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Ex. 31 Third movement, bars 1-5,
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M N L e ndlna A adnmial

5.2.2. Articuiation of Secondary Thematic Materiail.

Secondary melodic material is also distinct in timbre and articulation and hence

functions as independent thematic material despite its secondary thematic nature.

the nizzicato chords on lower string:
LIV plioivaiy vavive AW 2%

S ia i3

T as
i

PSS D I N . |
n Adlllplc J1i pdsc Jt,
legato articulation on the violins. Pizzicato articulation of this secondary melodic
material is retained throughout the section, affirming its character as independent

and distinct timbral material. These pizzicato chords and the string glissando also

articulate the phrase structure. (see 5.1.1, page 52).

5.3 Timbre as an Element of Thematic Transformation.

Timbral emphasis also plays a significant role in the transformation of thematic

1s given principal status.

In the first movement (bars 38-41 example 4, page 22), a timpani roll on D, with

syncopated accents a minor 3rd below on B, gives dramatic emphasis to the

climax phrase, but also extends it beyond the final fff chord by a 3-bar solo. This
minor third tremolo

on the timpani is therefore featured initially as a linking figure

.. . o cinal
between sections Al and A2, but 1t 1S Wemeeﬂ#emwhmluh&pmqaa

theme in section A2 is derived (see example 5, page 22).

Conclusion

The composer is therefore highly articulate in her scoring for the two principal

groups of instruments, namely, the strings and the trumpets where idiomatic

- . : i . Furthermore, timbre is used
writing for these instruments 18 exploited to the full :

anipulations, on both the macro- and

=i
oy
[~
(¢}
|
w

as a vital element i

micro-structural levels.
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It is obvious from the previous analysis that the composer is highly individual,

inventive and skilful in the manipulation of her melodic and rhythmic material.

armony, texture and

r
elements, namely h

instrumentation, are also used successfully to underline contrast and variation,

and as such play a vital role in articulating the macro- and micro-structure of the

piece.

6.1 Macro-Structure: Sectional Structure

. . ‘tali i is not only engendered by the

rhythmic and melodic material, but also by the frequent sectional contrast of

material.

h it is only the third movement that is in a traditional sonata form, namely

1tho

Vs no
= vub

sonata-rondo form, the first and second movements also have structural elements

that resemble the sonata form.

In both the first and second movements, the material in the A section is stated

rather than developed. However, whi g nd

ew material, most of the thematic material in

A 1

A2, and the B section may contain n
i in the initial Al section. (see

these sections is derived from germ cells presented 1

Melody 2.3.2).

The linking sections, A2 in the first and last movements and the B sections in all

three movements. therefore resemble the develppment section of the traditional

sonata form. However, they do differ in the apparently arbitrary choice of

d_ Generally these central '‘development’ sections avoid the

. . ‘
ction and focus upon a secondary-accompanimental

the linking sections. Such motives thus

mata: 1 o - N
‘lalClld 1o c ucyv

principal theme of the A se

motive from the A section, or a motive in
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gain the status of principal themes through extension by repetition,
instrumentation and register-placing. (see Instrumentation 5.2.2, page 55 and

Texture 4.1, page 48).

The final sections of the first and second movements are also interesting in their
presentation of old and new material. In the first movement, the aimost exact
restatement of the A section resembles the recapitulation section of the traditional

scheme. However, the coda following this section, apart from restating

Sonata
Viiwvey OoVvilwviiaw,. AR

previous material, also introduces entirely new material which in turn anticipates

material in the final C section of the second movement.

the movement. In fact it is only in the last three bars that fleeting referenceis ———

made to the opening material.

This final C section is again distinctly contrasted to the previous sections within

The sectional structure of the piece is thus essentially moulded according to the

intnre 1in the firet move
VLWLV 151 Liiv Al oW N ~

traditional sonata form, retaining the ternary struc
the character of exposition and development sections in both first and second

movements The thematic content of the central sections and the final sections is
erial. (see Rhythm 1.3.2, page 26

however extended to include new thematic mat

for an outline of the sectio nal struc

6.3 Micro-Structure: Periodic and Phrase Structure

As stated earlier, the periodic and phrase structure is primarily created by the

alternation or supenmposmon of two contrasting themes within e

. i i isti ished by their intervallic content

and contrasting rhythmic character. This contrast is further underlined by

fl section

contrasting instrumentation and articulation.
ps. The resultant chordal changes in a concertato

outline different pitch grou
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passage created by the alternation of the two themes, serves to underline the
phrase structure. In these sections the harmonic rhythm is more rapid, and there

is a greater degree of contrast and general rate of change in all the stylistic

sections as opposed to a gradual build-up of tension in contrasting sections.

