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and Iensieri Motturni. A short comparative discussion of the two works

concludes the dissertation.
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FREFACE

lement the hitherto sparse licerature on the music
of Crrazyna Bacewice and to focus on two of her major works, namely, Thg Music

for Strines, Trumpets and Percussion tnd Pensien MNattureni.

These two pieces have been chosen to highlight a particular shift in Bacewicz's

compositional style between 1958 and 1961 when she tried to recencile

avant-garde sounds and techniques with an already catablished style.

"fhis unasnal dichomomy of sivle and abrupt changes coming late in frer
creative fife may be explained by the yociol and pofitical difficulties that
Hacewics, along with sost other Furapeans, enconmered during World
War 2, abstacles that contioued in Bastern and Ceatral Europe fong after

ihe wae "

A brief scoount of the sncial and political climate in Foland after World War 2 45
well as 2 short summary of Poland's musical history at the time gonstitutey (he
First two parts of the introdustion. The third and mein part of the Introduction is
a gencre! overview of Bacewicz's compositional siyle. A shorl biography

precedes the lntroduction.

The main thrust of this swudy is to provide an in-depth analysis of Bacawicz's use

of melady, rhythm, harmony, texture, instrumentation and form in each of the twao
works mentioned above, Chapters. 1 and 2 deal with the siylistic features of ¢ach

work ynder the separate headings of the aforementioned components.

Subheadings pertaining to aspecls of these elements arc used when necessary and
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are numbered for easy reference.  Form powever s seen as the interrelatedness of
all these clemeats and 23 such it is dealt with at the end of cach chapter. Musical
examples are incloded to swpport findings. These are numbered and bar pumbers

et L LN L - 11k iefiis H L R R RH A 8 Es § HLE ]

are indicated.

Chapter 7 progents @ summing- vp oF the stylistic vlements apgd the compesiticnal
procedures seb gut o the previous two chapters 1t compares the stylestic

elements and composiiional procedures of the [wy works and attempts fo show to

wilgt exredt ler style widerwen? 4 stgaifrcant change, signifying an expansion or

yorke.

Form of the fFiycnzaion

Generally, verbal commentary takes prefercnce over graphic representations of
amalysis sinee the (atter are not of universal chdracter or use. Tochaical musics!
ierms are fimited to their commen definitions, and those expressions known to

connoto ambigu
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Grazyna Bacewicz was barn in Lode, Poland on 3 Febroary 198 She received
heer first musical instruction from her father and from an early age performed
chamber music with her {we elder brothers. The Bacewicz family quartet hecame

well known amongst Miends.

At the age of ten she carolled for piano and theory classes ar Kijenska's private

conservaiory in Lodz. She subsequently attended the Warsaw Conservalory
where she studied composition with Sikorski, violin with Jarzebski and piano with

Turczynski. Al the same time she also attended philosophy classes a1 the

University of Warsaw.

In 1932 she graduated with diplomas in violin and composition.  She
subseruently reccived & scholacship feom lgnacy Paderewski to study aK the Ecole
Murmale de Musique in Paris. From 1932 1o £933 she continued her vinlin
studivs with Andre Touret ang Car! Fleseh and her composition studies with Nadia

Boutanger 1 Paris.

She returned to Poland in 1934 and took up a teaching position a the Lodz
Conservatory from 1934 1o 1935, where she (aught harmony, counterpoint and

violin.

In I936 she became principal vialinist with the Polish Radio Orchestra. [n the

same year she married Andrzej Biernack:, a physician and amateur piantst.

Concurrently with her teaching and family commitments she maintained a career
as 4 composer and violinist and achieved notable success in both areas. The Wind

Ouintet of 1932, won first prize in a competitton for young compasers, and

Bacewicz subsequently won several prizes in competitions in Faris and Warsaw in
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his iime she ioured exiensively liroughout Burope as a

al's. During t
concert viplinist and gave several acclaimed perfarmances which alse included her

QW0 COMpPaSIlions.

She returned 10 Warsaw from Paris just before the outbreak of World War 2, and
remained in Poland during the war years She and her family sought refuge in
simaller ¢ities and rural areas  During this time her greative output was severely

L | 1
WIS ned.

In 1945 she resumed her lecturing position at the Lodz Conservatory and
continued her garcer as a concert viodinist. She aiso served on the jury of severat

International competitioas,

A severe car accident in 1954 hospitalised her for a considerable time. She was
determiied (o recover and started composing soon after she was discharged. In
1953 she decided to curtail her career as concert vialinist and to devote herself o
composition. By now she had alreagy established herself as a reputable composer,
having won a number of distinguished awards in her homeland and abroad,
Amongst these was first prize in (he International Composers’ Competition in
Liege in 195] for the_String Quartet No. 4.

Between J951 and 1969, she won several more distinguished awards and prizes
for her works, many of which were premiered by major archestras in Europe and

America. Her last work, a ballet, Desirg is uncompleted. She died unexpecrediy

on |7 January 1969, Tatdeusz Baird wrole:
"An inexhaustifle sowrce of inventiveness, techwical virinosity and a wide
breadth of approach suffice for placing rhe works of her Hfe among

thuse that are mast admired. Bui that is pot all. She has been given

Frmething moré im

Sew, a gift of being different and vnigue. ™

Lifc and Waorks. Los

arianf, more preciows found only ameng the
!

. ,
Rosen, ). _Cirazyma Bacewigz. Her

Music Higtory Series, 1984, p. 36,
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INTRODUCTION

1. The Sacis! und Paliticnl
—— il

——tl el ———

"Pofaind's artistic commuitily had laonguished i o curiows sart of cultaral
vacypm under the Stalinisf governmeni of Bievud since 1849, Polish
musicians, though conversant with receind developments in the music of the

Sovief Ciniow amd other Bastern Luropean stoafes, were guite literally cui

eff from the West ai the verp mioment when the most radical changes within

With the death of Staltn in March 1953, a more relaxed assthetic dictum ensued,
Ynown as 'The Thaw'. Prominent artists and musicians now felt more comfertable

about volcing their opinions.

In 1954 the Folish composer Andrrej Panufnik (b.1914) defecred to England
By fnik WS Yary i.ﬁ'-r'ﬁ!'fﬁd iﬁ th-'..- “nffﬁ;lfﬁ G#" :_1\.:- Dalieh Mamoaesere! [Tnian FFEPY
1 WiNWJJIaN u 1 ke J RdLTaTHS I—'W—'IJJF"I-'ILIIG ' A war " LA B} “-

s defection came as a shock (¢ the Uintoa and further prompted musicians ta
openky criticise the prevailing cultural policies. Theae stated that mosic must be
national, ie_, related 1o folk music. That implicd a retura Lo functional harmany

and forms that would be accessible to a2 wide audience,

This growing dissarisfaction with the prevailing status quo was alse felt outside

artistic rircleg

elate Rl L

nA tha
bl
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protests broke out apainst government policy. Four months later Moland entered a
new political era under the newly-formed Gumulka government, This

revolutionary period came to be known as the 'Pelish October'.

Stucky, 8. Lutoslawskt and His Music. Cambridge University Fress 1981, p. 60,




With this more moderate government, renewed priistic contact with the West was
soon cstablished. Books, recordings and scores from Western Furope were oow

available.

This new atmasphere of artistic freedom was turther entrenched by the
inauguration of the first blennial Warsaw Automn Festival of Contemporary Music
in L9%6. At these Festivals the works of leading contemporary ¢omposers in

Furope 45 well as Poland were beard for che first time by a recepiive audience.

This interaction had a decisive impace on Polish composers. At the pinth General
Asscmbly in 1957 Lutoslawski siated,
"Foach of us faces the problem of discovering his ows place in that
chaor whick the art of onr era represenis. The problem is sharply
drawn for Hhose of us wha, after an inderruption of several yeors,
Rave rettevwed comioet with Western Exropean music. We don'i aif
brave here o ofear view of what is happening in his masic, of
where [t is feading. Bure [ believe it is onlv a guesiion of fme

bafore we will nol only aeguire a clear view of the sitwation bur

wifl play a positive amd nod inconsiderable role in 11"

In the ensuing years Lutoslawski grappled with the development of a new musical
iangwage, a process that unfolded over a period of at icast ten years. Baccwicx
was involved in a similar process, but tis gradual evolution came o 2 rragic and
abrupt end with her sudden death in 1969, Nevertheless, in these last ten years of

ber life she did play a positive and leading role in Polish music.

Stwucky, 8. Lutoslawski and His Musje. Cambridge University Press. 1981, p. 64
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2. An Overview of Poland's Wusical History aiier W eld War 2.

Grazyna Bacewicz forms part of a generation of post-World War 2 composers that
becante known as the Polisk School. They were l'adeusz Baird, Henryk Gorecki,
Witold Lutostawski, Andrzej Panefaik, Krzysztof Penderecki and Kazimierz
Serocki. Lutoslawski and Penderecki fmtetr became the main representatives of

this achaool.

Poland's musical heritage has always heen deeply rooted in the Eurepcan mesical
tradition. This dates back to the 10th century with the scceptance of Christiznity
and along with i1, Gregorian Chant. Poland's political instability however has
precluded her composers from evolving a truly natienalistic style. Bany
composers lett Poland for political and other reasons. Almost all of them
however have acknowledged their desply-felt Podish identity in some form ot
uncher in their music. Chopin is perhaps the only Polish composer wio has
achicved true international status but his Polish identity dos t form an integral

part of hiz musical style,

Chaopin's successor, Karal Szymanowski (1882 - 1937}, modelled his musical style
on thar of Wagner, Richard Strauss and later Debussy. it was only in Bis later
works that he ingorparated some folk elements into his style in the furm of

melodic and chythmic elements,

Patriotic and religious feclings are brought to fruition in the extremely
gxpressive and artistically mature works uF Pmdrmj Pooufmik (1914}, His
individual musical style unfolds & pawerful emotion, usng minimal means, over 2
complex and intricate design. This individuat means of expression iy

already evident in the !f:agm Overlure of 1942, which seemed like 3 musical

w s oa _

fareboding uf the Warsaw Uprising of 1944, and i3 brought 1o greater perfection



in the Sinfonia Sacea of 1963, a hymn dedicated to Poland. Jt is ieagse that he
21 ¥ =)

defected to the West and that he steuggled (o find acceptance therc.

"Neo-elassicism was wndoubiedly the trend that had o shaping infincnce
on the development of Polish music quite apart from the weaker or
stronger ratienal feateres or the degree of expressiveness of particular

'W'Urk-.fi'- ni

Neo-classicism look reot in Poland in 1926, at about the same Hime as it did in the
West, The two main educators for young compeosers ot the time, Sikerski in
Poland and Nadia Boulanger at the Ecole de Paris in Paris, both promoted

neon-classical aesthetics.

Apart feom Panufnik, other composers like Lutosiawski and Szabelski also sought
an individual siyle in their music, and made an effuit to overcome the
nea-clagsical trend in Pofish music. In Lutaslawski's Symphony Mo, L, he alrcady
transcends neg-classical elements. [ronically this work was accused of being

"Farmalistic® and hence it was not performed for severak years.

This scarch for an individual musical style in Poland was made more complex in
the years 1545-1953% with the pelicy of Soctul Realism. Poland was virtuatly cut
off iréim musical activity in the West. The main focus of composers during this
time was 1o Synthesize elements of folk music with their style. Bartok was

regarded by many 35 the ideal composer.

Lutoslawskt's Concertn for Orchestra {1954) was a remarkable artistic

achievement at that me. The work is a synthesis of originality and folk melodic
chacacteristics. Folk motifs are integrated in the general body of the work, and as

L]
such age nat just mers mekodic quotations dictating the shape af the miesic.

5 == 1

Lang, P. H. and Border, N. Comtemperary Music in Europe: A Comprehensive

Survey  Schirmer. p. 246,
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The first Warsaw Autumn Festival of conlemporary music in 1256 was a viciory

for Poland's coinposers. The idea was the brainghild of the Polish composer

=

Tadanues Faie it alacrad Paland aon the musweal man as intermediacy 1n the
Tadeyss Halr It nlaced Moland on it LA ThE ] n

[ 1]
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exchange of ideas between contemporary composers and critics worid-wide.

