations have the effect of taking the attention
away from the individual statements of the ostinato and create the
effact of a larger grouping. The fact that the ostinato rarely coin-
cides with the variations on the vicla theme, creates a long continuous
flow,

The viola theme is rhythmically more active than the ustinato,
Ties across beats an. harlines obliterate the metric accents and
produce a subtle, free-flowing rhythm of an improvizational character.
This feeling of rhythmic freedom is emphasized by the ostinato which
at no time indubitably confirms a 4/4 metre.

The range of each of the three phrases of the viola theme becomes
progressively wider: a perfect fifth, a major seventh, and two
octaves plus a perfect fifth,

The range encompassed in the first two viola phra.es is narrower
than the range of the ostinato. However, the two octaves plus a perfect

fifth of the third phrase far exceeds the octave range of the ostinato.

8 Britten, Peter Grimes, p. 349.
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All the variations on the viola theme aave a contrapuntal
texture with the exceptions of variations three and five, where the
Jr4ilnative use of harmonic variations affords a strong contrast to
the otherwise contrapuntal texture. Nevertheless, thematic signifi-
cance {8 “tiil present within the moving parts.

3.2 THE ACCOMPANIMENT VARIED

3.2.1 Octave register

Throughout this passacaglia the accompaniment occupies a register
higher than that of the ostinato. The ostinato remains in the bass
registers throughout the passacaglia.

3,2.2 Tone colour

In this passacaglia, Britten reli2s on changing tone colours rather
than on a continuum of colour for shaping the overall passacaglia. 7The
possiblilities of tone colour variation in the ostinato theme ars
restricted to unison or octave doublings and to low-range Listruments.
The accompaniment, however, can adopt a far wider range of colours and
textures, and its colours range from the scmbre sound of the solo
viola theme, to the chordal brass of variation five, to the brilliant
running passages for high woodwind and strings in variations seven to
ten.

Britten here r-lies heavily on the high woodwind and strings for
building tension towa:ds the climaxes. These tone colours are
effectively offset by the use of woodwind plus horns in the pyramid
chords of variation three of the ©la theme, as well as by the
chordal brass in variation live, both variations being the source of
tremendous harmonic tension.

The use of staccato articulation in variations one, four and six
of the viola theme alsc adds variety to the tone colour.

Within the changing tone colours. Britten uses an additive
crescendo, in which the tone colours tend to change with each variation

on the viola theme.

...
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Tone colour of accompaniment and ostinato
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3.2.3 Texture

The only abrupt textural change in this passacaglia occurs in variation
three of the viola theme, which causes a sudden drop in the density
achieved in variations one and two. Following variation three, however,
the testural chaiges are gradual, resulting in a gradually rising

contour.

3.3 ROLE OF THE ACCOMPANIMENT

3.3.1 Sectionalization

There is only one cccasion in this passacaglia where the entries of
the ostinato and the accumpanying theme coincide, namely, at the
beginning of the third variaticn on the viola theme one measure
before score number 4/. In addition, exch variation on the viola
theme spzns from two to five repetitions of the ostinate. This

further minimizes the sectional effect.

3.3.2 Accompaniment versus ostinato theue

The accompaniment completely dominates the passacaglia, while the

ostinato functions purely as a rhythmic and harmonic support.

3.3.” Grouping ’

The variations on the viola theme are grouped by the recurrence of
certain rhythms. Variations one and four have the rhythmic figure |
in common, while variaticn two is based on its diminution ¢
Variations three, four, five and six exhibit syncopation in the
presentation of che falling minor third to rising semitone motive.
Varjations nine and ten have running sixteenth note passages in common.
Thus, there is a rhythmic grouping between variations one, two
and four; three, four, five and six; nine and ten.
Of greater significance, however, .3 the use of the same
accompenying theme, although with variations, throughout. This creates
a fexling of progress by directing the attention to an ingredieat which

is longer than the ostinato repetitions.

- - P ™ T
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4. MOTION FACTORS

4.1 THE PARAMETERS

4.1.1 Density

The changes in density are made in stages which correspond with the
variations on the viola theme above the ostinato.
The density pro-ile is one of gradual rise with interruntion.

Ex. 11: De'sity profile
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4.1.2 Range

Ex. 12: Range (/// = ostinato; i1 = accompaniment)

:

Y ALY AN YAV AV

XXX XXXV

Th~ accompaniment reaches its highest octave register during the first

peak of the rising profile in variation two of the viola theme.
k It reaches its widest registral span, however, in the final

statement of the ostinato during the peak of the gradual rise profile.
It therefore reinforces both highpoints of the formal profile.

4.1.3 Dmamics

The crescendos correspond to a gradual rise profile. The crescendo is

A . not made in one long sweep, but in two peaks, the second more intense
i than the first, and several smaller crescendi, which give a cumuiative
effect of a long crescendo.

The only marked reduction in dynamics occurs suddenly at the
beginning of variation three on the viola theme immediately following

the first peak of the gradual rise contour.
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Ex. 13: Dynamic profile
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4.1.4 ghvthm

The rnythmic chenges are made in stages which coincide with the variations
on the viola thewe.
The drop in rhythmic activity at the beginning of variation three
on the viola theme corresponds with the drop in both density and
dynamics. Thereafter, apart from a slight drop in activity again in

variation five, the rhythmic profile follows an upward curve,
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4.2 INTERACTION OF PARAMETERS

The discussion above reveals an extremely close correlation of all the
parameters in this passacaglia, even to the extent that they combine
to form a temporary peak approximately one-third of the way through.
They then combine to form an even more intense peak at the culmination

of the passacaglia.

4.3 SENSE OF FINALITY

In the operatic version of this passacaglia, the climax leads directly
into the dramatic action of the following scene, tnus the need for
finality in the conclusion of the passacaglia is obviated. The
dramatic action follows on immediately without pause. In the orxchestral
version, howuver, Britten has added a short and subdued epilogue for
solo viola which recalls the opening viola solo.

5. FORMAL PLAN

The unaccompanied opening, followed by progressive growth in the
accompaniment, results in an expanding texture and a growing intensity
creating a rising profile. This rise is continued and brought to a

climax resulting in a gradual rise with interruption profile.

5.1 LARGER FORM

This passacaglia with its central location within the opera functions
as a focal poant, It gives the opportunity for the use of confirming
elements, the ostinato theme being derived from a previously-heard
motive, the only transformation being that of rhythm. This motive is
given an added dimension of confirmation by the fact that the accompani-
ment is also derived from Lt. It is furthermore, a key motive through-
out the opera.

The ostinato, centred as it is on F, affords a strong contrast
to the A-Eb swing of tonalities which pervades the opera,.
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CHAPTER 6

THE HOLY SONNETS OF JOHN DONNE, op. 35, 1945,
NO. 9, “DEATH, BE NOT PROUDI

1. BACKGROUND

Britten wrote The Holy Sonnats of John Donne, a song cycle for high
voice and piano, in one week in August 1945, six months after he had
completed Peter Grimes. He and Yehudi Menuhin had just returned from
giving a series of concerts to the survivors of German concentration
camps. Britten suffered a énlayed reaction to an inoculation and

this cycle was written within a matter of days, while he was running

a very high temperature. The theme is one of sickness, death and icss.

The cycle consists of nine songs:

- ©Oh my blacke Soule

-~ Batter my tHeart

- O might those Sighs and Tears

- Ch, to vex me

- what if this present

=~ Since she whom I loved

- At the round Sarth's imagined corners
- Thou hast made me

- Death, be not proud!

The passacag.ia wmovement is the final song of the cycle.

2. 'THE NATURE OF THE OSTINATO THEME

2.1  STRUCTURE

2.1.1 Sequence

This six nmeasure ostinato theme relies heavily ot sequence in its
central portion (m. 13~43)f‘
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Ex. 1: Ostinato theme (sequence brack@ted)l

Allegro molto moderato & sostenuts (Ja 63)
. I Y L

This sequence is exact in both pitch and rhythmic relationships.
The rhythmic sequence continues for one further statement (m. 44-52)
after the pitch sequence has been abandoned.

2.1.2 Characteristic intervals

This ostinato thewe, apart from the downward leap of a minor sixth
at the beginning of measure two, is constructed exclusively from
stepwise movement. As a rezult, whole tone and semitone intervals
predominate. The theme containa fifteen whole tone intervals, three

semitone intervals, and one interval of a minor sixth,

2.1.3 chordal influence

The ostinato theme moves around the notes of the B major triad.

2.1.4 Contour
The ostinato theme presents a contour of a decl.ne followed by a

gradual rise with interruption.

Ex. 2: Contour of ostinato (one horizontal squave ejquals one guarter
note; one vartical square egquals one pitch class)
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B. Brittea, The Holy Sonncte of John Donne, Op. 3% (London:
Boosey & Hawkes, 1946), p. 37,
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The semitone interval between the subiominant on whi.h the
osvinato theme ends, and the mediant on which it begins, generates
forward momentum, and allows for smooth repetition.

‘The total range span is fairly narrow, being a minor ninth,

2.1.5 Length

The overall length of the ostinato theme is five measures.

2.1.6 Tonal centre

The tonal centre of the ostinato theme is E. The entire theme is based

on the diatonic scale of B major.

2.1.7 Metre and tempo

The metre 1s simple quadruple (4/4). The tempo indication is
L “Allegro molto moderato e sostenuto ( } = B3).

2.1.8 PRhythm

The rhythmic pattern of the ostinato theme is uncomplicated, moving
mainly by quarter notes, dotted quarter notes and elighth notes.
Rhythmic sequence is used in the central portion of the theme

(m. 2°-5%).

Ex. 3: PFhythmic seguanc@ of ostinato theme (rhythmic sequence
bracketed)

Allegro molto modersto s sostenuto (Je 63)

2 L 1

B

|

1
3

CEad
1533

&
Hi
o+
)

44
2 4

-
e
1588
i
i
L
33
H
FPLP
Mk

This rhythmic sequence has been so designed that each repetition

begins on a different beat of the measure (beats three, two, one and

2 Britten, The Holy Sonnets of Jokn Donne, p. 37.
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four respectively). This helps to create “uoyancy and vitality
within the theme.

2.1.9 M.lodic tension

This theme i= relatively calm .oth rhythmically and melodically.
Melodically it does not move beyond the bounds of B major.
Britten uses the open-ended device of ending on the subdominant.

This creates forward momentum.

2.1.10 Derivation

This ostinato theme is not derived from material previously used in

the cycle.

2.2 USE OF THE OSTINATO THEME

2.2.1 First statement setting

The first scatement is accompanied although the accompaniment is sparse.
It consists of a repeated domirant note F4 sharp below which there is
an alternation of the mediant D4 sharp and the subdominant Ed.

2.2.2 variations in length

The only variation in the ostinato theme length occurs in the final

statement where tie final measure (m. 52—611 is missing.

2.2.3 variations in tcne colour

The frequent changes of cutave register of the ostinato theme are used
as a means of varying the tone colour, and give vitality and forward
mom 1itum to the ostinato.

After the first stanza (statements one "o four) i. which the
ostinaco theme is spread over four octave registers, there is a cut-back
to three octave registers in the second and third stancas. During
these two stanzss, however, the tone colour is kept alive by the
frequent shifts of octave register

The climactic fourth stanza sees the ostinate occupying its widest

rugistral span in this song, namely five cctav: registers.

#



7
EET

-

The frequent fluctuations in register of the ovstinato in the
cuntral portion of the song, namely stanzas two and three, help to
create vitality as well as a feeling of forward momentum.

Ex. 4: Tone colocur of ostinato

Octave register

[ *

5 * » * * - *

4 * - w* - * * » » *

o - * * * * * * * * *

2 * * * * * - *

1 * » * * * » L3
TTTUTTYTTT T T T
1 1 1 1 |

Stanzas 1 2 3 4

2.2.4 Tempo changes

The tempo is constant throughout the nassacaglia apart from a slight

broadening in the final our measures.

2.2.5 Theme drop-out and theme fragmentation

At no point does the ostinate themc dron out completely. In the final
statement, the ostinato i~ followed strictly up to measure 51. There~
after, the final [ew measures of the song are based on measures

23«-4‘; of the ostinato.

2.2.6 Degree of audibility

The straightforward presentation of the ostinato theme ensures its
audibility throughout.
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2.2.7 oOctave register

Ex. 5: Octave register of ostinato

I v X

Strazas i 1 i 2 1 3 14

The above illustratiun shows that the Jotinato is not ceafined to
the lower registers. It also occurs in the middle register in state-
ments one to four, und wanders into the upper registers in statements
five to eight as well as in the final “wo statements.

This is, theref-.e, a full-range ©stinato theme,

2.3 INFLUENCE OF THE OSTINATO THEME

2.3.1 Effect on length; time-span

There are twaelve statements of the five measure ostinate. The overall
lergth of the passacaglia is sixty three measures. The time-span is

3.01 sinutes.

2.3, iectionalization

The blwo ' quality of this ostinato thome, based as it is on the diatenic
sale ~f . major, ensures that it will create ouly a minimal sectlonal
effect. ihe open-ended ending on the subdominant allows for smooth

repeti i - of the ostinato.

3. THS_ACIOMPANIMENT

3.1 TYPE X ACCOMPANYING MATERIAL

The accompan..ent of the First and fourth stanrzas of the text is based

3 The measurement of the time-span has been basad «: he following
recording: Det:r Pears, Benjamin Britten, The Fur.y fecordings, EMI
RLS 748, 1980.

A

i
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directly on the ostinato theme.

In stanza two, the accompaniment breaks away from a slavish
adherence to the ostinato, but nevertheless continues to be pre-
occupied with moving arcund the triad of B major. It thus retains a
close affinity with the ostinato which also moves around the notes of
the B major triad.

In stanzs three, the accompaniment breaks away from its pre-
occupat: «n with the B majer triad which dominates stanzas oue, two and
four.

Thus, the accompanying material is based predominantly on the
materiai of the ostinato, and the passacaglia is, therefore, based on
a single theme.

The accompaniment of stanza cne is not rhythmically more active
than the ostinato. In stanza two, however, the accompaniment becomes
more active rhythmically, and there is a further increase in the
rhythmic activity of the accompaniment in the third stanza.

3.2 THE ACCOMPANIMENT VARIED

31.2.1 ctave register

Bpart from the final line of the third stanza, the accompariment remairns

for the most part above the osti.ato thruughout.

3 2.2 Tone colour

In the first stanza, the ostinate is accompanied by the voice with
harmonic support from the pianc.

In the second stanza, the tessitura of the voice is generally
higher than in thz previous stanza. Once again, there is harmonic
support from the piano.

There is a marked change of tone colour in the third stanza.
The voice, while remaining in much the same register as ln the second
stanza, i3 doubled by the piano.

In the fourth stanza, the voice once again has scant harmonic
support from the pianc.

Th.s passacaglia depends mainly on the changing tone colours of

the ostinatu to create tone colour variety and vitality.
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3.2.3 Texture

The textural changes coincide with each new stanza of the text. There
is a reduction in the overall textural fabric at the bsginning of the
second stanza. However, each of the following two stanzas sees an
increase in textural density. Thus, following an initial drop at the
beginning of stanza two, the texture follows a gracually rising countour

to the end of the song.

3.3 ROLE OF TiE ACCOMPANIMENT

3.2.1 Sectionalization

With the exception of the first stanza, the beginnings of each of the
four vocal stanzas coincide with the beginnings of repetitions of the
ostirato,

within the first, second and fourth stanzas, the accompaniment
uverlaps each repetition of the ostinato thus minimizing the sectional
effect. In the third stanza, however, the beginning of each repetition
»f the ostinato coincides with the beginning of a new line of tie text,
thus creating a more sectional effect than is the case in the other
three stanzas. This sectionalization adds to the agitated effect of

this particular stanza.

3.3.2 Accompaniment versus ostiuato theme

The ostinato functions as a rhythmi~ and harmonic support while the

accompaniment has the dominant role.

3.3.3 Grouping

Britten here uses the device of grouping together several statements

of the ostinato with the thematic accompaniment of each stanza. This
technique diverts attention away from the constant recuvrence of the
oscinato. In addition, in the first and last stanzas, the accompaniment
is, with very slight mocifications, based directly on the ostipato.

This use of the same accompanying theme in the first and last stancas
has a 'unifying effect and creates a sgense of return. The structure is
further unified by the fact tha* this accompanying theme is based

directly on the ostinato - eme,

x\ﬁ P N
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4. MOTION FACTORS

4.1 THE PARAMETERS

4.1.1 Density

The changes in density levels coincide with the stanzas of the text and
not with the repetitions of the ostinato. The changes in density
levels therefore occur in stages.

The overall density profile is that of a gradual rise with an
interruption in stanza two of the text, that is, during statements

five, six and seven of the ostinato.

Ex. 6: Density profile

Stanzas 1 77 3 4

4.1.2 Range

Ex. 7: Range (4 = ostinato; ?{ = accompaniment)

Stanzas 1 2 3 4

The range of the accompaniment does not show very wide fluctuations,
and is confined throughout to the same two ociaves. This, however, has

only to be expected ac the voice has a limited range.
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In this instance, variety of octave range is provided by
fluctuatlons in tie octave level of the ostinato itself, rather than
from any marked change of range in the accompaniment.

Within the framework of the outer two stanzas, the range Jf the
ostinato in stanzas two and three rises and falls to form an arch

contour.

4.1.3 Dynamics

As is the case with the density, changes in dynamic levels tend to
coincide with the stanzas of the text, rather than with the repetitions
of the ostinato. Thus, the dynamic changes take place in stages.

As each of the stanzas occupies several repetitions of the
ostinato, intervst is sustained by the use of dynamic waves within
each of the stanzas.

The overall dynamic profile is that of a rise with double

interrupticn.

Ex. 8: 7ynamic profile

Each successive peak of this rise reaches a higher point of
intensity, so that the point of highest intensity occurxs in the final
measures of the rong.

The first of the two interruptions of the rising profile is longer
than the second. This is understandable in that a long interruption
immediately before the peak of the rise would have the effect of
delaying the momentum rather than allowing a breathing space before a

final surge to the peak of the rise.

“nqi'l;g, il ’ it
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4.1.4 Fhythm

As is the case with both the density and dynamics, the changes of
rhythm occur in stages. In stanzas one, two and four, these changes
coincide with the stanzas of the text. In stanza three, however, the
changes coincide with the repetitions of the ostinato.

Ifhare is a progressive increase in rhythmic activity from the
first stanza to the middle of the third stanza.

In the firal stanza, however, the rhythmic activity slackens and
half notes and quarter notes predominate in the accompaniment.

The rhythmic profile is thus one of gradual rise to the mide £
the third stanza, lollowed by a dropping off at the end of the thira
stanza, and this lower levei of rhythmic activity is maintained during

the final section.

Ex. 9: FRhythmic profile

—

LT i

- T )
T T Ty T T T T % T T
L 1 1 1 j
Stancas 1 2 2 4

4.2 INTERACTION OF PARAMETERS

The nverall profile f the dynam.cs is that of a gradual rise with
doukle interruption. The density, on the other hand, presents a profile
of gradual rise with single .nterruption which csincides with the first
interruption »f the dynamic profile.

Buth the rhythm and range have arch contours.

The high density level during the second interrustion of the

dynamic curve maintains the impetus and momentum of the overall profile,




10t

The rhythm deviates from the general profile in that it slows
down at the culmination of the rise within a context of high density
and nigh intensity. However, it is the rhythm which carvies the
momentun forward during stanza two of the texi (statements five to
seven of the ostinato) when the parameters of both dynamics and density

are . a lowpoint.

4.3 SENSE OF FINALITY

A sense of finality in this passacaglia is achieved both by a return i

of previcusly ¢d accompaniment mater.al, and by a broadening of the

rhythm,
Az ming device is the several repetitions of the
dotted Qua. , eighth note, quarter note (L “) motive of the

ostinato which prolongs the thematic material as the passacaglia nears

its conclusion.

5. FORMAL PLAN

The overall formal profile is ti it of a gradual rise with doubie inter-
reption.

Ex. 10: J‘ormal profile

Stanvas i Fi 3 4

The first interruption sess all the pavameters, with the exception
of the rhythm, at a lowpoint. It also coincides with an upward change
of register of the ostinato., The second rise introduces contrasting
thematic material in the accompaniment, as well as more animated

g rhythms and a contrasting texture.

PUPEF R
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The second interruption coincides with a lowpoint in both the
rhythm and dynamics, while the texture is at its densest for tie
entire passacaglia. This second interruption is slightly shorter
than the first, This shorter length is necessitated by its position
50 near the end of the passacaglia. Aany lengthy interruption at this
point would destroy the ongoing mopentum rather than giving an added
impetus to the final upward surge.

5.1 LARGER FORM

This passacaglia occupics the position of the final song of the cycle.
The basic tonal relationships of the songs of the cycrle van bas
expressed as i{ollows {(the tonal centre of the passacaglis movemuat is

underlined) :
b o 3 f sharp q E flat 4] e flat B.

The excellent capacity of the passacaglia to establish or reaffirm
a tonal centre is here exploited to the full in the return tu the tonal

area of the openiny song wf the cycle.
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CHAPTER 7

THE RAPE OF LUCRFTIA, cp. 37, 1946

1. BACKGROUND

This two-act chamber opera by Britten was completed in 1946 and had its
werld premiere on 12 July 1946 at Glyndebourne. In America it was
premiered in Chicago on I June 1947. The libretto, written by Ronald
Duncan (1914 -—), was based on the play le viol de Luordoe (1931) by
André Obey (1892-1975).

The original source of The Rape of Lucretta reaches back via
Shakespeare (1564~1616) to Livy (59 B,C.-A.D. 17). The cne great modern
precedent for the musico-theatrical treatment of a classical subject
was Stravinsky's Oodipus Rex (1936) in which the libretto in Latin
by J. Cocteau and J. Daniélou was based on Sopnocles’'s tragedy.

Obey's play used the device of a chorus of two individuals to
comment on tha action from a contemporary point of view. In Ronald
buncan's hands, this device became even more flexible in that his Male
and Female Chorus, each represented by a single performer, not only
comment on tie action, but influesnce the drama and the minds of the
protagonists,

Throughout the opera the Male and Female Chorus sit at
either side of the stage. Though clothed in togas, they
are contemporary figures, presenting the drama to the
audience as a didactic fable; man's nature is violent;
until he 1 arns to control it, his fate will be tragic;
the only hote for such control is in following Christ.
They initiauve the story, comment upon it throughout,

and at its end st:le the moral.

‘The setting is Rome 510 B.C. Legend has it that the rape led to
the uprising in which the Romans expelled the Etruscans from tle city.
The small orchestral force which Britten chose for this, his

first chamber opera, was essentially the same as he had used in his

Sinfonictta, Op. 1. It consists of

1 - . . . . -
G. Martin, The Opera Companion to e itieth-Century Opera

{(New York: Dodd Mead, 1979), p. 486.

i,
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- five wind flute (doubling piccolo and bass flute)
oboe (doubling cor anglais)
clarinet (doubling bass clarinet)
bagsoon
horn

- solo string quartet plus double bass

- harp

- percussion

The culminating ensemble of the work is a passacaglia and it
represents the climactic movement of the opera following the death of

Lucretia.

2. THE NATURE OF THE OSTINATO THEME

2.1 STRUCTURE

2.1.1 Sequence

This ostinato theme does not make use of pitch sequence. Rhythmic

sequence do'ﬁs, however, occur in the second and third motives
)
RARN "SRR RN

Ex. !: Ostinato theme 2

Alla marcis grave {1'istesso tempo) (J« 56-86)
. 5.

T et N - y sam—

The funeral march rhythmic figure which occurs in the second and
third motives, first appeared in Britten's music in his second funeral
march, the "Funeral March" from the Frank Bridge Variations, Op. 10,
where it appears as a f lling fifth.

2 B. Britten, The Rape of Lucretia, Op. 37, study score, revised
edition {(Lendon: Boosey & Hawkes, 1949), p. 294,
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Ex. 2: Variations on a Theme of Frank Bridge, Op. 10,
“Puneral March®, mm. 11-2!

Andante rttatco (b 52.56)

>
r T

£ pesants

2.1.2 cCharacteristic intervals

The most conspicuous interval in this theme is that of the major third
which occuis in the second and third motives. The first motive consists

of diatonic scalic movement.

2.1.3 Chordal influence

The triad of £ major has a strong influence on this theme. All the
rhythmically emphatic points of the theme concentrate on either the
root or the third of the E major triad,

2.1.4 Contour

Although the final eighth note creates a slight decline in contour,
the overail effect is of a rise. This contour ~an therefore perhaps
best be descr.bed as a modified rise.

Ex. 3: Contour of ostinato {one horizontal square equals one eighth
note; one vertical square equals one pitch class)

a%seg

e
Su8*

The range-span is a perfect octave. The tonic ending allows for
smocth repetitions of the ostinato theome which begins a minor sixth

lower on the mediant.

3 B. Boitten, Variations on a “heme of Frank Bridge, op. 10,

pocket score (London: Bousey & Hawkes, 1938), p. 3%,

- P



2.1.5 Length

This is a short ostinato theme bein¢ exactly two measures long. It is
thus considerably shorter than the favoured Barogue length of four or
eight measures.

The ostinato is stated twenty seven times.

2.1.6 7Tonal centre

This ostinato theme is rlearly basad on the diatonic scale of E major.

2.1.7 Metre and tempo

The metre is simple guadruple (4/4). The tompo indication is "Alla
marcia grave (l'istesso tempo) ( J = 56-66)".

2.1.8 Rhythm

The rhythmic movement is uncomplicated and predominantly by eighth notes.

2.1.9 Melodic tension

This ostinato theme does not move beyond the confines of E major, and
therefore melodic tension is at a minimum. 'The tonic ending, further-
more, makes the theme a self-contained entity and does not create

forward propulsion.

2.1.10 Derivation

There are two dominating motives in this opera: that associated with
Tarquinius and that associated with Lucretia. The motive associated
with Tarquinius {the clement of destruction) ias scalic. By extension,
a scale passage, either ascending oy descending, is identified with

the male element.

Ex - Tarquinius's motive

&

The motive associated with Lucretia {(the destroyed) contains the
gane notes as that of Tarquinius, but this time arranged to form a '

pair of wincv thirds,
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Ex. 5: Lucretia's motive

e

J

The ostinate theme is based both rhythmically and melodically on
the hymn which is sung by the Male and Female Chorus as an introduction

to each act and at the conclusion of the opera.

Ex. €: Hymn for Male and Female Chorus

Y b
3 -1 [ Lt
— b
g s o " wa— ¥
. 1 P o cwn g T T 1
1 t T ‘
+

T
t
T
This hymn combines both the male element (scale passage) and the

female elewant {(m. » *S.rd).

g
Ex. 7: Ostinato thume

Alla marcia grave (l'istesso tempo) (4w 56-68)

Just as the hymn for Male and Female Chorus combines both male
and female elements, so does the ostinato theme, which is derived from

it, combine both male ani female elements.

2.2 USE OF THE OSTINATO THEME

2.2.1 First statement setting

The firgt statement, which is scored for strings, is unaccompanied.

4 Britten, The Repe of Lucretia, p. 11.

5 Britten, The Rape of Lueretia, p. 294.
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2.2.2 variations in length

There are twenty seven statements of the ostinato in which the original
length is consistently maintained. Even during the canonic middle
section the original length is rigidly maintained by the timpani,
although variations of the length do occur in the other parts.

2.2.3 variat.ons in tone colour

The sextet of singers uiisch takes fart in this passacaglia is bu (t up
progressively, beginning with onl; . e sing.r. The fab:ic grows more
complex as each of the other singers is added one by one.

Bri:.ten adopts the novel idea of changiny the instrumenta-ion of
the ostinato for the introduction of each new character. Thus,
Collatinus's entry is accompanied by the strings, Juniuc's encry by
cor anglais, bassoon and harp, Lucia and Bianca's entry by bassoon,
horn, cello and double bass, the Female Chorus's entry by harp, violins
and viola, and the Male Chorus's entry by the timpani. During the
entry of the Male Chorus, a canon is built up on the ostinato theme

by the other voices of the sextet, each doubled by specific instruments:

Lucia and Bianca +  vicla and flute

Junius + violin II and cor anglais
Collatinus + vielin I and clarinet

Female Chorus + cello, double bass and bassoon.

Finally, the full orchestre accompanies the entire sextet in an octave
passage.

As a result of this imaginative use of tone colour, Britten is
able to direc ntion towards a unit which is longer than that of
the ostinato t...e, and this helps to lessen the sectional impact of

the ostinato.
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Ex. 8: Tone colour of ostinato

Lucia & Female Male

Col. Junius Bianca Chorus Chorus  All

I v X XV XX XXV

L Il Jb 11 Il 1L ;|

strings Cox Bassoon Harp Timpani Flute
anglais Horn Vins plus Cor anglais
Basscon Cello Vicla voca’ Clarinet
Haxp D. Bass quintet Bassoon

witn Horn

doubling Harp
instiu- Timpani
ments Strings

2.2.4 Tempo changes

There are no tempo changes during the course of the passacaglia.

2.2.5 Theme drop-vut and theme fragmentation

For twenty seven statements, the ¢stinato appears in its oziginal form
with no alterations of any kind. Therveafter, however, in the concluding
stages of the passacaglia, the ostinato is fiagmented, and only the

second and third motives are heard.

2.2.6 Degree of audibility

The cstinato is audible at all times due to the fact that it appears
unchanged throughout except in the cuda. Even during the canonic

middle section, the ostinato appears unchanged on the timpani.

2.2.7 Octave register

e

Ex. 9: Octave register of ostinato

I v X xv XX XXv

ol
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From the above diagrammatic representatioa of the octave register
of the ostinato, it is evident that the only point at which the
ostinato invades the middle and upper registers is during the entry
of the Female Churus, that is, during statements fifteen, sixteen and
seventeen.

It is thus a full-range ostinato due to its exploitation of all
registers.

The transfer of the ostinato to a higher register occurs just
prior to a further surge of intensity to the climax in statements

twenty three to twenty seven.

2.3 INFLUENCE OF THE OSTINATO THEME

2.3.1 Effect on length; time-span

There are twenty seven statements of the two measure ostinato, and as
each of these statements conforms to the original length, there are
exactly fifty four measures in the main body of the passacaglia. These
fifty four measures are then followed by a coda of eight mecsures. The
overall length, therefore, is sixty two measures.

The overall time~span is 4.11 minutes. 6

2.3.2 Secticnalization

The diatenic nature of the ostinato theme results in a bland quality
which creates a minio *i sectional effec . The ending on the tonic,
however, results in a sclf-sufficient unit which heightens the

sectional effect as it does not gererate forward momentum.

3. THE ACCOMPANIMENT

3.1 TYPE OF ACCOMPANYING MATERIAL

The accompaniment is dominated by a single theme — rthat of the ostinato

itself. The appearances of this accompanying theme are interspersed

6 The measurement of the time-span has been based on the following
recording. B. Britten, The Rape of Lucretia, with Heather Harper, Janet
Baker, Poter Pears, Bryan Drake, Benjamin Luxon, John Shirley-Quirk,
Elizabeth Bainbridge, Jenny Hill, cond. Benjamin Britten, English
Chamber Orchestra, Decca SET 492-3, 1971,
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with figuration. The Male and Female Chorus, Collatinus, Junius, Lucia
and Bianca progressively build up an ensemble in which more singers
are heard together than at any other point in the opera. They unite

in their outcry against the passing nature of beauty and the finality
of death.

Bo brisf is beau-ty Ia this Lt all? It is sll!

3.2 THE ACCOMPANIMENT VZARIED

3.2.1 oxtave register

The ostinato does not confine itself to the lower regionsz. During the
initial entvies of Collatinus and Junius (statements one to nine), the
ostinato is in an octave register higher than that of the accompaniment.
At the entry of Lucla and Hbilanca (statements ten to fourteen) the
ostinato drops below the accompaniment.

At the entry of the Female Chorus (statement fifteen) the ostinato
again rises above the accompaniment, However, from the entry of the
Male Chorus (statement 1t), the ostinato remains below the accompaniment
until the climactic octave passage (statements twency three to twenty
seven) during which the octave doublings of the ostinato cause it to
be heard both below and above the accompanying vocal sextet.

Thus, both the accompaniment and the ostinato change register

freely.

3.2.2 Tone colour

Britten here uses the additive method of increasing intensity by weight.
The members of the vocal sextet have staggered entries, apart from Lucia
and Bianca who have a joint entry, and the voices are gradually piled

on top of one another until the climax is reached in the octave passage

beginning at statement twenty three.

«

7
Britten, The Aure of Luc-etia, p. 295.
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3.2.3 Texture

The textural changes are made gradually as the vocal sextet is
progressively built up, resulting in a pattern of gradual growth to
the peak of the arch contour in the octave passage beginning at

statement twenty th:ree.

3.3 ROLE OF THE ACCOMPANIMENT

3.3.1 Sectionalization

The build-up of the vocal sextet diverts attention from the constantly
recurring ostinato in that the introduction of each new voice spans
several statements. Furthermore, only the entry of Lucia and Bianca
coincides exactly with the beginning of a statement of the ostinato.

Although the canonic middle section of the passacaglia is based
on the melodic formula of the cstinato, nevertheless the canonic entries
do not couincide with the unswerving statements of the ostinato in its
original form, on the timpani. The aural impression of this section is
that of a large unit rather than of many recurrences of the melodic
formula of the ostinato.

Thus, despite the fact that the main accompanying material is
based on the ostinato, Britten has handled it in such a way that it
nevertheless diverts attention from the sectional character of the

ostinatc itself.

3.3.2 Accompaniment versus ostinato theme

7he accompaniment is dominated by a single theme which corresponds to
that of the ostinato itself. As a result, this passacaglia is dominated
by the ostinato theme which pervades the entire accompaniment, and not

by any contrasting accompanying material.

3.3.3 Grouping
A ritornello effect is created by

-~ the use of the ostinato theme in the accompaniment by each voice
of the sextet immediately prior to the entry of the following
voice;

- its use as the basis of the canonic middle section of the

passacaglia;
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-~ the return of this theme at the conclusion of the climactcic
octave pagsage.
This vitornello effect creates a highly unified structure. It

also creates a balance between focussing the attention on the ostinato

and diverting attention away from it.

4. MOTION FACTORS

4.1 THE PARAMETER

4.1.1 Density

The density changes take place in stages. Written here achieves a
pattern of progressive density which resuli: from his additive method
of introducing the members of the vocal sextet. The density reaches
its height during the octave passage (statements twenty three to twenty
seven) after which there is a gradual tapering-off during the coda.

The density, therefore, presents an arch profile which reaches its

peak in the latter half of the passacaglia.

Ex. 11: Density profile

I v X XV XX v Coda
4.1.2. Range
Ex. 12: Range ( AV = ostinato; .+ = accompaniment)

. .
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There is a gradual widening of the range -ver the first fourteen
statements of the ostinato. At the entry of the Female Chorus at
statement fifteen, the ostinato rises to a level higher than that of
the accompaniment. In statement eighteen, at the entry of the Male
Chorus, the ostinato drops slightly, but nevertheless remains entwined
with the accompaniment until the end of the passacaglia, with its
octave doublings rising above the accompaniment during part of the
climax (statements twenty five to twenty seven), and remaining above
for most of the coda.

There is actually a narrowing in the range of concentration during
the climax of the passacaglia. Variety in the upper limit of the range
is, in fact, provided more by the ostinato itself than by the accom-
paniment.

