Ex. 9. Pensieri Notturni, bars 94-99.
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3.1.2 Yhe Repetitive-Note Patlery

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

sinlar function to the su

LS

#mel it thus replaces the sustained G pedal point of the previous section Al It is

Jroeeded h}r the minor and major second intenrais, whitli acl 38 (ET50T fones

—surrounding a tomal centre.

[N sound events where several repetitive-nate figures are layered, thic figure loses

its funection as an axis tone. In these sound events in section B, its percussive

timbre is exploited in 2 multi-layercd texture of detached repetitive notes Ses

vxample 10, page 8&-87).
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The composer's extensive use of the repetiiive-note figure in her presentation and
esploration of different percussive timbres on strings, woodwinds and finally
almost exclusively on non-pitched percussion instruments (bars 167-175,

example § page 693, confirms her use of timbre as a primary articulatory tlement
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hy the systematic aceumuiation of fragmented sound,

J 13 L. Flosleoen
dol.ol EBIL (I F 1]

w1k
There is only one ostinata figure in the pisce. It is scored for harp,ana

th—hrtwmnvmmfﬁ&'ﬂﬂﬂ%ﬁ“‘ﬁﬂ“dmmd events of the
TITES AS pl'iﬂ(:lpﬂ

— plece Ngs filiipree timbre 2nd melodic line that turns in on itself, scts aa
appropriale aimospheric tons for the rest of the piece (see b h2pagetdy——

3:1.4 Pedal Points

The use of the sustained pedal point has been discussed under Timbre (sce 1.1.2.1

page 66). These pedal points are ha
paints of tonal gravity within a fully chromatic harmonic syntax {sce Harmony

pomically significant in that they act as

Page 93).
g {3 acks as a central tome. Tt is also the sustained

[ncxample ¥ {page 32), the not
i e } In section B, at bar 128, the

redal point for mast of the first part ©

pedal point is resumed, but now on B and Bb

axis tanes for section B and
note figures until the final Bh.

F section A.
{example 10, page 87). These

' they are intermittently
Pitches are the central

aceented through pedal points or repetitives

The alternating minor secc};id tremolo ooours frequently as 2 sustained pedal point
s are also used in this way, but they

hroughout sound events, Other interval
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occur far less frequently. When two string parts are combined in this way, the

s heightened.

ed o

chromatic dicseonance
chromatic disso
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In example 11, bars 134-140, the minor second ir

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

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

timbral juxtaposition is further strengthened by the contrasting sustained and

detached nature of the melodic material.

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

_ Most of themelodic_material consists of the smaller intervals of minor and major
closed position.

seconds. These intervals are almost always presented in

Octave displacement is used to create pointillist me
one, woodwind and brass. These melodic figures

for harp, xylophone, vibraph

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 Fisures that Punctuate Sound Events

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

__similar to their use in earlier pieces to punctuate phrases.
function is further underlined in that they occur as single statements between

sound events, and often in combination With s 101t rests.

[ ok T SOV
1Nneir ariivu

In this way these figures act as ncadence-figures” at the end of several sound
events. In example 12 page 92, the mirrored glissandi and pizzicato chords are

+wo sound events. Tempo and dynamics further

revious sound event and the commencementof

P ] . . . 11 s
placed strategically between

underline the phasing-out of the p

the next sound event.




Notturni, bars 120-125.

1€r1

Ex. 12. Pens

L ..
| v
<Y a
H {4 I

e

1ig3.

a tempo
be
P4
'
77
a tempo
) “rp
pisz.
S===
iz
; ? !

. :_
ol bk

0 rit.
poco rit.
L]
3 i 2
= =
==
===
”n n
13 S |
=====
72 1 3
[ ——r
e
H
H
1

1
I

v
\
i
Ve. !

D

e

“ &
g ——

v

o

S

o

—

5,

e
bl
Fo—
——
o

o=t

Via 1 [IH—
B
i
= —

Gairro {
Ar.
Vno I




\O
(VS

Conclusion

1 1 ithi i i i composer is consistent in her
manipulation within the piece. It is obvious that the comp

fi I f jefinite functi s primar
use of characteristic melodic figures that perform deiinite tunctions as p y

. i ithi i nce of
and secondary articulatory melodic material within the piece. The abse
ion i : ent on
melodic processes of development or transformation is replaced by an acc
odic processes of de

. . . .
timbral, articulatory and textural manipulation of melodic pattern




4. HARMONY

The harmonic s i i he free use of all twelve tones withi

fully chromatic style. This chromaticism is nevertheless grounded by pitch

contrags 1+ +L
VAVEILECD I1X L1l

~h

orm of pedal points and ostinati.

a

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.

y

is free atonalism, firs
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
ion. liberalizing processes set in and created

reEFIy

free twelve-note composition, reviving many aspects of the early free

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

. 17
mature musical language.”

Tha
L1IT

~ k'l 3
In free twelve-note music, all twelve tones can be Ireely arranget.
note principle is maintained, in that all twelve notes

chromaticism of the twelve-
ated according to the requirements of

are used consistently, but notes can be repe

Musical' expression.

ieri t use a pre-structured
In Pensieri therefore, although the composer does no p
1 +welve tones within a sound event. The frequent

~lone-row, she does feature all

) . ; oser's
Melodic use of the chromatic scale is a manifestation of the comp

COmm: ) . -1 .. emphasis on chromatic dissonances,
“YMmitment to a fully chromatic style Withi 1= =7
0 7 ow Music. The Avant-Garde Since 1945. Oxford

U Drmqle Kegmald Smith. _ll,_l—"————‘;——'-—”"
Niversity Press. Second Edition. 1987. p. 53.
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particularly the interval of the minor second. The minor second is also often

featured harmonically, in single punctuating chords at the end of sound events and

in the resultant harmonic combinations of the various melodic chromatic patterns.