At the Warsaw Avtumno Festival of 1958, the music ol Spisak, Bacewicz and
Serocki was still distinctly neo-classical. However soon aflerwards the moaic of

Baccwicz and Serockt showed an adzptation and an gssimilation of some new

sivhistic clemenls.

Michal Spisak (b.1914) 2 Polish-born ¢omposer, resided in Paris and his music
was nnkpowa untl] after World War 2. His music is distinctly neo-clessical in the
manner of Stravinsky. The rhythmic slemenms of some of his picces are derived

from Polish falk music. His musical style remained unchanged.

The music of Szabelski (b. 1895} while neg-classical before 1958, changed

iz Sonneets Far Orchectea (195921 the lmnrovizations
b L RSl ettty ga iy R oDy RIS D i RSN Riatd

Lutoslawski developed the use of the twelve-tone chord for expressive and
colouristic purpases. Tadeusz Baird and Serocki both used the twelve-tone
technigue in an individual way, For expressive purposcs.

. .
Dandaranbi apnd Moeaclk) a
SenSefalyl ang Lynrefk: £

orm-crealing element in their music,

xp az 8 form-¢realing element in their m

Giarecki juxtaposes bands of contrasting tong colours in his_Sconti for Orchestra

{19607, Penderscki combines delicate tone colowrs in his music and also uses
articulatinn and dynamics as form-creating elements. Both these composers have

received international acclaim and recognition.
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In 1his post-World War 2 ers, it 1s obvious that Polish musicians have developed a

muostcat style that 15 singular in itz workimg-oul of stylistic polemics - be they

Furapean, nationad or individual Sa [y

S R a Ty TRATA I W isiwmI T iwarTL. AR

process of rencwal unttl her sudden death in i 969, However, she was regarded as
one of Poland's leading composers in the 1950's, and a3 such her contributton to

Poland's musical heritege 13 unquestionaeble,

3, An Overview of Bncewicz's Genergl Style,

H-gpt - . - . r .
[ P T PR e ] H1l ILIFTTEMFE ﬂf’n e PN L . PP L
d FJE - dE.BLLAJT, I 4 Fd Lr ar 4

Iy B3 b 1
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FP45-534, 1835-60 and 1261-69) clearly acknowledges the major iurning
poinis in post-war Polish musical history. Yel any assessmenl of
Barewicz's neuvee has (o recogrize that her compositional aesithetic
remained remarkably siable. inly the last period, whick properly dates

Jfrom the_Sixth Siving Cuaried (1960), iz clearly defined theough her

aifempls fo square her esiablished siyle with the avant-garde sounds and

Far vasy reference T will discusa Bacowicz's style under the aforementioned

periadic subdivisions.

31 1932-1944

Doucing this first perio
this carly periad have been published. These works are evidence of her studies
with Sikorsk] in Warsaw and Boulanger in Paris. dMeop-classical elements are
predominant in these works and there is a continuous development of [ormal

structures. Folk cloments are alsn included in the Wind Quigtet {(1233).

§ Thomas, A {raryna Bacewicz. Chamber and Orchestral Music. Los Angeles,
Calitotnia: Polish Music Tistory Series, 1985, p. 25




Although Bacewicz did not favous the neo-classical Tabel attached to her work,
her music nevertheless has traits commonly sssociated with neo-classicism.
hess are the use of farmal siruetures, molivic processes and contrapuntal
techniques derived from the Classical and Baroque periods. Furthermore, her

harmanic vernacular is individual in its use of expanded tonaliry.

The idiomatic and virruosic Viglin Sonata No. ] ¢omposed during this time bears

witness to Bacewicz's thorough knowiedge of the violin, The work abounds in

energy and it has a fecling of contimivus urgency that is oaly resolvaed in the final
tic Mgures, contrapuntal textures and multiple stops show 18th
cenury influences The structure of the work is unique in its application of
standard formal procedures, Flowever, Bacewicz uses conventional forms anly as
a point of departure. Themalic material is continugusly transforimed and

recapitulation sections are oflen obscured.

The Dverturyg {1943} is similar to the ¥iolin Scnata No, L ia its absence of

.ess of development and in its siructural

ambiguitics.
Moy details of ihe (herture may be familior from earlier pieces,
bt here they are af the service of an unussally emotive urgency. fu
part this v achieved through the athlelic erchesiration {swirling
sirings and woodwinds, stentorian brass, incisive pereussion) awrd
more particuiariy throngh Bacewicz's unerring sense af how 1a

e toward ity final poal. This is cructaf for o formal

struciure in which any sense of recapitulation is submerged nndey an

Frresistible process of themalic and tonal developmeani. ot

a1 m T -

T 'l'hnma.s, A Grazyna BEGE'WiCZ. Chﬂl'ﬂhﬂlj.[l.ﬂ' ﬁgg'ie' i i.n-']._l.i:'iil.h_ LS ru.l&;r:{r.a,
Califinnia; Polish Music History Senes, 1985, p 29
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3.2 1945-1954

|a

AT 3 LR S L LA § 8

Waorks of this pgrir_wr_‘l guch as The Strine Ouarlet No. 3 (1947). the Concerto For

characterized by an emphasis on contrapuntal writing, The Sonara da Camera for

Violin and Piano {1945) and the Violin Concerlo No, 3 (1948) stand somcwhat
apart from these works. The Sonata da Camera is a re-working ot 18th century

material and the Viplin Concertn No, 3 s clearly influenced by Szymanowski in its

melodic matcrial, bitonality and heavy orchestration.

Folk etements are clearly discernible in Bacewicz's works written during this time.
Pressure on musicians to incorporate folk elements in their music was particularly
severc during Lhese years. Bacewic2 used the COrherek, a fast 68 folk dance with

Mazurka rhythms in the Piang Concerto Mo, 1, the Pianc Sonata No. 2, the Piano

Duiptet No. | and the Siring Quartet No. 4. The ¥ielin Senate Na, 4 {194%)

has direct thematic quolations lrem folk music,
3.3 LO55-1960

'The works of this period are characterised by a broadening of emotional
parameters. This is manifest in her use of expressive themes, extended formal
developments as in the Symphony No. 4 (1953) and in the use of ilarger

instrumental combinations and an even greater emphasis on contrapuntal writing.

The first Warsaw Autumn Festival of Contemporary Music was heid in 1956, and
it signified the culnlination oF several ycars of cultural isolation.
“Macewicz's innate conservalism prechuded any radical depariure during
the first years of urtistic Fredom. Neveritheless her musical language

chairges perceptibiy fram as early as the Fifih Siring Quariet (1933},
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which displays g resifiemt harmonic and conirapuntal styie
reminiscent of the middle period guarvteis of Bariok. Tie

culmination of this procesy was the Music for Strings, Trumpets and

Percassion {1938), arguably Bacew:ez's mosi celebroted

composition "

3.4 1961-1959

The String Quartet No_6 (1960) which belongs, strictly speaking, in the thicd

nd Popsiert Nottursi (13610 were the first two works that

wrni
showed an exploration of material.  This often consists of chromatic patterns of
figurations anchercd only by pedal-points ot wstinati. The instrumentation 15

colourful with novel instrumental combinations and instrumental techaiques.

OIF the works written doring this final period of her carcer, her chamber works

such as the Incrustations (1965}, the Trig for Oboe, Harp angd Percussion {1963)

raid tha Flainriar
Tl 108 A UGy ]

ellos No, 2 {1964} are the most successful  Although the

Cello Concerio Mo, 2 of this period is highly virtuosic, it lacks ciearly defined

thematic material and rhe relationship between foreground and background

material is often unclear.

“Finally, in 1965, she rgn';uqm'.shmf neo-classicism. A new affitude 15
eviden! in the titles of these lote works - [nkrastacie, Cantradizione, [#o

HMA paris - witinh demopiirale o dL'ZE!‘lrd= Mﬂdfrs:ﬂ”dﬂb!f enﬂk‘gﬁ in her

[ ALr == Ly Fai- ==Edrarra.rly - = ==

E

sitpation, berween a crafismanihip whick had not transcended the

standards of inter-wer Paris and new technigues which conld not be

A Thomas, Adrian. Grazypa Bacewice. Chamber ang L
Califurnia  Polish Music Sertes, 19853, p. 42




n

acyuired mechanicully or imitated. With these lasi compositions her

position wes alene and independent. ™

! T'he New Geove Dictionary of Mustc and Musiciany. ¥Yolume 1. Tingmellan Pub
Lindted. 1980, p. 773
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1. REHYTHM

1.1 The hmic Charagier ¢f Theme
The maost striking feature of this work is lis ene
engenderad primarily by the rhythmic and melodic material. The rhythmic drive

and melodic intensity of the introduction set the tone for the rest of the picee.

Ex. ! First movement, bars 6-8.




This feeling of continious urgency that i3 often only resolved in the final bars, is

manifest in her pieces from as early as the Children's Suite (19233 Most of the

ARl GAFST
‘.ll.l.ﬂ"\.-].

picces that make up the suite arc characterised by perpefuunt mobile

o
semiguaver thythmic and melodic astinati patterns that clearly emphasize the beat
and the single 274, 34 or 4/4 metres throughout the piece. These piano pheces
establish an aspect of her rhythmic style that reaches its peak in The Music for

Strines, Trumpets_aod Pergussion.

Ex_ 2 Children's Suite. Scherzing. Bars -2

Allegretio

T e e,

The motoric, driving character of her music sounds perhaps less forceful in her
siring writing iano works, but it is no less urgest and rcientiess. In
thege works, the perpetnum mobile iguraiions of Baragque sifing writing
effectively accommodate the pulsating ostinati and repetitive-note figures of folk

Origin.
In the Yicdin Sgnata Mo. b {1941}, the Qverfute (19243
{1947, the Concerto for String Qechesira a {1948} and the Sonala for Vielin ang

Binpo Mo, 4 (1949), the writing clearly shaws 181h century influcnces in its

thematic marerial and ¢ontrapuntal wriling. These characteristics are common to

the Bacoguec ¢ONCerto grosso form, namcly, motoric rhythmic material,

contrapunial textures and scoring for small groups of instruments. The conccrto
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grosso syle and form was used by zeveral nen-classivul composcrs, It embraced
the stylistic ideals that were upheld by neo-classicism, 1.e., # general scaling-down
of means and an incisiveness of expression,

‘The string writing in these aforementioned works is particularly wvirile and
dicmatic. The fact that Bacewicz was a concert violinist horsell probably

sccounts for her skilful writing For the inserument, and het love of the string

1.1.1 ferpefanin Mobhilg T'attergs

In. The Music For Strings, Trumpets And Percusgion. a relentless driving

character is maintained throughout the piece primarily by the virtuosic string
writing. Much of the thematic material on the strings is @ combination of various
perpetunm mobile quaver and for semiquaver patterns. These palterns fonm
ostinall, scalic and arpepgio figures and where repetitive patterns of larger
nate-values ate used, pedal points. These patioras are charscierised by their
symmetry and their pulsating and relentless emphasis of the beat. They give the

drive, pulse and urgency.

The siatic nature of these patterns is broken by textural mapipuiation to ¢reats
virile thythmic counterpeint. Paiterns are juxtapozed and superimposed and in
this way thematic material ¢an function as both foreground or background

material, depending on Topister-placing. articulation and instrumentation. (5ée

1.2.2.1, page 21 and Instrumentation 5.3, page 25}



1.1,2 Syncopated Patteyns

These patierns break the rigidity of the perpedinm mobife patterns and add
axcitement and vitality to the everall rhythauc design. They are usually
Foreground melodic material. There are two kinds of such parterns;

id = s

{2) Slow-moving ones consisting of notes of longer duration. They are usually

ﬂfpeﬁﬂﬁ?ﬁﬂ&d—ﬁ?kpéﬁpﬂuﬂm—mik—pﬂtterns {sge 1.1.1, page 18}

{b) Short rhythmic figures (hat are interjectory in nature. They represent
principal meledic matenal by virtue of theit contrasting rhythmic character. These
Fiouras are either superimposed on other rhythmic patterns. as in {4) above, or

L e = LLfl J L

they aliernate with perpetyim mohile rhythmic patierns.