The range of the accompaniment does not show very wide fluctuations.
This, however, can be ascribed to the limited range of the voices.

In this passacaglia, therefore, variety in octave range is
provided by fluctuations in the octave level of the ostinato theme
itself, rather than by very wide contrasts in the range of the
accompan iment .

The wide contrasts of range in the accompaniment 'owards the end

of the passacaglia are part of the scheme of changing colour contrasts.

4.1.3 Dynanics

The dynamic changes take place in stages which correupond with the
progressive entries of the members of the vocal sextet, and reach a
peak in the octave passage in statemenis twenty three to twenty seven.
The coda which follows statement twenty seven, sees a gradual reduction
in the dynamic level.

‘The dynamics, therefore, present an arch profile.

Ex. 13: Dynamic profile
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4.1.4 Rhythm

The rhythmic changes take place in stages. The rhythm shows a gradually
rising profile which reacles a peak during the entry of the Female
Chorus (statements f:fteen to seventeen) after which there is a falling-
of f in activity until the beginning of the coda (end of statement

twenty seven). The slight increase in rhythmic activity during the
coda creates vitality while the parameters of density and dynamics

are on the decline.

Ex. 14: Rhythmic profile

9.
|z
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4.2 INTERACTION OF PARAMETERS

Rhythm is the element which devi. . .rom the general arch prufile
created by the density ard dynar .. It slows <down at the approach to,
and during the culmination of, the p»ak, and then rises slightly while
the density and dynamics are on a de-award curve.

*» range, following a temporsiy drop in statements eighteen to
twenty six, reach's a peak again in stat.ment twenty seven, while both
the density and dynamics arve still at their hi¢“est level. During the
coda, however, there are some interesting contrasts of range which,
combined with the slightly increased rhythmic activity, ureate vitality

on the downward curve of the arch.

4.3 SENSE OF FINALITY

Britten uses the device of allowing the ostinato theme to disintegrate
on the downward curve of the arch profile. After statement twenty seven,
only the second and third motives of the ostinato theme remain, and

there are no further clear divisions in the variations. These two

i . o s
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motives also dissolve towards the end of the downward curve, and thereby
Britten provides a highly convincing ending to a most powerful movement.
The disintegration cf the ostinato theme could be symbolic of the
szeming disintegration of life in the face of death.
The culminaticn of the movement dovetails into the epilogue of

the opera.

5. FORMAL PLAN

The overall formal plan of this passacaglia is that of an arch profile.

This arch takes an unusually long time (twenty two statements) to reach
its peak. ‘he peak is then sustained for some length ‘five -tatements)

before descending rapidly to complete the arch profile.

Ex. 15: Formal profile

This passacaglia is the culminating ensemble -f the opera and represents
the poverful climax of the work as a wholo.

Peter Evans sees Act Two of this ope : as pe2ing concerned with the
keys of C sharp (sin) and C (innocence). Act One both begins and
ends with the tonal centre of € minor, wo .r Fct Two establishes the

new tonal area of ¢ sharp minor:

Lucretia's slumbsr is in a wh.© . =2 C major that, as
elsewhere in Britten, can be - - o symbolize innocence.
That being accepted, the ope . . . the rape scene in a
restored C sharp minor seems ve chat key the
converse significance, as a o oof sin,

Seen out of context, the ostinato suc .:sts E major. Nevertheless,

8 P. Evans, e Mueio of Benfamin Sritten (London: Dent, 1979),
p. 138,

2 Evans, p. 138,

.
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the variations are dominated by harmonizatio~s centred on C sharp minor.
Despite the powerful efforts of the octave passage ("How is it possible")
to assert a tonality on C natural, the C sharp tonality still prevails.
It is only Auring the Epilogue at the entry of the Male Chorus "It is
not all" that C ma‘or is hinted au again, and this tonality of C major
is firmly established when the opening hyin of the chorus appears for
the last time (score number 107).

C wajor is not a restoration of Lucretia's innocence but

rather the achievement of a state of blessedness,

throwing a glow back on the whole cycle of experience. 10
8in and death, which is its outcome, are therefore symbolized by a
¢ sharp minor tonality, and however strong the pull to € major in the
octave paosage "How is it possible”, it is not achieved.

The C sharp minor tonality of the passacaglia therefore serves to
reinforce the polarity between the tonal centres of C sharp and C in
the second act of the opera.

The main tonal centres of the opera are as follows (the tonal

centre of the passacaglia is underlined):

Act I [
Act II: ¢ sharp - C

0 Evans, p. 141,
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CHADPTER B

ALBERT HERRING, OP. 39, 1947

1.  PACKGROUND

Albert Herring, in three acts, was Britten's first comic opera. It was
firsc perform:.i at Glvnaebourne on 20 June 1947, The American premiere
was given at Tanglewood, Massachusetts o. 8 August 1949,

Albert Herring ind The Rae of Lucretia share common features in
that the, are both chamber operas and are both derived from French
origina.s. fhe Fape of Luworetia is based on a play by André Cbey, and
Albert Herring is based on a short story by Guy de Maupassant (1850-1693),
le Fogler de Madame Husson., bDritten's librettist was Eric Crozier who
transferred the action from Normandy to Loxford, a small market village
in East Suffolk, England, and advanced the period setting by fifty years
to 1900,

Lady Billows, virtuous herself and the self-appointed
guardian of virtue in others, is anxioun to select a
May Queen in Loxford; but, in default of suitable female
candidates, she decides on a May King, and her choice
falls on Albert Herring who works in a greengrocer's
shop and has a reputation for unass.ilable innocence
and chastity. During the May Day celebraticons, he is
tét:d and plied with lemonade that has been surrepti-
tiously laced with rum. So fortified, he breaks out
and escapes that evening from the stifling atmosphere
of his home. vhen his absence is discovered the
followuig morning, search parties are sent out. At
first it is feared he may have been killed:; but just
as his death is beiny lamented, he arrives back,
dirty, dishevelled, and defiant after a bibulous
night out. !

When reprimanded by his mother on his return, he denounces her
puritanical upbringing, and, wits newly found self-assertion sends his
neighbours out of the shop.

There is no chorus in this opera and tle chasber orchestra

consists of

! E.W, White, Benjamin Britten: Hia Life and Operas (London:
Faber, 1970), p. 133,



119

- flute (doubling piccolo and alto flute)
- oboe

- clarinet (doubling baws clarinet)

- bassoon

- horn

- percussion

~ harp

- string quartet

- double bass

Thus, like The Hape of Lucretia, Albert Herring is scored for wind
and string quintets plus harp and percussion.

In both Peter Grimes and Albert Herring Briiizn portrays an
individual, living in a sma.l community, who comes into conflict with
society. Peter Grimes does not survive the experience. but Albert

Herring does, and faces a life releaszu “rom his mother's apron strings.

In Peter Grimes most of the local worthies are motivated
by delight in power, on however small a scale, and turn
naturally to persecution of any whose faces fail to fit.
Herring's Loxford is rather less sinister a place than
tha Borough, but even here the pressures and claustro-
phobia of convention can be strongly sensed. ... As in
Grimgs, moreover, that hierarchy is meoest effective and
menacirg when it acts with maximum unanimity — as it
does when Albert reappears after his night on the tiles
and everyone realizes that he is not dead after all.

The passacaglia Threnody in Act III represents the musical climax
of the opera. It is sung by Lady Billows, her five committee members,
Mrs Herring, Nancy and Sid.

His orange-blossom crown is brought in, battered and
bespattercd, and taking this as the embodiment of

Albert, the company assemble around it and sing a
tragic-comic lament,

2 A. whittall, The Music of Britten and Tippett: GStudies in
Themes and Techniques (lcndon: Cambridge Unjversity Press, 19825,
p. 119,

3 P. Howard, The Operae of Benjamin Britten (London: Barrie &
Rockcliff, 1969), p. 50.
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2, THE NATURE OF THE OSTINATO THEME

2.1 STRUCTURE

This ostinato consists of a melodic bass line above which is super-
imposed a constant succession of chords. Britten has, thus, here
combined both types of basso ostinato variztions, namely a constant
melodic bass line with a constant succession of chords. The Barogque
use of an ostinato based on a succession of harmonies did not
presuppose a constant bass line. Within the given harmonic framework
some deviation was possible sometimes to the extent that only the -
first and last chords of the successicn remained constant.

This combination of a consta.t bass line with a constant
succession of harmonies is, therefore, a highly innovative and unique
contribution to the passacaglia literature.

Peter Evans has described thes chord succession as follows:

... even in the simple harmonic framework on which the
passacaglia is to be buiit there are potent forces, ...
and the chordal circuit is carefully organized. The
wnexpected dissonance, first provoked by and thereafter
associated with the word ‘death’, is Britten's favoured
perfect plus augmented fourth though the bass B flat
explains it as a dominant thirteenth, i.e., implies a
move to the subdominant. Instead the move is to the
dominant (i.e., as though German sixth on a IV to I),
so that the position of rest too is unexpected. The
nert movement suggests an impending cadence on to the
more relaxed relative major, and the drooping sixths
also prepare for this, but the bass move to A natural
{(creating a false relation) thrusts back to B flat
minor.

4 Evans, pp. 160-161.
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Ex. 1: Ostinato bass line with superimposed succession of chords 5
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The chord construction associated with the word "death" here,
namely, a perfect fourth plus an sugmented fourth, is the same

construction as was used with the word "sto.m" in Peter Grimes.

2.1.1 Sequence

Pitch sequence is not used in this ostinato, Rhythmic sequence is,
however, prominent in the first three measures which are all rhythmic-

ally identical {(see Ex. 1, above),

2.1.2 cChordal influence

While the ostinato bass line does not outline any chordal stru:ture,
nevertheless, it supports a constant succession of chords (se¢

paragraph 2.1, pp. 120-121).

2.1.3 cContour

The ostinato baxs line presents an arch contour reachiny its peak just

5. Britten, Albert Herring, op. 39, study score (London: Boosey &
Hawkes, 1969), p. 455.
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prior to the midpoint of the theme. The total range span of the bass
line is very narrow being only a major sixth.

Ex. 2: Contour of ostinato bass line (one horizontal square equals
one eighth note; one vertical square equals one pitch class)

wnau
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The ostinato both begins and ends on a tonic root position chord.
This facilitates swmooth repetitions of the ostinato.

2.1.4 Length

The ostinato is exactly five measures long and is repeated seven times.

2.1.% Tonal centre

The ostinato is centred on B flat minor.

2.1.6 Metre and tempo

The ostinato begins in simple quadruple (4/8) metre. Interestingly,
however, there is a change to simple triple meter (3/8) for the final
measure of the ostinato.

A further unusual feature is the agogic stress at the end of the
£irst three measures.

The tempo indication is "Slow, F = 56".

2.1.7 Rhythm

The choral lines have a fairly active rhythm throughout this ostinato,
while in the instrumental support, changes of rhythm occur only at

the structurally important points (see Ex. 1, p. 121).

2.1.8 Derivation

The ostinato is not derived from any material used earlier in the opers.
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2.2 USE OF THE OSTINATO THEME

2.2.1 First statement setting

The first statement of the ostinato (bass line plus superimposed
succession of chords) is given out by the string and wind quintets

plus harp and voices.

2.2.2 variations in length

In the seven statements of the ostinatc .here are no variations in

length,

2.2.3 variations in tone colour

The tone celour of the ostinato remains unchanged throughout, namely,

string and wind quintets plus harp and voices.

2.2.4 Tempo changes

The same tempo is retained throughout all the presentations of ‘e

ostinato,

2.2.5 Theme drop-cut and theme fragmentation

The ostinato is heard consistently for seven statements. Thereafter,
it drops out and is not heard again for the remainder of the

passacaglia.

2.2.6 Degree of audibility

The ostinato is ¢learly audible throughout its seven statements.

2.2.7 Citave register

The ostinato has a constant octave register throughout.
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Ex. 3: Octave register of ostinato

2.3 INFLUENCE OF THE OSTINATC THEME

2.3.1 Effect on length; time-span

The length of this ostinato does not have a very strong bearing on
k the length of the passacaglia as a whole, due co the fact that it
drops out after seven statements.

The seven complete statements of the ostinato occupy thirty five
measures. However, the overall length of the passacaglia, is sixty
five measures. During the final thirty measures, the ostinate is
not heard.

The overall time-span of this passacaglia is 4.17 minutes. 6

2.3.2 Sectionalization

The ending of this ostinato on the tonic chord in root position aliows
for a smooth repetition of the initial chord of the ostiiato which is
also the tonic chord in root position. However, the fact that this

ostinato both begins and ends on the root position tenic chord creates

a self-contained entity which does not generate forward propulsion.

6 The measurement of the time-span has been based on the following
recording: B, Britten, Albert Herring, with Peter Pears, Sheila Rex,
Catherine Wilson, Joseph Ward, April Cantelo, Edyar Evans, Ower Brannijan,
Sylvia Fisher and others, cond. Benjamin Britten, English Chaunber
Orchestra, Decca SET 274-276, 1964.
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3. THE ACCOMPANIMENT

3.1 TYPE OF ACCOMPANYING MATERIAL

The accompaniment consists of the successive counterpoints of the
mbers of the vocal ensemble. None of these counterpoints ever

atiains thematic significance.
The majority of the seven counterpoints added above the ostinato

are dominated by stepwise movement. The exceptions are counterpoints

four, five and six, those sung by Lady Billows, the Superintendent and

Florence respectively. Falling contours predominate in all the

counterpoints as befits a lament. J
On the appearance of the eighth counterpoint (8id's solo) the

ostinato is abandoned, and does not reappear during the remainder of

the passacaglia. Both this eighth counterpoint and the ninth (solo

of Mrs Herring) which follows it, are accompanied by an F major seventh

chord built up in unison progressively in the voices and orchestra.
The ninth counterpoint (Mrs Herring) is followed by the

combination in the vocal ensemble of all nine counterpoints and

culminates with a climactic octave passage. Here there is a parallel

with the passacaglia in The Hape of Lueretia which also culminates in

an octave passage.

3.2 THE ACCOMPANIMENT VARIED

3.2.1 Octave register

The octave register of the ostinato remains static throughout. 1t is,
therefore, the role of the accompanying counterpoints to create
variety in octave register. Here, the natural range of the voices
provides the necessary variety.

(nly the seventh zounterpoint (solo of Mrs Wordsworth) remains
consistently above the ostinato. The first, third and fifth counter-
points (the baritone, tenor and bass solos of the Vicar, Mayor, and
Superintendent respectively) remain consistently below the upper
contour of the succession bf chords. On the other hand, the second,
fourth and sixth counterpoints (the mezzc -sopranc, soprano and
contralto solos of Nancy, Lady Billows and Florence respectively)
are heard both above and below the upper contour of the chord

guccession.
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Once the ostinato has been abandoned, the eighth counterpoint
(Sid's baritone solc) is heard below the upper contour of the
orchestral and vocal octave accompaniment, while the ninth counterpoint
(mezzo-scprano solo of Mrs Herring) is heard both above and below it.

3.2.2 Tone colour

Variety in tone colour is dependent on the timbre of the individual
voices as they sing the successive counterpoints against the ostinato
bass line and superimposed succession of chords. Britten relies on
the changing tone colours of the individual voices ra‘her than on a
continuum of colour. In this passacaglia the voices are introduced
succesatvely and then finally combined in an octave passage, whereas
in The Rupe of Lucretia pagsacaglia, they are introduced progressively
and then combined at the climax in an c.tave passage.

Ex. 4: Tone colour of accompeniment

Soprano J— O

Mezzo soprano P— JR—
Contralto RS,

Tenor B

daritone [ JU—

Bass o

71 T v v v owr o T
3.2.3 Texture

As is the case with the tone colour, textural changes in this

passacaglia 2re limited to the textural chang in the accompanying

vocal counterpoints. Each of the voices of the choral ensemble is
highlighted individually as they each successively sings their own
vocal counterpoint above the ostinato bass line and superimposed
succession of cho.ds.

A markedly contrasting texture appears at gcore number 57, at
which point, just prior to the climax, all nine of the vocal counter-
points are vombined to the accompaniment of a roll on the timpani.

A further strongly contrasting texture appears at the climax of the

movement at the vocal octave passage "Grief is silent" (score number 58).
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Ir this passace_lia, therufore, Britten has not used an additive
methoa of textural growtia, but rather has used strongly contrasting

vextures which result in a more ilrregular pattern of growth. 1

3.3 ROLE OF THE ACCOMPANIMENT

3.3.1 Sectionalization

The accompaniment, consisting of the counterpoints of the individual
singers, distracts from the sectional character of the ¢Cstinato by
virtue of the fact that these counterpoints 4o not all correspond to
the exact length of the ostinato. Of the seven counterpoints heard
above the ostinato, only twe, those of the Vicar and Lady Billows,
occupy exactly cne statemsnt of the ostinatc. The counterpoints of
Nancy, the Mayor, the Superintendent, Florence and Miss Wordsworth,
on the cther hand, overlap not only the statements of the ostinato,
but also the following counterpoint.

The accompanying counterpoints, therefore, minimize the sectional
character of the ostinato.

3.3.2 Accompaniment versus ostinato theme

The accompanying counterpoints dominate the passacaglia. The fact that
the ostinato is fixed at a static level of range, throws the greatest
responsibility for the shaping of the profile onto the counterpoints

of the accompaniment. Indeed, following the seventh statement of the
ostinato, the ostinato is abandoned, so that the accompaniment is given
free rein to shape the profile.

3.3.3 Grouping

The most important grouping device in the early part of the passacaglia
is the presence of the ostinato itself which is the thread around
which the counterpoints of the soloists are woven.

The octave accompaniment of the final two vocal counterpoints
(heard when the ostinato has already dropped out) links these two
counterpoints with the subsequent culminating vocal octave passage
"“Grief is silent".
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4. MOTION FACTORS

4.1 THF PARAMETERS

4.i.1 Density

In this passacaglia. the same level of density is retained for a
considerable length of time, that is, cthroughcut all nine accompanying
vocal counterpoints. In other words, the density remains constant for
forty four of th  total sixty two measures, which is eguivalent to
seventy one percent of the passacaglia.

Following these forty four measures, there is a drop in denstiy
during the combination of the vocal counterpoints zccompanied only
by the timpani.

In the culminating octave passage "Grief is silent”, ironically
all the orchestral resources, including the timpani, are mustered in
addition to the nine part vocal ensenble,

The density changes are therefore made in stages.

Ex. 5: Density profile

I 15 Irr v v VI A'294

4.1.2 Range

Ex. 6: Range ( /// = ostinato; = accompaniment)
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During the opening section of the passacaglia, that is, during the
seven statements of the 13tinato, consisting as it does of a bass line
plus a superimposed suc ifon of chords, the lower limit of the range
remains static and fixea .y the ostinato. At the same time, wide
contrasts of range are e “ibited in the accompaniment as the intensity
is kept alive by a process of continuous colour changes.

Once the ostinato has dropped out, following statement seven,
the range of the accompaniment spreads both upwards and downwards,
$o that by the end of the passacaglia it has reached its widest span.

4.1.3 Dlynamics

In the initial stages of the passacaglia, the dynamic changes coincide
with the repetitions of the ostinato., At the entry of Sid's solo,
which is the point at which the ostinato drops out, however, there is
a sudden drop in the dynamic level, which, until this point, has had
a rising contour.

However, the following solo, that of Mrs Herring, sees the dynamic
profile rise to the same level as before the interruption. Further
increases in the dynamic level occur in the ensuing combination of the
various vocal counterpoints as well as in the cctave rissage which
marks the peak of the gradually rising profile. The final stages of
the octave passage see a marked reduction in the dynamic level.

Despite this drop-off in the dynamic level in the final four
measures of this passacaglia, the overall dynamic impression is that
of a gradual rise. The dynamic protile can thus perhaps best be
described as a modified gradual rise,

Ex. 7: Dynamic profile

1

J.J

I

it B

.



130

4.1.4 Rhyihm

The rhythmic changes occur ‘n stages which correspond with the vocal
golos in the injitial stages of the passacaglia. The overall rhythmic
prufile is one of a gradual rise with slight interruption during the
solos of the Superintendent, Florence and Miss Wordsworth, that is,
during statements six and seven of the ostinato.

There is - .so a slight reductien in rhythmic activity in the
final three measures of the passacaglia. Thus, the rhythmic profile
can perhaps best be described as a modified gradual rise.

%, 8: Rhythmic profile

4.2 INTERACTION OF PARAMETERS

The range exhibits a gradually widening profile. The other parameters,
namely density, dynamics and rhythm all exhibit the profile of a
gradual rise with interryption. This intartupc.xon does not occur
simultaneously in all the parameters, but rather successively in a
single parameter at a time, so that the forward momentum does not cease
but is carried forward by the other parameters which are not at a

lowpoint.
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Rhythm is the first parameter to show an interruption in the rising
profile. This occurs during statements six and seven of the ostinato.

A drop in the dynamic level follows immediately during the solos
of Sid and Mrs Herring.

Immediately following this, curing the combination of the vocal
counterpoints, there is a drop in the density level.

Thus, Britten has infused interest into the gradual rise profile

by staggering the rise in the various parameters.

4.3 SENSE OF FIMALITY

A sense of finality in this passacaglia is conveyed by a very short
decline in dynamics, rhythm and density in the final four ieasures of the
gradual rise profile. This achieves a feeling of completion and repose,
so that despite the fact that the passacaglia is followed immediately

by a continuation of the drematin action, it is complete in itself and
dnes not depend on the material which follows to provide it with a sense
of c~mpletion.

5. FORMAL PLAN

The overall formal plan of this passacaglia is that of a gradual rise.
It is perhaps best described as a modified gradual rise in view of the

slight decline which occurs in the final few measures.

5.1 LARGER FOIM

This passacaglia movement form. the climax of a wultimovement work and
appears towards the close of the work as a whole.
The tonal scheme of the opera is as follows (the tonal centre of

the passacaglia movement is underlined):

Act 1 Cc - G
Act II F - b flat
Act III F - b flat - 6

Beginning in B flat minor, the passacaglia serves to spotlight the
torality in which the second act ended. However, by the end of the
passacaglia F major, in which both the second and third acts begin, has
been conclusively established. .his passacaglia affords the opportunity
of re-establishing the tonal centres of the second act and the beginning

of the third act before the opera moves to its conclusion in G major.
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CHAPTER 9

BILLY BUDD, op. 50, 1951, revised 19€0

1. BACKGROUND

In 1951, Britten returned to full~scale opera (his first since

Peter Grimes, Op. 33, 1945) with a work which was commissioned ior the
1951 Festival of Britain. In its original four-act form, Billy Budd
was first perfourmed at Covent Garden, London, on 1 December 1951. fThe
American premiere was given on NBC television on 19 October 1952,
while on stage the opera was given its first American performance on

5 December 1952.
Subsequently, in 1960, Britten revised the opera, and the

original four acts were drawn together into two acts (Acts I and 1II
were joined as well as Acts III and IV). The original finale to Act I
wis a Captain's muster, in which Vere appeared and harangued his crew.
In the revised versjion, the muster is deleted and, instead, the
whistles sound for a ~hange of watch, and Vere's popularity is merely
discussed in his absence by his men.

The first performance of the revised score was given on BBC radio
on 13 November 1961, while on stage the first performance was given at

Covent Garden, London, on 9 January 1964.

The )ibretto was written by E.M. Forster and Eric Crozier (the
latier of whom had been Britten's librettist for both Albert Herring,
Op. 39, and Let’'e Make an Opera, Op. 45, as well as the original
producer of both Peter Grimes, Op. 33 and The Rape of Lueretia, Op. 37).

The libretto wa. based on the last novel Billy Budd, Foretopman
(1891} of Hermann Melville (1819-1891).

Britten and his collaborators were faced with an extremely

am—
———

difficult task in setting a novel to music. Britten was fortunate in

that his imaginative collaborators presented him with what is possibly |
the rfinest and most artistic opera libretto adapted from # literary j
masterpiece since Arrigo Boito's version of Shakespeare's Otello for

Verdi (1887). It was, furthermore, a libretto which gave Britten

ample scope for his exceptional talents. $




133

In the harsh existence of a British man-of-war in 1797, the
conflict between the personality of Biily Budd, whose frank disposition,
good looks and ability as a sailor make him popular with both crew and
officers, and that of the master-at-arms (Claggart) leads to an attempt
by the latter to accuse Billy of treason. When called to answer the
charge in front of the ship's captain, Billy, who is afflicted with
a stammer, cannot find words and, in his frustration, strikes out at
the master-at ~wm: and kills him. Billy is condemned to death. Long
after the s»~tence has been carried out, however, the realization that
Billy was innocent of any moral crime continues to haunt Captain Vere,
who is fully conscious that his duty has imposed upon him the necessity
of aiding evil in its increasing efforts to eliminate goodness from
the earth.

B{lly Budd is, therefore, a drama of the struggle between Good
and Evil, and the subsequent drama they prnduce in the mind of the man
who has been allowed to understand something of the nature of both.

It is also a drama of life aboard a ship during the Napoleonic wars,
and the ship's company is as important in the opera as the principal
characters. Nothing could be more vivid than the way in which the
mixed harshness and cheerfulness (f their life are depicted in the
music.

The passacaglia occurs in Act I, scene iil, immediately after the
Novice, on Claggart's instructions, has tried to compromise Billy.
Dars*er, an old seaman, hears Billy stammering and, seeing the novice
creeping away, goes to investigate. On lhearing what has happened,
Dansker immediately realizes the awful implications and sings heavily
both immediately before as well as during the nassacaglia "Jemmy-Legs
is down on you", while Billy, unaware of his impending doom, babbles
on of his happiness on the ship.

The passacaglia, therefore, signals Billy's impending death.

2. THE HATURE OF THE OSTINATO THEME

2.1 STRUCTURE

This ostinato theme consists of two falling perfect fourths ar? a

rising whole tone.

i N -
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Ex., l: Ostinato theme i

e
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2.1.1 3Sequence

Neither melodic nor rhythmic sequence occurs in this theme.

2.1.2 Characteristic iutervals

This two measure ostinato theme shows a high concentration of perfect
fourth intervals, and this concentration on one particular type of

interval results in a tightly-knit structure,

2.1.3 Chordal influence

The ostinato theme ocutlines the major triad on E flat.

2.1.4 Contour

Ex. 2- Contour of cstinato theme (one horizontal square eguals one
eighth note; one vertijcal square eguals one pitch class)

The melodic contour is basically descending, the single eighth note
F2 being an appoggiatura to the following note.

The mediant ending allows for a smooth return to the tonic opening
on each repetition. The total range-span of the ovstinato is narrow,

being only a minor saventh,

2.1.5 Length

This ostinato theme i3 exactly two measures long, and, as such, is an

extremely short ostinato theme. It is considerably shorter than the

Ly, Britten, Filly Pudd, Op. 50, full score (London: Boosey & '

Hawkes, 1961), p. 191,
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average four or eight measures of the Barogue passacaglia themes.

There are thirty two statements of the ostinato.

2.1.6 Tonal ceatre

E flat is the tonal centre of the ostinato theme as it is presented

at the outset of the passacaglia.

2.1.7 Metre and tempo

The ostinato is initially presented in compound duple (6/8) metre.
This metre is retained for all the presentations of the ostinato,
with the exception of statement twenty eight, which is presented
partly in compound triple kQ/B) metre.

The tenmpo indication is "con anima" and the metronomic indication
of 1~ = 60 given at score ‘umber 63, a few measures before the start

of the passacaglia, is siili valid.

2.1.8 Rhythm

The chythmic activity of this ostinato theme is fairly subdued. An
interesting feature, howaver, it the syncopation at the beginning of
each measure of this two measure ostinato. This creates considerable

tension and restlessness.

2.1.9 Melodic tension

The ostinato is entirely diat»nic. The use of a mediant ending leaves

the theme open-ended, and creates a forward momentum.

2.1.10 Dperivation

The intervallic structure of the ostinato is based on Claggart's motive
which is heard for the first time in Claggart's reply to the first
lieutenant immediately preceding Claggart's firast arioso in Act 1,

scene i, score number 35.
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Ex. 3: Clagyart's motive, I, i, score number 35 2

p dolce -
Pt !::.El.m:g
o .. - 1 ' L ——

! heard, your ho- nour!

The initizl presentation of Claggart's motive is in compound
duple metre {6/4), and in the ostinato theme of the passacaglia it
is alsc presented in compound duple metre (6/8) but with a change of
the underlying note value from a dotted half note t7 a dotted quarter
note.

The changed metrical guise of the ostinato theme completely

transforms the character of the original motive.

3

Ex. 4: a) Initial preseication of Claggart's motive

b} Ostinato theme 4

a)

p dolce

o o e S o e »
D 2 B - 3 O
¥ ¥ 33 3

I dlutxncéky

The use of Claggart's motive as the ostinato of this passacaglia
is a forewarning to Billy that Claggart will be the instrument of his
destruction. Billy, however, remains oblivious to any sinister

undertones.

Z Britten, 8¢71%y Fudd, p. 67.
sritten, Billy udd, p. é7.

4 Britten, hHilly fudd, p. 191.

Lk . = .
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2.2 USE OF THE OSTINATO THEME

2.2.1 First statement setting

7he initial presentation of the ostinato theme on the bass clarinet,
harp, timpani and double basses is accompanied by the baritone voice
of Billy doubled on the clarinets, violas and cellos with figuration
on the flutes.

2,2.2 variations in length

From statement twenty one on until the end of the passacaglia there is
a deviation from the original length (two measures of 6/8 metre) of
the ostinato theme. Of these twelve statements which deviate from
the original length, only one statement (thirty two) is longer than
the original ostinato theme length, Statement thirty two is eight and
a half measures long. This lengthening of the final statement is a
broadening process in the concluding stages of the passacaglia.

In statement twenty two, the ostinato theme fills only one
measure, but sequential treatment of the final two notes extends it

to two and a half measures.

2.2.3 variations in tone colour

The constantly changing tone colours in the presentation of the
ostinato create vitality and aveid the monotony that could set in with
the constant repetition of such a short ostinato theme.

There is a gradual build-up of tone colour reaching an initial
peak in statements twelve, thirteen and fourteen. This first peak is
followed by a cut-back and another build-up to statements twenty and
twenty two, after which there is a slight drop~off in tone colour with
alternation between two tone colours until the end of the passacaglia
proper.

The ensuing coda sees a sudden marked increase in tone colour.

On the upward curve of the arch profile, Britten has used the
device of additive crescendo to maintain interest in the tone colour

of the ostinato.
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2.2.4 Tempo changes

A relatively constant tempo is maintained throughout this passacaglia.

2.2.5 variations in rhythm

From statemcnt twenty one on, the ostinato does not apoear in its
original rhythmic form. Of these final twelve statements, four
statements (twenty one, twenty three, twenty five and twenty seven)
share a common rhythmic structure, while another two statements
(twenty four and twenty six) also have a common rhythmic structure.
A different rhythmic structure is used for every one of the other
six presentations.

This changing rhythmic structure is a ‘urther means of infusing

interest and vitality into the repetitions of the ostinato.

2.2.6 variations in fundamental pitch

while the first five presentations of the ostinato all begin on E flat,
this pitch class is not used again as the fundamental pitch at any
stage during the remainder of the passacaglia. The other eight

fundamental pitches used are:

Statements vl - XII B C
Statement X1ix : ¢ sharp
atements X1V - XIX B F
Statement XX H 2]
Statement XX1 : P
Statement XXIT : A
Statenents XXII1, XXV, XXVII, XXX s G
Statements XXIV, XXVI, XXVILIL, XXIX H B
Statements XXXI - XXXII t B

Thus, the fir. * twelve statements of the ostinato are dominated
by the tonal centres of E flat and C. The nine statements (fourteen
to twenty two) outline the minor triad on 0. The remaining statements
{twenty three to thirty two) outline the minor triad on E. The coda
of the passacaglia ends in G major, and as the fundamental pitches of
the ostinato repetitions outline the triads C Eb (G}, DF A, EGB,

the tonal structure of th» ostinato may be regarded as iv-v-vi-1.
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This organization of tonal centres is a means of creating cohesion

in the passacaglia as a whole.

2.2.7 Other variations of the ostinato theme

In addstion to the freedom of rhythm and fundamental pitch (see
paragraphs 2.2.5 and 2.2.6 above) the ostinato theme is also subjected
to inversion and elision.

Inversic. occurs in statements twelve and thirteen at the words
"Beauty you'd better go back, you'd better go back". The suggestion
of turning back is symbolized by the inversion of the theme.

Elision between successive statements of the ostinato occurs at
the peak of che formal arch profile petween statements twenty three
and twenty four, twenty five and twenty six, twenty seven and twenty
eight. This speeding up of successive appearances of the ostinato is
a means of adding intensity and excitement at the peak of the arch
profile.

Sequential treatment of the final two notes of the ostinato occurs

in statement twenty two.

2.2.8 Theme drop-out and theme fragmentation

The only ozcasions on which the ostinato theme drops out are during
Billy's short recitative "Billy Budd late of the Rights o' Mun, and
soon to be Captain of the mizzen!", and during the coda which
constitutes the final six measures of the passacaglia. Billy's
recitative occurs between statements ninesteen and twenty of the
ostinato, that ig, shortly after the midpoint of the passacaglia,
when the upward curve of the arch profile is well under way.

The return of the ostinato following this short break gives added
impetus to the upward curve which reaches a peak in statements twenty
three to twenty eight,

The extension of statewment twenty two by sequential repetition
of tha final two notes of the ostinato theme, 1s not so much a

fragmentation of the ostinato theme, as an extegsion of it,

2.2.9 Degree of audibility

Despite the changes to the theme discussed above, the ostinato never
brcomes unrecognizable due to the fact that the changes are never very

severe, and also to the fact that these changes do not result in the

-y

i
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oc.inato theme becoming thematically remote. With the exceptions of
statements twelve and thirteen in which the ostinato Is preseaced ir
inversion, all the other statements present it in its original thematic
form,

The preservation of the original rhythm when the ostinato is

presented in an inverted form, allows it to remain recognizable.

2.2.10 Octave register

Ex. 6: Octave register of ostinato

c?

cb
<

ch
3
c2

cl

1 v X XV XX XXV XXX

The ostinato is confined to the bass registers throughout,

2.3 INFLUENCE OF THE OSTINATO THEME

2.1.1 Effect on length; time-span

There are thirty two statements of the ostinato theme. The original
rhythmic setting which holds good for the first twenty two statements
{with elision between statements twenty one and twenty two) is a two
measure setting in 6/8 metre. Despite the rhythmic changes from
statement twenty three to the end, only statement thirty two (the
final presentation of the ostinato) exceeds the original two measure
length,

The overall length of this passacaglia is seventy six measures,

The overall time-span is 2.47 minutes.

5 The measurement of the time-span has been based on the following
recording: B. Britten, B[]y Auwild, with Peter Pears, Michael Langdon,
pPeter Glossop, John Shirley-Quirk, Bryan Drake, and others, cond.
Benjamin Britten, London Symphony Orchestra, Decca SET 379-381, 1968,
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2.3.2 Sectionalization

In its original form, this ostinato theme is diatonic in the key of

© flat major. It is, furthermore, diatonic in all the subsequent keys
in which it is presented. Consequently, it has a bland quality and
create. a minimum of sectional effect. The mediant ending of the
ostinato also lessens the secticnal effect of constant repetitions

because it creates forward momentum.