In those sections where themes are superimposed, the prevalent phrase structure

is replaced by larger periods, articulated by the introduction of the second theme.
There is often a systematic increase in tension towards the middle of such
sections, where the second theme is superimposed on the first theme, which finally

culminates in a climax phrase at the end of the section.

Conclusion

Adrian Thomas's statement aptly summarises the composer's authoritative

structural manipulations:-

ies in her extraor

"Perhaps Bacewicz's greater stren ngth

to take the listener along with her, whatever the apparent deviations. Our

_ perception of the music's structure is constantly revalued, and it is this

shifting perspective of the present and the immediate past that gives such

II r

- 14
a movemeni its pef’.& ias 'ep Ow .

* Thomas, Adnan Grazyna Bacewicz. Chamber and Orchestral Music. Los Angeles,
California: Friends of Polish Music, 1985. p. 90.
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CHAPTER TWO

PENSIERI NOTTURNI (1961).

!\J

4. Harmony

5. Texture

6. Form
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cal forms. Again

"In the 1960s, Bacewicz began to abar forms. Again,

in the orchestral Pensieri Notturni (1961 ), her imprint is

unmistakable. More programmatic than is usual in her music, here

she is poetic, evocative, and spacious’i S

work is short and extremely succinct. Free-scale passages contrast
with clustered sonorities; a mellifluous counterpoint contrasts with

fragmented, dessicated punctuations, especially in dry xylophone

esta ar , Se

tones and the metallic timbres of ce and vibraphone, set

. . 15
against ensemble strings. "

What strikes the listener first on hearing the piece is its kaleidoscopic series of

colourful sound patterns and sound combinations, revolving around a relatively

high-pitched solar plexus. The result is a soundscape that is both delicate and

kaleidoscopic.

1.1 Instrumentation and Articulation

Pensieri Notturni is scored for full orchestra:

oodwinds: - Flute, . ts in Bb, alto saxophone in Eb, piccolo

clarinet in Eb, bass clarinet in Bb and bassoon.
Brass:- Horn in F, trumpet in C and trombone.

Strings:- Violins I, 1I, 111, IV and V; Violas I, II and III; Cellos I and II;

Double-bass.

Percussion:- Timpani, snare drum, sticks, guiro, xylophone, vibraphone, celesta

and harp.

15

L. The Musical Woman. An International Perspective. 1983.

Zaimont, J.
Greenwood Press. 1984, p. 125.
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Her scoring for these instruments never exceeds chamber orchestra proportions,
illustrating the composer’s concern with individual timbres and novel instrumental

combinations.

1.1.1 Strings

Bacewicz's love of the string medium and her intimate knowledge of its timbral
possibilities is fully explored in this work. This is apparent from her scoring for
multiple string parts and the fact that the strings are featured throughout the

piece.

The exploration of timbre, and especially the string timbre, is evident in the

often having a distinct timbre. These individual string parts display a wide
paliette of string bowing and articulation such as sul ponticello, col legno

saltando, barulage bowing, use of harmonics, pizzicato and tremolo.

In section A, characterised by shorter sound events, the contrast and variety of

string timbres is particularly pronounced. In the sound events where individual

string parts make short independent timbral statements, these distinct timbres are

never clouded.

In example 1 bars14-18, page 62, this timbral lucidity is quite evident. In the first
two bars of the example the sustained sound of the string tremolos and string
harmonics is followed by a single unaccompanied pizzicato, punctuating the end
f the sound event. The subsequent string harmonics an

bowing are unaccompanied, and their individual timbres are therefore distinctly

perceived. This is structurally significant, as contrasting timbres and articulations

are constantly superimposed and juxtaposed to create sound events that are

characterised nr?mﬂrily by their timbral material.

Laisdannaay ~ Yy SiRWRR LIAARV

=
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Ex. i Pensieri Notjurni, bars 14-13.




()]
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i.i.2 Novel Instrumental Combinations

Superimposed and juxtaposed on the string sounds, are delicate timbres on

woodwinds, single brass and percussion. Bacewicz's atmospheric use of timbre in

+ : PP SR SR ar ‘o WNI; . ;
her later works is particulary reminiscent of Bartok's "Night Music" sections in

the slow movements of his string quartets.