Some syncapated patlerns rcmain background malerial Their function is
two-fold:
{a) They underlineg the syncopaied nature o

lavered texture.

fhy They provide syncopaled rhythmie countcrpoint 1o sections where patlerns
are predominantly meeric. They remait background material by virtue of their
insirutnentation, register-piacing and articulation. {sec Tnstrurmentation 5. 2.2,

page 55 and sxample 11, page 54).

1.2 Rhythm 33 an Flement pf Thematjg Diffgrentiation.

Khythm is & primary means of creating thematic contrast and variation on both the

macre- and micro-siructucal levels.
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I.2.1 Macro-Sirugure: Dpal Themadic Construcsion

Mombh el o~ Pl wda_ I _hhas-coeo-temd Loy doo 0 U 1L IO T N
L-Hil SECIILME UL LILG WIS 1o LIIATELEEL Laku l.|:_||" LLEAE LINELINALNL U EESLT LW LLLIER. 1 H0E TWo

principal themes are always contrasted rhythmically and melodically. {sec Meloady,

2.2, page 31).

Thiz ¢ontrast is partly engendered by the idiomatic wrihing far the two contrasting

~ grobps of instruments on which the themas are played, namely, the string aad

trumpet groups and 1a the third movement, the peroussion group. (sec

T o—a - PR (-] — TN
IMsLlumeniakion, ». 2, page 22 |-

The periodic and phrase structure is created by the alternation or superimposition

of two contrasting themes within each section. (3ec Form, 6,3, page 57).

b, 2.2 Micrg-Structure

Thematic materiai in the finking or the cenicai development scctions is ofien
crpantcally derived from the intervallic or pitch gecm cells of previoys principal or
accompanimental themes, These germ cells are frequently rhythmically varied or

transformed.

The clisive of gorm cells Lo be developed or transformed a: well 23 the process by

which this is done is highly individual.
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There are three motivic processes:

- 1.2.2.1 Rhythmic Transformation

A germ cell in an accompaniment or linking theme may be restated in its original

form, at irregular intervals, retaining its status as a secondary motive. With the
third or fourth statement the germ cell is rhythmically transformed. It is further
emphasized, through register-placing and instrumentation to become a principal

theme. (see Instrumentation, 5.2, page 53).

An example of this process occurs at the end of the Al section of the first
movement. The syncopated pizzicato on cellos introduced in bar 12 at the
beginning of section Al (example 3, page 22) accompanies the principal theme Al
until bar 26. At bar 35 the identical pitches on B and D are transferred to
timpani. The motif is now rhythmically transformed from an initial quaver motif
to a continuous semiquaver motif with syncopated accents on B and D.

From bars 35-42 the timpani adds dramatic emphasis to the climax phrase

(example 4, bars 38-41, page 22).

At bar 43 the motif is again transformed. It retains its minor third character, but it
is rhythmically transformed to form ascending minor third triplets scored for the
lower strings (example S, page 22). This motif is featured throughout the A2

section as principal thematic material (see example 13, pages 32).
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Ex.3 First movement, bars
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Ex.5 First movement, bars 43-46.
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Ex. 5 continued
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1.2.2.2 Organic Growth

Lo

A rhythmic motive may grow organically from a transitory theme. This often

occurs in the beginning of linking or central development sections. The rhythmic
character of the theme appears improvisatory until the established form of the

motif emerges. It is subsequently featured as a principal theme with almost

identical restatements within the section.

Section B1, second movement, introduces a new rhythmic pattern, triplet

semiquavers on violas.

6 Second movement, bar 60.
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This motive is subseguently rhythmically diminished and inclndes pulsating pedal

poimts oo A, D, G anpd C.

Ex.7 Second movement, bar T5.

At bar 79 it is fully evolved as principal thematic material on the violins, It

atatus is underkined by its continual repelition until the end of that section,

namely, bar 83,

Ex.8 Second movement, bar 7%
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1.2.2.3 Rhbythmic Yariation

{ertain principal themes in contrasting sections and in diffcrent movements are
rhythmic variations of previous priccipal themes. Thus similar pitch and
srervailic cells arc reiained or melodically extended, white the rhythmic patterns
may be varied. This process may scem initialiy identical to that of rhythmic

transformation described under 1.2.2.1, page 21, however bere the process 1% ot

continuous. (sce Meiody 23, page 30}
The trumpet theme of the A2 section, First mavement, outlines similar pitches and
intervals in its counterpart in the third movement, section Al, althowgh it 1s

rhythmizally considerably varicd with its second appearance.

Ex_9 First movement, bars 45-50.

T

—_— k|
i } :—-..Il_'l —i 3 - —
= T g —— nl—

Ex. 10 Third movement, bars 1-5.

-

g‘b’-ivncc FRED . _ T
Py R ==
Teambe i Y —__'_g __|
J.E-::ﬁ:ziz__?:%a SRR



2&

These three processes discussed aboye, occur simultanepusly, The thematie
material is thus constantly in a combined process of restatement, rhythmic
transformation, organig geowth and rhythmic variauon, with old and new material

presented in combination.

form with its single metre and symmetrical patterns. The asymmetrical

melres nsed by Bartok, failed 'Bulgarian rhytha', are commaon aaly in Albamia,
Yugoslavia, Greece and Macedonia, "The commonmest meire throughon! Eastern
Eurgpe is 274, although 39 1e afso much weed by the weseeri ard fgrefer
Stavs."" Dacewicz's use of A single metee gnd symmetrical rhythmie patterns is
significant. iistorically she draws on perpeiunm mobife rhythmic string figures of
We Baroque peripd, Jazz rhythmic pattérns and most importantly on Eastern
Furopean folk material, all of which are roated in single meiric paticrns. The fac
that she had to write music that was acoessibie to a wide audience, perhaps

accounls to some extent for the lack of rhythmic complexity in her music.

Single 244, 3/9, 4/4 and 68 metres are sustained throughout full sections of the
wotk. Metric changes therefore clearly uaderline the sectional structure of the

pitce. Metre and Tempo thetefore function as secondary articalating features in

the music.

1.3.2 Tempo

Cobtrasting metronaite markings similacly uaderline the seclional structuse of the

picig. '

. —

—_— . ———— — -

——— R

" ME&EMQiMEMLIMMim Volume 6. Mucmilan Publishers
Limited. {980, p. 3.
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oullined by metric and témpo chanpges:
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low Lension

g

also clearly underline passgwes of heightened tension or contrastin

I'hese passages usuaily occor towards the ¢nd of sections, when there is a

dreas.

page 43

c

tierns (see Textur

rhyihmic pa
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The melodic material is firmiy rooted in Barogue scalic ard arpeggio

Easlern European folk melodic characteristics. The result 13 an individual

[}

Sy’ﬂ[l]ﬂﬁlﬂ of meledic characierisiics that make for a |'I15|'|l_1r' (ll.'i-l.'lﬂf.-iil\"'; fhigma the

Universally, lotk music is essentially dance and voval music  In vocal music,

rhylh s are determined by rhe syilabic patterns of the “Folk’ language, and to a

............. P Wy

repetitive and ge
¥

i)
e _p:’.rrlmr”an J ENERT, Q5 Are fhose of the praciirke, KFakowigk ean

el were the firgt ‘national dancex”, "

TP L Iy TRy
polonaise, wiieg fro fired patinnal dances

» - = = am - e " A dd " -1 -~ _
Although Bacewicz has d threectly from Poltah Folk mesic 1o the Tofm of
Ao st miirdodimng o8 Pabl cmnle dTnr as ten the LWialien Coamatn od aruied the
HINE [L]LIULEH.LU 13 L 1L TSIy, Ba T LN ¥ I/ 4 LIATF: Tax R OATUARRE OATEE
national dance thythms of the mazurka in the_Piano Congerio No. 1, her use of
folk melodic characteristics is rather an integrated clement in her thematic

I [ T ahi— ciicar Law siomm omd #nlls rmndarial haare o racomhblanse 10 1he rreeid -

WEINRAcLulsr, LD LHIF WaAY nC0 Uie O Idis MFITTIAL Uval 2 O L eabriilyiuiiv e W88 b diilecey
of Rartok and Stravinaky,
. ' 0 _ B | walabs roamnan bard bk bbby o] ndieabs Tha
bne ““1'{ 5 extﬁ s YE UiE L ]Jﬂuﬂ.l I_.ll.,.ll ILa, I.".'.-I.I'E-ﬂ.l.ﬂu TLFL JFARPLET RIS b LFIRLIESTE, 4 Liha
viem nf o drane b ic 1 characteristic feature of folk music. Furthermore the use
AR UL A U 1% W ll""‘r
of minimal means in ereati lody is angther important feature of folk music

It The Mew Gruw;_[lgglmna& of Music and Musicians. Volome {5 Macmillan
Puhlishers Limited. 1980, p. 33,
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Folk melodies tend to favour small intervals, i.e., seconds and thirds and these are
often repeated to creae cyclical patterns. Repetitive pitches or intervals are
vdupled with motoric and repetitive rhythmic patterns to create melodic and

rhythmic gstinati.

Osiinati, pedal points and repetitive-note patterns have been used by several 20th

Lenlury compesers with vecying cffect, depending on the coatext in wiich they are

Fedk-like eharacter. In the music of Philip Glass, layered ostinatt are used almost

exclusively, with very different results. Neventheless these folk melodic Features
have important harmonic and hence siructural implicalions (sce Pitch 2.3.1 page

3% and 2.31.2 page 403

Their function as principal o¢ accompanimental material depends on textusal

Manipplation and Ltheir resultant role in Sreating passages of low or high tension is

discussed under Texture, page 48.

These are the varion® arpeggio and scalic figures that are coupled with the
rerpetaum mobile -rh}rthmic patterns deseribed under Rhythm 1.1.] page 18,
Althgugh Bacewicz’s music is nat booird ter 2 ey, these melodic fgures
nevertheless outling structures that are inherently repetirtive by noture, i.e., certain
intervals or groups of intervals are repeated forming sealic Figures, in the case of
repeated intervals of seconds, and arpegglo figures, through repeated intervals of
thirds, Th re clearly perceived as scalic and arpeegio
figures, They outling variows synthetic scales altbough the chromatic scalc is
featured most frequently, throughaut her music in both prircipal and
accompanimental material. The melodic direction of these figures is always

directed 1owards a Hnal ‘rezolving' tone, a feature that is exploited to the full by



the compaser in the building-up of melodic and harmonic tension, with resulting
articolatory and structural implications. (see 2.3.1.1 page 37 and Harmony, page

ARl
GL].

1t is obvious that the character of the melodic and chythmic patterns combines ro
create a distinctive thematie vernacular from which she draws her principal and

secondary thematic material. This material i5 sufficiently related in general

 character o onite the music as 4 whole. Contrast end the creation of areas of

. Pago

greater and iesser tension 15 accomplished thraugh skilful manipulation of
themaiic matertat.

2.2 Macro-Str re: Pual Thematig Conséruction

Each seclion of the piece has Lwo principal themes, copirasied in rhythm and in

pilch and intervallic content. The Following examples show how this thematic

contenat is Further underlined by the juxtapositioning or superimpositioniag of

themes within cach section. Principal themes define the sectionsl structure of the
picce and are thus labelled accordingly: In the first movement, themes Al{a) and
(b} outline scction A: themes A2 (a) and (b} cuthine section A2, ete. (zee

sectional analysis under Rhythm 1.3.2 page 26).

Ex. 11 First Movement, theme Al{a}, bars 11-14.
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Fx. 12 First movement, theme AT{b), bars 23-31.