3. THE ACCOMPANIMENT

3.1 TYPE OF ACCOMPANYING MATERIAL

This passacaglia is grouped into blocks of uniforu key and accompanimeut

texture, as follows:

1 : E flat Statements I - v
1 : C (predominantly) Statements vi -  x1v
TII : £ (predominantly) Statements woo- XIX
v ;4 Statements XX -~ XXII
v G Statements XXIII - end.

The most significant accompaniment theme corresponds to the
ostinato itself, and recurs sporadically during the course of the
passacaglia, always sung by Dansker's base voice, and this serves
as a unifying factor. This motive becomes more and more of a
unirying factor a- the passacaglia progresses, due to the fact that
it appears more freyuently and for longer periods of time.

The most significant accomranying theme, is therefore, that of
a single motive or theme which °© responds to the ostinato itself.

E¥. 7: Recurrence of ostinato theme in accompaniment

For the rest, the accompsniment consists of Billy's baritone

ariusa supported predominantly by the woodwinéd. The accompaniment




143

falls into sections which correspond with the tonal sections of the
passacaqglia.

The first section (statements one to five) is characterized by
the doubling of Billy's vocal 1 ne on clarinets, violas and cellor
with figuration on the flutes.

The second section (statements six to fourteen) is dorinated by
sixteen 'h note arpeggio passages and syncopacved figuration on the
woodwind supporting Billy's vocal line.

Tn the third section (statements fifteen to nineteen), Billy's
vocal lin. is doubled and slightly figured by the woodwind and violas
with occasional interijections by the trumpets.

In the following section (statements tweniy to twenty two) the

dotted sixteenth note and thirty-seccnd note figuration of the previous

section is continued, but no longer doubles Billy's aricsa. 1he
trumpet interjections become more frequent.

Section five (statements twenty three to twenty eight} sees the
alternation of a homorhythmic passage on woodwind, brass and timpani
with Billy's ariosa doubled by the violins.

Statements twoenty nine to thirty two (section six) sees the use
of sustained chords on the woodwind and brass with Billy's vocal line
doubled on the violins.

The coda consists of running sixteenth note passages reminiscent
of Billy's vocal line from statement twenty nine to thirty tuvo, and
culminates in three measures of fortissimo dotted quarter notes.

The emphasis on the interval of a perfect fourth in Billv's arioso,
either as a direct leap, or by strategic placement of its notes within
stepwise movement links this arioso with Dansker's motive which forns
the wair accompanying theme and which is based directly on the
ostinato ther. itself.

Thus, this passacaglia has a very tightlv-knit structure.

3.2 THE ACCOMPANTMENT VARIED

3.2.1 Octave register

The ostinato theme remains below the level of the accompaniment through-
out the passacaglia. As the ostinato is not static but is transposed
to eight different fundamental pitches during the course of the
passacaglia, the accompaniment follows the ostinato's rises so that

it remains constantly above the ostinato.
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3.2.2 Tone colour

The tone colour of the accompaniment shows the use of additive
crescendo with interruptions. The height of this crescendo occurs in
the final three statements of the ostinato theme. Smaller peaks in
the tone colour occur in statements seven and twelve.

Follecwing the rirst five statements of the ostinato which all
have identical tone colour in the accompaniment, Britten does not
repeat an accompanying tone colour for more than two statesments
successively. This use of constantly changing tone colours adds

interest and vitality to the accompaniment.

Ex. 8: Tone colour of accompaniment
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3.2.3 Texture

Gradual changes of texture predominate in this passacaglia, but there
are, nevertheless, several abrupt changes, for example, at Billy's
unaccompanied arioso at the end of statement nineteen of the ostinato
theme. From statements twenty three to statement twenty eight,

during the peak of the formal arch profile, two strongly contrasting
textures alternate and this necessitates an abrupt change from one
texture to ‘he other 3t the beginning of each statement of the ostinato
theme. These aprupt changes of texture at the peak of the arch profile
are a means of infusing additional tensicn and vitality at the most

dramatic point of the passacaglia.

3.3 ROLE OF THE ACCOMPANIMENT

%.3.1 Sectionalization

For the most part, the sectional effect ::: * . constant reiterations
of the ostinato is counteracted by the accompaniment which overlaps
the repetitions. At times, Dansker’'s theme coincides with that of the
ostinato, but on such occasions Billy's arioso and the orchestral
accompaniment overlap thegse divi .ons and thus minimize the sectional
effect.

The only point at which a strong sectional effect is in evidence
is at the peak of the arch contour (statements twenty three to twenty
eight). Here, the alternation of the ostinato theme with a homo-
rhythmic accompaniment, with 8illy's arioso doubled on the violins,

creates a strongly sectional effect.

3.3.2 Accompaniment versus ostinato theme

There is a delicate balance between the ostinato theme and the
accompaniment throughout this passacaglia. Neither one dominates the
other. 1In the initial stages of the passacaglia, the accompaniment s
in the foreground, but as the passacaglia progresses the ostinoto
theme becomes more and more prominent until, at 'the peak of the arch
contoor, the ostinato the&é is the dominant element. The increasing
importance given to the ostinato theme creates the rise of the aich
profile. There .s thus a varinble relatlonship between the ostinato

theme and the accompaniment.
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3.3.3 Grouping

Grouping in this passacaglia is effected by the various accompanying

textures and rhythms as followr:

Statements one to five

Statements six to fourteen

Statements fifteen to twenty two
Statements twenty three to twenty eight

Statements twenty nine to thirty two.

Thus, the smaller unit of the ostinatc theme is transcended by
the larger units of accompanying material each of which spans several
statements of the ostinato, and which, at the same time, generate

forward momentum,

4. MOTION FACTORS
4.1 THE PARAMETERS

4.1.1 Density

The changesn in density in thig passacaglia are generally made in stages
hick correspond with tne different accompanying textures. The first
three stages (statements one to five, six to eleven and twelve to
fourteen) each see a progressive increase in density. There is a drop
off at the beginning of section four (statement fifteen) but statement
eighteen sees a further increase followed by an interruption during
Billy's short recitative at the end of statement nineteen. This
interruption is immediately followed by a resumption of the upward
density curve at the beginning of section five (statement twenty).

The peak of the density profile is reached in statement twenty
three. This peak is maintained through statements twenty five, twenty
seven and twenty eight, and is thrown into rellef by the very low
density of the intervening statuments (twenty four and twenty six).

Thereafter, there is a marked decline in density {statements
twenty nine to thirty two).

The coda, however, sees a sudden dramatic increase in density so

that the density profile ends on a highpoint,
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Ex. 9: Density profile

I v X xv XX XXV

4.1.2 Range

Ex. 10: Range ( /// = ggtinato; .. = accompaniment)

The ostinato is the lowest sounding part throughout. The

accompaniment, however, has considerably more freedom to exploit the
upper registers in particular. In the initial stages of the passacaglia
the accompaniment sees only slight shifts of register. However, at
statement fifteen, there is a marked narrowing of the range of the
accompanimenr..

This narrowing of the range helps to avoid monotony on the long
upward curve of the arch profile, and is followed by a fairly rapid
widening of the range as the peak of the arch is approached. This peak
is followed by a gradual reduction in the range span of the accompani-
ment on the downward curve of the arch profile. However, the coda
which follows sees a sudden dramatic increase in range to its widest
in this passacaglia.

Thus, in general, the changes in range-span are made gradually
with the exception of the sudden narrowing in statement fifteen, and

the equally sudden widening in the coda.

»*
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4.1.3 Dynamics

The dynamic changes are made in stages on the upward curve of the arch
reaching a peak in statement twenty three, and this peak is maintained
for six statements after which there is a gradual decline in the
dynamic level, reaching its lowest point in the final statement of

the ostinato. Following this, however, there is a sudden rapid rise
in the dynamic level in the coda, so that dynamically the passacaglia
ends on a highpoint.

within these stages, however, Britten makes use of occasional
waves which add interesu and variety to the dynamic profile.

On the upward curve of the dynamic arch profile, the progressive
growth is interrupted at statement fifteen. However, this interruption
is short-lived and creates a breathing space before the final thrust
to the peak of the arch contour.

Ex, {i: Dynamic profile

4.1.4 Rhythm

The rhythmic parameter of this passacaglia shows an increase by stages
until statement twenty three. At this point, which represents the peak
of the arch profile, there is a marked drop in rhythmic activity, and
thig lower rate of rhythmic activity is carried through to statements
twenty five, twenty seven and twenty eight.

Thus, there is a drop in rhythmic activitv at the peak of the
arch profile, a point at which the parametecs of density and dynamics
ares at a highpoint.

On the downward curve of the arch profile the accompaniment once
again resumes a more active rrythm and this infuses vitality while
the other parameters are declining.

The rhythm of the ostinato, however, shows a marked decline during

this downward curve and thus, despite the rhythmically active accompany-
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ing material, a feeling of broadening is, revertheless, lmparted.
Thus, by the end of the final statement of the ostinato a feeling of
repose and conclusiveness has been established.

The six measure coda which follows .3 perhaps not so much a
concluding gesture for the passacaglia as for Act I as a whole. It
sees a sudden marked increase in all the parameters including
rhythm. In the final three measures, however, the rhythmic activity
holds back and thus creates a broadening effect with which to conclude

the movement.

Ex. 12: Rhythmic profile

4.2 INTURACTION OF PARAMETERS

The parameters of both density and dynamics follow an overall arch
profile reaching a peak in statements twenty three to twenty eight.

The range, having seen a marked narrowing at statement fifteen,
gradually widens again and at statement twenty two reaches its maximum
again in anticipation of the peak of the arch. Thereafter, it sees
a gradual narrowing until the end of the passacaglia. The coda sees
a dramatic widening of the range.

The rhythmic activity follows a gradual rise profile until the
peak of the arch where there is a sudden pulling back while the other
parameters are at a highgoint.

The coda which follows the passacaglia sees all the parameters at
a high level, This coda, however, is not so much a conclusgion to the
passacaglia, which has a complete arch profile within itself, as it

is a conclusion to Act I of this opera,
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4.3 SENSE OF FINALITY

This passacaglia follows an arch profile and ends with all the
parameters et a lowpoint.

The rhythmic spacing of the ostinato in the final statement has
a broadening effect and creates a feeling of slowing down and finality
without there being any change in the overall tempo.

The coda which follows the passacaglia sees a sudden rise in all
the parameters. Howev.., this coda functions as a conclusion to the
entire act of the opera, rather than as the conclusion of the

passacaglia.

5. FORMAL PLAN

The overall formal plan of this passacaglia is that of an arch profile.

5.1 LARGER FORM

This passacaglia concludes the first act of this two act opera. It
therefore occurs in a central position within the overall framework
of the opera, and forms the highpoint of the first act.
The tonal scheme of the opera is as follows (the tonal centre
of the passacaglia movement is vnderlined):
= Act I Bb -0 - Eb - G

- Act IT : Bb - Ir -~ F - B - Bb.

The passacaglia zets out in E flat major but ends in G major
which is the concluding tonality of the first act, It the.efore allows
for excursions into tonal centres which are not heard again at
structurally important points of the opera.

The opening Bb tonality of the passacaglia, furthermore, stands
in a semitonal relationship to the execution scene in the second act,
centrel on E, which it foreshadows. It could thus be regarded as
symbolizing the irrecencilability of the situation between Claggart
and Billy. )
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CHAPTER 10

THE TURN OF THE SCREW, op. 54, 1954

1. BACKGROUND

Like Albert Herving snd The Rape of Lueretia, The ™wrn of the Serew is
a chamber opera. It is in two actg with sixteen scenes. It was given
its world premiere in Venice on 14 September 1954, while in America
it was premiered in New York on 19 March 1958,
The libretto, written by Myfanwy Piper, was based on the novella

The Twurn of the Screw (1898) by Henry James (1843-1916). The action
takes place at Bly, a country house, about the middle of the nineteenth
century.

The Turn of the Jorew is about the haunting of two

children in a Victorian Country house by the ghosts

of a valet and the governess he has seduced. Its

choice by Bri.ten is usually interpreted as another

example of his presccupation with evil and corruption,

but this aspect may well have been exaggerated. What

is more pertinent is that the Britten family always

displayed a remarkable curiosity about the occult

and that he grew up in this atmosphere., He frequently

claimed to have had ‘premonitions' and he could usually

pe drawn into a conversation about ‘curiocus happenings'.

Suffolk, after all, is a good country for haunted houses.

The eight scenes of each act are linked together by sixteen

orchestral interludes which take the form of a theme and fiftecn
variations, The theme of the variations encompasses all twelve notes
of the chromatic scale. It is given out on the piano. However, each
note is then sustained by another instrument so that, by the end of

the theme, all twelve notes are sounding simultaneously.

! M. Kennedy, Fritfen (London: Dent, 1981), p. G7.
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Ex. 1: Theme of variations 2

Very slow (4= 48)

E : uf i! f 1 crlnc ,

As can be seen in Ex. ! above, the theme consists of three
asymmetrical phrases. The first of these phrases is transposed and
inverted in the second phrase, and this inversion i{s then trcatec

sequentizlly in the third phrase.

Ex. 2: Scheme of melodic structure of theme of variations

ha »>
. F i) w X -t
rS—" o> » =
| o amy — & F % 3 "y
X ® # -]

‘The theme thus consists of twelve notes in which there is an
alternation of perfect fourths and mincyr thirds. In the theme (see
¥x. 1, above), the intervals are sometimes inverted so that the
perfect fourths appear as perfect £ifths and the minor thirds appear
ag major sixths.

The theme can alsc be regarded as consisting of two whole tone

scales, one formed from the upper notes and one from the lower notes.

Ex. }: Scale structure of theme of variations

b}

* ha__®

Britten neither here nor elsewher. has regarded the
twelve notes as constituting a negation of tonal
hierarchies, but rather as a ramification of them.

2 o o . . .
B. Britten, The Turm of the Sopew, up, 5

Boosey & Hawkes, 1966), p. 4.

54, study score (London:
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What he sees in a note-row i- not so much equality
but ftotality: almost every one of his twelve-note
iGeas is in some sense a symbol .f an all — a cosms,
one might more pompously say; ... But within any
given context, however rapidiy fluctuating central
notes may be, they are allowed to exercise thelr cld
powers of attraction. And since Britten rarely
permits his harmony to stray further than the ear

can retrace from a triadic norm, this twelve-note
melodic material takes us nowhere towards Schoenberg's
dissolution of the motive in the texture with its
consequent abandonment of functionally directed
harmony.

It has bheen suggested that Bricten was influenced by Berg's

Wonzeok.
The obsessive, though not of course serial, schemes
of Wozzeok may have been in Britten's mind: certainly
Womseck iz the most wbvious and important precedent
for the use of elaborate structuring to control and
concentrate the intense emoticnal content of a music
drama.

Each variation sets the mood for the scene that follows it, and
thore are sometimes thematic links as well between a variation and the
subsequent scene.

The opera is scored for wind and string gquintets plus harp,
celesta and percussion. There are only seven characters and there
is no chorus.

The climax of the opara in the final scene of Act [I is a
passacaglia on an ostinato built up cumulatively from the note

succession of the theme of the variations (sea Ex. 1, p. 152).

2. THE NATURE OF THE OSTINATO THEME

1  STRUCTURE

As is mentioned above, the ostinato, theme is bullt up cumulatively

from the notes of the theme for variations, The first six notes appear
in the first eight statements of the osstinato. In the next four state-
wents, the ostinato is extended to include the first eight notes of the

theme. Then, in stat_ ment thirteen immediately following Miles's

3 Evans, p. 206.

4 whittall, p. 159,

e il s
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admission, there is a short statement containing only the first four
notes of the theme for variations.

The following statement of the ostinato contains the first nine
notes of *- theme for variations, and this is followed by a statement
with ten n. - .8,

Jtatements sixteen and seventeen of the ostinato, as the struggle
between the toverness and Quint intensifies, contain all twelve notes

of the theme ¢ - variations.

2.1.1 Sequence

The theme as stated at the outset of the variations in the Prologue to
Act I, consists of threes asymmetrical phrases. There are no exact
melodic segquences. The second phrase is & transposed nversion of

the first. The third phrase is an exact melodic sequence of the
second apart from the final C natural which, although it gives the
correct pitch class, falls a perfect fifth instcad of rising a perfect
fourth,

-
Ex. 4: Theme of variations °~

" Very slow (Ja 48]

m,& I 4 3. Aot |
e 4 e 4?‘:’%‘ 4%
L S . &
- »
.

»
Pp crese.
4 ~ hpse ».
- i Xl d b, ki -
- . e 1
14 > v e 3 e & P
mf L crenc, 7 P e’
————

Rhythmic sequence is prominent in the original theme | ee Fx. 4,
above). In the passacaglia, however, only the initial two presentations
of the ostinato are rhythmically identical. The remaining fifteen

statements each present the ostinato in a new rhythmic quise.

Ex. 5: Rhythmic structure of first two statements of ostinato

e e e o o |
= e e |
+ &=

5 " o -
Britten, The Turn of the Sovew, p. 4.

ki




155

2.1.2 Characteristic intervals

The first eight statements of the ostinato theme retain a constant

intervallic structure. Statement nine also conforms to the interval

structure of the previous elight statements, however, it omits the

third note (BZ)A

Ex, &6: Interval structure of first eight statements of ostinato

r o
)4

In statements ten, eleven and twelva, the interval structure is

as follows:

Ex, 7: Interval structure of stscemznts ten, eleven and twelve of

ostinato
== [ree 5:1
BEE = ¥ e ————
- |- — - # z —
< L Ad
==
Statement nine has the same interval structure as statements ten,
2
eleven and twelve, but the third note (B7) is omitted.
Statement thirteen has only the first {~ur notes of the ostinato,
af but th2 interval structure of these notes corresponds with that of
@ all previous statements,
Statement fourteen retains the interval structure of statements

ten, eleven and twelve (see Ex. 7 above) but adds a further ncte of the

theme at the end,

Ex. 8: Interval structure of statement fourteen of ostinato

s =%
F—a— a o = A
- LA
- Statement fifteen adds an additional note (noie ten) of the theme,
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Ex. 9: Interval strucrure of statement fifteen of ostinato

he

a5 S— S—
Z

Statement sixteen retains this tructure but adds notes eleven

and twelve of the theme.

Ev. 10: Interval structure of statement sixteen of ostinato

ha -

- Lid ©
- ¥
. Statement sevenceen also contains all twelve notes of the theme, K
but the final three notes alter the interval structure of the previocus déﬁ
statament. -
pA
L
Ex. 11: 1Interval structure of statement seventeen of ostinato -
B
[
= p— L - = = »-
[ »- 4":: 1 o e .3

Thus, broadly speaking, the first nine statements have the same
interval structure. nereafter, statements ten to sixteen have the

same structure with the addition of one note at the end of statement

fourteen and another at the end of statement fifteen. A further two
notes are added at the end of statement sixteen, which therefore
incorporates all twelve notes of the theme. The structure of state-
ments sixieen and seventeen ls identical for the first nine notes, but
the final notes see a sligh% change of structure. -

From the above exanples of the interval structure of the ostinato
{Exs. 6 to 11 above), it is evident that the only intervals used are
those of rising perfect fourths and falling minor thirds (or augmented
seconds) or their inversior -, namely, falling perfect fifths and
rising major sixths.

This concentration on specific intervals gives a highly unified

structure to the ostinato theme.

(R

- — L e b g e el M
.
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2.1.3 Chordal influence

Those statoments which use a falling perfect f£ifth can be regarded as
outlining a major or minor triad on E between notes three and four, and
on F sharp between notes five and six. The final statement outlines
two further major triads on B flat and C respectively between notes

nine to ten and eleven to twelve.

2.1.4 Cortour

Ex. .2: Contour of ostinate (¢ne horizontal sguare eguals one quarter
note; one vertical sguare equals one pitch class)

a) Statements I-IX

e
B3 B

g2

b} Statements X-XII

¢) Statement XIV

g3

e d

g2

d} Statement XV
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e) Statement XVI

£
1

E2

11

Tae above graphs of the contour show that the ostinato moves on
three levels. Each of these levels has a rising contour. Furthermore,
the mid2'e level moves entirely by rising whole tones until, by
statement sixteen, a complete whole tone scale has been encompassed.

As a result of the cumulative method of presenting the ustinato
the interval between the final note of one statement and the first
note ¢f the following statement does not remsin constant. Statements
one to eight have the interval of a major sixth between the final note
and the first note of the following statemenc. In statements nine to
twelve the connecting inteival is a major seventh, while in st “ement
thirteen (which presents only the first four notes of the theme) the
interval is a perfect fourth. From this point on, the connacting
interval gradually widens to a uinor sixth in statement fourteen, a
minor ninth in statement fil. zen and a minor tenth in statement
sixteen.

Thus, the most frequently used connecting interval is the major

sixth,

2.1.5 Length

Unlike any other Britten passacaglia the notes of this ostinato theme
are presented cumulatively so that by the final two statements all
twelve notes of the theme are present. The ostinato theme is stated
seventeen times.

To begin with, only six notes are preseat. Two mose notes are
added at statement ten, and a further one at each of statements fourteen
and fifteen, bringing the number up to ten notes. In statement sixcteen
the final two notes are added.

Both the cumulative method of presenting the theme and the
constantly changing rhythmic character of the ostinato in each state-

ment (apart from statements one and two which have the same rhythm)
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create a constantly changing theme length. The fluctuation in length
varies from three measures (statements one and two) to twenty six

measures {(statement seventeen),

2.1.6 Tonal centre

Stein has suggested that ewh half of the ostinato theme can be regarded
as belonging to a single key: the first half to A (or D) and the

second half to A flat (or E flat). &

Ex. 13: Tunality of ostinato

o b

o = == ——
&= i e 3
L ek L )

A/D o

2.1.7 Metre and tempo

The cheme is initially presented in simple triple metre (3/4) aad with
the tempo indicatiosn "Slow and regular ¢ 1 = BO)".

At statement fifteen, however, there is a change to 4/4 and 5/4
metres. The final statement (seventeen) sees both the metre and

tempo indication change to 2/8, “"Cuick and urgent®.

2.1.8 Rhythm

Apart from statements one and two which are presented in an lduntical
rhythmic form, the remaining statements of the ostinato are in a state
of constant rhythaic flux, never duplicating the rhythmic structure

of any other statement.

Ex, 14: Rhythmic structure of first two statements of ostinato

[ TR o 3 Y L 3 d
=t ? ! 3 o T
M -

Despite the faivly subdued rhythmic activity of the above example,
none of the three measures duplicates the rhythmic activity of any

other., This, furthermore, is a feature of nearly all the presentations

6 E. Stein, "The Turn of the Screw and ity Musical Idiom," Tempo,

34, 1954-55, p. 6.

J—
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of the ostinato. Only in stetements seven, eight and seventeen does

the same rhythmic pattern appear in more than one measure.

Ex. 15: FRhythmic structure of statements seven, eight and seventeen
of ostinato

a' Statement VIY

i

-
8
b} Statement VIII
[tate g | T ) - Lt T
it o S S S e S S A S s e sy s G o8 R
| e ® e T ! e S = e

¢} Statement XVII 9

Quick and urgent

i 3 . 1 1 -
- .- - | e - i1 d
) IO AU U S P, T
o o e e s o o s 3 +- o lﬁi-_éﬁi—_;q
Bp mareed -t P
»
e " <
¥ & & 3. + R S
|4 U A S0 " O 7 ; ¥ e S —_y + =+
+ + tept—t e + .|
N A
: ™
o O A N S YOS L3 . v
- X

lg
::-.-
whi
3
i
wi Mg
vrl»‘..
(e
tiibs

An Luteresting feature is the increasing rhythmic activity in the final
four statements of the ostinato. The most rhythmically active state-

ment is number sixteen.

5
Britten, The Twrm of the Sorew, pp. 294-275.

8 Britten, The Twem of t4

W, e 295,

9 . o
Britten, The Turn of (e Jopew, pp. i06-310

ol
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Ex. 16: GStatement sixteen of ostinato

»

L. » &
Clar T O A
| ee—a © s 1 T e commt e & e —1
v # i
uf cresc. TP Soom

This constantly changing rhythmic structure of the ostinato is
a means of infusing interest and vitality into the constanl repetitions

of the ostinato.

‘odic ten_ion

£ the fact that the ostinsto ils based on a theme ce -t ining
ali . .ve notes of the chromatic scale, despite the cumulat
presentation of the ostinato, cbviously no statement can end o, .
game note as that with which the following statement begins. The
connecting intervals in order of size are perfoct fourth, minor sixth,
major sixth, major seventh, minor ninth and minor tenth.
Thus, all the presentations ave open-ended, and this creates

a forward momentum.

2.1.10 Derivation

The ostinato theme (s derived from the theme of the variations which
is presented in the Prologue of the opera (see Ex. 4, p. 154). A
teature about the presentation of this thewe in the ostinate is that
the French ove ‘ture-like dotted rhythme are sbardoned, except in
statment gaventeen (see Ex. 15(¢), p. 160), in favour of a wuch
less active, wore placid rhythm,

The most striking feature about the presentation of this theme
in the astinato 1s the change from simple guadruple metre to simple
triple (3/4) metre for the first filteen statements. A change of
metra to 4/4 and .4 occurs in statement sixtee- {Ex. 16, above), and
a further change to Z/6 occurs in statement seventeen (Ex. 15(c),

p. 160). Nevertheless, by far the greater part of the passacaglia

ig in the traditional 3/4 metre.
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2.2 USE OF THE OSTINATO THEME

2.2.1 First statement setting

The first statement of the ostinato on harp, double bass and timpani
is accompanied. 1In this instance, the accompaniment consists of the

soprano voice of the Governess.

2.2.2 variations in length

The length of each presentation of the ostinato is in a constant state
of flux. This is cdue partly to the cumulative presentation of the
ostinato. However, even in statements which contain the same number
of pitch classes, the leagth varies widely. Thus, in the eight
statements which present only six of the ‘welve pitch classes, the
lengtlr. varies from three to eight measures. In the two statements
which contain all twelve pitch classes (statements sixteen and seven-
teen), there is a fluctuation of twenty four measures. In statement
sixteen, the twelve pitch classes are contalned within two measures,
whereas in statement seventeen, the same twelve pitch classes are
spread over twenty six measures.

These constant changes in the length of the presentations results

from o lesg rigid approach based on a flexible theme length.

2.2.3 variations in toune colour

In conirast to the constant fluctuations in the length of the ostinato

rheme, only five tone coluurs are used in the seventeen statements.

Ex, 17: Tone colour of ostinato

1 v X Xv
! i - |
Harp Harp Ban, Timp.
Timp, Timp. Harp Vins.
Db, vel. Timp. Via.
Db, vel. Vel
Db . Db
Asn.
H..
Harp
Timp.
Vla.
vel.

Db.
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Britten here uses the additive method of building a crescendo,

2.2.4 Tempo changes

The initial tempo indication is "Slow and regular | l = 80)", This
tempo is maintained until statement seventeen, the final presentation
of the ostinato, where the indication is "Quick and urgent” and the

metre changes to 2/8.

2.2.5 variations in rhythm

The rhythmic structure of the ostinato is in a constant state of flux

and only statements one and two are rhythmically identical.

2.2,6 Theme drop-out and theme fragmentation

The ostinato theme drops out for two short periods, namely for four
measures between statements twelve and thirteen, and for three
measures between statements fourteen and fifteen.

After the climax at statement seventeen, the ostinato theme drops
out completely and is not heard again. The cumulative treatment of
the ostinato (which may be regarded as a type of fragmentation) has
already been mentioned (see paragv.ph 2.1.5, pp. 158-159),

2.2.7 Deyree of audibility

The cumulative method of presenting the ostinato, as well as the new
rhythmic structure for each presentation, with the exception of
statement tuo, make :he Ostinato more obscure than it would be with

8 straightforvard presentation. Nevertheless, despite the liberties
which are takeun with the ostinato, its presence in the lower registers
wnroughout, does make an impact on one's aural perneption, and it

*ts as a unifying element throughout the movement.
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2,2.8 Octave register

Ex. 18: Octave register of ostinato

I v X Xv

The ostinato remains in the lower registers for the entire

passacaglia.

2.3 INFLUENCE OF THE OSTINATO THEME

2.3.1 Effect on length; time-span

The total length ©  the ostinato has very little influence on the
lengtiy of the passacaglia as a whole due to the cumulative method used

to introduce it, and also to the constantly changing rhythmic structure

wf the presentations (only statements one and two have identical rhythm).

A further factor which lessens the direct relationship hetween the
ostinato theme length and the overall passacagila length, is the fact
that the theme drops cut at the climax of the passacaglia and is not
heard again for the remaining thirteen measures.

The overall length of the passacaglia is one hundred and twenty

eight mezsures. The overall time-span ls 5.46 minutes.

2.3.2 Sectionalization

The constant fluctuations in the length, rhythm and audibility of the

ostinato mir imize the sectional effect of its repetitions.

10 The measurement of the time-span has been based on the following
recording: B. Britten, The I of the Serew, with Peter Pears,
Jennifer Vyvyan, Joan Corss, Arda Mandikian, Olive Dyer, and others,
cond, Benjamin Britten, English Opera Group Orchestra, Decca GOM
560-561, 1968.

»
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3. THE ACCOMPANIMENT

3.1 TYPE OF ACCOMPANYING MATERIAL

The accompaniment consists of several counterpoints. None of these
counterpoints ever reaches the status of a theme.

The arioso of each of the three participants in this scene,
the Governess, Miles and Quint, is associated with a specific counter-
noint and a specific sonority. Miles is associated with a counterpoint
on the strings in which dotted rhythms predominate. The Governess is
associate. with broken triads on the clar‘net, at first only in tripiet
quavers, but later also in shorter note values.

Quint is associated with the sound of the celesta and the chord
which has been associated with him throughout the opera, namely, a
minor third plus a whole tone. Apart from a few passages in which the
celesta echoes Quint's call to Miles consisting of filled in perfect
fourths, the entire accompaniment to Quint consists of Quint's chord

either broken up or in block form.

PEHE—

With the exception of the final variation in which the ostinato

Ex. 19: Quint's chord n

itself takes over the dotted rhythms associated with Miles, the
accompanying counterpoints are rhythmically more active than the

ostinato,

3.2 THE ACCOMPAMNIMENT VARIED

3.2.1 Octave reglster

Throughout the passacaglia the accompaniment appears above the ostinato,
apart from a few notes in Quint's tenor vocal line in the final
variation which drop slightly below the ievel of the ostinato.

The octave rmqiat&r'xﬁ which the ostinato iz presented remains

static throughout.

1 Britten, The Turn of the Serew, p. 171,
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3.2.2 Tone colour

The overall profile of the tone colonr of the accompaniment is that

of a gradual rise with interruptions in statements eleven and fourteen.

Ex. 20: Tone colour of accompaniment and vstinato {4 equals used
in alternation)

¥l. * - * * * *
cl. * * » * * * » L] * * » *
E.H. S
Bsn. . .
Hn. L
Harp * * * * * - * * » * * - * * -
Cub . *
Cel. * * * * * * -
sop. I wp g W4 e Wy X R L2 I I I
“Treb . Ry kg kg Mg Ry * * L »
Teén. » * * * * * *
Ving. * * * * * * * * * * * * * * *
Vll‘ * - L] * » * * * * * * * » -
T T TV T TTY T T TR T T Coda

Ban. L

Hn. *

mrp » * * * » * * * * - * * - » * *

Tim?- * * - - * * * * * * * »* * * * * *
Vins. *
Via. *
VCI.- * * * * * * * » * * * *
Db. * * - * - * " * * * * * * w * » *

3.2.3 Texture

In this passacaglia, Britten uses an additive method of textural growth.

The textures merge rather than contrast with one another.

3.3 ROLE OF THE ACCOMPANIMENT

3.3.1 Sectionalization

The accompaniment minimizes the sectional character of the ostinato
by overlapping the repetitions in all but three statements. The
statements which are not overlapped are numbers thirteen, fifteen

and seventeen,
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3.3.2 Accompaniment versus ostinato theme

The accompaniment dominates the ostinato coupletely so that the
ostinato is relegated to the rcle of providing rhythmic and harmonic
support. The accompaniment is virtually self-sufficient and, as such,
shapes the profile more or less single-handedly.

3.3.3 Grouping
The counterpoints with their characteristic rhythms, which are
assoviated with the dialogue of the three characters, pervade the
entire scene.

The one rhythm which is not ch=racteristic of any of these
counterpoints is the animated rhythm first heard on tha clarinet in

statement eitht.

Ex. 21: Rhythm of clarinet in stetement eight 12

T

I | e
Fgg rd T vy o S—
. 3 . + o ¥ - . IL " g T :
pp cresc,
14 s .
t o
B o ] t S |
I F *1¢ f T PP

The last of these animated rhythmic patterns (see Ex. 21, above!,
occurs again in statement ten.

Similar urgent rhychms for the clarinet appear in three
consecutive statements, namely fourteen, fifteen and sixteen. Thus,
these rhythms become an ever-increasing unifying factor a: the

passacaglia progresses.

12 Britten, The Turn of the Screw, p. 295.

. —— PP S

. ]
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4. MOTION FACTORS

4.1 THE PARAMETERS

4.1.1 Density 1

The density hanges aye made progressively, and, apart from statements
three, fiv:, thirtezen and fifteen, the changes do not coinc ‘de with
the repetition: o7 the oslizatd,

The density has an oveina . areh profile with slight interxuptions
on the upward curve at statements wclevei. and fourtean, namely during
Miles’s hesit~tion to reply to the Governiss, nu agaxn frilowing his
admission. Following the climax at the end of statemen’. seventeen,
there is a gradual decline in density.

Ex. 22: Density profile

T

e

4.1.2 Range
Ex. 23: R { // = pstinatos V% = accompaniment)
c!
cb
o5
ct T
c3 s, VAL
c? 7, i
ct / A .01,
I v X XV Coda

Throughout this passacaglia, the ostinato remains in the lower

octave registers and at no time invades the upper registers.
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Gradual widening and narrowing of the upper limit of the range
is characteristic of this passacaglia. As it progresses, the upper
limit of the range wanders into the higher regions more frequently
and remains there for longer periods than is the case in the opening
stages .

The wide octave register range at the beginning of the coda

gradually narrows in the closing stages of the passacaglia.

4.1.3 Dynamics

The overall dynamic contour is that of an arch reaching a peak at the
end of statement seventeen, and thereafter dropping rapidly in the coda.
within this arch profile, however, the dynamic changes occur in waves

of gradually increasing intensity.

Ex. 24: Dynamic profile

4.1.4 Rhythm

The rhythmic changes occur in stages, reaching a peak at the beginning
of the coda, and maintaining this level for the remainder of the
passacaglia.

The overall rhythmic profile is, therefore, that of a gradual

rise.
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Coda

—

4.2 INTERACTION OF PARAMETERS

Both the density and dynamics present an arch profile reaching a peak
at the end of statement seventeen, and declining during the coda which
follows,

The rhythm shows a deviation from this profile in that it pulls
back during the peak of the arch and returns to a high level during
the coda while the parameters of density and dynamics are on a decline.
The rhythm, therefore, serves to create vitality while the other

parameters are declini: j.

v - - PP S

ET T |
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4.3 SLNSE OF FINALITY

The arch profile of this passacaglia results in a feeling of
completion and rest being achieved by the end of the movement, with
both the density and dynamics at a lowpcin%. Thus, although the
dramatic action continues immediately after a short pause, the
passacaglia is ~omplete in itself and does not depend on anything

which follows for its sense of completion.

5. FORMAL PLAN

This passacaglia has an overall arch profile. Sixteen statements of
the ostinato are required for the profile to reach a peak in statement

seventeen. The decline is sharp and occurs during the coda.