The opening of Pensieri with its superimposition of a harp ostinato on string
tremolos, is remarkably similar to a section in the first movement of Bartok's

Music for Strings, Percussion and Celesta. In both passages the timbral synthesis

of very soft and sustained string tremolos with filligree harp or celeste ostinati,

soundscape.




Ex. 2 Pensieri Notturni, bars 1-6.
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Ex. 3 Music for Stringg, Percussion ang Celeste, bars 73-79,

(IR

LY,

a.41.
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Although the lyrical and dramatic have slways been present in Grazyna Bacewicz’s

music, she has never before been so explicitly poetic, even programmatic, 23 in

work's similarity to Bartak s "Night Music™. Tn seciions where ih

melodic and rhythmic materia! iz particularly static, such as in previous example 2,

pape 66, artention iz focussed particularly on the delicate, atmospheric and

gvocative use of timbre.

L1,2.1 K rlrenms

o an interview with her friend, music cratic Stefan Kisielewski in 1960, she was

asked to comment on the latest developments in sericliam and electrenic music.

_ She srated thet she was particularly drawn o the new sound colours and rhythms

of slectronic music,

The use of klangfarbenmelodic was perfecied by Webern, but it was alsg much

exploited by electronic composers. [n using this techniguie, fimbre is csiablished

————————— e

8% & structural force comparable to pitch and duration, Dilferent tong coloura ate

s single sustained note or on different pitches.

Becewicz's use of this technique oecurs thraughout the piece in her acoring for
woodwind, brass and percussion. Superimposed on ¢nsemble slring seclions are
seversl passages in which a single pitch iz transferred from one instrumesnt 10
anothor, croating & very subtle, kaleidoscopic change in limbre. 13z technmique is

used to ¢reate backgrownd or foreground matorial.

A G pedal point is sustained throughout section Al, bars 8-44, by alternating

irm mey Hew—y |

'y 1.9
I dL UaLALIL =L

gr

strings and woodwinds. Its structural significance is undeilingd

duration throughout the section, but alzo by ils degree of imbral emphasis (see

_.r'l. " omnaa MEL
- PERG YA,
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There are several sound events in which & dlangferbenmelodic is created using

different puches.

"In fhese jindl works, #er expressionisi tendenciey are

dramuatized by an increasing interesi in percussive and fragmernlary

 effecits. Bacewicz cultivales o dispersal of densities through an iridescem

pointitiism in preference to accumalating and imensifying sound. ™

Her use of the &langfarbenmelodie technique is most effective in these pointillist

passages where individual timbres are further underlined by the detached

articulation.

In the following cxample 4 page 68, a succecsston of single detached chords is

heard on different combinations of wondwinds, brass and strings. The melodic
chromatic ascent of the chords finds a timbral counterpart in the sysiematic shify

from lighter to darker timbres. Glizzandi on vibraphane and barp form an

appropriate veiied backdrop.

| Ihﬂvh?iz_al Woman, A Injenatignal Perspective. 1983, Greeowood
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Ex. 4 Pensieri Mowjurai, bars 06-

ation of fragmentary timbres reaches its climax near fhe end

The composer's explor | " ‘
« sound cvent, created by the superimposition and rapid

]

]
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alternation of pe
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mestly non-pitched instraments in this sound event is aptly culminated by a

l¢ngthy drum roll on snare druom.

Ex. 5 Pensieri Nottycni, barg 167-175.

1.2 Timbre Pri St ura] Elrme

1.2.1 Micrp-siracturce: Sound eyaitla

Pepsieri Nolturni was the first composition which illustrated Bacewicz's direct

concern with timbre as a structural force and as such the work may be regarded as

explotatory and experimental.
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[1 is obvious that the composer is extremely resourceful in her varying

combinations of timbres and arliculation. Each sound event i§ thus articuiated by

its unique timbral character, generated by varying instrumental combinations sad
articulatinn and taxtural mgﬂipul_glgn of !hgﬂ! tic ]}&tlerﬂﬂ fsee Texture page 97)