[x. 13 First movement, theme A2{a), bars 43-44.
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First movement, theme A2(b), bars 48-50
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Ex 17 First movement, theme Bi{a), bars §4-50.
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theme B3(a), bars 123-127.
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Ex. 22 First movement, theme B3(b), bars 144-147.
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2.3 Micro-Structure: Interv

Thematic Cohesion

It was stated earlier that rhythm provides the greatest source of contrast and

'
g
o
-

motivic variation (see Rhythm 1.2.2, page 20).

the other hand are the most cohesive factors in the music.

There is a close relationship between the intervallic construction and pitch groups

of all three movements.

For example, the opening string motives of the three movements are remarkably

._,>

similar in intervallic and pitch construction. All three motives outline minor

seconds and tritones. They also revolve around similar pitch centres.

Ex. 23

First Movement bar 11. Second Movement bar 1. Third Movement bar 1.

T Tres RV | 2 Adagio 4 =50 %Vivace J=130
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2,31 Piich; ral Tones

Central tones in the Form of pedal points &re a characteristic featurc of many
Eastefn European folk melodies, These are derived from the bugpipe which is
used to accompany most dance music. "Thus the violin and bagpipes are used lu

_ gecompany dances, whife the violin and various kinds of wooden fluies are also

wsed to play selo mustc in some areas, "’

In the first movement of The Music For Strings Trumpets And Percussion, the

trumpet (hemes of the first threc sections (bars 11-T1) strongly emphasize A as
the focal tone. In theme Al{b), A is featured as a pedal poeinl For several bars (see

example 12, page 32),

In Iheme A2{a) the notc A is featured again as central 1one (see example 13,

gure al the end of the

e

page 32}. Here it is an unacCOmMpanted TEpell
phrase, ynderlining its function as a centrat 'resolving' tone. Resclution here has
no karmonic or tonal implications, but it is structerally imposrtant as it ‘resalves’
the phrase by virtue of its repetitive nature and its placement at the end of the
phrase, hence its articulatory function. In theme A3(b) A is Featurcd again,
although net s strongly as before (see example 16, page 33). However it 1s 3136l

featured 23 @ mote in the final chord of the melodic figure,

in the second znd third movements, pedal points occur Mrequentiy and they are

st[uctufau?’ as impﬂrtﬂﬂt as in the first movetens.

Central or focal tones are therefore featured throughout the work. These notes

are given emphasiy through various melodic and riythmic means, pedal pomts,

- - ——— . —

» The Mew Grove Dictia of Music and Musiciang. Valume 15, Macmillan
Publishers Limited, 1980. p. 3+
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ostinati und repetitive-note figures being the primary ones. Instrumentation,

register-piacing and articolation are secondary articulating means. Thesc pivetal
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its ritualistic, primitive evocatio
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e music of Bacewigz certain specific ton

wusic is particularly remimiscent of Stravinsky {as in bars 18-31 in the third
movement)
Similarly in bars 51-534, sceond movement | the layered ostinari create blocks o
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Ex. 24 Second movement, bars 51-54.

ITowever the groater part of her music is characlerised by passages that use a
diversity of symmetrical rhythmic patterns, castin 8 single metre Nevertheless,
Hacewicz shares s simitar 1onal language with the sforementioned composers, i.e.,
tonality by assertion. Certain specific tones are asserted in a variety of ways,
ostinati being one metodic technigue, and these focal tones function either as
slatic pitches with po surraunding tension topes ay in example 25 (page 43), or

they can have tonal impﬁﬂﬂﬁﬂﬂﬂ as in example 26 {page 43].
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Furthermore they are structurally significant in that they wnderline the phrase
structure as in theme A2{a) first movement (see example 13, page 32} They

wavs articulate the sectio tama ITm thig way hp function A=
always articulatc the sectio teca. InTmg

important gravitational pitch centres.

2.3.2 I[nitrvals

 The derivation of thematic material from a reservoir of intervallic and pitch germ

cells is a stylistic feature which Bacewicz's music sharos with that of Bartok In

'n -1
.................

the previous discussion under P

highlightcd. The intervallic content is similarly significant.

While the use of certain tocal tones creates a stabilising pitch centre in the ousic,

the use of strident, dissonant intervals creates an effective satisfying counterpart.

2.3.2.1 The Minor Second [ntery | « The Chromatic Sca

The chromatic scale is Frequently used in both principal and accompanimental
matarial in abt three movements, In the first movement, bars 48-53, the principal

theme A2{b} on the strings uses the chromatic scale Lo create a systematic

build-up of tension, moving from F to G# and 1o its final resolution on E an

aclave higher (see cxample 14, page 33},

The ¢h Vi¢ scaie is also uwsed in ithe accompanimental material in the lower
¢ chromal

st1ings in the yame passage, Here a descending chromatie scale 13 outlingd,

The versarility of the chromatic scale ig used to Full advantage by the composer

thtoughout the work. AMotifs are often repeated 1n chromatic gscending or

descending motion, {sae f—:xamplﬂ 8, page 19} or ostinati or pedal points Are

combined with motifs that ascend or descend chromaticaily, {sce example 7, page

1%}, Various combinations of these kinds of figures are highly characteristic of her

r_ s irima 11Jri.tiﬂg

thematic material, especiglly In ner SLTINE W



41

In this way the chromatic scale as a melodic feature 13 used very successfully 1o
build tension and ereale quasi-tonal implicatiors, Furthermore, the composer
femains faithiui to ihe neo-ciassical ideal of using minimal means io greaiesi

advantage.

Loacluvion

intervals coupled with certain rhythmic figures and the use of pitch centres is an

intringic micro-structural and cobesive element in the music. However the ongoing
rhythmic variation of motlivic material, while tetaining either its pitch or
intervallic content, is an important thematic developmental process. (see Rhythm

=R LS : ==

1.2.2, page 20},

Therefore, while rivythm provides the greatcst element of change, variation and

cantrast in the music, pitch and intervallic conlent remain the strongest hinding

factors in the music.
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Although the compaoser makes free usg of all

character is maintained throughout in both melodic and vertical constructions,

This is achieved in varipus ways,

"To hrough rtign"

"Tonality through assertion” is & phrase cuined by Eric Salzman to describe the
tunal language in Stravinsky's neo-classicat picces. Specifically
of ostinali and other melodic means to create guasi-tonal centres.

"Thars is nothine ireviighle abonl the fopal cenlers in

Stravinskp’s music, they are preset and gffective because they ave stated
and avseried to be sp; amd the means of qsseriion - FEpeIiiian, Erxd RO,
pedal puint, juxtaposition af melodic and harmoric levels o specific tones
aid intervals, accent and artivalaiion, rhy:hmic and metrical

displacement - provide the basis Jfor hoif ihe toRG

Here the term “tonality' is redefined in that it 1mp1les the absercc of functional

ic written in 2 "key" and with the resultant tensinn tones and

daminant-ta-tonic reselutions. The result is & quasi-tonal staticity, where certain

tones or ostinatt provide a stabilising of gravitational force throughout a passage

- - H - H ] H
or section, with no implication of resolution. Io Bacewicz's music "tonality

through assertion™ is one harmonic device used to crease a sense of "tonal” focus.

This is done through the use of cential tones, pe edal points &

those Feund in the music of Stravinsky.

H.. _Sﬂlmﬂ-.l:l:‘—ai-c:-;: - LT :;igIh-ﬂ:Elllﬂi ‘M’”Siﬂ_ El!g:l&WﬂDd Ch
Prentice-Fall. 1271, p. 50

o



detail under Melody, page 17. ln Bacewicz's music thesc static pitch centres are

fixed thropghout a section.

3.1.2 La inati

When several ostinati are superimposed, they often outline different facal 1oncs
psly. In thece passages any Sense of E!Llasi—tﬂl‘.lai focus would be

submerged were it not for the use of secondary articulating features, namely,

instrumentation and articulation, te underfine and give focus. The resultant

vertical formations in 1hese passages are chromatic, further ¢louding tenal

implications.

Ex. 25 Second movement, bars 104-105.

—
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3.2 Tension-Resolution Devices

3.2.1 i n ondary Central Tones in Superimposed Themes.

When contrasting themes are superimpose

secondary function. In the following example 26, the note E emerges as the
primary focal tone at the end of the phrase (bar 52, beat 3). The process is further

emphasized by register-placing and accentuation of the E pitch.

The secondary focal tones are created by repeated-note accompanimental figures

on the timpani, violas and first cellos. The note A is given repeated emphasis in

AAAAAAAA 1

the two superimposed principal themes pets respectively,

creating another secondary focal tone. A systematic build-up of tension is created
by the chromatic movement in the upper melodic line of the strings, moving from

F in bar 48 to G# and E in bar 52.

Although E cannot be defined as a functional tonal centre, it has emerged as a

dominant focal tone at the end of the section.
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"

*x 26 First movement, bars 48-53,
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3.2.2 Prima ecandn Central Tones in Jyriaposed Themes.

-urs when two principal themes are juxlapazed. In these

sections each of the principal themes outlines conkrasting chords. Trumpet themcs
are essentiglly chordal in construction These chords are particularly lazz-like in

{heir tertian constructions that form various scventh of ninth chords.

In the following musical example taken from ihe first movement, bars 141-143,

{he trumpet theme resolves on an A7th chord, while the string theme outlines

tens on reats o Afth apart, namely, the apen strings G, I, A and E.

L1 L= =

Although any sense of keay is abgsent, certain allusions to tonality, ie, the
resalution’ of the irumpet theme en the 7th chord en A and the chordal

progression on roots fifths apart in the string theme, créate a scnsé of harmontc

progression and tension-resefution harmonic Teiationships.

Ex. 17 First movement, bars 141-143.
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Linking phrases between sections also imply tension-resolution relations. In the
following example taken from the third movement, bars 12-14, a series of

‘dominant-to-tonic' relationships creates a series of structural tones a fifth apart

which resolve finally on B.

Fv 292 Thicd scnavamant hare 12_14
I A, 240 1HIIU HIUVUUIVIIL, Vvalo 1&47277
unis.
# o o mapite
y s g omu e
cresc. pirf
Conclusion

. i i hnigues to create areas of
The composer's harmonic vernacular utilizes various techniq

greater or lesser tension, or stability in her music. Her skilful handling of these

techniques accounts for a quasi-tonal language that is both multi-faceted and

vibrant.
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4. TEXT

high or low tension areas in the music. Accompanimental figures are always

sufficiently contrasted melodically and rhythmically to form independent

secondary themes which add to the general rhythmic counterpoint.

Similar textures within a section unite the individual sections within the piece
while highlighting contrasting accompanying sections. Texture is therefore an

important secondary articulating feature in the music.

4.1 The Superimposition of Thematic Materiai.

ions Al and A2 are characterised by the

superimposition of the two principal themes within each of the two sections. The

superimposition of the contrasting theme results in a systematic intensification of

the thematic and rhythmic counterpoint within that section. In these passages, as

at the end of section A2 (bars 48-53, first movement), the principal theme

o)
(s
T

becomes a secondary theme with the superimposition of

Individual contrapuntal lines are further underlined by the contrasting timbre.

al status by virtue of its timbre and

cipa
elody 2.2, page 31 and example 26, page 45).

4.2 The Juxtaposition of Thematic Material.

[
Several sections of the music are characterised by the j

themes. The texture remains contrapuntal, as accompanimental material to

aterial provides rhythmic counterpoint. In the
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oilowing examp e taken irom e Iirst movemen - R i

ascent of the principal string theme ends in an alternation of principal and
accompanimental material between upper and lower strings. The
accompanimental material thus forms a vital rthythmic counterpoint to the
orincipal theme. In bar 56, the principal materia
by a distinct rhythmic figure on double-bass. Its character is further underlined by
the pizzicato articulation. In sections like these, where themes alternate, the

rapid succession of contrasting contrapuntal material results in shorter phrases, a

faster harmonic rhythm and therefore in 2 section where the tension is generally

- -~ e .1 74 o
Ex. 29 First movement, bars 54-58.
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4.3 The Lavering of Ostinati

In some sections systematically layered textures are formed by the staggered
layering of identical or contrasting ostinati to create a gradual build-up of
tension. In example 24 from the second movement (see page 39), the ostinati
create a feeling of momentum, engendered primarily by the syncopated and
accented nature of the trumpet ostinato which features here as principal material

by virtue of its timbre and articulation.