5.1 LARGER FORM

This passacaglia forms part of a longer work. It represents the climax
of the opera ard appears very nearly at the end of the work.

The tonal centres of the theme and its variations are as follows:

Act 1

Theme : A Scene i: A

Variation I: B Scene 1i: B

variation II: o} Scene iii: <

Variation III: D Scene iv: D

Variavion IvV: E Scene v E

Variation v: F Scene vi: F

Variaticn VIs G Scene vii: G

Variation VII: A flat Scene viii: A flat

Act 11

Variation VIII: A flat Scene i: A flat

Variation IX: F sharp Scene ii: ¥ shtarp

Variation X: ¥ Scene i11i: F

Variation XI: E flat Scene iv: E flat

variation XII: C sharp Scene v C sharp

Variation XIII: C Scene vi. <

Variation XIV: B flat Scene vii: B flat

variation Xv: A Scene viii: A (Passacaglia}
N oy P
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... the key centres are screwed up th. oughout the
first act according to the succession of tone and
semitone steps that form the Aeolian mode, but the
final substitution of a semitone for the logical tone
brings A flat in place of a return to A. Setting off
from this A flat area, the second act unscrews its
key succession in an exact inversion of the scalic
steps of Act 1, that is, descending mixolydian on

A flat. Eut an uncertainty attends the final :stages
oé the return: the twice-heard A flat that dominated
the peak of this key structure appears by now tu have
a far stronger grip on events than the dista t A from
which they originated, yet exact inversion of the
upward screw will require a final semitonal step to A. 13

At the opening of the passacaglia only notes one to six of the

theme are used. ‘hese notes easily fit into a context of A najor.
... but as longer circuits are attempted and the
seventh and eighth notes appear, strong currents in
the upper texture swing the music towards A flat,
At the climar a final last statement of the theme
on A is achieved despite being pitted against a
superstructure now entirely in A flat. Thereafter
great pedals ensure the domination of A to the end,
and the A flat threat progressively weakens.

In this opera, the tonal centre A represents the mcral courage
of the Governess, while the tonal centrz of A flat represents the evil
powers personified by the ghosts.

The passacaglia, therefore, re-establishes the tonal centre of

A from which the work set out.

13 Evans, p. 207,

14 Evans, p. 207.
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CHAPTER 11

NOYE'S FLUDDE, op. 59, 1957

1. BACKGROUND

Noye's Fludde wre first performed in the Orford Church, Orford (near
Aldeburgh), on it une, 1958. 7The text «f the play is taken from
English Miracle Plays, Moralities and "“terludes, .. AWM. Pollard,
8th edition (Cxford: Clarendon Press, 754). Bricten added three
well-known hymns which he rearranged, 1 »8 well as a chorus for the
animals as they march intc the ark.

The play tells the story of Noah and the flood, and is taken
from the Chester Cycle, which is one of the four collections of
English medieval piays known by the names of the towns in which they
were probably performed. The other cycles are York, Coventry and
wakefield (which is sometimes relerred to as the “Towneley” Cycle).
These plays reached their fullest development in the fifteenth and
sixteenth centuries and were performed on the great feastdayr of
Corpus Christi, Christmas, Whitsun and Easter. They were designed to
i*lustrate the stories of the Bible for those who were illiterate.

The plays were performed by individual guilds on large carts which
could be pulled around the village from one square to the next.
Unlike the liturgical drama from which they were derived, these
Miracle Plays were not intended to be performed in church.

Britten aimed to reprouduce the comuwial acti..t. 5¢ +he Miracle
Plays, and thus old and young, professionals and a . .uss ave involved,
The hymn singing of the congregation, the use of children and the
employment of professional and amateur orchestral players are designed
to involve everyone in participation. This idea of community involve-
ment can lead to an enormous cast. Forty nine species of animals are
mentioned in the Chester play, and wheu the work was premiered, Britten
used thirty five species, in pairs, and subdivided into seven groups.

Only three adults are used, namely for the Voice of God (spoken),

and for the parts of Noye (bass-baritone) and Noye's wife (contralto).

1 .
The three hymns added were: Lord Jeaus think on me, Etermal
Father, atrong to suve and The epunious flrmament om high.

£
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Boys and girls between elev:n and fifteen years of age play the parts
of Sem, Ham and Jaffett and their wives, while older girls with strong
voices especially in the lower registers, play the role of Mrs Noye's
gossips.

The orchestra also calls for vast resources, both professional
and amateur. ‘There is a professional orchestra of ten players, two
violins, viola, cello, double bass, treble recorder, pianc (four hands),
organ and timpani. In addition, the following amateur players are
used: twenty five strings, twelve recorders, eight bugles, six
percussion and six handbells.

Thus, the orchestra totals sixty seven players, ten professional
and the others amateurs.

In addition to these vast resources, the audience is also called
upon on three occasions to join in the singing of hymns.

The central movement in cthe opera is an extended passacaglia,
which depicts musically the growth, climax and eventual subsidence of
the storm. It makes use of all the above resources, representing as
it does the flood at the height of the entire drama. It occurs at the
dramatic peak of the overall arch profile of th: work.

The ripieno orchestra comes into its own in this passacaglia
movement with a wealth of descriptive effects strictly ~levant to the
musical logic of this superbly constructed movemen® .

2. THE NATURE OF THE OSTINATO THEME

2.1  STRUCTURE

2.1.1 Sequence

The ostinato theme consists of a single phrase, and is built from a
three-note cell which always returns to the dominant pedal G. This
three-note cell rises sequentially by steps of a whole tone until it
reaches an apex from which it p’ “k to the tonic note at the

beginning of the repetition 0.

it

.
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Ex, 1: Ostinato theme 2

Steady minims (= 69-72)
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The tension of this theme is created by the conflicting tonal and
atonal cross-currents get up by its intervallic structure,

In the final statement of the motive of a falling minor third to
rising semitone, the rhythm is quickened. All the sequential
appearances of the motive are exact with regard to pitch. In the
fourth statement the motive is followed by the dominant pedal
displaced up an octave.

This use of both pitch and rhythmic sequence creates a highly
unified theme.

2.1.2 Characteristic intervals

As a result of the use of motivic sequence, the intervals of a falling
minor third and rising s «itone dominate this ostinato theme.

2.1.3 Tritone influence

A tritone in rising whole tores is outlined by the initial notes of

the four successive statement of the ostinatc theme motive. This

tritone resolves to the dominant on the octave displaced dominant pedal.

2.1.4 Contour

The gradual expansion of range with a rising upper limit results in
a rising contour. Although there is a decline in ¢.atour over the

final three quarter notes of the ostinato theme, the overall aural

2 B, Britten, Woye's Fludde, Op. 59, study score (London:
Boosey & Hawkes, 1958), p. 104,

Ab.ﬁ—w

£
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impression is that of a rising contour. It could perhaps more

accurately be termed a modified rising contour.

Ex. 2: Contour of ostinato (one horizontal sguare ecquals one guarter
note; one vertiral square represents one pitch class)
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The above graphic illustration of the ostinate : clearly shows
that it is constructed on two levels, both of whir rising. The
upper lavel rises in successive equally spaced s . The lower

level remains static until the last twe quarter notes, when it too
rises, and continues its rise to ¢3 which marxs the f£irst aute of the
repetition of the ostinato theme.

A very smooth connection to the repetition of the theme is
achieved by the leading note ending whi:h resolves onto the tonic
on the return of the ostinato theme. There is thus only a semitone
step ber~ ‘1 the final note of the ostinato and the first ncte of its
repetit

T stal range-span of the ostinate theme is narrow, reing only

a perfect octave.

2.1.% Length

The ostinato theme is exactly four 4« rures long, and thus conforms to

the Barogue standard of ‘our or eig. whasures .

2.1.6 Tonal centre

The tonal centre is clearly C, anc & 1g strongly emphasized by the

recurrent G's which form a domina: al moint.

2.1.7 Metre and tempo

Contrary to the Barogue preference for triple metre, Britten here uses
a simple quadruple metre (4/2). there is a specific metronome
indication of J » 69-72, and this tempo is maintained consistently
throughout the passacaglia apart from a slight slackening of tempo in

the final three measures.
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2.1.8 Rhythm

An interesting rhythmic feature is Britten's use of firrt-beat activity
in every measure. He also uses another tension~creating device,

nam:ly syncopAtion, as the contour c¢f the theme expands.

Ex. 3: Pirst beat activity of ostinato theme
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2.1.9 Melodic tension

The leading note ending creates a particularly strong forward drive.
Tension is created by the conflicting tonal and atonal c¢ross currents
set up by the ostinato's intervallic structure.

2.1.10 Rhythmic tension

Repetivion of rhythmic motives creates a forward-thrusting, motoristic
effect, thus creating momentum. Here, Britten uses the same rhythmic
pattern three times in succession, and on its fourth appearance it is
rhythmically accelarated,

2.1.11 Derivation

Wnile this cstinato theme is not dersived from any previousiy heard
matezial, it has a very close affinity to lines three and five of

the hymn tune Eternal Father which is heard approximately halfway

through the passacaglia.

e

.

P
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“x. 4: Hymn tu.e Eternal Father 3
a) Line 3
b) Line 5
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In the ostinato theme, the rising minor third and falling
semitone of line three of the hymn tune, is inverted to form a
falling minor third and rising semitone. While the melodic line of
line five of the hymn tune rises by semitones, the sequential

repatition in the ostinato theme rises by whole tones.

2.2 USBE OF THE OSTINATO THEME

2.2.1 First statement setting

The first statement is unaccomparied apart frowm a roll on the timpani.
Contrapuntal accompanying material appears on the fourth beat of the

second statemnt,

2.2.,2 variations in length

The only varistion in the length of the ostinato theme occurs in the
final statament where only the first eleven notes of the nineteen-note

theme are heard.

2.2.3 variations in tone colowr

The tone colour in the filrst egix statements of the ostinato theme is

static. Thereafter, in statements seven to fifteen inclusive, during

3 Britten, Noye'e Fludde, pp. 126-129, The hymn tune Eternal
Father was composed by J.d. Dykes (1823-1876) with text by W. Whiting.
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the instrumental build-up to the climax of the storm, there is a
change of tone colour for every statement of the ostinato, except
for the tenth statement, which retains the same instrumentation as
the ninth.

This frequent change of tone colour creates vitality as well as
a feeling of overall crescendc. This crescende continues when the
hymn tune "Eternal Father" appears, with a change of instrumentation
for each of the first two verses, and reaches its climax in the third
verse. As the storm subsides (statements 22-28) the instrumentation

of the ostinato adopted in statement twenty two remains constant.

Ex. 5: Tone colour of ostinato

Solo strings
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2.2.4 Tempo changes

This passacaglia retains a constant tempo throughout,

2.2.5 Other variations of the ostinato theme

At the "panic of the animals" (score number 8C), there is a change
from ascending sequences and a cominant pedal to descending sequences

and a tonic pedal “or two statements of the ostinato .

Fr— o —
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Ex. 6: Descending sequences (score number 80) 4 i

e e ST v S-S TR
+—r 1t M S So— '

¥ v g 1 ' A a— y =
=2 T + 1

p marked  cresc. — 1

. i - *

The original form of the ostinato r<turns when, as the storm
approaches its height, the chorus attempts to tame the el_ments with

the first verse of the hymn tune (score number 82).

2.2.6 Theme drop-out and theme fragmentation

At the height of the flood, that is, in the third verse of the hymn
tune, the ostinato theme is temporarily abandoned. There is, however,
no drop in intensity at this point. As each of the two previous
verses occuples three statements of the ostinato, the ostinato theme
is absent for what would amount to the duration of three statements
which is the equivalent of twelve measures. As the passacaglia is
one hundred and eleven measures long, the theme is abandoned for
only 10.9% of the movement.

Fragmentation of the ostinato occurs only in its final statement

at which point only the first three mrasures are h=ard.

2.2.7 Degree of audibility

Despite the minor variation in the ostinato theme mentioned in 2.2.5,
pp. 179-180, the ovstinato remains distinguishable throughout. The theme
functions as a true ostinato, and therefore, this passacaglia may be

described as variations over an ostinato.

4 Britten, Noye's Fludde, pp. 120-122.
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2.2.8 Octave register

Ex. 7: Octave register of ostinato

From the above illustration it is clear that the ostinato theme remains
in the bass and middle registers throughout.

2.3 INFLUENCE OF THE OSTINATO THEME

2.3.1 Effect on length; time-span

The four measure ostinato theme is stated twenty seven and a half times.
The overall length of the passacaglia is one hundred and twenty three
measures for twelve measures of which the ostinato is absent.

The overall time-span is 7.27 minutes.

2.3.2 Bectionalization

This theme creates a falrly high degree of sectionalization due to its
chromatic nature. ©On the other hand, the leading note ending tends to
reduce sectionalization as it creates forward momentum. This ostinato,

therefore, has a moderate sectional effect.

3. THE ACCOMPANIMENT

3.1 TYPE OF ACCOMPANYING MATERIAL

Of considerable importance in this passacaglia is the implied series
of block major triads in the ostinato theme, which is the source of

much of the figuration and harmonic processes in this movement.

-

° The measurement of the time-span has been based on the following
recording: B. Britten, Noye's Fludde, with Owen Brannigan, Trevor
Anthony and Sheila Rex, cond. Norman del Mar, English Chamber Quichestra,
Decca, Arge ZKI, 1976,
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Ex. 8: Ostinato theme with implied series of triads

Steudy minime (dn 69~70)
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The accompaniment figuration consists almest entirely of triads
and scalic passages. These scalic pussages can be traced back to the
stepwise ascent of the falling minor third rising semitcne motive of
the ostinato theme. This passacaglia movement can therefore be
regarded as having been derived from a single theme.

Throughout, the accompanying material is rhythmically more active

than the ostinato.

3.2 THE ACCOMPANIMENT VARIED

3,2.1 oOctave register

The accompaniment appears above the ostinato throughout.

3.2.2 Tone colour

There is a change of tone colour in the accompaniment for each of
statements two to fifteen of the ostinato. There is a further change
of tone colour in statement sixteen at the cpening of the hymn
"Eternal Father*, and again at statement nineteen which marks the
beginning of the second verse. Verse three of the hymn marks the
climax of the movement, at which point the ostinato is abandoned for
what would be the equivalent of three statements.

The constantly changing tone colour not only adds vitality, but
is also the means used for an additive crescendo which reaches its
peak in the third verse of the hymn. Thereafter, there is a gradual
decline in intensity.
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3,2.3 Texture i
Throughout this passacaglia the textural changes merge into one another, i
resulting in a pattern of gradual growth up to and including the third
verse of the hymn, and a pattern of gradual decline thereafter.
2.3 ROLE OF THE ACCOMPANIMENT ’

3.3.1 sSectionalization

There is a high degree of sectionalization in this passacaglia ‘ue to
the fact that at each repetition of the os* 1to, the accompaniment
depicts some different aspect of the storm, for examplec, rain, thunder,
wind. These changes in the accompanying material, coinciding as they
do with each new statement of the cstinato, emphasize the sectional

character of the »stinato.

3.3.2 Accompaniment versus ostinato theme

It is the accompaniment which is the dominant factor in this

passacaglia, while the ostinato functions as a rhythmic and harmonic

support.

3.3.3 Grouping

Statements fourteen and fifteen of the ostinato are grouped by
retention of the same thematic accompanying material. Furthermore,
at the height of the storm and of the passacaglia arch profile, the
hymn tune “Fternal Father" is the unifying facto- over six statements
of che ostinato theme as well as during the following twelve measures
during which the ostinato theme drops out.

Following the climax, during the height of the storm, the use of
motives heard prior to the climax as well as from the hymn tune itself,
creates a sense of return and unifies the arch profile of the

passacaglia.

-~
- O S - .
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4. MOTION FACTORS

4.1 THE PARAMETERS

4.1.1 Densiuy

There is an overall increase in density from the second statement of the
ostinato theme through to the climax in the third verse of the hymn. The
density changes take place in stages which correspond with thez repetitions
of the ostinato. fThere are fluctnations within this gradually rising
density level. Statement four represents the first small peak, followed
by a drop in density and a build-up to statement seven, which is again
followed by a drcp and a4 further build-up to statements twelve and thirteen,
The drop and subsequent build-up in statement fourteen of the ostinato
through to statement nineteen and to the ensuing third hymn verse, brings
the movement to its climax. Thereafter, there is an immediats drop and
continued reduction in density to the end of the passacaglia.

Ex. 9: Density profile

Bx. 10: Range (///u ostinato; I\ = accompaniment)

I v X XV b

The above diagrammatic representation of the range according to uwctave
register, illustrates that the range of the accompaniment follows an

inverse arch curve. The narrowing of range during the climax corresponds

P

p-———
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with the drop in rhythmic activity. The wide contrasts of range near
the beginning and again at the end is part of the scheme of changing

colour contrasts.

4.1.3 Dynamics

The dynamic gradations are made in stages. Up to and including state-
ment eight of the ostinato, there is a change in the dynamic level for
each statement, with a peak in statement four and again in statement
seven. The cut-back in statement eight is followed by an increase
which is retained at a more or less constant level in statements nine
to thirteen inclusive. Statement fourteen at the beginning of the
“panic of the animals” sees another significant cut-back which prepares
for a final surge to the peak of the arch in the third verse of the
hymn. Thereafter, there 1s a gradual tapering off of the dynamics

on the downward curve of the arch.

Ex. 11: Dynamic profile

4.1.4 Rhythm

The rhythmic changes, like the density and dynamic changes are made in
stages. There is a change of rhythmic values for almost every state-
ment of the ostinato, and this tendency for rhythmic, density and
dynamic changes to coincide with the repetitions of the ostinato
creates a very strong sectional effect. The rapld changing of rhythmic
values is halted somewhat during the "panic of the animals" (score
number 80) during which the rhythmic values remain constant for two
statements of the ostxnata; and also during the hymn tune (score
number 82) in which the rhythmic values remain constant for each
verze, that its, for three statements of the ostinato in each of the
first two verses, and for the equivalent of three stetements of the

ortinato in the third verse.

WY 4
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This retention of rhythmic values for longer time-spans as
the peak of the arch is approached, creates momentum and diverts
attention away from the constantly recurring ostinato.

Curiously enough, the rate of rhythmic change accelerates on
the downward curve of the arch, especially in statements twenty three
and twenty four, where the rhythm changes twice as guickly as hefore,
This could ke regarded as a means of creating a sense of fina.ity by
compressing the activity.

An interesting feature is the reduction of rhythmic activity at
the peak of the arch when both density and dynamics are at a highpoint.

4.2 INTERACTION OF PARAMETERS

There is an interesting interaction of parameters in this passacaglia.
An arch contour is displayed by the density and dynamics, while an
inverse arch is displayed by the rhythm and rang . At the peak of the
arch contour, the rhythmic activity and range are reduced within a

high intensity and hig- density avea.

4.3 SENSE OF FINALITY

The sense of finality is aclhiieved by the gradual drop in density and
dynamics, and ultimately also a slowing down of the rhythm on the
downward curve of the formal arch profile. The dramatic action

continues immediately without a pause.

5. FORMAL PLAN

The overall formal contour of this passacaglia {s that of an arch.

The arch requires a considerable time to ruach its peak. The eighteen
statements of the upward contour are no doubt intended to suggest the
slowly rising flowdwaters. The peak is sustained for some time,
namely, for the three verses of the hymn tune which constitute thirty
six measures. Thereafter, there is a rapid descent to close the
passacaglia.

This descent is characterized by the return of motives and rhythmic
figures heard during the upward curve of the arch profile, as well as
by snatches of the hymn tune itself. This return of previously heard
elements gives a feeling of rounding off and conclusion to the movement.
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5.1 LARGER FORM

The centr.l locatiun oi this passacaglia within the work as a whole,
causes i. to function as a :.-al point.
Peter Evans has summarized the tonal procedures in this work as

follows: 6

Ex. 12: Tonal events (notes tied to bracketed notes indicate that
those pitches are retained as significant pedals)

Bullding Mrs Noye's Exit Man'e praise
Man'e of the ob- pro- and God's
sin Ark stinscy cession blessing
fas .'e —-
T vy et prat—
W — 3
Ot . - - b4
Pre- Entry God>e" Coverant
PAMMTAONE  PPOCESS~ weath of the
1on {atorm) rainbow

passacaglia

Peter Evans goes on to say:

E minor has remained the only minor mode used at a
structural level of significance, and the transfer
to its relative major to end the cycle is effectively
symbolic of the change in man's state through which
the story has led us,

The main tonal events of this work are therefora (the tonal centre

of the passazaglia movement is underlined):

- E minor
| - € major ("Storm" passacaglia)
] -~ G major (with which the work concludes).
Thete events correspond to the major triad built on the first
3 note of the ostinato theme.

In its central position within the overall framework, the
passacaglia serves to introduce a contrasting, but related, tonality
between the opening E minor and its relative major, G major which

concludes the work.

6 Evang, p. 282,

7 Evans, p. 282,




CHAPTER 12

WAR REQUIEM, OP. 66, 1961

1. BACKGROUND

The War Requiem, completed in 1961, was commissioned to mark the
consecration of the new Cathedral of St. Michael in Coventry, England.
The previous medieval building was bombed during the Second World War.

when the new Cathedral was seen to be approaching

completion, it was agreed to celebrate its

rededication with a special festival of the arts.

A number of new works were required for the

occasion, including a large-scale oratorio; and

this commission was offered to Britten whe accopted

it. He fully realized the importance of the

occasion, for it would mark not only the phoenixz-

like resurgence of the new Cathedral at the side

of the shattered shell of the old, but also the

healing of many wounds. He wanted to make some

public statement about the criminal futility of

war, and this seemed a good opportunity te do so.

Britten's War Reguiem is perhaps the most powerful anti-war tract
of modern times. It was first performed at the opening of the new
Coventry Cathedral on 30 May 1962,

This Requiem is a setting of liturgical texts with commentary
based on nine poems of Wilfred Owen (1893-1913) who died in the Firs:
world war.

The English poems are confined to the tenoxr and baritone soloists
accompanied by chamber orchestra. The Latin texts, on the other hand,
are distributed between two groups: the boys' choir with organ
accompaniment, and the soprano soloist, chorus and full orchestra.

Thus, Britten has employed three sound levels:

- the boys' voices represent a digtant, almost de-personalized,
mystic world completely rowoved from, and oblivious to, the
battlefield;

- the soprano sololst, chorus and full orchestra represent

bereaved humanity;

White, p. 78.

-
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- the tenor and baritone soloists accompanied by a chamber
orchestra represent the victims of war.
The £ifth movement of this work, the "Agnus Dei" ie the summing
up both musically and emoti~ 1y of the work's centra. message. It
represents the climax of the as a whole, and takes the form of

a passacaglia.

2. THE NATURE OF THE OSTINATQ THEME

2.1 STRUCTURE

The ostinato theme consists of two symmetrical fracments of filled-in
perfect fifths from F sharp and C respectively, in opposite directions,
and with the identical succession of tones and semitones. The initial
notes of each ot these two fragments are a tritone apart. Throughout

this War Requiem, the tritone is used as the symbol of mourning.

Ex. 1: Ostinatc theme 2

2.1.1 Sequence

Actual seguence does not occur in this ostinato theme., Howeveyr, the

second measure is an exact retrograde of the fire+ a semitone higher.
Britten's interesting rhythmic juggling with the five sixteenth

notes in each measure eliminates the possibility of rhythmic sequence.

2.1 2 Characteristic intervals

The intervallic structure in both measures of the ostinato thome is
identical. Each measure contalns two tones followed by a semitone

and anocther tone. This exact reflection of the intervals of the first
measure in the second measure of the ostirato, results in an extremely

tightly unified structure.

2 B. Britten, War Requiem, Op. 66, study score (London: Boosey &
Hawkes, 1962), p. 170.
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2.1.3 Chordal influence

The first measure outlines the triad of B minor, while the second
measure outlines the triad of C major.

2.1.4 Tritone influence

A tritone is formed between the first note of tne ficrst measure and

tie first note of the second measure.

2.1.5 Contour

Ex. 2: Contour of ostinato (one horizontal square equals one
sixteenth note; ofhe vertical square equals one pitch class)

The ostinato theme presents the contour of an inverse arch,
reaching a lowpoint on the fifth sixteenth note »f the first measure.

There is only a semitone interval between the submediant ending
ani the dominant opening of this theme. This narrow connecting interval
allows for very smooth repetitions of the ostinato.

The range-span is a minor sixth.

2.1.6 Length

The ostliato theme is extremely short being only two measures in
length. It is stated twenty three times.

2.1.7 Tonal centre

The Agnus Dei is the only movement consistently
controlled by a tritonal relationship. The impression
©f this ceaseless burden, wung or played is pre-
dominantly of B minor alternating with its
Neapolitan sixth.

Ore can therefore regard .the tonal centre of the ostinato theme as

being B minor. The particular tritone relatjonship involved is that

N
Evans, pp. 452-453.
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of F sharp - C, the initial notes of each of the two scale segments

used in the ostinato.

2.1.8 Metre ana tampo

Britten here uses a highly unusual metre for a passazaglia, namely
5/16 or simple quintuple. The tempc indication is “Slow ‘.s 80".
There are no tempo changes during the course of the passacaglia.

2.1.9 Rhythm

An interesting feature of this ostinato thame is that it is built
entirely from running scalic passages A sense of uneasiness is created
by the asymmetrical quintuplet grcupings, and this restlessness is
increased by the fact that there ars two rhythmic patterns within the
quintuplet groupings, namely n m and m n . These rhythmic
patterns alternate measure by measure. Thuu, the acnotony which could
result from an unwavering sixteenth note rhythm is averted by the

fluctuating grouping within the two measures of the ostinato.

2.1.10 Melodic tension

The theme is open-ended in that it ends on the submediant, and this
creates a forward drive. Furthermore, the chromaticism in the second

medsure of the ostinato creates melodic tension.

2.1.11 Derivation

The melodic form of the ostinate is not derived from any previously
heard material. However, the tritone relationship F sharp to C on

which it hinges is a central relationship throughout the War Requiem.

2.2 USE OF THE OSTINATO THEME

2.2.1 First statement setting

The first _tatement of the ostinato is unaccompanied.

2.2.2 Variations in length

There is a one mewsure extension of the ostinato theme at the end of

both statements ten and sixteen. This same extension is spread over

o,
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two measures at the end of statement twenty three. These three
extensions coincjide with the conclusion of each choral entry with
full orchestra at the end of each stanza of the tenor solo.

Thare is, furthermore, a one m:asure extension at tho end of 1
statement five which coincides with the end of the second line of

the tenor solo.
A)ll these extensions continue the upward curve of the second

measure of the ostinato, but reverse the inteyxval structure. Thus,
the interval structure of each measure of the ostinato is tone, tone,
semitone, tone, whereas that of the extension is tone, semitone, tone,

tone.

Ex. 3: Ostinato plus one measure extension

ete,

The coda is also an extension of the ostinato. The first measure
retains the original fundamental pitch but inverts the direction as in
the first measure of statements seventeen and eighteen. The second
measure continues the rising pattern but reverses the interval

structure of the first measure.

Ex. 4: Coda 3

2.2.3 variations in tone colour

The tone colour alternates between the strings of the chamber

orchestra, and the chorus plus three clarinets (one of which is a

4 Britten, War Requiem, p. 170.

3 Britten, War Requiem, p. 177.
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bass clarinet), two bassoons, double bassoon and strings of the full
orchestra. Only in the final statement of the ostinato theme do all
these resources join forces.

Britten thus relies on contrasting tone colours rather than a
continuum of colour to zreate momentum.

Ex. 5 Tone c.iour of ostinato

{A = strings of chamber orchestra

B = chorus plus clarinets, bassoons, double bassoon and
strings of full orchestra

C = A and B combined)

2,2.4 Tempo changes

A constant tempo is maintained throughosut this passacaglia.

2.2.5% Other variations of the ostinatc theme

buring tho opening two lines of stanza three of the tenor solo, that
is, during statements seventeen and eighteen, the ostinato, while still
beginning on the original fundamental pitch, is inverted. Thus, the
original interval structure of the ostinato is retained, while the
direction of movement is inverted so that the fir.t measure has an

ascending contour and the second measure a descending contour.

Ex. 6: Inverted form of ostinato in statements seventeen and
eighteen 6

6 Britten, War Requiem, pp. 174-175.
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2.2.6 Theme drop-out and theme fragmentation

The only point at which the ostinato theme drops out is during the coda.
However, the interval structure of the coda itself is based on that

of the ostinato (see paragraph 2.2.2, pp. 191-192).

2.2.7 Degree of audibility
The ostinato theme is clearly audible throughout due to the fact that
it is only subjected to very slight modification which does not cause
it to become unrecognizable.

2.2,8 Octave register

Ex. 7: Octave register of ostinate

c?
cb
5
ot
o3
c?
et

e cstinato remains in the same octave register throughout the

passacaglia.

2.3 INFLUENCE OF THE OSTINATO THEME

2.3.1 Effect on length; time-span

There are twenty three statements of the two measure ostinato. The
overall length of the passacaglia is fifty five measures. The twenty
three statements of the ostinate produce forty seven measures and
not forty six, due to the prolongation of the final note of the first
measure of the ostinato over an additional measure in the final state-
ment. The additional eight measures arise from extensions between
statements five and six, ten and eleven, and sixteen and seventeen,
and at the end of statement twenty three. There is also a thres

measure coda.
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Thus, the ostinato has a strong influence on the overall length

of the passacaglia.
The overall time-aspan is 3.36 minutes.

2.3.2 BSectionalization
£

The chromaticism used within this ostinato theme gives it a distinctive
quality, and as a result it has a strongly sectional effect.

3. THE ACCOMPANIMENT

3.1 'TYPE OF ACCOMPANYING MATERIAL

A through-compoused setting of the Owen poem “"At a Calvary near the
Ancre” for tenor sclo forms the aczompaniment to the ostinato. The
setting is mainly syllabic and in arioso style.

In the setting of the first stanza, the first and third lines
have identical setting, while the fourth line differs only slightly
from the second line.

The setting of the sacond .tanza bears no resemblance to that of
the first. However, in the third stanza, the setting of the third
and fourth lines is identical to that of the first and second lines
of stanza one,

The accompaniment is, therefore, dominated by the setting of
the opening two lines of the poom w.th its falling contour. Also
prominent ir these lines ls the tritone FS sharp - C5 - F sharp.

Thus, the tritone pervades not only the ostinato, but also
the accompaniment.

One can therefore regard the entire movement as being built

from one kernel motive or theme, namely the tritone.

4 The measurement of the time-span has been based or the following
recording: B, Britten, War Requiem, with Galina Vishnevskaya, Peter
Pears, Dietrich Fischer-Dieskau, cond. Benjamin Britten, London Symphony
Orchestra, Decca SET 252/253, 1963,
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Ex. B: Setting of opening two lines of poenm 8 1

-
In this WAL o He too  lost a  livd,

3.2 THE ACCOMPANIMENT VARIED

3.2.1 Octave register

As the octave register of the ostinato is constant throughout the
passacaglia, it .s the task of the accompaniment to create inteiest
and vitality in the upper range.

while the occasional note of the tenor solo lies above the octave
register of the ostinato, for the most part the solo is overlapped
by the nstinato. The harmonic support given to the tenor solc by
the flute, oboe, clarinet, bassoou, horn and harp, however, is
interwoven both above and below the ostinato. Thus, the ostinato,
despite the fact that its octave register is constant throughout,

pervades the entire fabric of the passacaglia.

1.2.2 Tone colour

The predominant tone colour in the accompaniment is that of the tenor
solo, with support from the oboe, clarinet and bassoon. More
strident colours are evident at the beginning of the third stanza
(statement seventeen). However, by the end of tle stanza, the
support from the oboe, clarinet and bassoon has been reinstated.

The ostinato is extended melodically between the second and third
lines of the first stanza, and this same extension is used climactic-
ally at the end of the final line of each choral entry.

The coda is sung by tenor solo against a sustained F sharp major

?' triad in the chorus.

8 Britten, War Reguiem, p. 170,




Ex. 9: Tone colour of accompaniment and ostinato
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3.2.3 Texture

The predominant texture in this passacaglia is that established at
the outset of the tenor sole. This texture is retained throughout
the first and second stanzas as well as during the second half of the
third stanza. A contrasting texture is heard in the choral refrain

at the end of each stanza of the tenor solo. A further contrasting

texture with very marked, incisive rhythms occurs at the opening of

u the third stanza.

197
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Thus, Britten has here used the device of contrasting textures

rather than creating a continuum of texture.

3.3 ROLE OF THE ACCOMPANIMENT

3.3.1 Sectiocnaliration

The accompaniment tends to minimize the sectiovnal effect of the
astinato in that the setting of the lines of the tenor solo for the
most part overlap the repetitions of the ostinato. Only the beginning
of the first and third lines of the first stanza and the third and
fourth lines of the third stanza coincide with the beyinning of a
repetition of the ostinato.

Moreover, even in the choral refrain, based on the melodic pattern
of the cstinato, which punctuates the stanzas, the words overlap the
statements of the ostinato, thus minimizing the sectional effect.

3.3.2 Accompaniment versus ostinato theme

The ostinato and accompaniment in this passacaglia have a fairly
egqual relationship throughout. The accompanying tenor solo is
punctuated by the choral refrain based on the ostinato itself. Thus

the vstinato carrf‘es considerable melodic importance.

3.3.3 Grouping

The use of a choral refrain based on the cstinato not only to separate
each stanza of the tenor solo from the next, but also to punctuate
stanza three, creates a rondo-like effect, in which the setting of
each stanza of the text provides an episode, In addition to the
unifying effect of this ostinato theme as a recurring refrain, there
is also a unifying theme within the episodes themselves.

In stanza one, the setting of the third and fourth lines is
identical to that of the first and second lines apart from a slight
deviation in the final measure,

This same theme recurs as the setting for the final two ‘ines of
the third stanza. The recurrence of this theme at the end of the

poem has a unifying effect by creacing a sense of return.

-
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4. MOTION FACTORS

4.1 THE PARAMETERS

4.1.1 Density

The changes in density occur in stages. There is a slight increase in
density in the second stanza of the tenor solo as compi "ed to the first
stanza, resulting from the greater activity of the oboe, clarinet and
bassocn of the chamber orchestra.

The opening two lines of stanza three ses a warked increase in
deneity, while there is a slackening off again in the following twe
lines, as well as the choral refrain and tenor solo coda which follow.

‘ The density, therefore, creates an arch profile, reaching a peak
in the opening two lines of stanza three (stazements seventeen and
eighteen of the ostinato). Thereafter, there is a gradual tapering

off of the density until the end of the movement.

Ex. 10: Density profile

Stanza I Stanza I1 Stanza I11

4.1.2 Range

Ex. 11: Range (//,//m ostinato; {1 = accompaniment)

1 v X jNY XX Coda
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The contrasts of range are not very wide due to the limitations of 1
the tenor voice which forms the foreground accompaniment.

The highpoint fcr the tenor solo is F4 sharp with which the solo
both hegins and ends. 1In the first stanza both the first and third ‘
lines begin from this highpoint and then descend to F3 sharp an octave

lower.

The range of the tenor solo in the second stanza presents an arch
contour, rising up to F4 sharp and then falling again to ena on F3
sharp an octave lower.

In the third stanza, the range again hasz an arch profile rising

to the F4 sharp and then ending again on the F3 sharp an octave lower.