These contrasting saund events are similar (o [he phrases o

P | e ot & mirthoarm #har oo anmﬂ:rgh!g i :!gnl:'r!]‘l LA ] T_|'IE' Staﬂdﬂ.lj 4 Q.I‘Il'j
Ehlj..lh-'-l.ﬂliy L oS wbdlFL My, YWEHETGD LW F Sy WiFiliprs =)
3-bar phrase struciure and wherc they have an antecedenl-consequent

cebationship. In scction B they are conziderably lopger, bui 1n ail oiher respecis

they are still perceived a3 sinuciurar w

(]

Ilowever, whereas the phrasc structure of her carlier picces was articalated

primarily by melodic and rhythmic material, the primary distinguishing feature of
— these "phrases™ is their timbral conient in the form of instrumentation, articulation

and textural manipulstion of these elements, te., the synthedis or juxtaposition of

sound. The use of the term "sousd event” is thus preferred in that it encapsulates

the arliculatory funciion of timbre.
1.2.2 Macro-structure: Sgelional Structure

Pensieri's distinguishing feature 1s 11s timbral content, as ik evident from the

inherently static and non-developmental nature of thematic and thythmic patterns.

The first haif of the piece is particularly exploratory, with multiple timbral
manipulation of material, At the same time individual limbres seem to undergo a

subconscions process of selection. Apparcntly inconspicuous and background

materia] in the first half of the piece is projected as foreground material in the

second half of the piece. Caciion A, bars 1-77, 15 thus articulated by sharrer

sound-events and muktiple Jpresentatirm of matgrial, while section B, bars 78-201,
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is articaated by the extended focussing of previous material in longer

sound-events. (3ee Form pape 104).

Cuanclusion

Ahc—‘miigmﬁ%al‘fthunelmndihﬁhmiﬂﬂuemlng in the piece is broken

through timbral and textural means. Individual patterns are always underbingd by

- - . 1 I SR I b
contrasting 1mstrumentation and articulaiion. T

distinct timbral character, are then constantly superimposed and juxtaposed to

create different sound events that are particularly eyacative in their kateidoscopic

combination of contrasting timbres.
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2.  RAYTHM

3.1 The BEhythmic Character of Thematic Patterns,

There i1s a predominance of inherently repetitive rhythmic patterning in this work.

~ Meost of the patterns are crotchet, quaver and semiquaver combinations thai

underline the beat. Hlowevyer, there is an attempt at ¢reating a greater rhythinic
Duidity by avoiding the beat ai ihe initial eniry of rhyihmic paiterns in thi
& great deal of the motoric, driving ¢haracter of her rhythmic patterns are
"suftened”. This is further underlined by skilful exploitation of softer and

Righer-pitched timbres,

Eler use of ostinati, pedal points and repetitive-node figures in Pensieri Nottorni is

simibar to their use in The Music for Strings Trumpets and Percussion, b here
they often Ffunction as foreground material by virtue of thetr instrumentation. {see

1.}.2 page &3)., These repetitive patterns gre therefore "fleshed-out® and given an
wdded dimension when scored for individual and distinct timbrees. Tler use of

various timbral techniques and textural manipulations furiher compensates for the

— lack of any form of sustained rhythmic variation and OREoIRg rhylhmic organic

Lrowth in the piece,

L2 Th x allion 1ErD

Sound events within the piece are articulated by the continual juxtaposition of
diffarant rhythmic patierns. in section A, where these sound events are no more

than 4 bars in length, there is a greater presentation and fluciuation of different

thythmic patierns.

Allhough there i3 no sustained process of thythmic development or transformation

within the piece, certain sound events in scetion A nevertheiess use cerlain
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thvthmic technigues to creale a systematic increase in tension, culminating in

final climax phrases.

mexampie & page 74, sectiom A, a sense of directicon and movement towards the

final climax phrase is skilfully engineered by various rhythmic and textural means

and underlined by tempo and dynamics.
L aLooo oo e o abhan mmaladia chesnnatis geala An pdrinoo arn
JIIE LT e SUCCEEIIVYE EIILLIIES UL LN JIIGLIUVMIY RHIWUIOLIL LAl WFi) FLELLAMa Wk b

thythmically diminished with each entry. There is a graduai increase in texture by
ihe addifion of tremolo strings as background material with the second and third

enlry of the scaie. Each entry is further punciuvated by single totii chords that

rulminats in inal hamorhythmie sound eveat of multiple strings. There is a

,
-

ik
L
r
[

gradual increase in dynamics but decrease in tempo at this final climax sound

cvent, bars 39-44 {example 6 page 75 and 76).