4.4 Texture as a Timbral Feature

The second movement of this piece is characterised particularly by its alternating

bt Amnnbies h 4nmainn aranag

blocks of layered ostinati, usuaily 6-8 bars in length creating high tension areas.
(see example 24, page 39). More frequently, blocks of layered pedal tones occur,
creating low tension areas. In bars 94-99, second movement, a sense of
motionlessness is created by the undulating trills. The 'soundscape’ is highlighted
by single chords on the celeste. Such passages are characterised and articulated by

their timbral qualities, as pitch or rhythm as articulating features are absent.
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Ex. 30 Second movement, bars 94-99.
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Conclusion

Texture is a vital stylistic element in the music. The general contrapuntal nature
of the music is a unifying feature throughout the piece, while sectional contrast is
created through the layermg or juxtapositioning

ipulations articulate the macro-structure of the piece.

of melodic material within each

On the micro-structural level, phrase structure is articulated in sections where

principal material is juxtaposed.

’
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The timbral nature of the thematic material is to a large extent determined by the
two principal instrumental groups for which most of the material is scored,
namely, the strings and trumpets. The percussion instruments, the timpani, snare

drum, xylophone and celeste are used sparingly. The strings in fact dominate the

significant that the violin is the most popular folk string instrument in Poland. It
is further testimony to her kinship with Polish folk music that she exploits these

idiomatic folk characteristics in her writing for the instrument.

Thematic material on the trumpets is characteristically chordal, syncopated and

Jazz-like in character, enhanced by the frequent syncopated pizzicato

5.1 Idiomatic String Writing

The composer, being a renowned violinist herself, is precise in her notation for
the string section. Various bowing and articulatory indications occur throughout

the piece. The tremendous timbral versatility of the strings is used effectively in

e timbral spectrum and as such creating timbral

}‘Iﬂf ™ma 1 "
2wk

variety, but also underlining the folk-like character of her music.

S.1.1

o
S ———

Folk Characteristics

= i 3 i Lan notes are accented T
These occur when open strings are indicated and when noies are accenied or

)
stinato or drone accompaniment, non-vibrato. The G and D

repeated in an o
strings. being the lower ones, are particularly favoured for this kind of
FRpS, UTHNE LT 11UV viivs, ¥

accompaniment. Other less frequently used features are percussive chordal
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accompaniments, string glissandi and single pizzicato chords at ends of phrases.
The latter is also a feature used by Stravinsky. It is a significant articulatory
device in that it underlines the phrase structure of the piece in the absence o

tension- resolution tonal devices.

5.2 Timbre as an Element of Structural Definition.

5.2.1 Articulation of Pri Thematic Material.

PR o g FRS. i M

Contrasting timbres and articulation are used to full effect to underline t

contrapuntal nature of the thematic material. Principal and secondary material is

= aVa 2 1y

scored for contrasting instruments and/or articulation. The dual thematic

construction within sections is underlined by the scoring for the two themes on

contrasting groups, namely, strings and trumpets and in the third movement the

xylophone shares principal thematic material with the trumpets. This duality is

also underlined within sections where themes are juxtaposed..

Thematic delineation through timbral juxtapositioning is particularly marked in

the opening bars of the third movement, shown in example 31. The two

contrasting themes are played successively by the violins, xylophone and

trumpets. This timbral contrast firmly establishes their independent function as

contrasting themes within the movement, despite their similar melodic and

rhythmic character.



1h
b

Ex. 31 Third movement, bars 1-5,
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Secondary melodic material is also distinct in timbre and articulation and hence

functions as independent thematic material despite its secondary thematic nature.

T as ...._.._I 21 vage €A +ha nizricatn
ifi €X alil Pl J1 pds J 9, L11v P Loivalv
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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

material. (see Rhythm 1.2.2.1, page 21). In this way secondary thematic material

1s given principal status.

. _ PPN L ot | _ it
In the first movement (bars 38-41 example 4, page 22), a timpani roll on D, with
s a minor 3rd below on B, gives dramatic emphasis to the

tends it beyond the final fff chord by a 3-bar solo. This

syncopated accent

minor third tremolo on the timpani is therefore featured initially as a linking figure

between sections Al and A2, but it is also the germ cell from which the principal

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

Conclusion

ighly articulate in her scoring for the two principal

T 3
O AT~ car 1 q ¢
: | 4

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

. . ; i rthermore, timbre is used
writing for these instruments 1S exploited to the full. Fu 1

as a vital element in her structural manipulations, on both the macro- and

micro-structural levels.
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-6, _FORM
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

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

The enersetic drive and vitality of this work is not only engendered by the

11 puclscuu arive ang v

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

material.

,_._ - ok bzl Al
sonata-rondo form, the first and second movements also have structurai €ie

that resemble the sonata form.

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

rather than developed. However, while the short linking sections, namely Al and

A2, and the B section may contain new material, most of the thematic material in
in the initial Al section. (see

these sections is derived from germ cells presented i

Melody 2.3.2).
The linking sections, A2 in the first and last movements and the B sections in all
X AN lllll\llls DA AT ]

three movements, therefore resemble the devel_opment section of the traditional

sonata form. However, they do differ in th

material to be developed. Generally these central
tion and focus upon a secondary accompanimental

e apparently arbitrary choice of

‘development’ sections avoid the

principal theme of the A sec
in the linking sections. Such motives thus

‘ti'v'e ill ilw aszaazas=s

motive from the A section, or a mo
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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

he coda following this section, apart from restating

sonat cchemn owever he

a2
& Owilviiiw, AR vy v 3

"~

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

material in the final C section of the second movement.

This final C section is again distinctly contrasted to the previous sections within
the movement. In fact it is only in the iast three bars that fleeting re

made to the opening material.

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

traditional sonata form, retaining the ternary structure in the first movement and

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

= L. . 2al fonn Dl..s
however extended to include new thematic materiai. {$€¢ Riyinin

for an outline of the sectional structure of each movement).

6.3 Micro-Structure; Periodic and Phrase Structure

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

alternation or superimposition of two contrasting themes within each section.

The two principal themes are primarily distinguished by their intervallic content

and contrasting rhythmic character. This contrast is further underlined by
contrasting instrumentation and articulation. The two themes also generaUy

outline different pitch groups. The resultant chordal changes in a concertato
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ssage created
passage creaica by

!

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
elements. A high degree of tension is therefore sustained throughout these

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

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

introduction of the second theme.

&
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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

tement aptly summarises the composer's authoritative

structural manipulations:-
"Perhaps Bacewicz's greater strength lies in her extraordinary ability

(o take the listener along with her, whatever the apparent deviations. QOur

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

shifting perspective of the present and the immediate pas gives such
. n 14
a movement its persuasive power.

" Thomas, Adrian. 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).

1. Timbre

2. Rhythm

3. Melody

4. Harmony

5. Texture

6. Form
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1. TIMBRE
"In the 1960s, Bacewicz began io abandon classical forms. Again,

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

Fosd8 2 LERLLLIZE -

she is poetic, evocative, an spaciousi ;

work is short and extremely succinct. Free-scale passages contrast

o ith clustered sonorities; a mellifluous counterpoint contrasts with
fragmented, dessicated punctuations, especially in dry xylophone
tones and the metallic timbres of ce

against ensemble strings. s

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:

Woodwinds:- Flute, oboe, three clarinets 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.
V- Violas I, IT and III; Cellos I and II;

wvwyY Yx7s
1 V, V¥

Strings:- Violins I, II, Iil, 1V an

Double-bass.
Percussion:- Timpani, snare drum, sticks, gUiro, Xylophone, vibraphone, celesta

[=%

and harp.

N Zaimont, J. L. The Musical Woman. An Internati
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.

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

multipte 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

1a laswasminmer o OIS Ry - tnmmmitemone e ~f s A
i< ld)’cl lll5 aliyg Liiiivial Ju&ldPUblllUllllls Ul 111UlVvl

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 sh

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

of the sound event. The subsequent string harmonics and detached col legno

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 primarily by their timbral material.
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Ex. 1 Pensieri Motiurni, bars 14-18.
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1.1.2 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

Lo 1 . PRI, [ SN Y imicma ~
her later works is particulary reminiscent o

the slow movements of his string quartets.

€ opening of Pensieri withi 1

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,

S.o0Lo_ .1 % AN U R -1 dneer Neaa
1S 00Oln 1ucCiag ana Compiciiciitaly, viva

soundscape.
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Ex. 2 Pensieri Notturni, bars 1-6.

P
D Cooynght 1961 by PWM o, Krakow. Potand.
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Although the lyrical and dramatic have always been present in Grazyna Bacewicz's
music, she has never before been 3o explicitly poetic, even programmatic, 23 in
this piece. Pengieri Nottugni means medilations of the night, and its evocative
litle is atmospherically parirayed in the delicats timbres of the piece, hence the
Fih

work's similarity to Bartak s "Night Music™. Tn seciions where the naiure of ine

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

artention iz focussed particularly on the delicate, atmospheric and

nREE S5 |
r - -

in
b=

gvpcative use of timbre.

L1,2.] K rhen o

= . - - EP S W T I D - ah e s
[n an interview with her fnend, Music cOlic Sielan Kisielowiki in 195ﬂ' 2% wad

asked to comment on the latest developments in serialism and slectrenic music.

ted that she waa particulasly drawn o the new zsound coloura and rhythms

of slectronic musis,

The use of klangfarbenmelodie was perfecied by Webern, bin it was also much
exploited by electronic composers. In using this technique, fimbre is cstablished

8% 2 structural force comparable to pilch and duration, Dilferent tone <o

used to "composa” & theme, onn single sustained note or on different pitches.

Becewice's use of this technique occurs thraughout the piece in her scoring fior
woodwind, brass and percussion. Superimposed on ¢nsemble slring seclions are
sevarzl passages in which a single pitch iz transferred from one instrumeat 10

anothor, croating & very subtle, kaleidoscopic change in limbre. This technigue is

cint iz sustained throughout section Atl, bars 8-44, by alternating

strings and woodwinds. 1ts structural significance is underlined by its sustained

duratipn throughout the section, but also by ils degree of pimbral emphasis (see

4.2. page $3).
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There are several sound events in which & &langfers

different puches.

"In fhese jindal works, Her erpressmm'sfﬁﬂﬁ'fﬂffﬁ are
dramuatized by an increasing interest in percussive and fragmenlary

effecis. Bacewicz enltivaies o dispersal of densities through an irfelescend
pointitlism in preference to accumilating 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

articulaticon.

In the following cxample 4 page 68, a successton of singic detached chords is
inations of woodwinds, brass and strings. The melodic

imbral counterpart in the systematic shift

hcard on different comb

chromatic ascent o
from lighter to darker timbres. Glizzandi on vibraphane and harp form an

appropriate veiled backdrop.

* Zaimnont JL, The Mﬂﬂﬂ—mm—wm-
Press 1934, p. 125.

anal Perspective. 1983, Greenwaod
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X, ensieri MNojurai, bars 66=-71:

The composer's exploration of fragmentary timbres reaches its climax near the end
n and 7

jue sound cvent, created by the superimposition and

of the piece wilh a unic
gencrated by percussion and strings. The use of

alternation of percussive Hmbres



mostly non-pitched instruments in this sound event is aptly culminated by a

l¢ngthy drum roll on snare drum.