4.1.3 Dynamics

As is the case with the density, the dynamic changes occur in stages,
reaching a peak in the first two lines of stanza three, and thereafter
falling off during the closing stages of the passacaglia. The dynamics,
therefore, create an arch profile.

Within these dynamic stages, however, vitality is created by the
use of dynamic waves within each of the extensions of the ostinato
which occur at the end of each stanza of the solo as well as at the
midpoint of stanza one. A dynamic wave also enlivens the coda which
has also been shown to be an extension of the ostinato (see paragraph
2.2.2, pp. 191-192).

Ex. 12: Dynamic profile

Stanza 1 Stanza I1 Stanza 111

4.1.4 ERhythm

The rhythmic changes occur in stages. There is a gradual increase
in rwythmic activity during the first two and a half stanzas of the

tenor solo. This gradually rising contour is interrupted by the
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choral refrain in statements nine to ten and fifteen to sixteen,
Fullowing the peak of rhythmic activity in the first two linws of
stanza three (statements seventeen and eighteen), there is a marked
drop in activity for the remainder of “he stanza, and a slight
increase in activity in the coda.

Thus, the rhythmic contour is that of an arch with double

interruption on the upward curve.

Ex. 13: Rhythmic profile

Stanza I Stanza II Stanza 111

4.2 INTERACTION OF PARAMETERS

The parameters of density, dynamics and rhythm all support an arch
profile reaching a peak in the first two lines of stanza three
(statenents seventeen and eighteen) and thereafter tapering of€f.

On the downwerd curve, the rhythm shows a slight deviation in
that there is a slight increase in activity while the parameters of
density and dynamics are at a lowpoint.

The peak of the arch is also supported by the range of the cenor
sole which reaches itg highest point during the second line of the
third stanza.

The wide contrasts of range n the coda are a means of creating

changing colour contrasts,

4.3 SENSE OF FINALITY

The arch shape of the passacaalia results in the parameters of density,
dynamics and rhythm erding at a lowpoint. This creates a feeling of

.
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conclusion and repose, so that the passacaglia movement is complete
in itself, and does not depend on anything that follows for a sense
of completion.

4 sense of finality 1s also achieved by the veturn at the end of
stanza three of the musical setting of stanza one. 7This return in the

material ol the accompaniment gives a feeling of recapitulation and

conpleteness. o

5. FORMAL PLAN

The overall formal profile of this passacaglia is that of an arch,
reaching a peak in the first two lines of the third stanza of the

accompanying text.

Ex. 14: Formal profile

Stanza I Stanza II Stanza III

5.1 LARGER FORM

This passacaglia forms part of a mu. ' movement work, and represents
the emotional and musical climax of wne work as a whole.

In the War Requiem, Britten has given expression to a moral
tension by meany of a musical tension, and thus the tritone underlines
the instability of society and the incompatibility of war with true
Christianity.

The tritone not only colours many of the harmonies and melodic
contours, but it also maintains the tonal instablility which is so

characteristic of the work.
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The "Agnus Dei® is the only movement which is consistently
controlled by a tritonal relationship.

In its marvellous embodiment of an emotional crux in

a tonal stru ‘ure the Agnue Dei marks the music il high
point of th Aequier; ... the tritone here operates

at the most comprehensive level and for a moment we
can rise to a serene acceptance of what elsewhere

had seemed the very token of dissensicn,

9 Evans, p. 462.
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CHAPTER 13

SYMPHONY FOR CELLO AND ORCHESTRA, OP. 68, 1963

i. BACKGROUND

The Symphony for Cello and Orchestra wes written for the Russian
cellist Mstislav Rostropovich, whom Britten met for the first time in
i960. Britten began composing it in the spring of 1963, and it was
completed in May i963. It was given its first performance in the
Great Hall of the Moscow Conservatury on 12 March 1964 hy Mstislav
Rostropovich with the Moscow Philharmonic Orchestra conducted oy
Benjamin Britten.

Having conceived a first movement in which sonata

principles are cardinal, he decided that concerto

virtuosity would be a tiresome irrelevance. There

is 1o conflict. genuine or spurious, between scloist

and orchestra, and no place for the importunate

rhetoric passage-work. ‘x: the other hand, this is

not a symphony for orchestra ‘with cello' after the

model of Harold in Italy cr <'indy's Symphonie

advencle; rather it is a sonava in which a cello
is partnered by an orchestra.

This symphony is in four movements

-1 Allegro maestoso

- 11 Presto inquieto (Scherzo)

-~ 111 Adagio with cello cadenza leading to the finale
-1V Andante allegro (Passacaglia).

2, THE NATURE OF THE OSTINATO THEME

2.1 STRUCTURE

2.1.1 Sequence

This twenty six measure ostinato theme consists of five phrases.

While sequence in the generally accepted sense o’ the term 18 not in

t Evans, p. 314,
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evidence, nevertheless there is a strong similarity in the structure A
of the first four phrases. Each of these phrases begins with a
repeated open chord follcwed by a syncopated stepwise passage.
Phrase five does not conform to the pattern of the previous four ﬂ

phrases, its material being derived from the third movement of this

symphony.
2
Ex. 1: Ostinato heme

Andante allegro (J- ¢. 84)
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2.1.2 Characteristic intervals

Stepwise movement in tones
passages, in contrast with
thirds and perfect fourths

chordal passages.

and semitones predominates in the
the larger intervals of major and

and fifths between the bass notes

scalic
minor

in the

2
B. Britten, Symphony for Cello and Orchestra, Op. 68, pocket
score, {(Loadon: Boosey & Hawkes, 1963), pp. 68-69.
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2.1.3 Contour

The graph below (Ex. 2) illustrates the contour of this ostinato theme.
Initially, the overall activity direction follows a gradual downward
pattern until the last guarter note of measure sixteen where the
lowest point of the decline is reached. This is followed by a rapid
rise in measures twenty to twenty three, coming to rest on A4 in
measure twenty three before a further brief excursion to D(3 on the
fourth quarter note of measure twenty four, and a return to rest on

4
A in measures twenty five and twenty six.

Ex. 2: <Contour of ostinato {ona horizontal square equals one quarter
note; one vertical square equals one pitch class)
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The contour, therefcre, is that of an inverse arch, dipping down
to reach its lowpoint in measure sixteen, that is, slightly after the
midpoint of the theme which occurs in measure thirteen.

This theme appears to be constructed on three levels. The

repeated chords at the beginning of phrases one, two and four, involve

=
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all three levels of construction, while those which open phrase three
involve only the two upper levels. The melodic running passages, on
the other hand are confined to the lowest level in phrase one, move
up to the intermediate level in phrase two, back through the inter-
mediate level and into the lowest level in phrase three, and finally
soar through all three levels in phrase four to form the upward curve

of the inverse arch.

2.1.4 Chordal influence

Chordal influence is evident in the interludes which separate the
running scalic passages. Measures six to eight reiterate a seventh
chord on G with the fifth omitted. In measures eleven to fourteen a
triad on D with third omitted is outlined, while in measures seventeen

to nineteen the complete major triad on D is reiterated.

2.1.5 Length

The twenty six measures of this ostinato theme are far in excess of
the Baroque preference of four or eight measures. The ostinato is
repeated six times.

There is an extremely wide interval, namely two octaves and a
perfect fourth, between the first and last notes of the ostinato. The
ostinato begins on the supertonic and ends on the dominant.

The total range-span is also extremely wide, being three octaves

and a major second.

2.1.6 Tonal centre

Several tonal centres are implied in this five phrase theme, but the
predominant centre is that of D major. This is the tonal centre of
the first, fourth and fifth phrases. The second phrase centres on

B phrygian. while the third phrase moves from the B phrygian of the

z-cond phrase back to the original tonality of D major.

2.1.7 Metre and tempo

Simple duple metre (2/2) predominates in this ostinato theme. Measure
sixteen gees a change to simple triple metre, but this is short-lived,

and the simple duple metre is re-instated in the fnllowing measure.

= "SI S
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In the fifth presentation of the ustinato theme, the metre,
while remaining duple, changes from two half notes per measure to
two quarter notes per measure. As a result, the reiterated chords
at the beginning of each phrase now appea: in quarter note succession
in place of the previous half note succession, while in the running
passages, a new rhythm entirely unrelated to the previous rhythm of
the running passages, appears,

The sixth statement of the ostinato theme sees a return to the
original rhythm as found in statements one to four.

The tempo indication of this passacaglia is "Andante allegro"
with the metronome .ndication of J = ¢, 84.

The only respite from this tempo comes during the fantasy-like
interlude which precedes tie sixth and final presentation of the
s¢tinato theme, in which the celloc and woodwind alternate.

2.1.8 Rhythm

Interesting rhythmic featwres in this theme are the use of syncopation
as well as the use of running scalic passages which give the theme
considerable vigour.

2.1.9 Melodic tension

The use of more than one tonal level within the five phrases creates
a melodic tension. The ostinato theme ends on the dominant of D major,
and this is a further forward-propelling device. The fact that this
dominant does not find resolution to the tonic until the fourth phrase
of the theme results in the build-up of considerable melodic tension,

2.1.10 perivation

The scalic passages of the ostinato- theme appear to find thelr model
in the scalic passages at the opening of the first aovement.
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The final phrase of the cstinato theme is derived from the final
phrase of the main theme of the Adaglo movement (measvres 44-47),
with time values dobled.

Ex. 4: Final phrase of main theme of Adagio 4
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Ex. 5: Final phrase of ostinato theme
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Britren, Syrphony for Celle and oveheatra, p. 1.

4 Britten, Symphony for Cello and Orchestra, p. 72.

Britten, Symphony for Cello and Ovehestra, pp. 88-89.
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2.2 USE OF THE OSTINATO THEME

2.2.1 First statement setting

The first statement of thiz ostinato theme is accompanied. It is
presented on the cello, while the subsidiary theme of the Adagio
movement is heard above it on the trusmpet. This subsidiary theme
forms the basis of six subseguent variations above the ostinato.

The setting of the initial statement is, however. fairly meagre, thus
allowing for a pattern of growth by the use of increasing intensity
during the subsequent statements of the ostinato.

2.2.2 variations in length

I the subsequent statements of the ostinato theme, there are
considerable variaticns in its length.

Statement three has twenty nine measures. One measure of repeated
chords is omitted at the beginning of the first phrase. An additional
two measures of repeated chords are inserted at the beginning of the
second phrase, one measure of repeated chords is inserted at the
beginning of phrase four, while melodic elaboration leads to an
additional measure in phrase fivi..

Statemant four has only twenty four measures. In plirase one a
measure of repeated chords 1s omitted. Measures thirteen and fourteen
of the origingl theme are condensed int, one measure in the second
phrase. The overall number of measures remains undisturbed in phrase
three, despite considerable rhythmic changes.

Scatement five has twenty measures. Phrases four and five are
omitted completely. Phrase three is also incouplete, lacking its
final six eighth notes. ¥urther changes in this statement include the
insertion of an additional three measures of repeatod chords in the
second phrase, followed by the extension of two measures over three
measures.

The final etatement (statement six) is extended to thirty three
measures. This extension results from the insertion of additional
repeated chords at the beginning of sach of the first four phrases:
two measurss at the beginning of phrases one, two and four, and one

measure at the beginning of phrase three.
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Although the number of measures in statement two corresponds to
that of the initial statement of the ostinato theme, it is not an
exact repetition of the theme. One measure of repeated chords is
omitted from phrase one, while measure twenty three of the original
theme is omitted. The resulting overall number of measures is
twenty six.

2.2.3 variations in tone colour

The tone colour changes for each presentation of the ostinato. This
creates vitality as well as an overall gradual crescendo with an

interruption in sections five and six.

Ex. 6: Tone colour of ostinato

Sections: 1 2 3 4 5 [} 7
Vel Cls. Strings Vol. Btrings Vlas.
Bsn. Tpts. Ben. Vels.
D.Bsn. Thn. D.8sn. Dbs.
Hos, Tuba Hn.
Tuba Timp.

2.2.4 Tempo changes

Section five marks the beginning of the interruption of the gradual
rise profile. At this significant point of the formal contour, there
is a change of metre from the original 2/2 to 2/4, however, the barsic
tempo remains unchanged. The repeated chords at the beginning of
phrases one to four of the ostinato now ncour at twice the original

speed. While there are substantial changes in the rhythm of the

scalic passages, they do not necessarily appear at twice their original

speed.
The end of section five sees the introduction of a fantasy style

with alternation between strict and free elements,

2,2,5 variations in rhythm

Following the initial presentation of the os%inato theme all subsequent

statements have rhythmic deviations. In statements two and three,

-
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these modifications are ouly slight, but they become more and more

extensive as the passs aglia progresses.

2.2.6 Theme drop-out and theme fragmentation

The first four statements of the ostinato theme are regular. The
£ifth statement is incomplete, only the first three phrases being
presented. The final three beats of the third phrase are also
omitted. Thereafter, the ostinato theme is abundoned for sixty tour
measures,

This drop-out of the ostinate theme is asscciated with a drop
in intensity just prior to the climactic finale.

2.2.7 Degree of audibility

L While there are slight variations in several presantations of the
ostinato theme, these are never so great that the main outlines of

the ostinato become unrecogiizable. It is therefore audible throughout.

2.2.8 oOctave register

Ex. 7: Octave register of ostinato

The above illustration shows that the ostinawo occupies a low register
throughout, apart from one excursion into the middle range in the

final statement.

2.3 INFLUENCE OF THE OQSTINAYCO THEME

2.3.1 Effect ot length: time-span

There are six statements of the ostinato theme. The overall length of

-~ e rad P Y T | )
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the passacaglia is 238 measures. The c.wrall time-span is exactly

seven minutes. 6 i

2.3.2 Sectionalization

This ostinato theme creates a fairly high degree of sectionalization.
This results from the phrase structure in which each of the first
four phrases begins with repeated chords, and ends with running
stepwise passages. In contrast to these four phrases, phrase five
is highly melodic, coming at the climax of the theme. This structure
vesults in sectionalization not only between successive statements of
the theme, but also from phrase to phrase within the ostinato theme
itself.

3. THE ACCUMPANIMENT

3.1 TYPE OF ACCOMPANYING MATERIAL
The accompanying material consists of a single four phrase theme which

ig derived directly froin the subsidiary theme of the Adagio thira

movement. .

6 The measurement of the time-span has been based on the following
recording: B, HBritten, Dymphony for Cello and Opchestra, with soloist
Mstislav Rostropovich, cond. Benjamin Britten, Erglish Chamber Orchestra,
Decca SXL 6641, 1964,

[ S ~ R
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Ex., B: Subsidiary theme of Adagio movement (score number 53)
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In the passacaglia movement, the subsidiary theme of the Adagio
is given out by th trumpe®. The first three phrases are a fifth
lower, and the focurth phrase a fourth lower than the original

presentation of this theme in the Adagio.

7 Britten, Symplony for Cello and Orchestra, pp. 74-75.
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Ex. 9: Accompanying theme of passacaglia {sccre number 63)
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‘The above theme has four phrases, which correspond to the first
four phrases of the ostinato.

During the variations on this theme, it is transposed to different
siteh lsvels, and is presented in notes »f decreasing value from quarter
notes through to sixteenth notes. In section six, this process is
reversed, and the successive musings of the cello are presented in
increasing note values from _ighth note triplets to eighth note pairs,
< quarter note triplets, to quarter nctes. This gradual increase
n rhythmic values serves as a preparation for the seventh -rariation
11 half notes.

In the first variation, the theme is presen:ed in 6/4 metre, in
place of the original 2/2 metre, on the first and second violins in

ancn at the fourth. The phrases are extanded by the iaterpelation

8 . “aa
Britten, Symphony for Celic and Orchectra, p. 88,




216

of transposed segments. This practice is alsc retained in subsequent

variations.
The me-re reverts to 2/2 in the second variation in which the i
theve is transposed up a third on the cello, which, at the same time

double stops another part which moves in cuntrary motion to the theme.
The -*nird variation changes to 12/8 metre to pvesent each phrase
of the theme on the wnodwind in five-part imitation.
In the fourth variation, the tune is presented bv the cello at
i'r fifth, in a sprightly rendering of the theme in 2/4 metre. After

the third phrase, however, the ostinato and the melodic model of the
aco panying theme itself are abandoned and a free development of
the texture takes place.

The fourth variation leads into the free fantasy-like rendition
of variation five, in which the cello reflects "senza misura” on each
phrase of the theme punctuated by the final phrase of the ostinato
theme, melodically elaborated, by the clarinet, horn and bassoon
successively.

In the sixth variation, the woodwind, brass and violins take up

the accompanying theme, however, the length of the phrases in —ach cf

these variations does not necessarily conform to the phrase lengths
of the theme,
Thus, the accompanying theme undergoes varlations by varied

rhythms, contrasting instrumental coleours and changing textures.

Apart from variation six, all the varlations have a contrapuntal

texture. Variation six is chordal and predominantly homorhythmic.

Each variation encompasses the first four phrases of the ostinato,
while the fifth phrase of the nstinate functions as a tailpilece both
to tle ostinato and to each of the variations above it. The begirning
of each new statement of the ostinato also marks the beginning of

each new variation above it.

Rhythmically the ostinato is slightly more active than the theme
for variations above it. while the rhythm of the repeated chords
of the ostinato is static, it ge as momentuwas in the lively, syncopated

rhythms of the scalic passages. The predominant rhythmic movement of

the theme for variation is in quarter notes, althouga here again, it

ig rhythmically enlivened by the use of syrcopation.

—— - —— - PP T W P B |
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The range of the accompanying theme is a perfect twelfth which

is narrow in comparison with the three octaves plus a major second

range of the ostinato.

3.2 THE ACCOMPANIMENT VARIED

3.2.1 oOctave register

The accompaniment remains above the ostinato throughout apart from the
final, fifth ~hrase of the ostinato, which always rises above the
accompaniment. This obviously excludes section five in which only
the first three phrases of the ostinato are heard, and section six

in which the ostinato is absent.

3.2,2 Tone colour

The tone colour changes in each variation »f the accompanying theme,
and supports the overall Fformal profile, in addition te functioning
as a means of creating vitality. Britter here uses an additive

crescendo reaching a peak in the final variation,
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Ex. 10: Tone colour of accompaniment and ostinato

Fle,
vel. Choes
punctu~ Cls,

Picc. ated Bsns.
Fl. by Hn.
Oboe cl, Trs.
cl. Hn, Tbr.
Tpt. Vins. vel. Bsn. vel. Ban. Vins.

Theme var. 1 Var., II Var. III Var. IV Var. V Var. VI

—

/

///

vel. Cls. Btrings Vol Strings vlas.
Bsn. Tre Ban. vcls,
D.Bsn. Ty . D.Bsn. bbs.
Hns . Tube Hn.
Tuba Timp.

3.2.3 Texture

Throughout the passacaglia there are marked changes of texture at tre
peginning of each new variation on the accompanying theme, Thus
attention is focusced on the sectional character of the passacaglia,
as each new variation on the accompanying theme coincides with the

beginning of a repetition of the ostinato.

3,3 ROLE OF THE ACCOMPANIMENT

3.3.1 Secticnalization

in this passacaglia there i no attempt in the accompaniment to disguise

the constant recurrence of the ostinato. The accompaniment, in fact,

draws attention to each new repetition of thic ostinatc by the ract that
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the beginning of each variation on the accomranying theme coincides
with the beginning of a restatement of the ostinato. This gives rise

to maximum sectionalization.

3.3.2 Accompaniment versus ostinato theme

Neither the accompaniment nor the ostinato can be regarded as being
“aminant in this passacaglia. Their relationship is fairly equal.

The accompaniment exhibits a fairly consistent level of melodic
importance against the ostinatc throughout, the only exception being the
free fantasy-like variation in section six where the ostinato is absent.

3.3.3 Grouping

The use of only one theme (and variaticns upon it) in the accompaniment,
creates a feeling of continuity, although it does not distract from

the sectional effect of the repetitions of the ostinato due to the
coincidence of esach variation with a repetition of the ostinato.
However, .fter phrase three in section five, and also for the entire
duration of the fantasv-like section six, the accompaniment breaks

free from the shackles of the ostinato, and consequently, at this
lowpoint of the profile, a feeling of progress begins to be generated
in anticlpation of the climax i+ the fcllowing statement,

4. MOTION FACTORS

4.1 THE FARMNMETERS

4.1.1 Density

There is a vrogressive increase in density through sections two to

four (that is, statements two to four of the ostinato)., Section five,
however (statement five of the ostinato), sees a marked drop in density,
and there Lu a still further drop in section six (the fantasy-like
variation). The changes in density occur in stages which correspond
with the ostinato repetitions, or the variations on the accompanying
theme in thcse instances where the ostinato is absent. This pro-
greecsive growth of density during the first four sections, and the
subsequent falling off during sections five and six, crectes a density

profile of gradual rise with intesrruption.

PO PPN
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Ex. 11 Density profile

/
Theme vVar. I Vvar. II var, II1I Var. IV var, V var. VI
Sections:
1 11 I1x iv \' vI VIiI
4.1.2 Range AU = astinato; . = acconpaniment)

Ex. 12: Rarge

]

v Coda

The above diagrammatic representation of the range according to cctave
register shows that sudden narrowing and widening and shnifting of
the area of renge concentration in the accompaniment is used as a

means of creating vitality and motion.

4.1.2 pyiamics

The dynamic changes are made in stages which correspond tou the repetitions
of the ostinato and the variations above it, During the first four
sections there is a gradual increase in the dynamic level, followed

by a marked drop in section five and a further drop in section six,

before the risge to the climax and the ensuing c;da in section seven.

The dynamics, therefore, present » profile of gradual ri.e with

interruption.

i Nemaad At e Mdinen e M 2
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As the ostinato is of considerable length (twenty six measures)
the dyrnamic stager, corresponding as they do with the repetitions of
the ostinato, are alsp very long. Interest and vitality are retained
during these extremely long stages, however, by the use of dynamin
waves in the accompanying material which generate motion.

Ex. 13: Dynamic profile

)/

-

/ 'L

/

Theme var. 1 Var. I1 Var, 1II Var. 'V var. Vv Var., VI
Sections:
I II Irz wv v VI viI

4.1.4 Rhythm

The rhythmic changes also occur in stages which correspond to the
repeti.ions of the ostinato. Rhythmically there is =n arch profile
reaching its peak in section five, that is,just after the midpoint of
the npasgacaglia, and immediately pricy to the overall climax of the
movenen®.

There is an increase in rhythmic activity from the beginning
of the passacaglia thriugh to the end of section five. The process
is then reve sed du.ing the cello's successive reflections in secuion
six, each of which occurs in a slightly lonqger rhythmic value. This
process of growth in the rhythmic values culminatez in section seven
in which the accompanying theme is presented in half notes, that is
i augmentation, the longest rhythmic value used in the variations.

-
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Ex. 14: PRhythmic profile
-
3
l
J

~

y
Cop M

—

‘ )
Theme Vvar, I Var., II Var, III Var, IV Var, V Var. VI
Sections:
I Ir Irz v v Vi Vil

4.2 INTERACTION OF PARAMETFRS

Both the density and dynamics present a profile of gradual rise with
inteiruption at sections five and six. The upward curve of the
rhythmic arch profile corresponds with the gradual rise profile,
but continues through the interruption of the rise to reach its peak
in caction five wher soth the density and dynamics are down., The
rhythm, therefore, Jenerates the motion during the period that the
other parameters are temporsrily at a lowpoint. Only in section
six foes the rhythm aradually begin to relax. Subsequently, in
sectlon seven, the rhythe reaches its lowest point, while the density
and dynamics reach their peak,

The range, with ite sudden widenings and narrowings and shifts
of concentration, shows a concentration in a lower range during the
wnterruprion of the rise, e«nd o shift to a higher range during the

paak of the rise in zectlon seven.

4.3 SENSE OF FPINALITY

Tnis passacaglia profile ~nds on a highpoint while, in contradiction
to this, the rhythm i{s at a lnowpcint. This slowing down of the
rhythmic activity hag a broadaning effact.

Briteten augments the note valuee of che accompanying theme to
half notes during the final s*atement of the costinato and the subse-
quent short coda. The seventeen mear re coda is not even the

equivalent in dwratlion of a single statement of the _stinato (twenty
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Ex. 14: Rhythuic profile

j J I
Theme Var, I Var. II Vvar. III var. IV Var. V Var, VI
Sections:

I II Ity w v Vi vii

4.2 INTERACTION OF PARAMETERS

Both the density and dynamics present a profile of gradual rise with
interruption at sections five and six. The upward curve of the
rhythmic arch profile corresponds with the gradual rise profile,
rut continues through the interruption of the rise to reach its peak
in section five wher both the density and dynamics are down. The
rhythm, therefore, generates the motion during the period that the
other ~arameters are temporarily at a lowpoint. Only in section
5ix doez the rhythm gradually begin to relax. Subseguently, in
gection seven, the rhytha reaches its lowest point, while the density
and dynam.cs reach their peak.

The range, with its sudden widenings and narrowings and shift.
of concentration, shows a concentration in a lower range during the
interruption of the rise, and a shift to a higher range during the

peak of the rise in sectiun seven.

4.3 SENSE OF ¥ INALXTY

This passacaglia profile ends on a highpoint while, in contradiction
to th 3, the rhythm is at a lowpoint, This slowing down of the
rhythmic activity has a broadening effect.

Britten augments the note values of the accompanying theme to
half notes during the final statement of the ostinato and the subse-
quent short coda. The seventeen measurs coda is not even the

equivaler” in doration of a single statement of the cstinato (twenty




six measures). This rhythmic broadening gives a feeling of finality
to the movement, while the passacaglia itself, with its stabilizing
quality, gives a sense of finality tu the work as a whole.

The coda 1$ based on the perfect fourths of the final phrase

of the ostinato.

5. FORMAL PLAN

This passacaglia presents the profile of a gradual rise with interr-
uption. The interruption takes place in sections five and six, that
is, shortly after the midway point of the passacaglia, after
considerable momentum has already been established., The interruption
cotncides with & cowplete drop out of the ostinato thene in section
six, and an incomplete statement in section five in which the register
of the ostinato is confined to two octaves in contrast to the previous
three octaves.

While the other parameters are at a lowpoint during the .,terr-
uption, the rhythm reaches its maximum activity in section five with

a yradual tapering off in section slx.

Ex. 1%: Formal profile

,/'“"“”/L“LW_J

Theme Var, 1 Var. Il var. III var, IV var. Vv Var. Vvl

.:S;c:tionm:
T It 111 v v Vi VII

%.1 LARGER FORM

This passacaglia is f e final movement of a multimovement -work. ©
provides an opportuv ity for the use of confirming elements. The basic
idea of the ostinato itself, that is, the alternation of a succession

of chords with a scallc passage, is derived from the opening measures

B S
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of the first movement. The final phrase of the ostinato is derived
from the final phrase of the mai.. theme of the Adagic (third movement).
The accompanyiig theme is based on the subsidiary theme of th~ Adagio.
This strong emphasis in the passacaglia on elenents from the Adagio
movement emphasizes the ipextricable link between these two movements.
Concerning the cadenza linking the two movements, Peter Evans states:

... the cadenza is concerned ... to establish the

link that makes an entity of the last two movements;

it may be viewed as a segond development in a design

which places the restatement of the slow movgment's

subgidiary theme at the head of the finale.

The passacaglia has an excellent capaci_.y for establishing a tonas
centre. The tonal centre D of this final movement represents a return
to the tonal area of the cpening where the tonal centre was d. The
tonal centres of the four movements are as follows {(the tonal centre

of the passacaglia movement is underlined):

a [ E .

The ability of the passacaglia to confirm a tonal centre and
ve forge links with previcusly-uswd thematic material both in the
ostinato itself and the accompaniment, while at the same time creating
a feeling of regularity through the constant repetition of the

estinato, make this passacaglia a most effective final movement.

9 Evans, p., 32i.

[ - ol
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CHAPTER 14

STRING QUARIET NO. 3, OP. 94, 1975

1. BACKGROUND

The third String Quartet was Britten's last instrumental work, and was
dedicated to Hans Keller, It was written during October and Novembey
1975, and was first performed on 19 December 1976, fifteen days after
the composer's death, by the Amadeus Quartet at the Maltings.

The work is in five novements:

- 1 Duets With moderate movement J = c. 65)
1T Ostinato Very fast | J = oo, 132
- I1I1 Solo Very calm { J = o, 40)

IV Burlesque Fast, con fuocs | J = ¢, 192}
- v Recitative and rassacaglia (La Serenissima)

Slowly moving ( ‘ = g, 50).

In the serene untolding of Britten's last ground
bass movement we szhall surely hear, as in the
passacaglias of Lucoretie and Herring, a threnody,
but now it is as much for the composer himself
as for his hero.

The hero to whom Evans here re®ers s Aschenbach in Death In Venioe,

op. 98, 1973,

2. THE NATURE OF THE OSTINATO THEME

2.1 STRUCTURE

2.1.1 Sequence

This = a two phrased ostinato theme. The movement is exclusively
by whole tones throughout. The vstinato theme relies heavily not on

pitch sequence, but on pitch vepetition. The first phrase consists

© Yvans, p. 347,

"

iy
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of the whole tone interval 52-F2 sharp which is twice repeated before
moving up another whole tone to (32 sharn.

The second phrase is an exact inversion of the first phrase,
and therefore relies equally on repatition.

There is a strong rellance on rhythmic sequence between the two
phrases. The second phrase is an exact rhythmic sequance of the first

phrase.

2
Ex. 1: Ostinato theme

$lowly moving 4= c.50)

¥ ! - x
3 + ke e i m—— +—H
[P o s e s s e S 3
O e A T I e~
T t T I i
ey =—H
= et p—H
ppe ¥ . - T = 7

This concentration on a single type of interval (the whole tone},
plus the fact that the second phrase is an exact inversion of the
first while at the same time being a rhythmic sequence of the first,
makes for a highly unified structure.

2.1.2 Characteristic intsrvals

The intervallic mowvement in this ostinato theme is confined exclusively

T

to whole tones. The entire theme is built from the following four notes

% the outer limits of which span a tritone.
-

2.1.3 Tritone influence

The interval of a tritone exists between the final notes of the first
and second phrases. In addition to the ver, strategic placement of

this tritone, it is given further significance hy the fact that it is

2 B. Britten, String Quartet no. 3, Op. 94, pocket score (London:
Faber, 1977), p. 31.
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the only interval larger than a whole tone which occurs between any
note in the second phrase and its corresponding note in the first
phrase. The notes forming the tritone are rhythmically emphasized
by being the only notes of the ostinato which have a duration longer

than a .uarter note.

3
Ex. 2: Cor:espondence batween phrases of ostinato theme
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N 2.1.4 Contour

Ex. 3: Contour of ostinato {(one horizontal square equals one

quarte note; one vertical square equals one pitch class)
The ostinato = - consists of an arch contour with an early peak
8lightly befo: : midpoint and which falls to a slightly lower pitch

level than that from which it began.

The range of the ostinato theme is a tritone, and is thus
extremely narrow.

The connecting intarval between repetitions of the ostinato is

a semitone, namely, leading note to tonic.

2.1.5 Length

fhe six measure ostinato theme consists of two phrases each three

3 Britten, String Quartet no. 3, p. 31.
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measures long. The ostinato is stated thirteen times.

2.1.6 Tonal centre

The tonal centre of the ostinato theme is E. The lowered seventh

gives a mixolydian flavour.

2.1.7 Metre and tempo

Britten here uses the traditioral simple “riple metre (3/4), and
slow tempo ¢ J = ¢, 50). There is no change of metre in the
presentations of the ostinato theme in the course of this movement,

Furthermore, the same tempo is retained throughout the movement.

2.1.8 Rhythm

The rhythmic activity of rthis ostinato theme is fairly subdued and
movement s predeminantly by guarter notes. The rhythm of the second
vhrase is .dentical to that of the first phrase. An interesting

feature is the stepwise novement throughout the theme.

2.1.9 Melodic tension

The use of the lowered leading note to end this passacaglia theme

results in an open-ended theme which has a very strong forward drive.

2.1.10 Dperivation

The fact that Britten has sub-titled this movement "La Serenissima®
indicates a possible link between this movement and the city of Venice
where it was written, and even more specifically, with Britten's opera
Death in Venice, Op. 88, 1973.

The passacaglia is centre.d on E major which is the key associated
with Aschenbach in Death in Venice., Furthermore, the scalic nature of

the ostinato theme shows strung ties with the overlapping string

scales used in the overa to symbolize Aschenbach's indefinable longings.

Ll e o
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Ex. 4: Death in Venice, Op. 88, I,i, score number 20

The shape of the ostinato theme 1s, furtiermore, foreshadowed
in the opening measures of the first movement of the guartet, where
there is a winding up in measures one and two and & winding down in
measures two and three.

5

Ex. 5: String Quartet no. 3, I, m. 1-3

2.2 USE OF THE OSTINATO THEME

2,.2,1 First statement setting

The first statement is presented in an accompanied form. The accompani-
ment of this statement consists of a new counterpoint on the first

violin which is punctuaated by interjactions on the second violin and

4 B, Britten, Death in Venice, Op. 88, study score (London:
Faber, 1979), p. 19.

5 Britten, String Quartet no. 3, p. 1.
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viocla. 1Tris counterpoint occurs above the pitch level of the

ostinato.

2.2.2 variations in length

There are no major deviations in the length ¢f the ostinato theme
during the course of the passacaglia. Several slight deviations do,
howevar, occux. In three of the thirteen statements, the final note
is lengthened, and in one of these statements, the final note of the
first phrase 1{i alsc lengthened.

The greatest deviations occur in statements seven, sleven and
thirteen., In statement seven, th2 second phrase is extended from
three to four measures of which only the fourth measure conforms to
the original ostinato. In statement eleven, the first and second
measures of the second phrase are repeated, thus creating « five
measure phrase in place of the original three measure phrase. In
gtatement thirteen, the final presentation of the ostinatc theme,
only the firrv phrase is heard in its original form. Thereafter,
the first phrase is fragmented, and the second phrase is slightly
varied.

The two greatest deviations in the length of the ostinato theme,
that is, in statements eleven and thirteen, therefore, occur at structur-
ally important points in the movement, Statement eleven concludes the
second main section and ushers in a return of the material of secticn one,

while statement thirteen is the final statement of the ostinato.

2.2.3 variations in tone colour

With the exception of statement eight, all thirteen statements of the
ostinato theme are presented by the cello, with unvaried articulation,
and with only one change in octave register, that is, in statement
nine.

Statement eight presents the ostinato theme on the viola in a
register two octaves hilgher than that in which it has hitherto been
presented by the double bass. N

This statement marks the conclusion of the f£irst main section
of the movement.

This passacaglia, therefore, relies heavily on the accompaniment

to provide interest and variety iu tone colour.
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Ex, 6: Tone colour of ostinato

Vla. *
VCl. * * * » * w * * * * * »

2.2.4 Tempo changes

A relatively constant tempc is maintained throughout this passacaglia.

2.2.5 Theme drop-out and theme fragmentation

There are only two very slight drop-outs of the ostinato theme., The
firse drop-out occurs for two measures at the end of statement seven,
and the second drop-out wcurs for three measures at the end of
statement eight., The drop-out at the end of statement eight coincides
with the end of the first main section of the movement. Both these
minor drop-~outs occur during the latter half of the movement.
Fragmentation of the theme occurs as part of a process of

broadening in the final statement of the ostinate.

2.2.6 Degree of audibility

At no point in this passacaglia is the ostinato subjected to radical
medifications or deviations. It therefore remains recognizable
<hroughout .