Tx 6 Pensieri Motturni, bais 30-47.
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in section B, where rhythmic patterns are less differcotiated with each successive
sound event, the use of ¢ertain melpdic and textural techniques articulates sound

events and crestes a build-up of tension. This i5 further underlined by

tenipcr.

b bd & b

A preater thythmic fluidity is further ¢realed by the skilfui overiapping of
thythmic patterns. The individual patterns are never clouded when layered, and

where sustained sounds are superimposed, these dove-tailed sounds create subtic

timbral and rhythmic syntheses.

In section A these superimposed patterns are highly differentiated, with their

individuality further underlined by their contrasting instrumentation and

articulation, Tn Lhese passages the composer creares a micro-coilage of patterns
that constantly undergo various timbral and textural shifts o create subtle,
kileidoseopie thythmic and timbral changes with each successive sound event,

Fluctyations in tempa are used to underling most sound events.

Section B is gharacterised by & macro-collage of rhythmic patterns that are very
sitnilar in construction and thal are repeated for several bars. In these sound

events g sense of direction and momentum is created by Lhe systematic layering of
snding in multiple-fayered texiures. Despite the
inherent ataticity of these passages, a se0se of thythmic fluidity is nevertheless
Created b}r the dove-tailed Ia}r::ring of similar patterns. [n this way the rigldity of

palterys, Cnnsmmly ghifting a-melric accents are c:reated by the irregular entrics

d
of patterns. This feeling of a-metricity ig further enhanced by single, sustained

ang syncopated notes on vibraphone and harp. Approprioate tempo indications

underine the sound ¢
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Pensieri Notturni, bars 111-119.
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Despite the fact that the composer attempts to create a feeling of greater rhythmic

flexibility, her rhythmic vernacular is still firmly rooted in single 2/4, 3/4, 4/4 and

(@)
(]

/ res

e o V-%4
LHOLICD.

There are only occasional metric changes during the course of the piece. These

clearly underline the sectional structure of the piece:

Sectional Structure Metric changes
—Section Al (bars1-44) 3/4
Section A2 (bars 45-77) Mostly 6/8.
Section A3 (bars 78-88) 6/8
(bars 89-109) 2/4
Section B (bar 110-160) Mostly 2/4 with single bars in 3/4.
Coda (bars 161-201) 2/4, 4/4 and 3/4.
2.5 Tempo

Tempo fluctuations occur frequently and they perform a vital function throughout

the piece in articulating soun : empo and end

with a ritenuto or other appropriate tempo indication. These tempo indications

clearly underline individual sound events in the piece.
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Canclusion

of the rhythmic material and the absence

repelitive pature

nosed to create contrasting texleres which in tura articulats the sectional
aposed to create ¢o E
structure of the piece and individual sound events.




The inherently repetitive nature of the rhythmic mate

melodic character of thematic patterns. Certain notes are repeated or sustained at
length forming repetitive-note figures or pedal points. Intervals or intervallic
patterns are repeated, forming ostinati and scalic figures. These melodic patterns

are thus inherently repetitive, non-developmental and static in nature.

3.1.1 The Chromatic Scale Figure

This melodic figure is particularly characteristic of her music. It encapsulates her
predilection for smaller intervals and the use of all twelve tones in a fully

chromatic melodic style.

This figure appears in various guises throughout the piece, and its function is also

variable, depending on its position in the sound event. It is almost always

presented in contrary motion. Mirroring of patterns in this way occurs as a

and it has its counterpart in the harmonic and formal

.
né pt

the use of axis tones and i ]

structure of the piece in

In the following example 8, bars 20-22 page 82, several strands of the chromatic

scale radiate from the central G axis tone in a systemati
material consists almost

¢ superimposition of the

chromatic pattern. In this sound event the me

exclusively of the chromatic scale.
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Ex. 8. Pensieri Notturni, bars 19-22.
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This scalic pattern is also frequently presented in crab-like motion of alternating
minor and major seconds. In example 6 page 74, the use of this scale to

systematically build tension towards the final climax phrase is effectively

underlined by its rhythmic transformation with each successive entry.

At the end of section A, bars 94-99 (example 9 page 84), the function of this
chromatic figure is reversed. It occurs as a phasing-out, linking figure at the end
of sound events. This affirms the use of mirroring as a gestalt in the

macro-structure of the piece.