Ex. 5 Pensieri Notiycni, barg 167-1735.

rst composition which illustrated Bacewicz's direct

Pepsieri Noliurni was the fi
structurai force and as such the work may be regarded as

concern with timbre a5 a

explotatory and experimental.
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iz extremely resourceful in her varying

combinations of timbres and arliculation. Each sound event 1§ thus articujated by

— - -r Y I I, = T |-
These contrasting sound events are similar to the phrases of ner CATNcr predes,
ool o emetion & warhars thew are comoaroble in leneth to the standard 4 and
Ehj.JI-'-l!lli}" L S bdlFIL M, WWHEIG LW Gty wuriiprss i=]
3-bar phrase structure and where they have an antcoedenl-consequent
"M L o f e e e e
celationship. In section B they are considerably longer, pui 1n all oiher respecis
st oot B o ehmiimdienl] emite simalar 1o nhraces
hey are still percerved as sinuctura: Wnils SIMEAL 10 DalheLs,
However, wheress the phrasc structure of her carller pieccsd was articuiated
" .= u £ T T U [ SRt p rl;n!l‘llﬁnll;lhinl_f ol e ﬂf
pl’lman]y b}l’ melgdic and fﬂ}ri“mlﬂ MAateETid, (6T priffiary Gisuiguisiniie 1yess
these "phrascs™ is their timbral coment in the form of instrumemation, articulation

Mo i sl weafarred 14 that it encansnlates
S-Ul.lﬂd The use DrthE t'l:l unu e\[ent i% Lhiiy PI SLCLIUAF TJL 11LEL FL CRlhsdl ool
«L_ - .' N PR . BN R -
LS Al [LGUTHDAL LTUTIGLIOT v 2 ecilldl w.
1.2.2 Macrp-structure: Sgetional Struciure
enchuri'e dictinouichifng ratiire i&i s tlmhfa]- Cﬂﬂlent a% "; E‘”dﬂﬁl *'{,m [hE
rensiern] ; tyslInpEMIsmIngG 1tal

_____ I P T
inherently static and non-developmental nature of themetic and thythmic patierns
The Fist half oftthe piage 18 pnarticularly tlﬂlﬂrﬂ.tﬂ'ﬂ"; with multlple timbral

Jik DIHIE A0 BRLGr prdfuhris Lot
maninulation of matﬁ!l’iﬂi- At the same time ir:lllli\" dua al nmbres seem unu:‘::‘gﬁ a
. o ' 2wl inamneniennns and hackoround
iubcn“5c1ﬂu5 Prnctﬁg ot seleciian MAPPATTHE Y v [
R e e e Lo | f e f the miace 1o projected 45 fﬂfﬁgf'ﬂu“d material in the
NALETIE I CNS LINEL TIBJL Uid LELW et 4 -
second half of the p.'h‘.!ce Seutiun A, bars 1-77, is thus articulated by shorter
of m I wrkila snctinn H hare 7R-201
||‘ TWalllho Abrwhehrfis &ar, wiasuo 17 F
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is articuiated by the extended focussing of previous material in jonger

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

Cuanclusion

The uniformity of the melodic and rhythmic patterning in the piece is broken

through timbral and textural means. Individual patterns are always ungertingd by
contrasting instrumentation and articulaiion.
distinct timbral! character, are then constantly superimposed and juxtaposed to

create different sound events that are particularly evacative in their kateidoscopic

combination of contrasting timbres.
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2.1 The Rhythmic Character of Thematic Patierns,

There is a predominance of inherently repetitive rhythmic patterning in this work.
Meost of the patterns are crotehet, quaver and semiquaver combinations that

underline the beat. However, there is an attempt at ¢reating a greater rhythunic

H R —— f‘ a4l > _ _aa__ - . Lt

Huidit rhyilimic patterns. in fhis way

Liidity by avoiding ithe beat at ihe initial eniry o
2 greal deal of the motoric, driving character of her rhythmic patterns are

"suftened"”. This is further underlined by skilful exploitation of softer and

higher-pitched timbres.

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

similar to their vse in The Music for Strings Trumpets and Percussion, bor here

1.}.2 page &3). These repetitive patterns ere therefore "Heshed-out® and given an

hdded dimension when scored for individoeal and distinct timbees. TTer use of

various timbral techniques and textural manipulations further compensates for the

lack of any form of susiained rhythmic variation and ongoing rhythmic organic

Lrowth in the piece,

Sound evenls within the piece are atticulated by the continuzl juxtaposition of

than 4 bars in length, there 15 a greater presentation and fluciuation of different
thythmic patierns.

etained proceds of thylthmic development or transformation

!1 ihear

o
4 FlIWE

d M 21
O L) SwmdFe=EEaT o

within the piece, certain sound events in scction A nevertheless use cerlain



chaebhe b a L B . _mmda m marmkamandEo EEoasamma s b P | 2 da
rovinmie icchnigues {0 credic a systematlic INCTease in 1ension, Culminati

-

final climax phrases.

mexampie & page 74, sectiom A, a sense of direction and movement towards the
final climax phrase is skilfully engineered by various rhythmic and textural means

and underhined by tempo and dynamics.

L

T™L L Y s e
1 [ ELE L=

hie ihfee suCCceEssive entries of

thythmically diminizhed with each entry. There iz a gradual increase in texture by
the addifion of tremolo strings as background material with the second and third
ry of the sczie. Ean i i I t

culminate in the final homorhythmic sound event of multiple strings. There s a

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

cvent, bars 39-44 (example 6 page 75 and 76).
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~ Tx 6 Pensieri Motturni, bars 30-47.
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continued.

Ex. 6.
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in section B, where rhythmic patterns are leas differcoliated with each successive

sound event, the uze of ¢ertain melodic and textural techniques articulates sound

events and crestes a build-up of tension. This ess 15 further underlined by
tenipcr.
2.3 The Su i jitgon of Fattern

[T

A greater thythmic fluidity iz further crealed by the skilful overiapping of
thythmic patterns. The individual patterns are never clouded when layered, and

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

timbral and rhythmic syntheses.

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

individuality further underlined by their contrasting instrumentarion and

[ 1]

arficulation, In Lhese passages ihe composer Creais

that constantly undergo various timbral and textural shifts ro create subtle,
kileidoscopie rhythmie and timbral changes with each successive sound event,

Fluctuations in tempa are used to underling most sound events.

Section B is characterised by 2 macro-collage of rhythmic patterns that arc very

sifnilar in constroction and thal are rupeued far seversl bars. In these sound

....... R | the sveiematic laverine of
[ =t ] e J---—---—--—r RFL iy B

similar rhythaic patterns, ending in mu]t:p]e-fu}rcred texfures. Despite the

inherent staticity of these¢ passages, 8 5e05e of rhythmic fluidity is nevertheless

created by the dove-tailed layering of similar patterns. [n this way the rigidity of

the beat is avoided, despite the parpeiyum mrobile nature of the combimed
fling a-melric accents are created by the irreguinr entrics
a-metricity ig further enhanced by single, sustained

se and harp, Appropricate tempo indications

patterns, Constantly shi

of patterns. This feeling of,

1

ing syncopated nofes on vibTapac

underlite the sound event.
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Ex. 7.

Pensieri Notturni, bars 111-119.
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2.4 Metre

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

AR smateag
VIO LIICLICD.

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

——clearty undertine the sectional structure of the piece:

Sectional Structure Metric changes
anf An Al fhara 1=AA\ 3/4
VUvwiivil N \uaxo ATy
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.

AIA anA A

Coda (bars 161-201) 2/4, 4/4 and 3/4
R Tamsnan
E 4 AVIUPY

Tempo fluctuations occur frequently and they perform a vital function throughout

the piece in articulating sound events. Most sound events start a tempo and end

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

clearly underline individual sound events in the piece.



[
)

Canclusion

repelitive nature of the rhythmic material and the absence

+f ongoing processes of rhythmic transformation or crganic growth of material,

structure of the piece and individual sound svents.
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3. MELODY
3.1 The Melodic Character of Thematic Patterns

The inherently repetitive nature of the rhythr 1ic ma

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

or smaller intervals and the use of all twelve tones in a fully

predilection

chromatic melodic style.

This figure appears in various guises throughout the piece, and its function is also
variable, depending on its position in the s

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

e, and it has its counterpart in the harmonic and formal

ound event. It is almost always

gestalt throughout the piec
he piece in the use of axis tone

structure of s and in the length of sound events .

l-’

20-22 page 82, several strands of the chromatic

systematic superimposition of the

In the following example 8, bars

scale radiate from the central G axis tone ina

chromatic pattern. In this sound event the melodic material consists almost
exclusively of the chromatic s¢ ale.
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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.
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Ex. 9. Pensieri Notturni, bars 94-99.
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312 The Bepetitive-Note Patlerg

The function of the repetitive-note pattern is variable, depending on its use within
scund events. In section AZ and in the coda, the function of the sustained pedal
feint is replaced by the repetitive-note figure. In these sound events it performs a

fed pitch centre {see Harmony 4.2 page 23). It is therefore a percussive

e
[ =
p=
(=1
o
14}
fr |
=1
=
ey
W
141}
L]
-
=
=]
:p.
o]

counterpart to the sustained pedal point. In the first sc

barg 47-53

1= L . . s Ko alene cmeeemd nasnmbr sew clbian N ke Aasrsa G-
LS IUNCiIOR a5 AN AX18 (ORe. L1 LNESE S0UNG WYLIIS 10 arbdiiris A3, i PPused Jaiv v
timbre is exploited in 2 multi-layercd texture of detached repetitive totes See
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bars 120-130.
" a tempo

1,

Notturni
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almost exclusively on non-pitched percussion instruments (bars L6§7-175,

example § page 69}, confirm s her use of timbre as a primary articulatory ¢iement

There 15 {')n'[:'r one ostinata ﬁguf{l in the F‘iECE. It iz score

" 1 n 2T senrmdme—al T f"lﬂ iret _H_“l.'_l Lhird SD nd
icliures as principal themalic MEIETIAN ¥ 8o 20
piece. s filligree timbre and melodic fine that turns itseil, scks 4a
1 ee 1.1.2 page 63}

Em
A

. . & i ne= harrmomnica]ly ﬁcanl i-“ lhat tha}l al:l' a3
rage 66). These pedal poinis ars harmonicay

paints of tonal gravity within a folly chromatic harmonic syntax 1566 HAOLY
Page 95)

entral tone. It i3 also the suslaine
t har 128, the

Ie{ﬂ g3 as ac

r mast of the first part of section A

fitches are the central axis tanes 1oF 306 o "
ACrantad sbhemye towadal nol intq or rgnetltlvﬂ-nﬂtﬂ IIEUTEF LTINS ELFW EFeRL asas
LA INTOUWEN priolaan prasatiEs
Fi . e mln anen frenuenﬁy as a sustained pedai point
ﬂ TEITiOLIU =™
¢ alternating miner second ey, bt they
threg ek 4 ee  Other intervals are also USed ¥s ¥
GLEGOLL souna evenis,
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occur far less frequently. When two string parts are combined in this way, the

In example 11, bars 134-140, the minor second tremolo is presente
sound event of

i

fourths, fifths and tritones on multiple strings. In this clima
heightened tension, the chromatic dissonance of the sustained tremolos on the

ner 1 |

strings is pitted against the repetitive-note detached figures on woodwinds. This

timbral juxtaposition is further strengthened by the contrasting sustained and

detached ol lodi -

Ex.11 Pensieri Notturni, bars 131-140.
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Ex. 11 continued.
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3.1.5 Pointillist Melodic Figures

M . . . -

ost of the melodic material consists of the smaller intervals of minor and major
S . .

econds. These intervals are almost always presented in closed position.

Octave displacement is used to create pointillist me

for harp, xylophone, vibraphone, woodwind and brass. These melodic figures

te but distinct timbres form colourful primary and secondary

thematic material. They are used sparsely but effectively with contrasting

sustained melodic material (see 1.1.2 page 63).

3.2 Melodic Figures that Punctuate Sound Events

The use of glissandi and single pizzicato chords to punctuate sound events is

earlier pieces to punctuate phrases. Their articulatory

ined in that they occur as single statements between

with short rests.

function is further underl

sound events, and often in combination

In this way these figures act as ncadence-figures” at the end of several sound

od olissandi and pizzicato chords are

v --__._,

events. In example 12 page 92, the m irrore
wo sound events. Tempo and dy

ound event and the commencement of

placed strategically between t namics further

underline the pha out of the previous s

UV Luv H““

the next sound event.