2.2.7 Octave register

Bx. 7: Octave register of cstinato
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The above diagrammatic representation of the octave register of the
ostinato shows that it is confined to the bass register throughout.
The rise in octave register at the beginning of statement eight,
marks the conclusion of the second main section of the movement,
while the drop in register at the beginning of statement ten marks
the introduction of the second accompanying tleme.

2.3 INFLUENCE OF THE OSTINATC THEME

2.3.1 Effect on lencth; time-span

There are thircw 'n statements of the six measure ostinato theme.
Seven of the thirteen statements are exact, whi.e there are slight
deviations in length in the other six statements so that the overall
length is one hundred and three measur:. as opposed to the saventy
eight measures which thirteen exact state.snts would give.

The overall time-span is 5.45 minutes. 6

2.3.2 BSectionalization

This ostinato theme is based on the mixolydian mode. As it lacks a
highly chromatic nature, it creates a minimum of sectionalization.
Furthermore, the lowered leading note ending creates a atrong forward

propulsion.

3. THE ACCOMPANIMENT

3.1 TYPE OF ACCOMPANYING MATERIAL

Two themes predominate in the accompaniment. T fi~st theme, which
dominates the first main section of the passacagl ie introduced
by the first violin in conjunction with the first statement of the

ostinato. This theme is, in fact, an expanded form of the rising

and falliag contour of the ostinato, rising as it does from E4~G4 sharp,

and then falling back to Dd.

6 The measurement of the time-span has been based on the following

recording: B. Britten, String Quastet no. 3, with Amadeus String Quartet:

Norbert Brainin, Siegmund Nissel, Peter Schidlof, Martin Lovett, Decca
SX. 6893, 1963,

* e
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Ex. 8: PFirst accompanying theme 7
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This theme is heard successively on the first viclin, the second

violin and the viola. In statement eight which concludes the first
main section of the movement, the viola takes over the ostinato,
while the first accompanying theme is given to the double bass at
the dominant.

The counterpoints which are added when the first accompanying
theme is given to the second vieolin and viola are also basically
scalic and are all expansions and developments of the ccunterpoint

below.

Ex. 9: Counterpeint to the first accompanying thare 8

The second accompanying theme is introduced following a brief
transitional passage, at the tenth statement of the ostinatou, during
the middle section of the passacaglia. The frequent leaps of this
second theme contrast strongly with the scalic nature of the first
accompany ing theme.

7 Britten, String Quartet no. 3, p. 31.

8 Britten, String Quartet no. 3, p. 32.

k.
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Ex. 10: Second accompanying theme
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The final section of the passacaglia sees a return to the first
accompany ing theme.

The use of the first accompanying theme spans eight statements
of the ostinato before giving way to a transitiocnal passage which leads
to the second accompanying theme which in turn spans two statements
of the ostinato. Thereafter, there is a return to the first
accompanying theme.

Both accompanying themes are far more active rhythmically than the
ostinato, Both, furthermore, far exceed the tritone range of the

ostinato,

3.2 THE ACCOMPANIMENT VARILED

3.2.1 Octave register

With the exception of stae. .tent eight, the accompaniment appears
above the ostinato througk The rise of the ostinato above the
first accompanying theme (o .tatement eignht coincides with the

conclusion of the first form«i section of the passacaglia.

3.2.2 Tone colour

In the first section of this passacag.ia, Britten relies on an additive
approach. The ostinato is given to the cellc and the upper three
voices are introduced successively each with the first accompanying
theme against which an additional counterpoint is heard,

In the eighth statement of the ostinato, the ostinato is given

to the viola while the first accompanying theme is heard on the cello.

2 Britter., String Quartet no. 3, p. i5.
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Thera is thus a gradual increase of tone colour in the accompaniment
during the first eight statements of the ostinato.

The transitional passfage, beginning at statement nine of the
ostinato, sees a higi concentration of both dynamics and rhythmic
activity in all the accompanying parts.

The middle section starting at statement ten, brings a change of
tone colour with both the second violin and viole assigned a back-
ground role, while the first violin is in the foreground with the
second accompanying theme. This status quo is retained in the final
section, but the rhythmic activity of the second violin and vicla
declines further.

Thus, there is an increase in weight up o the ead of statement
nir: of the ostinato, after which there is a grad eciine.

3.2.3 Texture

Textural changes are made gradually throughout the passacaglia,
resulting in a pattern of gradual growth up o the end of statement
nine of the ostinato, followed by a gradual falling away.

3.3 ROLY OF THE ACCOMPANIMENT

3.3.1 Bsectionalization

Both t} irst and sscond accompanying themes each span two statements
of the rinato, and this helps to lessen the sectional effect of the
conwtan. | recurring ostinato by focus.ng ittention on a longer unit

than that of the ostinato.

3.3.2 Accompaniment versus oitinate heme

In this passacaglia, the accompanime sominates the ostinato
throughout and is respcensible for ¢ - lng the formal profile of the
passacaglia.

3.3.3 Grouping

Grouping in this passacaglia is of: « by the upe of the two
accompanying themes. The first ei¢i @ :iacements of the ostinato are
grouped by the corsistent uge abcve Lt of the first accompanying theme

(see Ex. 8, p. 233), 'The subsequent racurrence of this material in
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the final stages of the passacaglia (statements twelve and thirteen)
unifies the passacaglia by creating a sense of return.

Thus, the return creates a formal shape, at least fiom a
thematic peint of view.

The second accompanying thene (see Ex, 10, p. 234) plays a less
important role, though it too serves to group together several

statements.

4. MOTION PACTORS

4.1 THE PARAMETERS

4.1.1 Density

A pattern of progressive density is established during the early stages
of this passacaglia. This results from the use of additive counterpoint.
During the second and the final sections (statement ten cuwards),
ther» are long sections in which the density remains unchanged. This
is probably due to the limitations of the medium which uses only the
possibilities of four instrments,
The density level reaches a peak in statement nine of the ostinato,
and thereafter there is a dropping off to the end of the passacaglia.

Ex, 11: Oensity profile
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4 '.2 Range

2x. 12: Range ( N/ = ostinato; {1 = accompaniment)

et 7 YA 1T T
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A aradual widening of range concentration in the accompaniment occurs
in the initial stages of this passacaglia (statements one to seven of
vhe ostinato). Thereaiter, there are some sudden shifts in the
concentration of the range in statements eight and twelve. The
narrowing of range concentration in statement eight coincides with

the end of the first main section of the passacaglia, and in statement
twalve it coincides with the beginning of the final section.

4.1.3 nynamics

The dynamic profile is that of an arch. On the upward curve the
dynamicr increase by stages, with each stage occoupying two statements
of the ostinato. The peak of the dynamic arch profile is reached

in statement nine, after vhich the dynamic level decreases by stages,
reaching its lowest point at the end of the passacaglia. As on the
upward curve <€ the arch, each of the dynamic stages on the downward

curve cccupies two statements of the ostinato.

Ex. 13: Dynamic profile
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4.1.4 FRhytkm

A% is the case with the dynamics, the rhythmic changes take place in
stages. The initial stage is of considerable length and covers the
first eight statements of the ostinato. During this stage the

rhythmic movement is predominantly by gquarter notes and eighth notes.
This is followed by a stepping up of rhythmic activity in the following
three statements (nine to eleven), where the predominant movement is
by sixteenth notes. The final twe statements of the ostinato see the
rhythmic activity drop off to that of the opening eight scatements.

Ex. 14: Rhythmic profilnr

4.2 INTERACTION OF PARAMETERS

In this passacaglia the density, dynamics, rhythm and range all

collaborate to reach a psak in statement nine of the ostinato.

Thereafter, there is a gradual drop in both the density e dynamics

to the end of the passacaglia. The rhythm and range, on the other hand,

remain at a peak until the end of statement eleven, and thus maintain

vitality while the other parameters are already on a downward curve.
There are interesting wide contrasts of range in the final

statement. These are used as a means of changing colour contrasts.

4.3 SENSE OF FINALITY

Several factors are responsible for the sense of finality in this
passacaglia.
In the first place, the return in tle avcompaniment of the

initial accompanying theme, creates a feeling of recapitulation.

e e
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Secondly, the decline of all the parameters, with the exception
of the range, in the closing stages, creates a feeling of conclusion
and repose.

Thirdly, a broadening effect is created by the process of
spinning out the final statement of the ostinato to seventeen measures
as opposed to the original six measures.

All the above-mentioned factors combined produce a very strong
feeling of finality.

5. FORMAL PLAN

The ovarali formal profile of this passacaglia is that of an arch,
reaching a peak shortly after the mid-peint, in statemert nine, and
thereafter dropping off gradually to the end of the passacaglia.

Ex. 15: Formal profile

5.1 LARGER FORM

This passacaglia movement concludes a multimovement work. There is a
strong thematic link between the ostinato and the main theme of the
opening movement (see paragraph 2.1.10, p. 228 above). This thematic
tie is strengthened by the fact that the main accompanying theme of
the passacaglia is basically an expansion of the rising and falling
contour of the ostinato.

Britten also capitalizes here on the passacaglia's capacity vo
establish a tonal centre. The tonal centres of the five movements
are as follows (the tonal centre of the passacaglia movement is
underlin:d):

b
B G C .

1]
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The passacaglia is based on the tonal centre of E, a tritone

removed from the B flat of the opening movement. The ending,

however, remains tonally ambiguous.

10

Ex. 16: Ending of passacaglia
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CHAPTER 15

FINDINGS

1. THE NATURE OF "HE OSTINATO THEME

1.1 STRUCTURE

1.1.1 Sequence

Of the thirteen passacaglias analysed, only two ostinato themes (those
from the "Agnus Dei" of the War Requiem and from Billy Budd) show no
sequential treatment whatever.

Exact sequences, both rhythmic and melod? ~~gur in the ostinato

themes from the Piano Concerto, the Violin ( “Death, be not
proudt” from the Holy Sonnete of Jokn Donne, ‘s Fludde.
In ¥oye's Fludde the fourth statement of . _equantial motive

is rhythmically accelerated. Each appearanze of the motive is a whole
tone above the previous appearance (see Ex. 1, p. 175).

Rhythmic sequences occur in the costinato themes of the passacaglias
from Peter Grimes, Albert Herring, The Turn of the Sorew, and the
String Quartet no. 3.

An interesting feature of the rhythmic sequence in the String
Quartet no. 3 is that it is coupled with melodic inversion rather
than melodic sequence (see Ex. 1, p. 226).

The ostinato theme frem the Symphony for Cello and Orchestra
consists of five phrases. FEach of the first four phrases begins with
a repeated open chord followed by a stepwise passage. This can be
regarded as sequence in the broadest sense in that the overall
structure of the phrases is the same (see Ex. 1, p. 205).

Sequence, then, is a conspicuous characteristic of these ostinato
themes. The most frequently used type is the exact sequence of both

pitch and rhythmic relationships.

1.1.2 cCharacteristic intervals

With the exception of the ostinato theme from Albert Herring, all the

other themes are characterized by a prcdominance of one or more
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intarvals, The ostinato theme from the Vieolin Concerto, for example,
consists entirely of stepwise movement in tones and semitones

(see Ex. 1, p. 45). The ostinato themes from "Death, be not proudt”

and the Symphony for Cello and Orchestra are also dominated by move-

ment in tones and semitones (see BEx. I, p. 91 and Bx. 1, p. 205).

Semitone movement predominates in the ostinato theme of the "Dirge”
(see Bx. 1, p. 61), while the ostinato theme from the String
Quartet no. 3 consists entirely of movement by whole tones (see Ex. 1,
p. 226).

In many of the ostinato themes the preponderance of certain intar-
vals results from the use of melodic quence as, for example, in
Noye's Fludde and the Piano Concerto.

Concentration on gpecific intervals within the ostinato theme
gives a highly unified structure to the theme.

Of the thirteen ostinato themes analysed, only one, that from
Albert Herr<ng begins and ends on the same note. Eleven of the themes
have an interval of an octave or less between their first and final
notes. The most frequently used connecting intervals are the semitone
{("Peath, be not nroud!*, Noye's Fludie, and the “Agnus Dei®) and _he
octave (Piano Concerto, "Dirge®, Peter Grimeg).

All three of the themes which end an octave apart both begin and
end on the tonic. Of the three semitone intervals, only one (Noye's
Fludde) is a leading note ending, the others being subdeminant (“"Death,
be not proudi") and submediant (“Agnus Dei').

Britten has broken away from the Barogue prefererce for dominant
endings. Not a single one of these ostinato themes ends on the
dominant.

The extremely wide connecting interval of two octaves plus a
perfect fourth occurs in the Symphony for Cello and Orchestra,

The progressive introduction of the ostinato theme in The Twmm
of the Serew results in a changing connecting interval. However, the
interval of an octave is exceeded in only two instances, namely,
between statements fifteen and sixteen (minor nint'.) and statements
sixteen ard seventeen (minor tenth), while the most frequently used
connecting interval in this passacaglia is a major sixth.

It would therefore seem that the concentration on narrow connecting

intervals of an octave or less is a means to ensure smooth repetitions
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of the ostinato theme and thus minimize the sectional effect of

these repetitions.

1.1.3 Chordal influence

With the exceptions of the ustinato themes from Albert Herring, Billy
Budd, Noye's Fludde and the String Quartet no. 3, all the themes
analysed in this study show some chordal influence aither of a major,

minor or diminished triad or seventh chord.

1.1.4 Tetrachord influence

Britten has shaken off the influence of the descending and ascending
tetrachord which were such an integral part of the barso ostinato
pieces during the Barogue. None of these ostinato themes shova any

influence of the tetrichord.

1.1.% Tritone influence

The influence of the tritone is strongly in evidence in four ot the
themes (Feter Grimes, Noye's Fludde, "Agnus Dei" and String Quartet
no. 3). This melodic use of the tritone is a specifically twentieth-
century trait.

1.1.6 Contour

Britten has used a wide variety of contours in these ostir :to themes,
with a slight preference for the arch contour and the declining

contour .
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Bx. 1: Contours of ostinato themes

Axch Inverse Arch

Violin Concerto "agnus Dei"

Albert Herring Symphony for Cello and

string Quartet no. 3 Orchestra

Rise Modified Rise

The Turn of the Sorew The Rape of Lucretia
Noye'as Fludde

Decline Decline plus Gradual Rise

with Interruption

*Dirge”

Peter Grimea "Death, be not proud!"™

Billy Budd

Decline plus Arch

Piano Concerto

The themes with an arch or inverse arch contour reach their peak
just prior to, or immediately following, the midpoint of the theme.

In the Plano Concerto in which an arch contour is outlined in each of
the two phrases of tha ostinato theme, the peak of each of these arch
contours occurs at the midpoint of each of the phrases.

The themes from both The Rape of Lucretia and Noye's Fludde
exhibit a rising profile, but show a slight decline at the end of the
rise. The overall aural ilmpression, however, remains that of a rising
contour. They have therefore been classified as contours with a
modified rise.

1.1.7 Length

A wide diversity of theme lengths is used.
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Ex. 2: Lengths of ostinato themes

TWO measures Five and seven eighths measures
The Rape of Lucretia "Dirge"

Billy Budd

"Agnus Del”

8ix measures

Two and three quarter measures String Quartec no. 3

Pater Grimes
Nine measures

Four measures Piane Concerte

Noye's Fludde
Twenty six measures

Five measures Symphony for Cello and
Orchestra

"Death, be not procil"

2lbert Herring

Five and three eighths measures

Violin Concerto

The above list illustrates that Britten has used some highly
unusual theme lengths ("Dirge”, Feter Grimes, Violin Concerte, Pilano
Concerto, Symphony for Cello and Orchestra).

The Twrm of the Corew has a fluctuating theme length due to the
cumulative presentation of the theme and the constantly changing
rhythmic structure on each presentation. The lengths of the
presentations vary irom three measures (statements one and two) to
twenty six measures (statement seventeen).

The favoured Baroque four measure ostinato theme length features
in only one of these pussacaglias (Noye's Fludde).

Another interesting feature which ewmerges from the list of
theme lengths above is Britten's frequent use of asymmetrical lengths
which have a precedent 1n. the five measure theme of Brahms's

Variations on a Theme by Haydn, Op. 56a.

i, R e . ol
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1.1.8 Tonal centre
Although sowe of the, . “tinato theweg are highly chromatic, for example,
the theme from the Violin Usncerto, nevertheless. they all relate to

a tosal centras.
A certain tonal fixation is inevitable by the mere fact of the

continuous repetilion of the ostinato theme wiich impresses its

contour and sequence of motives on the composition as a whole.

1.1.9 Metre and tempo

The following is a list of the metres and tempus used in the
passacaglias in this study.

Ex. 3: Metres and tempos

Pianc Concerto 2/2 (4/4)  Andante lento ( ¢ = 46-50)

Violin Concerto 4/4 Andante lento (un poco meno
mosso) ( 4 = 52-54)

*Dirge" 4/4 Alla marcia grave (4 = 60)

Peter Grimes 4/4 Andante moderato () = 56)

“Death, be not proudl"® 4/4 Allegro molton mederato e
sostenuto (4 = 63)

The Rape of Lucvstia 4/4 Alla marcia grave (l'istesso
tempo) (4 = 56-66)

Albert Horring 4/8 & 3/8  Slow (& = 56)

Billy Budd 6/8 (de = 60)

The Turm of the Jorew 3/4 Slow and reqular ( i =80

Noya 'e Fludde 472 Steady m}nimn (4 = 69-72)

"Agnus Dei" /16 Slow { = 80)

Symphony for Ol

Orehestra 2/2 8 3/2  Andante allegro (4 = c. 84)
String Quartet no, 3 3/4 Slowly moving (4 =c. 50

In contrast to the favoured simple triple metre of Baroque
passacaglias, Britten has favoured simple quadruple metre.

Another interesting feature of these passacaglias which is not
encountered in Barogue passacaglias is the use of changing metres
within the ostinato theme. This occury in both Albert Herring (4/8
and 3/8) and the Symphony for Cello and Orchestra (2/2 and 3/2).

Britten has scrupulously assigned a metronome indication to
each of these passacaglias. During the Baroque period the designation
"Passacaglia” was an indication of the mood and tempo of the piece and

did not require any further qualification.
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Pritten seems to have adopted a somewhat slower tempo for his
passacacglias than was the norm during the Baroque period. Curt Sachs
gives the tempo of J = 6§3-100 as being the accepted tempo of the
passacaglia in France during the first half of the sighteenth
century. 1 Eight of the thirteen passacaglias in this study are
slower than the tempo given by Sachs.

However, according to L'Affilarde's tables which Erich Schwandt
regards as a fairly curate guide to the tempos of 2arly eighteenth-
century music, the tempo of the passacaglia is J = 50, ? Three of
these passacaglias fall below this suggested tempo.

Ten of the passacaglias are faster than the tempc of L'A<filard,
but all cf them fall within the upper limit of the tenpo given by
Sachs.

Thus, while there is conflicting opinion concerning the exact
tempe of Barogue passacaglias, it seems that at the upper end of the
scale Britten falls within the accepted limitc, while on occasions he
adopts a slower tempo than was the norm during the Barogque period.

With the exceptions of the violin Concerto and the Symphony for
Callo and Orchestra, these passacaglias retain their initial tempo
throughout without much deviation. The passacaglia of the Violin
Cencerto sees a marked reduction of tempo at the beginning of the coda,
while the fantasy-like interlude of the Symphony for Cello and

Orchestra breaks away from the tempo of the rest of the passacaglia.

1.1.10 Rhythm

Britten has used some interesting contemporary rhythmic devices in
these ostinato themes which do not occur in Baroque passacaglias.
Syncopation is used as a means for creating tension and restless-
ness in the ostinato themes from the Violin Concerto, MNoye's Fludde,
Hlly Budd and the Symphony for Cello and Orchestra,
Anacrusis, which was used fairly frequently in Barogue ostinato
themes occurs in only two of these themes, namely "Death, be not

proud!* and The Rape of Lucretia,

! ¢. Sachs, Fhythm and Tempo (New York: Norton, 1953), p. 316.

2 €. Schwandt, “L'Affilarde,” The New Grove Dictionary of Mugic
and Musiciane, ed. $. Sadie, Vol. X, p. 358.

V-
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An interesting feature of the ostinato theme from Noye's Fludde
is the rhythmic sctivity of the first beat (see Ex. 3, p. 217).
while in the Violin Concertc rhythmic activity falls in the first
half of the measure in * » first two measures of che theme (see
Fx. 1, p. 45). Both t. wractices are in strong contrast with
the favoured trochaic rhy.un of Barogue passacagllias in which the
greater rhythmic activit, falls in the latter part of the mezsure.
Furthermore, in none of these passacaglias has Britten used a trochaic
rhythmic pattern.

An unusual feature of the ostinato theme from the Symphony for
Cello and Orchegtra is the use of running scalic passages.

The avoidance of metric accents in the ostinato theme from
Pgter Grimes creates a subtle, free-flowing rhy*hm. A further device
in Pgter Grimes which is probably unique in twentieth-century
passacaglias, is the occurrence of the ostinato one beat earlier on
each repetition. This ingenuous device generates tremendous vitality
within the theme, and furthermore has the effect of grouping the
reiterations of the ostinato into larger groups of four statements
each. This creates a type of macro-rhythm for the ostinato theme
spanning each group of four statements,

In general, the rhythmic activity of these ostinato themes is
fairly subdued. The middle-range theme of the "Dirge" is more active
rhythmically than any of the other themes. This could Le attributed
to the fact that it is a middie-range and not a low-range ostinato
theme, On the other hand, however, the ostinato theme from the Piano
Concerto, while also a middle-range theme, does not s .ow a greater

rhythmic activity than the low-range themes

1.1.11 Melodic tension

Apart from the four themes which are totally diatonic {("Death, be not
proudt”, The Rape of Lucretia, Billy Budd, String Quartet no. 3) all
the other themes exhibit varying levels of chromaticism from only
slight chromaticism (A/bert Jerring) to a very high degree of
chromaticism (7he Turn of the Serew), where the chromaticism symbolizes
the tightening of the Screw,

A device used in Baroque ostinato themes to generate momentum is

the open-ended dominant ending. Britten uses this device in the
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Violin Concerto aad the Symphony for Cellu and COrchestra.  However,
the ostinato themes from both Yoye 'e Fludde and the String Quartet

no. 3 have leading note endings vhich also create a compelling forward
momentum. Other open-ended endings used are the gubdominant ("Death,
be not proud!”) mediant (871ly Budd) and submediant (“Agnus Dei™).

1.1.12 Derivation

None of the passacag. .as in this study is an isolated movement. They
all velong within the framework of multi-movement forms. The overall
thematic organi.ation of such forms may be such that the ostinato theme
of the passacaglia is based on previously heard material.

Five of these ostinato themes (Peter (Grimes, The Rape of luworetia,
Billy Budd, The Twrm of the Sorew, Symphony for Cello and Orohestra)
are derived completely or in part from earlier material.

Change of register to a lower register is the most frequent
alteration of the thematic material when it is used as an ostinato
theme. Rhythmic alterations frequently cause a complete change of
character when the theme or motive is used as an ostinato. Britten,
howwver, has not concurred with the Barogue predilection for triple
metre. Only in The Turm of the Sorew does he change the original
simple quadruple metre to simple triple metre for most of the
presentations of the ostinato.

Thus, in these passacaglias, the most basic change when previously
used thematic material functions as an ostinato is that of a change of

register.

1.1.13 Conclusions

The most obvious characteristics of the ostinato themes of Baroque
passacaglias were the four or eight measure length, slow triplc metre,
trochaic rhythmic pattern and the tetracherd influence.

Britten has used a wide diversity of theme lengths in thuse
passaccglias and has hown no preference for the four or eight measure
theme. While he has preferred a slow tempo for all the passacaglias,
only in the String Quartet no. 3 and some of the statements of the
ostinato in The Twurm of the Sorew does he use triple metre,

He has alse abandoned the Barocaue preference for trochaic

rhychms.

D ]
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Interesting rhythmic innovations occur in Peter Grimes. Furthermore,
while the typically twentieth-century trait of the melodic use of the
tritone is prominent in many of these themes, there is no evidence of

the influence of the tetrachord.

1.2 USE OF THE OSTINATO THEME

1.2.1 First statement setting

Eight of the thirteen passacaglias in this study have accompanied

first statements. This is in accordance with the usual Baroque practice.
The remaining five passacaglias have unaccompanied first statements

and in this regard follow the precedent of Bach's C minor Passacaglia.
The relatively large number of unaccompanied first statements is perhaps
symptomatic of a linear approach to compcesition.

An unaccompanied first siatement can be regaried as a type of
ir troductisn in that it allows for the unfettered presentation of the
raw material prior to any variation taking place.

The accompanied first statement, on the othe. “und, can also be
viewed as a type of introduction in that the setting is usually fairly
meagre and subsequent statements generally contain more intense
accompanying material sc that a pattern of growth is established.

Thus, both unaccompanied and accompanied first statements function

as lowpoints which iniciate a rising profile.

1.2.2 variations in length

Most of these passacaglias either retain a constant ostinato theme
length throughout, or are subjected to only occasional minor modifi-
cations of the theme length.

Habitual deviations from the original length of the ostinato theme,
however, indicate a freer approach based on a flexible theme length,
such as is the case in the Violin Concerto, The Turn of the Serew and
the Symphony for Cello and Crehestra. It l: possible that in these
passacagiias Britten may have been influenced by the "free"
pas-acaglias of Berg (funf.Orchesteriieder and l:«'ozzeck) and Schoenberg
(Plerrot Lunaire), whose pitch series passacaglias presuppose a
constantly changing theme length. In each statement, the interest
is focussed on the new rhythmic guise of the ostinato theme.
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1.2.3 variations in tone colour

variation of the tone colour of the ostinatc is an integral part of
the variation procedure when it is applied to the orchestral medium.
Even within the confines of the biss registers, changes in instrument-
ation can effect variations in doudling, timbre and intensity.

A simple means of varying the tone colour is to add to or reduce
the orchestral weight. Most of these passacaglias rely to some degree
on this additive method of increasing the intensity of the ostinato
theme (for example, Peter Grimes, Billy Budd, The Turm of the Serew,
Symphony for Cello and Orshestra). Within such a crescendo, vitality
can be infused by varying the orchestral combinations.

Another possibility is to retain the tone colour of the ostinato
thewe unchanged throughout. This Britten does in the passacaglia
of the "Dirge". when this occurs, the entire responsibility for
creating interest and vitality of tone colour rests with the
accompan iment.

In the passacaglia from Peter Grimes Britten has used a highly
original and imaginative method of tone colour variation, in that each
variation of the viola theme above the ostinato is accompanied by a
new tone colour in the ostinato itself. An overall crescendo is created
by the use of the additive method of increasing intensity by weight,
while within this crescendo, there are variationg of the .nstrumental

~ombinations.

1.2.4 Tempo changes

The majority of these passacaglias malntain a fairly constant tempo
throughout. The one exception is the passacaglia from the Violin
Concerto which sees a sudden marked drop in tempo in the coda. This
drop in tempo in the concluding stages of this passacaglia can be seen
as a broadening process as the passacaglia draws to a conclusion.
Britten's maintenance of a fairly constant tempo in these
passacaglias follows the traditional approach in contrast to the
passacaglias of some twentieth-century composers which are subjected
to many changes of tempo during their course. The passacaglia from
Berg's Woszeck, for example, is subjected to a constantly fluctuating
tempo scheme in which almost every variation has a different tempo.

Webern's Passacaglia, Op. 1 is also subjected to many tempc changes.
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1.2.5 Vvariations in the fundamental pitch and intervallic structure

As was sometimes the case in Baroque passacaglias, for example

Bu. tehude's Passacaglia in D minor (see Ex. 11, p. 295), the ostinato
theme is sometimes transposed to other fundamental pitches during the
course of the passacaglia, for example in the Violin Concerto and
Billy Budd. 1In the Violin Conce.to, each of the twelve pitches of the
chromatic scale at some time functions as the fundamental note of the
ostinato theme. & furcher feature of this passacaglia is that the
exact intervallic structure of the ostinato theme is not retained
throughout. I 57ily Budd nine different pitches function as the
fundamental note of the ostinato during the course of the passacaglia.

1.2.6 Other variations of the ostinato theme

Other variations include inversion of the ostinato theme in the violin
Concerto, Billy Budd and the "Agnus Dei®, 1In Noye's Fludde the inter-
vals of the pattern from which the sequence is derived remain intact,
but the direction of the sequence is changed in that it becomes a
falling sequence instead of a rising sequence.

Another interesting device is the use of elision in certain sections
of the passacaglia from Bi{lly Budd. The final note of one statement of
the ostinato functions as the first note of the following statement.

1.2.7 Theme drop-out and theme fragmentation

Minor drop-outs of the ostinato theme occur in the Piano Concerto,
Billy Budd, the "Agnus Dei" and the String Quartet no. 3. More
extensive drop-outs, however, occur in Albert Herring, The Turn of the
S sew, Noye's Fludde and the Symphonmy for Cello ond Orchestra.

In both The Turn of the Screw and the Symphony for Cello and
Orcheatrz, the drop-out of the cstinato is associated with a drop in
intenaity. In The Turn of the Serew the drop-out occurs immediately
followine the peak of the arch, while in the Symphony for Cello and
Orechestra 1t occurs during an interruption of the gradual rise profile.

Extensive fragmentation occurs in Jhe Turn ¢, the Serew as a
result of the cumulative method of presenting the ostinato theme.

In the Symphony for Cello and Orchestra fragmentation occurs in
statement five of the ostinato theme immediately preceding the total

drop~out of the ostinato.

A“ M . sl
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Fairly extensive use of fragmentation occurs in the Violin Concerto.
The considerable freedom and licence which Britten exhibits in the use
of this ostinato theme includes marked variations in length, interval
structure and rhythm in eddition to fragmentation. In section ten
the fragmentation coincides with the declining arch contour, while in
section three it is associated with a rising contour.

several of the ostinato themes exhibit fragmentation of the
ostinato theme in the closing stages or final gtatement ("Death, be not
proudl”, The Rupe of Luc: ttia, Noye's Fludde and the String Quartet no. 3).
This can be seen as a process of broadening towards the conclusion of

the passacaglia.

1.2.8 Audibility of the ostinato theme

Similarity of repetition is essential if a theme is to be recognizable.
If the repetitions are too elaborately varied, their connection with
the original theme will be lost. In all but one of the passacaglias
analysed, the ostinato is clearly audible. In The Twrm of the Serew,
however, the cumulative presentation as well as the constantly changing
rhythmic structure of the ostinato render it rather obscure.

Two radically diffcrent approaches are presented by contemporary
passacaglias. Either the ostinato is a true ostinato around which the
accompanying material is varied, or, on the other hand, the main
interest may be in variation of the ostinato theme itself while the
accompanying material is of secondary importance.

The idea of varying the ostinato is not essentially a twentiech-
century innovation. Many Baroque composers, notably Handel for example
in his Suite no. 7 (see Ex. 5, p.289) often presented highly ornamented
versions of their ostinato themes.

Britten has generally adopted the more conservative approach of
variation above the ostirato in his passacaglias. However, in The Turn
of the Serew and the Violin Concerto he has combined this with expansion
of the ostinato. In the Violin Concerto, however, the contour of the
theme remains constant, vhile in The Turn of the Scorew the contour of

the first six notes of the theme remains constant.

1.2.9 Octave register

Traditionally most passacaglia themes are basso ostinati, that is,

Pron

ke




254

they occur in the bass registers ani are constantly veiterated more
or less unchanged. While there may be occasional excursions into the
upper registers, the ostinati are predominantly confined to the bass
registers.

Most of the passacaglias in this study follow this traditional
stance. However, there are also several full-range cstinati, namely
cthose from the Piano Concerto, Violin Concerto, "Death, be not proudt"
The Rape of Luoretia. 1In the Piano Concerto all registers are freely
exvloited by the ostinato throughout the passacaglia.

However, there is usually some correlation between the formal
profile and the exploitation of the upper and lower registers. In the
Violin Concerto, the lowest register is used at the peak of the arch
profile, while in The Fape of Lucretia the invasion of the upper
registers cccurs immediately prior to the final surge to the climax.
In "Death, be not proud!", on the other hand, the invasion of the upper
registers corresponds with the interruptions in the formal profile.

In the Symphony for Cello and Orchestra, the ostinato is pre-
dominantly bass orientated, but rises to the middle registers at
the peak of the risinj contour.

The ostinato of the "Dirge" is presented in the mid-range
throughout.

Apart from the Violin Concerto, all these ostinati which are not
confined to the bass registers, are, nevertheless, the lowest sounding
part throughout. In the Violin Concerto, however, the lowest registers
are not dominated by the ostinato, and the accompaniment is frequently
the lowest sounding part.

The follcwing are some observations on the ostinato theme's

octave register:

- The early stages of the passacaglia, during which time a risiang
contour is usually being established, are not prune to marked
changes of register.

- Excursions into the upper registers frequently occur just prior
to the peak of a rising or arch profile.

- The one instance of a sudden drop in register (Violin Concerto)

reinforces the culmination of a rise.
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1.2.10 Conclusions

Britten has brought a varied approach to his treatment of the ostinatn
themes in these passacaglias. The first statoment settings are either
unaccompanied or fairly meagre. Howeve:, it is the manipulation of

the ostinati in subsequent statements which creates the greatest
interest. The theme lengths, tone colour, rhythm, and octave registers
have all been subjected to variation. However, in only one instance,
The Turn of the Sorew has the extent of this variation made the ostinato
unrecognizable. Here, Britten has used the technicue of variation of
the ostinato as well as variation of the setting of the ostinato.

1.3 INFLUENCE OF THE OSTINATO THEME

The structure of the pas acaglia is one of continuous repetition of the
ogtinato theme, Consequently, this ever-present theme will exert a
strong influence on the movement as a whole and will impa.t its
characteristics such as contour, rhythm, tonal centre on the larger
framework of the composition, especially when it is used as a s\rict

ostinato.

1.3.1 Effect on length; time-span

In the passacaglias from the Violin Concerto and The Turn of the Serew
the extreme freedom with which the ostinato theme is used results in
there being no direct relationship between the length of the ostinato
theme and the length of the passacaglia as a whole,

The passacaglia from the Symphony for Cellv and Orchestra has the
fewest repetitions of the ostinato theme while that from Peter Grimes
has the most repetitions. It is interesting that Peter Grimes has one
of the shortest ostinato themes (two and three quarter measures) while
the twenty six measure ostinato theme from the Symphony for Cello and
Uroheatra is by far the longest ostinato theme in this study. While
the ostinato from Peter (rimes is presented thirty nine times, that
from the Symphony for Cello and Orchestra is stated only six times,
There thus seems to be a gype of inverse telatio;zship between the length

of the ostinato theme and the number of its presentations.

1.3.2 Sectionalization

The difference between the passacaglia and the theme-with-variation form
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lies in the continuousness of the variation in the passacaglia,
whereas in the theme-with-variations form the individual variations
are usually clearly marked off from each other. Nevertheless, despite
the continuousness of the variation in the passacaglia the constant
repetition of the ostinato results in a certain sectional effect.

Themes which create a minimum of sectionalization are usually
diatonic with little or no chromaticism, for example the themes from
Peter Grimeg, "Death, be not proud!”, Albert Herring, Billy Budd and
the String Quartet no. 3.

Despite the highly chromatic nature of the ostinato in The Turn
of the Serew, the constant fluctuations of length, rhythm and audibility
minimize the sectional effect.

A high degree of sectionalization occurs in the ostinato themes
from the Piano Concerto, the "Agnus Dei" and the Symphony for Cello and
Crohestra,

In the Violin Concerto, the cunstant variatione of length, rhythm,
tone colour, octave register and audibility result in a varying pattern

of sectionalization.

2. THE ACCOMPANIMENT

2.1 TYPE OF ACCOMPANYING MATERIAL

while it is possible for the first statement of the ostinato to be
unaccompaniad, thereafter some accompanying elements will always be
heard with the ostinato.

Throughout these passacaglias Britten has favoured an accompaniment
based predominantly on a single theme. Nine of the thirteen accompani-
ments are based on a single theme.

In the table below the accompaniment of each passacaglia is
classified according to its predominant accompaniment type.
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Ex. 4: Accompaniment types
Single theme wo _themes {
"Dirge" String Quartet no. 3
Peter Grim:s
"Dzath, be not proud!” Counterpoint .

Albert Herring

The Rape of Lucretia Piano Concerto

The Turn of the Screw

Billy Budd

Noye's F1

":g:u: ;ezf?da Melodic motives

Symphony for Cello and violin Concerto
Orchestra

In general, the accompaniments have a wider range than the
ostinato themes, and are also rhythmically more active. An interesting
exception occurs in the Symphony for Cello and Orchestra, where the

ostinate is both rhythmically more active than the accompanying theme

and has a wider range.

2.2 THE ACCOMPANIMENT VARIED

2.2.1 Octave register

Regardless of the type of accompanying material used, 1t usually
appears above the ostinato., Seven of these tb -teen passacaglias
have accompaniments the upper limits of which remain either entirely
above the ostinato or have only occasicnal brief excursions below the
level of the ostinato.

If an accompaniment remains above the ostinato, there are two
possiblities: either it will follow the ostinato's rises and falls
if the ostinato is not confined to a specific octave register, or
it will remain fairly constan:t above a static ostinato.

An example of the first method occurs in the passacaglia from
BLlly Budd. Britten uses the second method more frequently than the
first, for example in Peter Grimes and Noye's Fludde.

In the remaining five passacaglias the accompaniment appears both
above and below the ostinato. 1In no instanc» does an accompaniment
remain consistently below the ostinato, as is the case for example
in the Passacaglia finale of Ernest Bloch's Concerto Grosso no. 2
for Strings.

In those passacaglias in which the accompaniment appears both
above and below the ostinato either the register of the ostinato will
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remain constant, or both the accompaniment and the ostinato will charje
registers freely.

The use of a static ostinato with a freely moving accompaniment
occurs in "The Dirge". In this instance, the arch contour produced
by the rise and fall of the accompaniment reinforces the overall
formal arch profile.

In the passacaglia from The Rape of Lucretia, on the other hand,
both the accompaniment and ostinato change registers freely while the

accompaniment appears both above and below the ostinato.

2.2.2 Tone colour

In a passacaglia, the ostinato is usually confined to the low range
instruments and is limited to unison or octave doublings. The
accompaniment, however, has the entire registral and textural range
at its disposal, and therefore the tone colour possibilities of the
accompaniment are infinitely greater than is the case with the ostinato.

Britten has frequently used the method of additive crescendo for
varying the tone colour of the accompaniment, as for example in the
Sympheny for Cello and Orohestra. Thus, the intensity 13 increased
by weight and increases or decreases in weight contribute to a profile
of growth or decline,

He has also frequently adopted the method of constantly changing
vrchestral colours to create vitality and momentum as, for example,
in Albert Herrving.

The passacajglia "Death, be not proud!" is the only one in this
group which relies on the changing colours of the ostinato rather than

of the accompaniment to create interest and forward movement.

2.2.3 Texture

The character of e ostinato combined with the specific type of
accompany ing material used with it, determines the total overall
fabric of sound at any glven point.

Changes of texture can either be abrupt or gradual. Sudden
changes in texture will create an irregular growth profile. If these
Ltextural changes coincide with repetitions of the ostinato theme, a
strongly sectional effect can be created, for example, in the Piano

Concerto or the Symphony for Cello and Orchestyra where a new texture
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is used for each variation on the accompanying theme, each new
variation coinciding with a repetition of the ostinato.

Gradual changes of texture create a pattern of gradual growth
or decline.

Most of these passacaglias have a pattern of gradual textural
changes, for example, the "Dirge", Peter Orimes, The Rape of Lucretia.

2.2.4 Conclusions

In the passacaglias under study, Britten has given preference to an
accompaniment based on a single theme. The accompaniment generally
remains above the ostinato although there are instances in which the
accompaniment appears both above and below the ostinaco

The tone coiour is kept alive either by the method of additive
crescendo or by constantly changing orchestral colours. In varying
the textural fabric he has used both sudden and gradual changes of

texture.

2.3 ROLE OF THE ACCOMPANIMENT

It is the role of the accompaniment both to provide variation above the
repetitions of the cstinatoc as well as to give an overall shape, that
is, a feeling of growth or decline, to the passacaglia as a whole.

In so doing, it is possible for it to focus attention on larger units

than that of the constantly reiterated ostinato.

2.3.1 Sectionalization

In most of these passacaglias the accompaniment distracts from the
sectional character of the ostinato by overlapping the repeotitions,
for example, Peter Crimes where the variations on the viola theme not
only span several statements of the ostinato, Lut these variations

usually do not coincide with the ostinato repetitions.

2.3.2 Accompaniment versus ostinato theme

The relationship between the cstinato theme and the accompaniment is
not the same in all passacaglias, and may even vary within a single

passacaglia, In the majority of the passacaglias in this study, the
accompaniment has the dominant role, while the ostinatc is a rhythmic

as well as a harmonic support, tor example, Peter Grimes, loye's Fludde.

i,
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It is possible, however, for the ostinato to be the dominart
factor, and this occurs in the Violin Concerto where the in‘erest lies
in the variations of the ostinato theme.

It is also possible that neither the ostinato nor the accompan.-
ment dominates the passacaglia, but that they enjoy a fairly equal
relationship, as, for example, in the Symphony for Cello and Orchestra
and the "Aynus Dei"”.

A further possibility is a variable relationship between the
ostinerto and the accompaniment within the same passacaglia. This
approach is illustrated in the Piano Concerto and 5{1ly Budd.

2.3.3 Grouping

Grouping into larger units than that of the ostinato theme is
accomplished by the retention of rhythmic patterns in many of these
passacaglias, for example, the Piano Concerto, The Turm of the Sorew
and Noye's Fludde.

The use of an accompanying theme to span several statements of
the ostinato is also a means of grouping used by Britten in several of
these passacaglias. In the "Dirge"” the accompanying fugue theme serves
to focus the attention on 2 longer unit than that of the ostinato
thems. 1In Feter Grimes each of the variations on the accompanying
vicla theme spans several repetitions of the ostinato, and thus groups
the repetitions of the ostinato into larger units.

By the reappearance of the same accompanying theme, rhythm or
counterpoint at a later stage of the passacaglia, a sense ¢f return
and unity is createa. In the Plano Concerto, for example, the
accompaniment to che final statement of the ostinato recalls previously
used accompanying counterpoints and rhythms. This restatement in a
condensed form of much that has gone before creates a feeling of
rounding off on the decline of the arch.

2.3.4 Conclusions

In the majority of these passacaglias the accompaniment has the
dominant role and tends to idwtract from the reiterations of the
ostinato by overlapping its repetitions. Both thematic and rhythmic
groupings are used to create unity and cohesion. This has a precedent

in the pairing of variations in the Barogue.
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3. MOTION FACTORS

3.1 THE PARAMETERS

Grouping within the accompaniment is a means of creating forward
momentum. Various devices within the ostinato theme itself can also
create forward impetus, for example, the use of an vpen-ended theme,
rhythmic motives which generate a motoristic effect, syncopation
which creates a feeling of tension and restlessness. In Peter Grimee
the device of beginning each repetition of the ostinato one beat
earlier in the measure creates rhythmic vitality and motion.

However, apart from these minor factors which affect motion,
the factors which are most directly responsible for shaping the
profile of the passacaglia are the density, range, dynamics and rhythm.

3.1.1 Density

Changes in density can be made progressively, irregularly or in stages.
With.n each passacaglia, however, one of these methods usually
predominates.,

When the changes are made in stages, these stages frequently

correspond with the repetitions of the ostinato, as for example in the
Piano Concerto, Noye's Fludde ond the Symphony for Celle and Orchestra.
In "Death, be not proud!® the stages correspond with the stanzas of

the text.

The use of progressive changes occurs for example in the "Dirge",
Peter Grimeg and [he Twrm of the Sevew,

The most frequent density profile in these passacaglias involves
the arch either in isolation or wbined with a rise or double rise.

tone of these passacaylias exhibits the irregular changes of
density which characterize some twentieth-century passacaglias, as,
for example, the passacaglia from Berq's Wozneck. These irregularly
changing densities are created by the skilful contrasts of the vocal

and orchestral resources of the piece.

3.1.2 Range

In most of these passacaglias, the lower extremity of range iy fairly
constant due to the presence of an ogtinato. Much more freedom of

movement ig avallable in the upper extremity. Most of these passacag-
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lias show a gradual widening or narrowing of the range concentration,
while in others, progressive change is interspersed with sudden changes
of range.

The passacaglia from the Piano Concerto is characterized by sudden
contrasts of range, while in the Sy lony for Cello and Orchestra not
only are there sudden contrasts in range-span, but cnere are also
sudden shifts in the area of range concentration. In both these works,
the use of contrasting colours and textures is a means of we.ntaining

intensity anda vitality.

3.1.3 Dynamics

The innreases and decreases in the overall dynamic level play a highly
formative role in tha overall formal profile of a passacaglia. Motion
is created by either an increase or decreazz in loudness. A static

dynamic level sustained over a long period will tend to thwart the
rowth profile.

An increase in the dynamic level is usually produced over several
statements of the ostinaco. Furthermore, it is generally not produced
in one long progressive sweep, but usually results from several smaller
rises each of vwhich reaches a progressively higher dynamic level.

A decrease in the dynamic level can occur suddenly foliowing the
" .onpoint of a rising profile. In an arch profile the reduction in
the dynamic level tends to occur more slowly, but is, nevertheless,
usually concentrated within a shorter time-span than that of the
crascende con the upward curve of the arch.

In the passacaglias of this study, the changes of dynamic level
most frequently occur in stages which often correspond with the
repetiti.us of the ostinato. Each stage may span one or several
statements of th: ostinaio. Furthermore, there may be a temporary
decrease in the dynamic level within an overall risiry profile.
Examples of passacaglias in which the dynamic cnranges occur in stages
are the Piano Concerto, Peter Grimes, The Rape of Lucretia, Albert
Herring, Noye's Fludde and the String Quartet no. 3.

On occasions, these longer stages of dynamic motion are
enlivened by the use of dynamic waves within the stages, as for example,
in the passacaglias from the Violin Concerto, the "Dirge", "Death, be
not proaidi”, Billy Budd, the "Agnus Dei" and the Symphony for Cello
and Orchestra.

-




261

Dynamic waves alone are used to shape the dynamic profile of the
passacaglia from The Turn of the Serew.

None of these passacagllas utilizes the method of gradual increases
and decreases in the dynamic level in isolation from any other method.
In the contemporary passacaglia literaturs, this method does occur,

however, for example, in Weberns's Passacaglia, Op. 1.

3.1.4 Rbythm

In all these passacaglias the rhythmic changes are made in stages wnich
very often correspond with the repetitions of the ostinato theme.

These stages of rhythmic change form part ~f a larger scheme of either
growth or decline in rhythmic activity.

3.2 INTERACTION OF PARAMLITRS

In a passacaglia the shaping of the formal profile is dependent on the
interaction of the parameters. Britten has manipulated the various
parameters in diverse ways in order to create a forward momentum.

The most obvious way in which to create a gradually rising profile
is to have all the parameters gradually progress in intensity. Within
this overall rising protile some or all of the parameters may progress
ir stages.

This very close correlation of the parameters is demonstrated
in the pavsacaglia from Peter Orimeg, in which all the parameters
correlate to form a gradually rising profile with a temporary highpoint
about one-third of the way through the passacaglia.

In the pavsacagylia of the "Dirge™ all the parameters correlote to
form the upward curve of the arch profile. On the dcenward curve,
however, *here are several irregular surges of rhythmic activity.

The rhythm deviates from the overall profils more frequently
than the other parameters. It often slows down at the peak of a
rising contour or an arch contour when the parameters of density and
dynamizs are at a highpoint. Examples of such rhythmic divergence
oceur in "Death, be not proud!"™, The Hape of Lucretia, 3illy Budd,

Thg Turn 7 the Serew and Noye's Fludde.

On the other hand, 1t is often left to the rhythm to carry on
the overall progress while the other parameters are at a lowpoint, as
ig the case in the passacaglias from the Violin Concerto and the
Symphony for Cello and Orchesira,
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On the downward curve of an arch profile, the rhythm sometimes
shows an increase of activity while the other parameters are declining
as for exawple in the passacaglias from the “Agnus Dei”, the "Dirge"
and The Turn of the Screw. In this way vitality is maintained on the
downward curve.

An interesting feature of the interruption of the gradual rise
profile of the passacaglia in Albert Herring is the staggering of the
interruption in the various parameters so that the interruption is
less abrupt. In this .ay vitality ard nomentum are retained during
the interruption.

The passacaglias from both Noyz's Fludde and the “Agnus Dei" show
some slight deviations of range on the downward curve of their arch

profiles, as a means of creating changing colour contrasts.

3.3 SENSE OF FINALITY

By the end of any passacaglia a considerable .. unt of momentum has
been built up, the characteristics of the ostipnato theme have become
embedded, and a pattern of rise or decline has been established.

A feeling of conclusion will either have to be established during
the last few statements of the ostinato, or by the addition of some
other material,

A declining preofile in the final stages of a passacaglia usually
involves a decline in all the parameters with the cccasional exception
of the range. This decline will, of itself, following a period of
high intensity, create a feeling of completion.

A conclusion following a rising profile is more difficult to
achieve, and the sense of finality may need to be established by some

such device as the addition of a coda or a short decline, the connection

to new material, or a broadening of rhythm or of overall tempo.

Of the thirteen passacaglias analysed in this study, nine end
on a lowpoint of the tormal profile while the remaining four end on a
highpoint. The rhythm is invariably at a lowpoint as a process »f
broadening is a most effective way of achieving a feeling of finality
and conclusion.

In the Symphony for Cello and Orchegtra the long gradual rise is
brought to conclusion by the addition of a short coda. Another
passacaglia in this study which wakes use of a coda is that from Billy

e
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Budd, where the coda is appended to the decline of the arch profile.
However, the decline of the parameters on the downward curxve of the
arch profile of itself produces a feeling of conclusiveness, and the
coda in this instance is superfluous to the conclusion of the
passacaglia itself and is, instead, a short sweeping gesture which
brings Act 1 of the opera to a dramatic clouse.

While the passacaglia form of itself does not include any form
of recapitulation, nevertheless, frequently a sense of recapitulation
is created by the return of previously used accompanying material above
the repetitions of the ostinato. This is often accompanied by a
broadening of the rhythm of the ostinato, as for example, in the
passacaglias from the Piano Concerto, "Agnus Dei® and the String
Quartet nc. 3, all of which have arch profiles.

In the “Dirge"” the ostinato is used as a framing device in that
the opening unaccompanied statement is balanced at the end by an
ostinato statement with very sparse accompaniment which fades into
oblivion.

The passacaglia can be connected to another movement, and in such
a case, the need for finality is avoided. 1In the passacaglia from
Petes Trimes, for example, the long gradual rise plunges straight into
the envuing dramatic action of the opera. In the orchestral version
of this passacaglia, however, there is a short coda reminiscent of
the opening vicla theme.

The addition of a short decline to an overall rising profile is
anorther method of effecting a satisfactory conclusion as is the case
in Albert Herring.

A general broadening effect created by the slowing down of
rhythimic activity cr a reduction in the overall tempo is also a means
of creating an effective conclusion as, for example, in the Symphony
for Cello and Orchestra where, in the final statement of the ostinato
thome, the accompanying theme is preserted in much longer note values
than is the case at any other point of this passacaglia.

An interesting device used on the downward curve of the arch
profile in The Rape of chqetia is the disintegration of the ostinato
theme., following which thé passacaglia dovetails into the ensueing
dramatic action.

Thus, the following are the devices used for effecting a

satisfactory conclusion in *hese passacaglias:
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- the addition of a short coda

- recapitulation (usually associated with an arch profile)

- disintegration of the ostinato theme

- the addition of a short decline to an overall rising profile
- the dovetailing of the passacaglia into another movement orx

further dramatic action.

All these methods of effecting a close are usually associated
with a broadening of the rhythm.

4. FORMAL PLAN

The passacaglia, being a monothematic form, does not have any contrasting
theme or ssctions. It is not characterized by any major structural
divisions but consists instead cf numercus sections {ostinato repetitions)
strung together to form a continuous movement. It is for this reason
that the term "continuous variation" is used to describe the passacaglia.

As a passacaglia movement progresses, certain contours will arise
resulting from the interaction of the parameters and these contours
form the overall rising or declining intensity profile.

An examination of the passacaglias in this study reveals that
increases in intensity are spread over longer perioda of time than are
the decreases of intensity. An unaccompanied or scantly accompanied
opening followed by progressive growth in both density and dynamics
in the accompaniment will create a rising profile, This rising profile
may either be brought to a conclusion at its highpeint, or it may be
followed by a falling profile, in which case an arch-like shape will
result. It is al-o possible for both the rise and arch shapes to be
combined to produce a more complex profile.

Below is a list of the profiles of the passacaglias in this study.




Ex. 5: Passacaglia profiles

Arch Rise with Interruption
"Dirge" Peter Grimes

The Rape of Lucretia "Death, be not proud!"
The Twyn of the Sovew Symphony for Cello and
Noye '8 Fludde Orehestra

"Agnus Dei”

String Quartet no. 3

Rise plus Arch Double Rise plus Arch
Piano Concerto Violin Concerto
Modified rise Arch plus Rise

Albert Herring Biily Budd

The arch profile predominates in the passacaglias under study.
In all these arch profiles the peak occurs in the second half of the
profile so that the contour is in a state of rise for a longer period
than it is in a state of decline.

The rising profile, on the other hand, gives greater opportunity
for a variety of treatment in that the rise may be interrupted during
its course or it may even ba fullowed by a second rise.

The combination of the arch profile with a rising profile occurs
only occasionally in this group of passacaglias.

4.1 LARGER FORM

During the twentieth century, composers have generally tended to veer
away from the Barogque preference of composing passacaglias as inde~
peudent pleces, and t!2 majority of twentieth-century passacaglias
form part of multi-mevement works.
The following are exemples of independent twentieth-century

passacaglias:

N.V. Bertzon, Passacaglia for Plano, Op. 31 (1944)

A. Copland, Passacaglia for Piano (1922)

K. Jeppeson, Passacagiia for Organ (196%)

F. Martin, Passacaglia for Organ (1944)

A. Webern, Passacaglia for Orchestra, Op. 1 (1908)

8. JWolpe, Paassacaglia for Piano, from Four Studiee for Plano on
(1935-1936) ,

Baaia &
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The interestiig feature of these independent passacaglias is that
the majority of them are wiitten for the medium of keyboard instruments.

The juxtaposition of the passacaglia with tne fugue occurs
occasionally in twentieth-century literature as, for exawple, in the
pPassacaglia-Fugato of Hindemith's String Quartet no. 4, where the
fugato fulfills the function of a coda; in the Passacaglia of
Hindemith's symphony Die Harmonie der Welt where the passacaglia is
preceded by an introductory fugue; the Passacaglia-Fugato final
movement of Waltcn's Symphony no. 2.

Britten has not made use of the juxtaposition of the passacaglia
and fugue. He has, however, combined the two forms of passacaglia
and fugue within une movement in the "Dirge".

All the passacaglias in this study are associated with other
movements. Many of then are situated at or very near the end of these
works, for example, the Violin Concerto, "Death, be not proud!™, the
Symphony for Cello and Orehestrce, The Rape of Luoretia, while others
are more centrally situated, for example, Peter Grimes, the "Dirge" and
Noye's Fludde.

Passacaglias used at or near the end of multi-movement works give
the opportunity for a return and confirmation of tonality as well as
of previously used thematic material. Both the ostinato itself as
well as the accompaniment may be thematically linked with earlier
movements, as, for example, in the Symphony for Cello and Urchestra
and the String Quartet no. 3.

When a passacaglia occurs in & more central position in a multi-
movement work, it is frequently the focal point arcund which the tonal
centres of other movements tend to gravitate, for example Pater Grimes.
In this particular instance, both the ostinato and accompaniment are
based on the key motive of the opera. It represents the turning point
of the work after which Grimes's journey to self-destruction becomes

inevitable.

4.2 RELATION OF LARGER FORM TO INTENSITY PROFILE

There appears to be no direct correlation between the intensity profile

used and the placement of the passacaglia within the larger form.
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Ex. 6: Location of passacaglias and intensity protiles

Piano Concerto Central Rise + Arch
Violin Concerto End Double Rise + Arch
“Dirge" Central Arch

Pater Grimes Central Rise
"Death, be not proud!"” End Rise

The Rape of Lucretia Near end Arch

Albert Herring Near end Rise

Billy Budd Central Arch + Rise
The Turn of the Serew Near end Arch

Noye's Fludde Central arch
"Agnus Dei” Near end Arch
Symphony for Cello and Orchestra End Rise

String Quartet no, 3 End Arch

Arch contours and rising profiles occur in both central and final
positions Thus, Britten has not favoured a particular type cf profile
for a particular position within a multi-movement work.

He has, however, shown a preference in the placing of his

passacaglias within multi-novement works, in that they either occur in
a more or less central position or at or near the end of the work. At
no time is a passacaglia used as an introduccory movemesnt or in the

early stages of a larger form,

4.3 CONCLUSTONS

In the passacaglias under study, Britten has shown a preference for
the arch-type profile regardless of the position of the passacaglia
within the overall rramework of the largsr composition.

Within the larger formal framework, Britten has favoured a
central or final position for the passacaglia movements. In a central
position the passacaglia frequently has a stabilizing influence and
tends to function as a focal point, while, when used as a firal move-

ment, it has a confirming function.
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CHAPT®ER 16

CONCLUS ION

1. REVIVAL OF THE PASSACAGLIA IN THE TWENTIETH CENTURY

The fact that ostinatc forms demand an essentially contrapuntal type
of treatment !s ohe possible reason for them falling intc disuse after
the Baroque period. The classical and romantic composers had a more
homophonic approach to composition and contrapuntal treatment was
used primarily as a means of textual contrast and development.

It is interesting, therefore, that the contrapuntal approach to
compouition during the early twentieth century brought with it a
revival of the ostinatoc type of variation.

In this regard, Leon Stein echoes an opinion of Curt Sachs:

What gsignificance is to be found in the fact that it is
in the past three decades that the revival of the
passacaglia has occurred? In the answer to this question
we find an interesting corroboratison of the hypothesis
suggested by Curt Sachs in 'The Commonwealth of Art',
where the terms “ethos” and "pathoz" are used to
designate the two basic contrasting types of expression
corresponding roughly to the antinomies of objective-
subjective, or classic-romantic. The pathos types
invariably follow the ethos types, in both smaller and
larger cyclic patterns., Thus in the same period, for
example, the classic, the earlier phase (Haydn) tends
towards the ethos, the later (Beethoven) towards the
pathos type. In the pathos music, ... there is a
greater relative proportion of lower and bass-line
melody. Therefore, it is of interest to note that

the revival of the passacaglia occurs during the second
quarter of the twentieth century, when experimental,
motoric and anti-romantic music gradually yield to a
more expressive use of the devices established in the
early decades of the century. The passacajlia,
developing within this phase, us a bass-melody fcrm,1
offers a further corroboration of the Sachs theory.

! L Stein, “The Passacaglia in the Twentieth Century,®

Muaie and vetters, 40, No. 2 (1959), p. 153,
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2. POSSIBLE REASONS FOR BRITTEN'S USE OF THE PASSACAGLIA

2.1 FREEDOM WITHIN CLEARLY DEFINED LIMITS

The passacaglia form presents a very strong comstructional principle.
On the one hand, it allows for constant repetition, while on the other
hand, it demands constant variation, The possibilities for contrast
depend for the most part on the changes which occur in the accompanying
materials, This contrast is sasential in view of the unwavering
repetition of the ostinato.

The passacsglia, therefore, allows for tremendous freedom, which,
nevertheless, is contained within clearly defined limit , so that the
possibility of the freedom Jegenerating into formlessness is obviated.
The tonal and rhythmic stability of the passacaglia theme impart a
unity, cohesion and symmetry to the overall form.

2.2 LINK WITH TRADITION

Az a neo-classical composer, Britten tended to work within the context
of traditional forms which he imbued with a new lite.
T.S. Fliot has commented on tradition and the artist as follows:

There is ... something outside of the artist to which

he owes allegiance, a devotion to which he must surrender
and sacrifice himself in order to esrn and to cbtain his
unigque position. A common inheritance and a common cause
unite artists consciocusly or unconsciously: it must be
admitted that the union is mainly unconscious. Between
the true artists of any time there is, I believe, an
unconscious community. And, as our instincts of tidiness
imperatively command us not to leave to the haphazard of
unconsciousness vhat we can attempt to do consciously,

we are forced to conclude that what happens unzonsciously
we could bring about, and form into & purpose, if we made
a consclous attempt, The second-rate artist, of course,
cannot afford to surrender himsel’ to any common action:
for his chief task is the as.ertion of all the trifling
differences which are his sistinction; only the man who
haz 80 mucn to give that he can forget himself in his
work can afford to elaborate, to exchange, to contribute.

2 T.S. Eliot, "Tradition and the Individual Talent" (1919),
in T.S. Rliot, Selected Essaye, 2nd ed. (1934; rpt. ULondon: Faber,
1980), p. 24.

s
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Britten himself has commented on his awareness of tradition:

I can only work really recause of the tradition I am
conscious of beh.und me. ... I carnot understand why one
should want to reject the past. ... 1 am given astrength
by that tradition. I know it changes = of course
traditione chance. But the hur:in being remains
curiously the same.

2.3 NEED FOR UNITY AND COHESION

During the nineteenth century, the internsl formal divisions were not
always clearly defined. While grsat variety in the length of period
was comucn in the Classical style, nevertheless the beginning and, in
particular, the end of these periods was always clearly defined by
the harmony as well as the rhythm and melody.

puring the nineteenth century the use of expanded tonality with
frequent nodulation and chromaticism, combined with the principle of
continucus development and transformation of all musical dimensions
led to a weakening of the internal formal divisions. Consequently,
mugic tended to develop into a continuous stream (based on all the
possibilities of fully chromatic harmony), and the demarcation of the
periud or phrase endings became wore and more elusive. This approach
to composition led to 1 weakening of the internal formal divisions.

In the twentieth century, one of the greatest problems confronting
atonal composers was the lack of cohesion within these works which
necessitated an extrume brevity of length.

while Britten is not an atonal composer by any means, neverthe ¢ss,
his ase of an expanded tonality results in a weakening of the tonal
force. Wwhile the tonality may be evident on paper, it may nevertheless
elude the listener, '“hus, while his music is tonally orientated,
nevertheless, it is desirable that at important structural points of
a work the tonality be clearly defined.

The advantage of the passacaglia is that it provides the compuser
with almost uvalimited freedom while at the same tir providing cohesion
through the constant repetition of &« tonal impulse in the ostinato.
This freedom allows the accompaniment to take off in an infinitude

of different Cirections.

3 C. palmer, ed , The Britten Companion (London: Faber, 1984),
pp. 95-96.

B W
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Furthermore, the inevitability of the repetitions of the ostinato
generates tremendous tension, and this makes the passacaglia a
particularly suitable form for use as the climactic or final movement
of a multimc mt work., Not only does the constant reiteration of
a particular tenal orientation establish a tonal centre very forcibly,
Lit the passacaclia also allows for the retuvrn of previously-used
material both in the ostinato and the accompaniment, so that it can
serve to draw t r the most salient threads »f the work as a whole.

Juring the Baroque period, the ostinato variaticns were generally
individual self-contained pieces. Britten has used the passacaglia
usually as part of a multimovement work where it functions as a
confirming or stabilizing factor. Tho stabilitv (tonal, r“vuctural,
rhythuic, thematic) inherent in the passacaglia is unrivalled by any

other musical form.

2.4 ACCESSIBILITY TO THE LISTENER

Througthout his life, Britiusn sho.ed tremendous awareness of the need
to communicate with the listener.
1 don't always follow the nevw directions, and nor do I
always approve of chem, but that is only purely personal
to me. ... 1 sometimes feel that seeking after a new
language has be.~me more important than saying what you
mean. I aean, I always believe that language is a
means and not an end. ... I mean, why b ther to write
your music down if you don't want to commuricate it?

His great fondness of the variation form in general, and of the
passacaglia in particular, is possibly a result of his awareness of
the naed for accessibility tou the average listener.

The passacaglia form, with its constant reiteration of a melodic
ostirato, provides the listener with a thread by means of which he isg
guided through the myriad of variations in the accompanying material.

It provides a balance between repetition and variety.

3. TRADITIONAL APPROACH TO PASSACAGLIA

Britten's approach to the passacaglia form is based on the textbook
defi 1vions of the paszacaglia around 1900. His passacaglias are based

4 Palmer, p. 94.

L
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on a melodic ostinato which is adhered to rfairly strictly throughout.
The importance and variety of the material which he unfolds above the
ostinato make any pronounced variation of the ostinato theme itself
unnecessary.

In only two pavsacaglias, those from the Violin Concerto and
The Turn of the Screw does Britten adopt a slightly freer approach
which, nevertheless, remains within the bounds of the traditional
prssacaglia.

In the Violin Concerto, which is Britten's first excuvsion into
the passacaglia form, while the contour of the sstinato theme remains
constant, the rhythmic structure is not strict and undergoes constant
va: iation, and the ostinate theme itself is frequently expanded so
that the lenoih of the ostinato theme is flexible.

This less stricv upproach to the passacaglia form covld possibly
be explained by the fact that, at ti.* comparatively early stage of
his corpositional career, Britten may have found the strict passacaglia
form too restrictise, that he was unable to work within such clsarly
defined limits. Quite apart from this, however, the foreground
wosition of the ost u.ato theme throughout most of this passacaglia
recessitates a certain deviation from the monotony of its strict
sepe.ition.

In The Turn of tne Screw, Britten starts out with a basic
vstinato theme consisting of six pitches. During the course of the
prssacaglia the theme is expanded to includa all twelve pitches of the
tiuer: for variations given out at the jeginning of the cpera. This is;
therefore, another example of the extension of the ostinato theme, but
th.~ .ime, in clearly defined stages whirh symbolize the gradual
tignt :ning of the screw as the opera draws to its climax. Once again,
the 1h+thmic structure of the ostinato is subjected to constant
var; =t om.

ir.is idea of altering the rhythmic structure of the ostinato theme
car ¢ raced back to Bach and Handel who, however, retained the overall
lengi’. of the theme intact. The rhythmic alterations ro which Britten
has sub jucted the ostinato theme in the Violin Concerto and The Turn

of the Sorew, however, do not presuppose an unchanging theme length.
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In contrast to the Baroque period when the vast majority of passacaglias

were keyboard works, Britten has not confined his pagsacaglias to any

particular genre. His passacaglia movements occur in his vccal works,

operas, orchestral and chamber works.

S. DEATH-RELATED PASSACAGLIAS

An interes.ing feature of the passacaglias in the vocal works is that

they 3re all associated with death, functioning either as a threnody,

a fore ;arning of imminent death, or as a meditation on death.

T 3 association of the form of the passacaglia with grief goes

back to the time of Monteverdi (1567-1643) wnen it became the tradi-

tional form of lamentos,

¥hile extended dramatic recitative lamentos, as exemplified by

Monteverdi's Lamento d'Arianna (1608) were in vogue until nearly the

middle of the seventeenth century, at the same time a significant

development in the .reatment of lame1tos was heralded in Monteverdi's

Lavento della rinfu from his eighth book of madrigals (1638). This

lomento was constructed over the descending tetrachord passacaglia

bass.

According o E. Rosand “...

its full exploitation of the affoctive

implications of the pattern asserted a relationship between tetrachord

and lament that soon became fundamental to the genre". 5

In the Venetian opera repertory of the 1640s there was a d2finite

assoclation between the tetrachord basso ostinato and the lamento.

This is confirmed in Cavalli's operas which represent the most

cuimprehengive surviving musical documentation of Venetian opera from

1640-1660. In his earliest lamentog Cavalli adopted a recitative

settin-. However after the lament of Apollo in GI¢ amori di Apollo

e di Daphne (1640) which was partly a recitative setting and partly

based on a descending tetrachord basso ostinato, Cavalli used the

descending tetrachord bass in all his lamentos. These lamentos were

usually placed at the drametic highpo-nt of the.opera, and were

characterized by slow tempo and triple metre.

5

E. Rosand, "Lamento”, The New Crove [ .otionary of Mustie and

Mugiciane, ed. 5. Sadie (London:

Macmillan, 1980), vol. %, p. 413.

&
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Lamentoa based either entirely or in part on the descending
tetrachord also occur in collections of arias and cantatas from 1640
onwards by composirs such as Roasi, Carissimi and Cesti.

Lament arias on a tetrachord basso ostinato remained popular in
operas, oratorios and cantatas of the late seventeenth and early
eighteenth canturies, Furcell's Dide and Aeneas and The Fairy Queen,
for example, both have laments based on a descending chromatic tetra-
chord, Handel too has used similar lament arias in Lis operas, for
example, in Orlando (1733). The most frequent positior for these
lament arias with: the overall framework of the opera was at the
dramatic highpoint of the opera immediately prior to the resolution of
the plot.

Perhaps the wost famous example of a lament is the opening chorus
from J.S. Bach's Cantata BWV 12, Weinen, Klagen, Sorgen, Zagen (1714)
which is based on a descending chromatic tetrachord. This same move-
ment, with a different text, was subsequ..lly usad by Bach as the
"Crucifixus® in his Mass in B. Minor, BWV 237 in the late 1740’'s.

Britten's death-related passacaglias also freguently occur at
the dramatic climax of the werk, for example, the "Dirge™ from the
Serenade, “"Death, be not proud!" from The Holy Sonnets of John Donne,
Peter Grimes, The Rape of Lueretia, Albert Herring, The Turn of the
Sorew, Noye's Fludde and the "Agnus Dei".

In the passacaglias under study, the following occur {n direct

association wit: leath:

- "Dirge" from the Jerenad

- "Death, be not proud!" from The Holy Sunnete of Jokn Donne
- The Rape of Lucretia

~  Albert Herring

-~ The Turn of the Sorew

- Noye's Fludde

- “Agnus Dei" from the War Requiem.

In both Peter Grimeg and Billy Budd the passacaglia movement is
a forewarning »f imminent death. In these irstances the relentlees
repetition of the ostinato ig symbolic of the inevitability of death.
In Peter Grimesg the passacaglia movement, situated as it is in a
central position of the work as a whole, marks the turning point of

the opera after which Grimes's journey to self destruction becomes

o
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inevitable. The passacaglia from Billy Budd is also situated in a
central position and foreshadows the inevitability of Billy's ultimate
destruction by Claggart.