92

e 1 Y H4 I

a tempo
be-
P4
st
c.b
b,
—
»?
a lempo
e —
r?
$E.
———————— 1§l
’
izt
4 H
i
1
1

_—
¥
~—

Notturni, bars 120-125.

1€r1

Ex. 12. Pens

< t H i
.nna.v ﬂ.‘r I ﬁAH
S | i
A { ﬁ
5 B 1 3 BB
.w. - = =1 = B -
3 £ ES g



O
W

Conclusion

The general uniformity of the melodic material does not detract from its skilful
manipulation within the piece. It is obvious that the composer is consistent in her
use of characteristic melodic figures that perform definite functions as primary
and secondary articulatory melodic material within the piece. The absence of

ion is replaced by an accent on
melodic processes of development or transformation is rep )

timbral, articulatory and textural manipulation of melodic patterns.
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The harmonic syntax is characterised by the free use of all twelve tones within a

fully chromatic style. This chromaticism is nevertheless grounded by pitch

4.1. Free Twelve-Note Music.

"From an historical point of view, free twelve-note music completes a full

_ cycle spanning half a century, for in reality it is a logical continuation of
the 'free atonalism’ evolved in the years prior to the First World War.
dbyv S

EXP ea ICno

This free atonalism, first tentatively explore
around 1910, was finally rationalized by the introduction of serialism in
1923. After a period of interruption due to totalitarian rule and the
Second World War, serialism was carried to a peak of rationalization in
the Fifties. Then as a reation, liberalizing processes set in and created
free twelve-note composition, reviving many aspects of the early free

atonalism’, but now in a fully evolved state and forming a completely

. . P n 17
mature musical language.”

In free twelve-note music, all twelve tones can be freely arranged. The

chromaticism of the twelve-note principle is maintained, in that all twelve notes

are used consistently, but notes can be repeated according to the requirements of

Musical expression.

Inp not use a pre-structured

A Lensieri therefore, aithough the com
tone-row, she does feature all twelve tones within 2 sound event. The frequent
tation of the composer's

(s

Melodic use of the chromatic scale is a manifes

tic style with its emphasis on chromatic dissonances,

COmmitment to a fully chroma

7 Brindle, Reginald Smith. The New Music. The Avant-Garde Since 1945. Oxford

University Press. Second Edition. 1987. p- 53.
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particularly the interval of the minor second. The minor second is also often

B
.
i3

featured harmonicallv_ i

J?

in the resultant harmonic combinations of the various melodic chromatic patterns.
These resultant dissonant harmonic combinations are to a large extent softened by

the instrumentation, wide spacing between contrapuntal lines and a generally soft

dynamic level.

Certain pitch centres occur throughout the piece. These are structurally
significant in that they articulate the sectional structure of the piece and individual

sound events.

4.2 Pedal Points

e a1 W 4131}

The sustained pedal point and repetitive-note figure occur virtually throughout

the piece. These melodic figures are also harmonically significant in that they are

fixed pitches ¢ of section A and throughout most of the individual

1Iwvo

sound events in section B.

These pedal points and repetitive-note figures resemble the "dudy" or bagpipe

drone of Polish folk dance. They underpin the chromaticism through tonal
Tepetition and as such create a harmonic vernacular that is closer to tonality than
to atonality. In section Al, bars 1-44, the G pedal point is sustained throughout

is surrounded by melodic patterns that are

——

mostly chromatic, and as such its contrasting fixed pitch centre creates tonal

Stability and tonal endings to chromatic lines.

These sustained or detached repeated notes occur not only in the form of single

J‘,.... -

fotes, but often as undulating tremolos, or in layered t
Combinations, as in example 11 (page 89-90). In these passages where several

Pitches are | olvchordal formations mostly feature



o)
(o))

consonant intervals of thirds or fifths. The composer therefore always maintains a

balance between dissonance and consonance within a fully chromatic style.

4.3 Cadential Devices

Although there are no quasi-tonal principles in the form of tension-resolution

devices, certain melodic and harmonic features akin to cadences are used to

= ~ 13 2 iz

articulate some sound events. These are the use of glissandi at the end of sound

events, or single chordal conclusions to contrapuntal lines.

In example 12 (page 92), the mirrored melodic chromatic lines end on F#

T
U CVLCIlL.

A single rest followed by glissandi on harp and guiro punctuate the soun
This is further underlined by the reiteration of the F# and Ab, but now ina

f melodic and harmonic figures articulate

vertical con ese tvnes 0
cal ¢or e types

most sound events.

Conclusion

Although the composer employs fully chromatic princip
of all twelve notes of the chromatic scale, her harmonic syntax is nevertheless

acitonal nrinciples in the form of sustained or
GAosT swassss 7 =

detached pedal points that articulate the sectional structure of her music and

Cadential devices that punctuate individual sound events.
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the superimposition of mostly similar thematic material. The coda,
imilar to Sections Al and A3 in its very luckd texture of
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timbral contrasts. It is clear therefore tha

re therefore characterised by the overlapping of

Scclions Al, A3 and the

contrasting thematic material. In these passages the individizaliiy and
independence of each thematic line is always cleasly delineated through timbral
tontrasi. Therefore, although two or thres thematic idens are prosented
simultaneonaly. the skitful combination of © ontrasting timbres and articulation

always resulls in a very light and lucid texture.

g -

13 page 08, the pound event, bars 90-98, is characiorised by

_ a4
a 10

the superimposition of four contresting thematic an
cremolo sirings and sustained flute form backgmund mzterial

on brass and percussion. A mirreie

3
=
-
b
I
-
o
nl

- s
S0

l g 11
k

chromatic pattern on celests phases out the sound eveil.
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Ex.13. Pensieri Notturni, bars 87-99.
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Ex. 13. continued.
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n these sections a sense of direction is maintai i tion-of
contrasting material. Sound events are related in thematic and timbral material,

and these usually culminate in sound events that form a climax towards the end of

each section.

5.2 The Superimposition of Similar Thematic Material

In section B, bars 110-160, identical or similar metodic and rhythmic patterns are

combined. These patterns are essentially background material. They consist of

i lodic or rhythmic interest. Their detached

articulation and distinct timbral quality on the other hand are exploited to the full
t. +

t
hese patterns are essentially metric

in this kind of layered texture. Although

rthythmic patterns, they are dove-tailed in a way to create a
This ent and fragmentation is therefore compounded

feeling of a-metricity.

general feeling of dispersem

by gradual superimposition within a layered texture. (See example 7, p.78).

the material is essentially static and

In these sound events, where
event is only achieved through textural

a sense of momentum within the sound

...... "

means, i.e. through the systematic layering

- e = =

These occur throughout most of the piece in the form of single punctuating chords

e chordal conclusions to essen

between sound events. They provid
n function (see 3.2 page 91 and 4.3

contrapuntal lines and are thus articulatory i

page 96).

Chordal textures constitute foreground material in section A2 and in the final
climax sound event of section Al. In both passages 2 feeling of heightened tension

ntrapuntal and chordal material.

is created by the alternating O



i
[ew)
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In section A2, bars 45-77, where detached chorda i

with linear material on woodwind, the rapid alternation of textures and timbre

unite to create a sense of momentum, direction and a systematic increase in

tension directed towards the penultimate climax sound event of ascending chords,

bars 66-71 (example 4 page 68), and culminate iin
alternating tremolos on woodwinds and strings, bars

102)
).
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Ex.14. Pensieri Notturni, bars 72-77.
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The final climax sound event of section Al, bars 40-44, is homorhythmic in
texture. It forms an appropriate chordal close to the free linear couterpoint
of the preceding sound-events. The single articulatory chords between the

sound-events that lead up to this final climax passage, systematically increase in

texture until the final tutti string chords (see examp

Conclusion

The piece is characterised mostly by material presented contrapuntally and the

composer's use of contrasting textural material is skilfully employed to articulate

some sections and sound events.

In the first half of the piece, sections Al, A2 and A3, where sound events are

i 1 nd momentum
directional and related, textural contrast is used to create tension a

------ Vil Eis wilsvwney

in building towards climax phrases.

In the second half of the piece, sec

and static, the superimposition of thematic p

: i layered to
on essentially background thematic material. Patterns are systematically lay

s at the end of each sound event. Sound events

atterns create sound events that focus

culminate in multi-layered texture

. 4. oo and there is no final climax sound event. The piece



The st e 5 .
e strongest unifying elements in the piece are the atmospheric and
kalei i . . .
idoscopic use of timbre cast 1n a lucid and light texture. The inherently
re 1t1 . .
petitive nature of the melodic and rhythmic patterns are therefore given an

added di i i
dimension or character when scored for diverse instruments and

ar 1 M . . .
ticulation, and superimposed in multi-layered textures. T he general

chr ici : 1 PR
omaticism of the piece, anchored only by pedal points o

figures, is another strong unifying element in the piece.

P . . . .y .
aradoxically, timbre is the stylistic element that provides the greatest source of

ariation and diversity in the piece. Contrasting detached and sustained timbres of

vari i . ..
rious instruments are therefore constantly superimposed and juxtaposed to

create different sound events.

6.1 Sectional Structure

The sectional structure of the piece is primarily defined by the contrasting textural

and timbral presentation of melodic and rhythmic patterns. Section A, bars 1-109,
is characterised by sound events in which a variety of contrasting melodic p
and timbral ideas are presented. Section B, bars 110-160, on the other hand, is

one principal melodic pattern and timbral

ne prind

characterised by sound events in which on

idea is presented and extended through repetition for several bars.

In the individual sound events of sections Al, bars 1-44, and A3, bars 78-109,

contrasting detached and sustained timbres of di
n A2, bars 45-77, they are mos
virtually identical patterns and timbres are

fferent instruments are

superi v . .
uperimposed, while in sectio

individual sound events of section B,
ered textures. The coda, bars

yrm multi-lay

systematically superimposed to fo

(=
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161-201, is again very similar 10 section Al in its superimpasition of several

cantrasting ideas.

Althgugh the melodic patterns within sections are to a [arge extent differentrated

through timbral contrast and contrasting detached and sustained articulation,

successive sound events within each section bave simifar or identical matertial,

These sound events are therefore related and directional. Each section, except

section A3 and the codm, build up to climax sound ¢vents. Section Aj and ihe

cada present & gradual phasing-out af material with each successive sound event,

Fixed pitch centres in the form of pedal points and repetitive-nole figures clearly

underiine the sectional contrast, Section Al hé

C for the duration of that section. This pedal point feat

material for most of the section, but it 8130 constitutes forcgroun
eral sound events and in this way acts &5 2

s a pedal point on G above middle
ures as background

d material

thraugh timbral emphasis in sev

stabiiising pitch centre throughout the section.

In seclion A2, the pedal point function is transferred to the E repetitive-nole

figure of the first spund event in that secrion. In subsequen
o fixed pitch centrs, However the finality of

the end of the

t agund events, until

the end of section A3, there is &

sB¢lion A3 is nevertheless affirmed by the final octave G's Al

SECLiON.

figure on @, but the pitch centre aood

Section B commences with 8 repetitive-poie Il
130, These pilch centres are

shifts to B and Bb peds! points in bars 128 and
sustained or reiterated antil the end of the piece.

odic material throughout the
santed in clearly defined

It is gbvipus that despite the gimilarity of the mel

1 4 g i . "yl o
biece, timbral and 1exiural variation of this matenial &5 P
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sections that are further underlined through the use of shifting pitch centres in the

form of pedal points. Metric changes further underline this sectional structure.

6.2 Sound Events

Sound events perform a function similar to phrases in that they present clearly-

rticulating features differ from section to section

wassvaas Lcaltil

presented within each section.

In section Al, a variety of contrasting patterns is constantly dove-tailed in a

| IR PN
ine

texture of superimposed material, broken only by

the G pedal point. This pedal point functions in a similar w
omatic, contrapuntal lines culminate in a single

imbral emphasis of

ay to the cadential

lacinae .
ciosings of phirs nt

"tonal” close at the end of sound events. Sound
percussive chords. In addition, tempo fluctuations

events are further punctuated by

rests, glissandi and single

clearly underline sound events.

In section A2, sound events are articulated by the juxtaposition of melodic and

timbral material. In this section, the alternation of percussive and pointillist

s and single percussio

s. Each sound event thus presents

material on wood n is presented in contrasting
a contrasting

chordal and contrapuntal texture

textural juxtaposition of material.

oda, thematic and timbral material is
:on B differs from the other sections

QA
Dcctlv

In Section A3, section B and the ¢
superimposed in multi-layered textures.

in that similar or identical material is superimposed. Al
underline the sectional structure and per

though the pedal points

form a significant

atre throughout the section, they do not fulfil the

role as a stabilising pitch ce
on A, i.e.,asa "tona

same "cadential” function as in sectl
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contrapuntal lines through timbral emphasis at the end of sound events. Sound

events in these sec ilv articulated th h_ rests, gl1_ssand1_ and
CVLNL LIIVOV OV &

single percussive chords. Tempo fluctuations similarly underline these sound

events.

Conclusion

Despite the general uniformity of melodic and rhythmic material, the composer

rimarily through timbral and

hao =a- |

nas nevertheless created a sectio
textural means. Material within sections is nevertheless related in its presentation
of melodic ideas. Shifting pitch centres and contrasting metric changes further

underline the sectional contrast.

Sound events are also clearly defined, although their articulating features vary

from section to section.
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CHAPTER THREE
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The analyses of the previous two works reveal a stylistic syntax that is highly
articulate, precise and distinctive. These characteristics, together with a highly
skilled and controlled craftsmanship are elements that remain consistent

throughout her compositional output.

and Polish folk traditions.

gy 1
is of neo-classicisr

Her music presents a unique synthe

She establishes her style early on in her compositional career, and these style

characteristics remain relatively stable throughout her compositional output. In

the last phase of her career, she assimilates so
post-Webern modernism. These are a mof¢ minimalist, epigrammatic styl

eater interest in instrumental colour. However,

me of the new techniques of

e, with a

greater rhythmic fluidity and a gr

these compositions do not represent a complete break with her previous output,

. ¢ frame of reference.

as she never discards her siyli

313

The following pages present a distillation of the stylistic characteristics and

compositional procedures set out in the previous two chapters. Reference is made

to compositions other than The Music For Strings Trumpets and Percussion and

Pensieri Notturni in order to substantiate conclusions.

[
—

1.1 Timbre

Her music is characterised by an instrumental virtuosity with particular emphasis
on virtuoso string writing. Thematic material on brass, woodwind and percussion

imental and punctuating effect

d for the brass and voodwind groups, her

| the Baroque concerto grosso form.

In The Music for

. . However, when
1s used more for accompan ° ’

v

principal thematic material is scoré
frequent use of echo and answer effects recal
both her earlier and later works.

Strings, Trumpets and Percussion, this technique is used successfully in sections
where the brass and strings alternate with thema

Tt * N a .
This technique occurs in

tic material. In her later works,
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such as Contradizione (1966) for chamber orchestra this techmque is further

exploited through contrasting timbres that are constantly juxtaposed.

Her music is therefore characterised by its skilful use of instrumental colour.

n
In these last works, however, Bacewicz sculpis much more

freely-adventurous shapes that dazzle with instrumental virtuosity

ntire avant-garde vocabulary: glissandi, dense

£ #
Jralll ine enii?

clusters, harmonics, tremolo, pizzicato, bowing col legno, sul tasto,

sul ponticello, saltando, jete, and detache. All of these techniques

she has used before, but never in such rapid and immaculately precise

concentrations"?®

Her works after 1960 show a greater use of diverse instrumental colour and

ting timbres and articulations are constantly
superimposed and juxtaposed. Percussive and fragmentary timbres of various

instruments are constantly superimposed and juxtaposed with contrasting

sustained timbres. This timbral delineation of thematic material is a general

feature of her writing, but in her later works, it occurs in a more consistent and

crystallised form.

This constant timbral variation d timbral contrast of thematic material that is

first ushered in by Pensi eri Nottu urni, is characte
terial is constantly

Musica Sinfonica in Tre Movimenti (1965), thematic ma
B S T 1

juxtaposed and superimposed in varying kaleidoscopic timbres and artic

ristic of later compositions. In

¢ Zaimont. J.L. The Musical Woma. An International Pers ective. 1983. Greenwood

Press. 1984, P 126-127.
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Ex. 1 Musica Sinfonica in Tre Movimenti, second movement, bars 1-8.
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In these later works, an ongoing timbrai variation of material replaces

and rhythmic transformation of material.

1.2 Rhythm

Her rhythmic vernacular is firmly rooted in the motoric perpetuum mobile

figuration of Baroque string writing. The rhythmic energy of her patterns is

y ~f tha mucie
1 8 1% i

characteristic of the driving momentum and instrumental virtuosity of the music
such as Bohuslav Martinu (1890-1959), Albert Roussel
ul emith (1895-1963) and Igor Stravinsky (1882-1971).

-
Qawi lllnu waa

of the neo-classicists

(1869-1937), P

v

Folk elements are discernible in the use of the Mazurka rhythms of the Oberek and

in direct quotations from folk themes in isolate
d pedal points, repetitive-note

reatest part of her

d movements. A more direct and

integrated folk influence is the use of sustaine

teristic of the

figures and ostinati. These elements are charac

compositional output and are featured throughout her compositions.

Ex. 2. The Sonata for Solo Violin (1941), first movement, bars 1-13.
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GRAZYNA BACEWICZ
(1948)

Allegro d-66
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Ex. 4. Ten Concert Studies for Piano (1957), first Etude, bars 1-10.

GRAZYNA BACEWICZ

Allegro non troppo 4 =104
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In the last phase of her compositional output, i.e., from 1960, the angularity and

at times forcefulness of h

fluidity. Although the general nature

the patterns are shorter, more varied, more asy

er rhythmic patterns is replaced by a greater rhythmic
of the rhythmic material remains the same,

mmetrical and a-metric.
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Ex. 5. In Una Parte (1967), bars 7-11.
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1.3 Melody

Her melodic material is a synthesis of Polish folk melodic characteristics and the
scalic and arpeggio figures of Baroque string writing. Folk characteristics are
manifested in the use of ostinati, pedal points, static pitch centres and a

predilection for smaller intervals. Scalic and arpeggio figures are largely
of

constructed of the intervals of the second or the third and variations of th

+l o
LHC

chromatic scale are used frequently as principal or secondary thematic material.

Although her melodic material is distinct and individual, it is limited in range and

scope. Furthermore, motivic developmental processes are replaced by an ongoing

timbral variation of material.

£ ~33 e

In her later compositions this lack of melodic focus is ma
ackground material into foreground melodic material,

wmental virtuosity. In the_String Quartet 1o. 7 (1965),

|99 3340 7]

the transformation of b

o
often as vehic

melodic material consists almost exclusively of ostinati, dense static clusters,

chromatic scales and pedal points, punctuated by glissandi, pizzicato and

percussive chords.

ntrol her lyricism, which

1d contro!

“Bacewicz's tendency is to understate an
heightens for the listener a sense of the music's restrained power. That

may be discovered consis

similar feacw es
th her strengths (in creating and m

personal style honed and perfected through remarkable technical gifts)

and her limitations. The latter include a a warine s

certain conservalism, @ Wariness
xperimentation and a refinement of intellectual clarity
cpense of imagination.

. . i P NS
and conviction at, perhaps, ine expeiss =y

tently throughout her musical

output suggests bo aintaining a definite

of risk-taking and e

” 19

Greenwood

> Zaimont. J.L. The Musical Woman. An International Perspective. 1983.

EoR At LN ) LU

Press. 1984. p. 120.
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1.4 Harmony

The composer's harmonic style is characterised by a fully chromatic syntax. In the
greater part of her compositional output this chromaticism is grounded by pitch

centres in the form of pedal points and ostinati. In these works she maintains an

interplay between these two aspects of her s

music. In this way phrases are articulated and

471
i

1(]

lesser harmonic tension in her

sectional contrast is underlined.

Her works after 1960 are characterised by a more succinct and concentrated style,

coupled with a greater emphasis on dissonant, linear counterpoint. Ali twelve

tones of the chromatic scale are used to create
nance. In Pensieri Notturni pitch centres

melodic material, with far less

are still used in isolated sections to underline contrast and even articulate sound

events. However, these articulatory functions are used progressively less in her

later works. In these works ostinati, pedal points and repetitive-note figures are

featured in layered textures of accumulated tones. Sound events are articulated

through textural contrast and through glissandi and single chords

contrapuntal lines.

1.5 Texture

her music is characteristic of most

The general contrapuntal nature of
neo-classical works. The music of Bohuslav Martinu and Paul Hindemith for
instance, share similar poiyphonic, contrapuntai textures.

in its p_resentation of similar and contrasting

Y

However, her music is individua
xtaposed in multi-layered textures. Her

thematic material, superimposed and ju .
onic practices of Baroque and

progression from the polyph

er first three periods,

music shows a steady

i re individual
Classical forms in the works of h to a mo
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co i
ntrapuntal style in her later works. These last works are characterised by a

luci .
ucid texture and a more consistent contrapuntal design.

The w i i
orks of her earlier three periods are characterised by juxtapositions between

ch
ordal and contrapuntal textures. In her later works, there is a more integrated

hasis on timbral sonorities and the interplay between

vari i :
ious instrumental groups. Textural contrast in these works therefore has a

timbral function. Layered ostinati and layered pedal points, free scalic and

w H . . .
oodwind groups and single percussion instruments. This material is constantly

superimposed and juxtaposed in a free and more consistent polyphonic interplay
of material. (See examples 1 and 5 pages 111 and 118).
1.6 Form

s, in

The formal design of her music before 1960 is characterised by classical form
rondo form. However, her application of these

pairs of

particular sonata form and sonata-

forms is individual. She fully exploits the use of

effect an interplay of material, underlined by timbral contrast. These contrasting

ic and phrase structure of her music.

. .
period

nemes also articulate tne seciionas,
However, the traditional development section of sonata form is replaced rather by
an ongoing rhythmic transformation of material. Although recapitulation sections

ment of material, these final section
s thus characterised by a constantly

can contain exact restate s often contain new

and derived material. Her formal design i
resented simultaneously.

putms.

is p

varying syntax in which derived and new materia

060. thematic dialogue is replaced by a collage of multiple

s cast in contrasting instrumental
erial is replaced by a continuous

In +L e 2

o the music afier 1 ’
melodic and rhythmic pattern

process of rhythmic transformation of mat
rial. Sectional contrast is nevert

sonorities. A

timbral variation of mate heiess clearly define



juxtaposition ©
works. The accent on timbral definition and timbral contrast of material in her

_ later works creates i ' i T
later the formation of clearly-defined sound events. 1hese are

articulated in various ways, depending on the nature of the melodic and rhythmic
material within sound events. Secondary articuiati
these structural units. These occur as glissandi, rests and single percussive

chords between sound events. Fluctuations in tempi in some sections further

underline sound events.

Conclusion

nd individual style throughout her

oL _ « . e e 19 2°
She maintains a highly dis
acular remains largely stable

throughout the first three periods of her compositional career. She nevertheless

always regarded herself as a progressive composer in the sense t

could always improve on her previous compositions.

compositional output. Her stylistic vern

hat she felt she

ictim of circumstance. The social and political

In many respects she was a vi
onducive to exnenmentatlon She nevertheless

highly individual style. The political

n her career. Nevertheless in

climate in Poland was not €
moulded and refined her craft to produce a

climate changed quite dramatically at a later stage i

these last compositions, her style is more refined, distilled and crystaliised. It is a
great tragedy that she could not continue along this new path in this later stage of

her career.
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