In Noye's Fludde the passacaglla movement represents the rising
waters of the flood at the highpoint of the work as a whole. Here
the pac~sacaglia mourns not only the loas of life through the flood,
but also the duving to an old consciousness by those who survived the
flood.

In view of the explicit relationship of the passacaglia of the
String Quartet no. 3 to the opera Death in Venice, Op. 38, 1973,
through the passacagl .i's subtitle "La Seyenissima", Peter Evans sees
this movement as a threnody both for the composer himself and for
Aschenbach, the central figure of Death in Venice. 6 As this String
Quartet was written in Venice, the passacaglia can also be construed
as lamenting the decay of the city of Venice.

In the true neo-classical spirit, Britten has worked within the
framework of the passacaglia in its role as a lament.

An interesting feature of these death-related passacaglias is
that tne ostinatc theme itself is frequently based on highly
significant thematic material.

In Peter Grimgg, for instance, the ostinato is based on the
Grimes wotive which is central to the catire opera. The use of this
particular motive as the ostinato of the passacaglia could be a fore-
warning to Grimes that his ultimate destruction will be self-inflicted.

In The Rape of Lucretia, the ostinato is .ittingly a combination
of both Tarquinius's motive (the element of destruction} and Tucretia's
motive (the destroyed).

The passacaglia in 5211y Budd which is a forewarning to Billy
of the inevitability of his destruction by Claggart, has an osti.ato
theme which is based directly on Claggart's motive.

6. CONTRIBUTIONS TO THE PASSACAGLIA #ORM

6.1 CONTRIBUTIONS TO THE OSTINATO THEMF

Britten has thrown off the Baroque characteristics of four or eight-

6 Evans, p. 347.
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measure ostinato themes, slow triple metre, trochaic rhythmic pattern
and the tetrachord influence.

fle has used a wide variety of theme lengths ranging from two
measures to twenty six measures. He also rarely uses the favoured
triple metre of the Baroque, and has abandoned completely the Baroque
preference for trochaic rhythm.

An interesting rhythmic innovation occurs in Peter Grimes where
the ostinato occurs one beat earlier in the measure on each repetition
0 that the rhythm is imbued with tremendous vitality and the repe-
titions of the ostinato are grouped into larger units of four state-
ments each.

While the tritone is prominent in many of tnese themes, there is

no evidence of the influence of the tetrachord.

6.2 CONTRIBUTIONS TO THE TYPE OF ACCOMPANYING MATERIAL

During the Barogue period, the passacaglia was essentially a monothematic
form in which the ostinato, functioning as the theme, was subjected to
various settings above it. Britten's contrapuntal ingenuity, however,
allows the ostinato to function merely as a foundation which supports
other themes or structures above it. This use of multiple themes
represents a radical departure from the monothematic practice of earlier
passacaglia composers.

His method of featurins, against the ground, contrasting

thematic material of equal importance, and maintaining

with masterly skill a fluctuating polarity between the

two, are what give his possacaglias their remarkable

expressive force and vitality, and almost certainly

arise from the intuitive sense of drama that has made
him one of the foremost opera composers of our time.

6.2.1 Combination of continuous variations with theme and variations

The ostinatos of the passacaglias from both Peter Grimeg and the
Symphony for Cello and Orehestra both support a theme with variations
in the accompaniment.

In Peter Grimee the theme on which the variations are based has
certain resemblances to the ostinato itself. Nevertheless, this theme

and the subsequent variations on it successfully divert attention from

/ D. Handel, “Britten's Use of the Passacaglia," Tempo, 94
(1¢70), p. 6.
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the ostinatc, so that its discreet presence functions as a rhythmic
and harmonic support and a tonal anchor.

In the Symphony for Cello and Orchegtra, the theme on which the
variations in the accompaniment are based forms a strong contrast
to the ostinato. Here again, Britten's contrapuntal ingenuity has
enabled him to huild a complex formal structure above the ostinato.

6.2.2 Combination of passacaglia and fugue

While during the Barogue period, the passacaglia was frequently
followed by a fugue, nevertheless in the combination of +these two
forms in the "Dirge" from the Serenade, Britten has created a hybrid
crossing between the passacaglia and the fugue, which is probably
unique in the passacaglia literature of the twentieth century. TL
ostinato theme and the fugue subjecc bear no relationship to each

other.

6.2.3 Combination of passacaglia and canon

In the central portion of the passacaglia from The Rape of lucretia tae
ostinato supports a four part canon which i3 based on the ostinato
theme itself, but which nevertheless is haudled in such a way that

it diverts attention from the constantly reiterated ostinato. This
illustrates not only Britten's highly imaginative contrapuntal skill,

but also the economy of resources with which he was ahle to work.

6.2.4 Combination of melodic and harmonic ostinato variation

The passacaglia in Albert Herring represents a unique combination of
the melodic »nd harmonic types of ostinato variation. Here Britten
combiries an unchanging melodic bass line with a constant successiion
of chords above it. He has thus combined the harmonic type of ostinato
variation, which does not presuppose an unchanging bass line with

a strict melodic ostinato.

6.2.5 Use of multipie themes

The accompanriment of the passacaglia from the Scring Quartet no. 3 is

based on two contrasiing themes which occur in an ABA pattern.

4
A . e o
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6.2,6 Shift of emphasis

Britten's contrapuntal skilli has caused a shift of emphasis in the
passacaglia frum a vehicle for virtuosic display on the part of the
performer during the Baroque period, to a vehicle for the display of
contrapuntal ingenuity on the part of the composer. The listener,
however, remains usaware of this contrapuntal virtuosity and responds
only to the spirit and the magic of the music itself.

7. POSITION WITHIN THE OVERALL FRAMEWORK

Britten has used his passacaglia movements both in a central and a final
or near-final position. Whnen ased in ~ rentral position his passa~

caglias Yo~ »8 & point of tonal and rhythmic stability within the
overall In a final position, on the other hand, they serve
to confi. al centre and thematic material.

8. BRITTEN'S ACHIEVEMENT

In the passacaglias under study, Britten has -emonstrated dramatically
that the traditional means of musical expression are not outdated and
exhausted. He has been capable of renewing old procedures in writing
music which is understandable, relevant and meaningful to the prusent-
day society. His achievement is well summarized by Robin Holloway:
This music has the power to connect the avantgarde
with the lost paradise of tonality; it conserves and
renovates in the boldest and simplest manner; it
shows how old usages can be refreshed and remade,

and how the new can Le saved from mere rootleasness,
etiolation, lack of cunnection and comsunication.

8 R. Holloway, "Benjamin Britten: Tributes and Memories,”
Tempo, 120 (1977}, p. 6.




HAPPENDIX A

THE PASSACAGLIA PRIOR TO THE TWENTIETH CENTURY

1. SEVENTEENTH AND EIGHTEENTH CENTURIES

1.1 ORIGIN OF TERM !

The passacaglia was first documented in Spain. In Spanish, its nane
2

is pasaealle from pusar, to walk, and calle, street. The earliest

known literary uention of the word is in an anonymous pross wevk

Féoara custina {1608).

1.2  EARLY SCURCES

The Nuova inventione J'intavolaturz (1606) of Girulamo Montesardo was
the first Italian tablar -e for the Ipanish guitar. 3 It contains the
first extant example of a passacaglia. 2t the beginning of his book.
mtesardo provides a long series of passacazlie on all the letters of
the guitar's chord alphabet, For each tonality, that is, letter, he

pry deld two rassaceylie, consisting of simple patterns on I-IV-v-1,

and whaish differ only in the rhythric position of the harmonies,

Thus, here, the passacaylia is a short plece in chordal style,

ugually twe to four reatures in triple meire and in either major or
4
nansy RKey,
Exanple !{a) on p. B2 shows Montesardo's first example

for the key of . major, indicated in the Italian tablature by the

1 .
In view of the fact that Britten's use of the passacaglia was
a conscious revival of an historic.l form, I deem it necessary to
trace the origin and history of the passacaglia.

2 In Ttaly during the first half of the seventeenth century a
magsculine noun was usually used: rueeaocgifo in the singular, passacagls
in the plural. Subsequently, feminine endings became more common, thus
prgsacaglia in the singular, pegeacag. 2 in the plural.

3 Quoted in T. Walker, “Ciaccona and Passacaglia.” Journal of the
Ameriean Muaicological Soolety, 21 1968), pp. 205-306.

4 walkexr, p. 306,
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letter A. His second example for each key has a different rhythm
(see Ex. 1(b) below).

. . Ex. 1: G. Montasardo, Muova tnventione d’intavolatura 5
\ {downward stems indicate downward strokes; upward stams
indicate upward strokes on the guitar)

a} “Prima passacaglie, o ritornello del prime modo sopra la lettera, A"

A A
e o =t $ 1-  — .|
ob .
1 v v 1
b} “Del secondc modo"
I b |
H i v 1

This sequence of harmonic steps (I-IV-V-I) in triple metre remained
character.stic of the early passacaglia.

Almost every reference which Montesardo made to these formulae was
phrased in some such way as "Passacaglis overo ritornelli" (passacaglie
or ritormelli). 6 The association of these two terms brings one to
the conclusion that, to Montesardo, the elemental passacaglie were no

pleces in themselves, but were outlines for improvization for instrv

mental preludes, interludes or postludes in arias and dances, and also
in instrumental stage music as accompaniment for entries. This seems to
be the only feasib.» explanation for the intlusion of a passecaglia for
every tonality, a procedure which does not occur with any other piece
in the book.

G 1er interesting examples of passacaglias which functioned as
ritornelli occur in L. de Briceho’s Métode mui faciliesimo (Paris, 1626),

5 Quoted in R, Hudson, “The Passacaglia and Ciaccena in ftalian
Keyboard Music of the 17th Century: Part 1,” lhe Diapason, 60, No. 12
(1969}, o, 23.

6 fHudson, “Part 1," p. 23.



B. Sanseverino's Il Primo libro d'intavolatura per la chitarra alla
spagnuola (Milan, 1622) and G. Sanz's [nstruceidn de mieica sobre la
guttarra espaﬁbla (Saragossa, 1674).

T™oer, it would seem that at least until after 1625, the word
passacaglia could be used as a synonym for ritornello, and that it in
fact had no other meaning in the printed sources of the time.

Fuzthermore, according to Von Fischer, it is in this light of
functioning as a ritornello that the passacaglias found in the operas
of Monteverdi and the Venetian composers must be understood. Sometimes
in these operas the composer, demands a ritornello without writing
anything in notation, but simply indicating "Passacaglio”. 8

As was the case with other ritornello forms such as the sixteenth-
century ripvesa where the basic harmonic progression was repeated
sometimes as many as twenty times, it seems feasible that the single
1-1V-v-1 phrases contained in the alphabet series guitar books were
intended to be repeated several times. Thus, the principle of ostinato
repetition of a single short harmonic phrase would already have been

present in the early passacaglia,

1.3 THE CHACONNE

The chaconne originated as a dance-song in Latin America and became
popular in Spain early in the sever.teenth century, K About 1600 it
replaced the zarmbanda as the most popular dance in Spain., It was a
lively and, by all accounts, a rather obscene dance, and wis accom-
panied by the Spanish guitar, percussion instruments, such as the
castanets and .ambourines, as well as a sung text with refrain.

During the first quarter of the seventeenth century, the Spanish
guitar was played in an exclusively strummed or chordal style, and the
most frequently used Larmonic formula for the chaconne was I-V-vi-v,

"
" Quoted in Walker, p. 307-309,

8 k. von Fischer, 'Passacaglia,” Muwik in Geschishte wund Gegenwart,
ed. F. Blume, Vol. ¥ itissel: Bérenreiter, 1962), col, B7L,

9 In Spanish, the spelling is checona in the singular, and chaconas
in the plural. In It.ilian, the spelling is e¢faconna in the sing .,
and oiaccong in the lural.
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This formula was spread over four measures and in Italy this four
measure phrase of chords was apparently repeated as an ostinato for
avery line of the text. The guitar chaconnes were almost all in triple

metre and in the major key.

Ex. 2: Early harmonic pattern of the chaconne with guitar chords and
refrain text (the stems indicate the direction in executing
the stroke)

mr o> e - T T ¢ s |
g ;- s : w ey |
ot " e s A" o o frorprerarg—
eyt S N i s S |
¥ T L
1 v 1.3 v
YL - da, vieda. is vi - da bo-na,
Vi - da, ba~ma ~ nos & cha=  Co-nk.

The melody to which the text was sung seems to have been lost.

The earliest published passacaglias and chaconnes therefore had
different functions. The passacaglias functioned as ritornelli, with
the harmonic progression (~IV-V-1 spread over two, three or four
measures in various rhythmic arrangements. This harmonic framework
served as a basis for improvization for preludes, interludes and post-
ludes in both major and minor keys.

The chaconnes, on the other hand, were dance-songs based on the
harmonic formula I-V-vi-¥, and occasionally I-V-IV-V or I-V-ii-v.
The chaconne phrase was confined to the major key, to triple metre and

to a fairly fixed rhythmic structure with accented vecond beat.

1.4 THE BAROQUE VARIATION PASSACAGLIA AND CHACONNE

From the early elemental passacaglias in which the harionic phrase
I-IV-v-1 was used as the basis for improvization, it was only a matter
of time before composers realized its obvious potential as a basis for
variations.

As a basis of construction in variation forms, the harmonic formula
had two possibilities: either the chordal structure could be retained
as the basis of the variations, or the gaps between the bass notes of
the chords could be filled in melodically to form a melodic ostinato.

10 guoted in Hudeou, “Part 1," p. 23,

asa
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I2th these possibilities were applied when, in the second quarter
of the seventeenth century, the harmonic formulae of the passacaglia
and chaconne bagan to form the basis of variation forms for guitar,
voice and continuo, keyboard instruments and various continuo chamber

groups.

1.4.1 The early theorists

‘The Baroque theorists who are known to have commented or the passacaglia
and chaconne were unable to arrive at a clear distinction between
the two forms, as it appears that the terms were used rather loosely,
indiscriminately and interchangeably during this period.

5. de Brossard probabiy pased his definition in 1703 on his

experience of French opera and the clavecin pieces of the time:

PASSACAGLIO, veut dire, PASSACAILLE. C'est proprement

une Chaoone. Voyez, CIACONA. Toute la différence est

que le mouvement en est crdinairement plus grave que

celuy de la Chzocne, le Chant plug tendre, & les expressions
moing vifves, c'est pour cela que les Pussacailles sont
presque todjours cravaillées sur des Modee mineurs, c'est

A dire, dont la Mddiante n'est éloignée de la Finalle jue
d'une 3° mileure,

(Passacaglio means passacaille, and that is in reality
a chaconne. (Hece chaconne.) The only difference lies
in the fact that the movement of the Passacailles is
usually slower than that of the chaconne, and the melody
more tender and the expression less lively. For this
reason the passacailles are almost always written in
minor modes, that is, the -wode ¢. which the mediant is
a miner third above *he final.) !l

J.G. Walther's description in 1732 geewms to have been based on
that of Brossard:

Passacaglio oler Passagaglic lital.) passacaille ‘gall.)
ist eigentlich eine Chaconne. Der gantze Unterscheld
bestehet darinn, dass sie ordina’rement langsamer als
die Chaconne gehet, die Melodie matthertziger (zdrtlicher),
und die Expression nicht so lebhafft ist; und eben
Jdeswegen werden die Passacaillen fast allezeit in den
Modis minoribus, d.i. in solchen Tonen gesetzt, die eine
weiche Tertz haben. s. Hross. Diction. Nach dem
ictionaire Etymologique des Ménage ist es eigentlich
ein Spaniischer Terminusg, der, sint der Zeir die Opern
in Franckreich aufgekommen, in die Frantzds.sche Sprache
eirgefdhret worden ist, und so viel als Passe-rué, einen
Gassenhauer, ein Gassen-Lied bedeutet.

11

S. de Brossard, [Metionuaire de Musique (Paris, 1703; rpt.
smsterdam: Antiqua, 1964), sig. U3V. Translation by P.C. Stroux.
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(Passacaglioc or passagaglio (Ital.), passacaille (French)
is really a chaconne. The whole difference consists in
that the pessacaglia is usually s'ower than the chaconne,
the melody more tender and the expression not as lively
and for this rvason the passacaglia i. always in minor
keys, that is, keys with a minor third. (Ses Brossard.)
According to the Dictionaire Efymologique by Mdnage, the
word is in reality a Spaniech term which has been intro-
duced in France and it meaus the same as Passe-rue which
means a street song.)

The theorist J. Mattheson in 1739 also commented on the

passacaglia:

... the distinction between the chaconne and the
passacaille consists in four things which one cannot
easily ignore. These four characteristics are the
following: That the chaconne proceeds more deliberately
and slowly than the pussacaille, not the other way
a~csund; that the former prefers the major keys, while
the latter prefers the minor; that the passacaille is
never used in singing, like th2 chaconne, but only for
dancing, hence naturally has a guicker movement; and
finally, that the chaconne has a constant bass theme,
whi_. ", thogh one occasionally deviates from it for

var l.cion and from fatigue, scoon reappears and maintains
its posit.on; while on the other hand the passacaille
is restrictec tu no definite subject, and retains

almost nothing else of the chaconne than the mere
Mouvemant, tnouygh sonewhat accelerated For these
reasons one has good cause to ?lvﬂ the passacaille
preference over the chaconne. 3

Mattheson is of the opinion that the passacaglia has no definite
subject, but that the chaconne has "a constant bass theme". While no
other theorist of the time seems to have shared his view, chaconnes
and passacaglias can be found which give credence to this viewpoint.
One example is the Chaconne in D minor for organ by J. Pachelbel
(1653-1706) .

12 J.G. Walther, Musikalisches Lexicon (leipzig, 1732; xpt.
Kassel: Barenreiter, 1953), pp. 464-465. Translation by P.C. Stroux.

13 J. Mattheson, Der Vollkommene Capellmeister (Hamburg: 1739),
trans. E.C. Harriss (Ann Arbor: UMI Research Press, 198.,, pp. 465-466.
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R N 14
Bx. 3: J. Pachelbel, Ciacona in D minor, mm. 1-9
Andante con moto (J- £0-76) [l
T
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As an exez ~ ~f a passacaglia with no definite bass theme, one
may cite the B 2 sopra Passacagli from Il Secondo Libro di DTomoate

(1627) of G. Frescobaldi (1583~1643).

14 J. pachelbel, Ciacona in D minor, in J. Fachelbel, Selected
Organ Works, vel. 1, ed. K. Matthaei, 4th ed. (Basel: Birenreiter,

n.d.), p. 46.




e — T ——

Ex., 4: G. Frescobaldi, Partite sopra Passacagli, 15 mm. 1-9

(notes forming part of the descending tetrachord are marked *)
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On closer examination, however, it is evident that, while there is
no strict basso ostinato, the ascending or descending diatonic tetrachord
is the unifying factor. At any given point in the work, the diatonic
tetrachord is present, usually in its descending form, but occasionally
in its ascending form. On occasions it i- considerably disquised,
while at other times it is fairly obviovus. wattheson may have considered
such a piece to be without a theme,

‘The passacaille-rondeaux of the French composers, where much of
the material which occurs between the rondeau theme appearances could
be regorded as “themeless”, might also have been in Mactheson's mind.

An example of such a work is the Passacajzlia in G minor for organ by
Georg Mugfat (1653-1704). ©
Matheson might also have regarded a chordal progression as being

without a theme, as in the following Passacaglia in G minor by G.F. Handel.

15 G. Frescobald,, Partite sopra Passacagli, from I! Secondo Libro
di Toecate, Cangone, ... di oimbalc et organp di Girelame Frescobaldi
(1627), in Corpus of Early Keyboard Mugic, Vol. XXX, ed. W.R. Shindle
(n.p.: American Institute of Musicology, [968), p. 46,

16 5. Muffat, Passacaglia, in Historical Anthology of Music,
vol. 11, eds. A.T. Davison and W. Apel {(Cambridge, Massachusetts:
Harvard University Fress, 1950), p, 113.



BEx. 5: G.F. Handel, Passacaille from Suite no. 7, 17 mm., 1-4

(notes marked * form part of the descending tetrachord)
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However, in this example, the descending tetrachord is clearly

evident.

On the other hand an equally strong case can be nan  “ox the
argument that a passacaglia does have a definite theme. An example of

such a Passacaglia is that for violin solo in G uinor by H.i[.F. Biber

(1644-1704) .
Ex. 6: H.I.F. Bic-r, Passacaglia for Violin Solo, 18 mm. 1-8
5 ) | ]
3 t ; o ? = ? e 1

5
! G.F., Handel, Passr~aille from Suite no. 7, in G.F. Handel,

Klavierwerke 1, ed. R. Steglich (Kassel: Birenreiter), 1955, p. &9.
18 H.I.F. Biber, Passacaglia for Violin Sole, in XK. von Fischer,
The Variation (Cologne: Arno Volk Verlag, 1962), p. 7i.
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From an exsmnination of the passacaglias and chaconnes of
Mattheson's time, it is evident that the composers had a great variety
of approach to these two forms, and often used the terms indiscrimi-

nately.

1.4.2 Later definitions

Jean Jacques Rousseau's comments on the passacaglia in 1768, seem to
be based on Brossard's dictionary of 1703:

PASSACAILLE. s.f, Espéce de Chaconne dont le Chant est
plus teadre & le mouvement plus lent que dans les
Chaconnes ordinaires. (Voyez Chaconne.) Les Passacailles
d'Armide & d'Issé sont céldbres dans 1’Opéra Frangois.

{Passacaille, noun, female. A type of chaconne of which
the melody is more tender and the movement more slow than
in the normal chaconne. (See Chaconne.) 7The passacailles
from Armide and Issé are famous in French opera.)

Since the time of Brossard‘'s definition in 1703, theorists (with
the exception of Mattheson) scem to have zccepted the difference in mood
and tempo between the passacaglia and the chaconne.

A.F.C. Kollmann, writing in 1799, has the following definition
of the passacaglia:

The passacaille is written in 3, and begins with the

third crotchet. Its movement in moderate, and its
character a serious tenderness. It generally congists

but of one section of eight bars, to which variations

are made. Sultzer mentions those in the operas Armide

and [gs¢ as ce.iebrated in France; and one written in
common time, which begins with the full bar, and
consequently deviates from the above description in 20
two particulars, see in Handel's Suites, vol. 1, Suite 7.

Of the eighteenth-century theorists cited, Mattheson is the only
one who considers that the passacaglia does not have a basso ostinato.

19 J.J. Rousseau, Dictionnatre de Musique (Paris, 1768; rpt.
New York: Johnson Corporation, 1969), p. 366. Translation by
P.C. Stroux.

2 pr.c. Kollmann, An Fssay on Praotical Music Composition
(tondon, 1799; rpt. New York: Da Capo Press, 1973}, p. 105.
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1.4.3 More recent research

1.4.3.1 Hudson

Interesting new research on the Baroque passacaglia and chaconne has
been undertaken by R. Hudson and is incorpovated in The New Grove
Dlotionary of Mugic utd Mugioians, 2

Accoi .ir 3 to Hudson, the original I-IV-v-I harmonic formula of the
passacaglia and the I-V-vi-V harmonic formula (and the less frequently
used I-V-IV-V and I-V-ii-V formulae) of the chacorne were gradually
expanded melodically.

Thege formulad® had developed in chordal guitar music., However,
in the second quartar of the seventeenth century in punteado 22 style
guitar music and in Reyboard music, a linear influence was exerted on
the chordal formulae, and the leaps in the original root progressions
were filled in melodically. Two sets of formulae developed, one set
for the passacaglia, and one set for the chaconne, and these formulae

are the principal means of distinguishing the two forms.

21 . .
2 g, Hudsoh, “Passacaglia," The New Crove Dictionary of Music and
Musiolans, ed. S. Sadie (London: MacMillan, 1980), Vol. xiv,
pp. 267-270.

N
22 The playing of selected notes on separate courses of the guitar.
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Ex. 7: The principal passacaglia formulae (usually minor)
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2 Hudson, "Passacaglia,” p. 268.
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Ex. 8: The principal chaconne formulae {usually major)
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Ex. 9: Neutral formulae (major and mincr)
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4 Hudson, "Part !

25 Hudson, "part 1," p. 23.

% In his article "Passacaglia" in The New Grove Dictionary of
Musie ond Mueiciane Hudson includes this formula under those pelonging
to the passacaglia.

I
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According to Hudson, while Lhe most faroured chaconne formula was
1-V-vi-V, the formulae 1-V-IV-V and I-V-ii-V were alsc used. These
latter two formulae are <hown as Clb and Clc in Ex. 8, p. 293, The
neutral forms, showr in Ex. 9, p. 293, could be used in either
passacaglias or chaconnes.

In Italy, the process »f composition involved either choosing a
different melodic formila for each phrase of the piece, or resztricting
oneself to one particular formula for the entire piece. According to
Hudson, guitar pieces after about 1640 as well as keyboard music were
predominantly based on a changing polythematic bass line, In vocal
music, however, compesers tended to favour the use of one specific
formula throughout, resulting in a basgso ostinato. Wwhile a basso
ostinato is one possible use of these formulae, it is, nevertheless,

a highly restricted use.

Thus, according to Hudson, the Italian passacaglia variations were
usually in triple metre, in a minor key, and were based on the concept
of continual variation. In the case of a polythematic bass, this
variation involved all the voices, while in the case of a basso ostinato
only the upper voices were involved in the variation.

In France, the variation passacaglia appeared around the mid-
seventeenth century. It was freguently found in instrumental dance
music, and was influenced by the French interest in sectional form.
According to Hudson, most of :la French sole and orchestral passacaglias
retainazd the characteristics nor mode, triple metre, and formulae
which differ from those of the chaconne. Ag in Italy, there was no
distinguishing rhythmic charactrristic between the two forms.

Hudson admits Lo a rather co “using plcture in Germany due to both
the Italian and French influence. He finds that the German organ
chaconnes and passacagliis tended to fav. 'y a basso ostinato. However,
in Germany the use of the two terms is rathor cuntradictory, for
example, the Chaconne in E minor for organ by D. Buxtehude (c. 1637-
1707) is built on formula PS.

e,
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4
Ex. 10: Bass formula of D. Buxtehude, Ciacona in I minor 2
P5:  8-7-(5)~6~(4)~5-(3)

e

Buxtehude's Passacaglia in D minor for organ, on the other

$L-
b
P
-4
’:f

hand, would appear to be based on the chaconne formula Cla.

Ex. 11: Bass formula of D. Buxtehude, Passacagilo in D minor 28
Cla: 8-5-(7-8-5)-6-5

e =F
o Bty
| Statement 1 ' ement Ll

Hudson seus the hass theme of Bach's ¢ mirnr Passacaglis for crgan,
BWV 582 as being derived from the P6 formula. Bach ends the first
phrase with the §-4-5 ending of this formula and precedes it by the
same motive one degree lower (5-3-4). 1In the second phrase, the £-4-9
motive is treated sequentially and the interval of a third is expanded

to a fourth (3-7-1).

ox. 12: sassacaglia formula

e s ey
T—t ) s so———, y me 1
' N 1 - - r';:u«- = y - -3
2 D. Buxtehude, Ciacona, in D, - rode, Jraan  Workg, Vol. 1,
ede, P, Spitta and M. Selffert, 3rd 1., rpt. with introduction

by W. Kraft, Wiesbaden: Breitkopf, Pl p. 12,

i D. Buxtehude, Passacaglio, ir O. suxtehude, Organ WNorke, vol. !,
eds. P. Spitta and M. Seiffert, 3vrd ol. (n.d., rpt. with introduction
by W. Kraft, wies'aden: 8reitkopf, 1752), p. 1.
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Ex. 13: pBass formula of Bach's Passacaglia in C minor, BWV 582 29

e
S—. , r
x S 1

Some features remain then, even in the Bach work, to
rerind oue of the passacaglia and cliaccona development
that began more then 100 years earlier in the guitar

book of Girolamo Montesardo. The dance of the v.iacona
originally possessed a fixed rhythm in triple meter,
characterized, as were other guitar forms of the period
by second-beat accents. The passacaglia, as a ritornello,
had no set rhythm of its own, but when used for variations
imitated the triple metar of the ciaccona, and often the
second-beat accents. The ciaccona was always i the
n-jor mode; the passacaglia ritornello was in either
mode. In partite the passacaglia gradually tended to
favor minor as a contrast to the ciaccona. The principal
way, however, in which the two forms were most clearly
and consistently differentiated was by the formulae.

«o. 1t is a rhytimic ostinato in the sense that a short
raythmic length is obstinately repeated. It is a
harmonie ostinato to the extent that the opening and
closing chords of each phrase usually correspond, 15

is a busgo catinato only if the composer wishes it. 0

From Hudson's vesearch, it would appear that two practices for the
composition of the passacaglia and chaconne existed side .y side, namely,
the use of a monothematic basso ostinate ~r the use of a polythematic
bass line. In the nineteenth and twentieth centuries, it is the former

practice which has survived,

1.4.3.2 von Fischer

According to Von Fischer in 1962, there were two types of passacaglias

during the Baroque:

29 J.5. sach, Passacaglia and Fugue, BWV 582, in J.8. Bach, The
Jomplete Organ Worka, vol. V1I (New York: Kalmus, 1968), p. 39.

30 R. Hudscn, “The Passacaglia and Ciaccona in Italian Xeyboard
Music of the 17th Century: Part 1I," The Diapason, 61, No. 1 (1963}, p.

31 Von Fischer, col. 872

7.
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- the Icalian and Spanish type without a strictly observed basso
ogtinato; and

-« the French type with a more strictly observed basso ostinato.
In Ge.anany, he sees both French and Italian influence at work.

Thus, works in which a strict basso ostinato persists would indicace

French influence, for example Biber's Passacaglia for solo violin, 32
Buxtehude's Passacaglia for organ, 33 and Bach's Passacaglia for
orgati.

1.4.3.3 Other theorists

Apel breis his definition on Bach's Passacaglia in C minor for organ,
BWV 57, and his Chaconne in D minor for unaccompanied violin, BWV 1004:

A passacaglia, then, is a continuous variation based on
a clearly distingulshable ostinato that normally appears
in the bass but that may occasiocnally be transferred to
an upper voice, as in Bach's pazsacaglia. A chaconne,
on the otler hand, is a continucus variation in which
the "theme" is a scheme of harmonies (e.g. 1-V1-1V-v)
usually tieated so that the first and last chords ave
fixed whareas the intervening ones can be replaced by
substituves. 35
This definition is in sccordance with that of Goetschius in !'«315“)é

37 3% 39

Theorists such as Berry, Stain, and Hutcheson agree with Apel'’'s

distinctica. Green distinguishes between varistions cn a basso

; 40
ostinato and variations on a succession of harmonies,

32 Biher, p. 71.

33
Buxtehude, Passacaqlio, p. 1.

34 Bach, Pasiacaglia, p. 39,

3%

Apwl, p. 141,

3

6 Goerschivs, pp. 29-40.

37 ey~
Berry, pp. 27%-290.

18 Stein, Structure and Style, pp. 142-145.

34
i Hutcheson, pp. 172-195.

40 Green, pp. 115-123,
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1.4.4 Some features of Baroque passacaglias

1.4.4.1 Metre

In general, the Barogue variation passacaglia and chaconne retain the

triple metre of the ritornello passacaglia and the dance chacunne. An
interesting example of a passacaglia in simple quadruple metre is that
from Handel's Suite no. 7 in G uinor (see Ex. 5, p. 289).

1.4.4.2 Descending tetrachord bass formula

The most fregquently used bass formula for both the passacaglia and the
chaconne was that of the descending tetrachord, in its major, minor or
chromatic form. This would justify its inclusion under the reutral
forms (see Ex. 9, p.293)., Examples of the minor form occur in Biber's
Passacaglia for violin solo (see Ex. 6, p. 289) and in the chaconne in
G minor by T.A., vVitali (1f65- 2).

Ex. 14: Basso ostinato theme from T.A. Vitali, Ciaronna 41

Molto moderato
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A frequent variant of tho descending tetrachord theme, is that of
the ascending tetrachord from tonic to dominant. Variants of both the
ascending and descending tetrachords have been used.

In his Passacaglia in G minor, Georg Muffat uses a theme which

consists of two statements of the ascending minor tetrachord.

42
Ex. 15: Basso ostinato theme from G. Muffat, Passacaglia
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T.A. Vitali, Claccona for Violin and Piano (Leipzig: Breitkopf,
n.d.), p. 2.

Muffat, p. 113.
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Buxtehude in his Chaconne in E minor for organ uses a variant

ot the descending minor tetrachord.

Ex. 16: Basso ostinato theme from D. Buxtehude, Ciacona in E minor 43
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During the course of the movement he also uses the chromatic form
of the descending tetrachord (statements twenty, twenty one and twenty
five), a3 well as the chromatic tetrachord in its ascending form
(statements twenty two and twenty three).

When both the ascending and descending forms of the tetrachord are
used in the same composition, such works may perhaps be regarded as
being constructed cn a single theme and its inversion. The Vitali

Chaconne uses both forms of the tetrachord (see Ex. 14, p. 298).

1.4.4.3 Length of theme

The bLasso ostinato theme is usually short consisting of a single phrase
ending on the dominant or a pair of phrases ending on the tonic. Some-
times the theme consists entirely of notes of equal value as in the
vitali Chaconne (see Ex. 14, p. 298).

An interesting feature of some passacaglia themes is that they are

constructed on a single rhythmic pattern.

4
Ex. 17: Basso ostinato theme from J.S. HBach, Passacaglia, BWv 582
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43 Buxtehude, Ciacona, p. 12.

44 Bach, Passacaglia, p. 39.
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1.4.4.4 First statement of the theme

The bass theme is usually announced in an accompanied form; however,
interesting exceptions are the themes from Bach's Passacaglia (see Ex.17,
p. 299), and the Lament from J. Purcell's (1659-1695) Jido and Aeneas.

Ex. 18: H. Purcell, Lament from Dido and Aemeas, °° 11I, ii,
score nuumber 38
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1.4.4.5 Continuity

A most important feature of bausso ostinatc variations is their continuous
structure, in which the variations occur cne after the other in an un-
broken succession. It is important that the sectional effect created

by the constant repetition of the bass theme be offset by continuity in
the upper parts, and for this reason, the dominant half cadence with
which most basso ostinato themes end is of the greatest importance because
of the forward momentum it creates. In themes which lack a dominant
ending, such as Bach's Passacaglia, BWV 582, melodic bridging of the
repetitions of the ostinato in the accompaniment is the most impourtant

means of maintaining continuity.

1.4.4.& Grouping

within the overall profile of general growth, the variations are soue-
times divided into small groups. A still more frequent device is the
construction of the second of a pair of variations from thLe first, as
tor example, in the Passacaglia in G minor by L. Couperii (1626-1661)
where the composer varies one statement by figural embellishment in the

next.

45 .
H. Purcell, 0ido and Aeneas (Sevenoaks: Novello, 1979),

pp. 94-95.
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46
Ex. 19: L. Couperin, Passacaille in G minor, mm. 17-25
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Such groupings give unity and cohesion to the continuous variations.

1.4.4.7 Transposition of theme tc¢ anothe

Occasionally the ostinato is transposed to . . voice, as for example

in the Passacaglia in G minor by L. Coupecrcin.

47
Ex. 20: L. Couperin, Passacaille, mm. 45-52
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46 . .
L. Couperir, Passacaille, in L. Couperin, Pldces de (lavecin,

ed, A. Cirtis (Paris: Heugel, n.d.), p. 161.

47
Couperin, p. 162.
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