These resultant dissonant harmonic combinations are to a large extent softened by

dynamic level.

Certain pitch centres occur throughout the piece. These

significant in that they articulate the sectional structure o

sound events.

4.2 Pedal Points

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 throughout most of section A and throughout most of the individual

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

repetition and as such create a harmonic vernacular that is closer to tonality than

A

to atonality. In section Al, bars i-44, the G pe
the section (see example 1 page 62) It 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

notes, but often as undulating tremolos, or in layered textures of these

* combinations. as in example 11 (page 89-90). In these passages where several
fons, as in examp :

Pitches are layered, the resultant polychordal formations mostly feature
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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

= A% = - it

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# and Ab.

single rest followed by glissandi on harp and gui -

This is further underlined by the reiteration of the F# and Ab, but now in a

verti i ic and harmonic figures articulate

most sound events.

Conclusion

Although the composer employs fully chromatic principles in the form of free use

er harmonic syntax is nevertheless

nf -1 nnnlg 11
Vi 18, ma

all tweive notes of the chromatic sca

characterised by certain quasi-tonal principles in the form of sustained or

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

cadential devices that punctuate individual sound events.
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Prnciaed Waskonrng 5
Fonsietd ot

=
s
cansisting of the superimposition of contrasting and similar thematic material,

Secticns Al, bars 1-44, and Al, bars 78-109, ere characierised by 8 ©

g to craate a kaleidosco

by the superimposition of mostly similar thematic ma
r to Sections Al and A3 in its very luctd texture of

b

ne s I e il
L Wiy WA LL

overlapping strands of contrasiing thematic material that is particoiaciy rich

timbral contrasts. [T is clear therefore that contrasting textural maniputationseot
Hﬁ:mﬁﬁﬁnateﬁaiﬁduﬁmwaﬂiﬁﬂm%‘mmmmum of the piece.

3.1 ‘The Superi jom of Contragting Thematic Patter

Sections Al, A3 and the coda are therefore characterised by the overlapping of
sages the individuality and
ated through timbral

contrasting thematic material. In these pas

independence of each thematic line is always clearly deline

two oF thres thematic ideas are presented

contrasi. Therefore, although . ,
simultaneously, the skitful combination of contrasting timbres and articulation

always resulls in a very light and lucid texture.

In musical example 13 page 98, the gound event, bars 90-F8, iz characterised by

the superimposition of four contrastiag thematic and timbral ideas. _
d sustained flute form background materia

The sustainad

limbres of very soft tremelo sirings an
10 pointitlist and detached figures on brass and p

nt.
chrematic pattern on celeste phases put the sound eve

grcussion. A mirrered melodic
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Ex.13. Pensieri Notturni, bars 87-99.
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Ex. 13. continued.

99

perdendos!

=5

o e P e ——
ms|,I ﬁE T
!

3
= £ ——
1ngiy &;; ;

con sord.
T : =
== =2
£ e P VPV TR TR X [ 2 s
-E- ; —= :
e —
Cel. g © t—;-:—J 3 ——
" T ¥ = T — e
(H= == —==r et e AT
v ———
X :
Vb, iL i ?:
v « . .
{ -  —— = ~
= miy| sol §
Ar N ——. 7 :
BE= 3

perdendosi

a tempo

L i3 L2 z —_——
1 === —

Voo 1]

Vanl

P P R o emmmeescsosasre>
== P

sl D

| ] e
e
- ﬁ/

. A

A

Ch.

YWM 4338




p—
[
()

tnloaad L

In these sections a sense of direction is maintained by th
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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
Tepetitive-note patterns with little melodic or rhythmic interest. Their detached

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

in this kind of Jayered texture. re essentially metric

thythmic patterns, they are dove-tailed in a way to create a feeling of a-metricity.

1 . . £1 _
~This general feeling of dispersement and fragmentation is the

e en A
reiore Compounae

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

e the material 1s essentially static and non-directional,

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

a sense of momentum within the sound
means, i.e. through the systematic layering of patterns.

3.3 _Chordal Textures

ingl tating chords
These occur throughout most of the piece in the form of singie punciuating cnoras
e chordal conclusions to essentially

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

. P . Lrnnt
contrapuntal lines and are thus articulatory in iunct

Page 96).

d material in section A2 and in the final

Chordal textures constitute foregroun . .
1 oth passages a feeling of heightened tension

[0 %3] pu..~

climax sound event of section Al. In

1al
Is created by the alternating contrapuntal and chordal materiat.
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In section A2, bars 45-77, where detached chordai textures on strings alternate
with linear material on woodwind, the rapid alternation of textures and timbre

__unite to create a sease 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 cuiminate iin

Y
alternating tremolos on woodwinds and strings, bars 72-77 (example 14 page

102)
).




Ex._14. Pensieri Notturni, bars 72-77.
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The final climax sound event of section A1, 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

_directional and related, textural contrast is used t

o create tension and momen

in building towards climax phrases.

In the second half of the piece, section B, where sound events are non-directional

and static, the superimposition of thematic patterns create sound events that focus

on essentially background thematic material. Patterns are systematically layered to

the end of each sound event. Sound events

culminate in muiti-layered textures at
are therefore contained units, and there is no finat ¢

ends with a single thematic pattern.
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6. FORM

The strongest unifying elements in the piece are the atmospheric and

kaleidoscopic use of timbre cast in a lucid and lig ) : i

repetitive nature of the melodic and rhythmic patterns are therefore given an

added dimension or character when scored for diverse instruments and

articulation, and superimposed in multi-layered textures. The general

chromaticism of the piece, anchored only by pedal points ©
figures, is another strong unifying element in the piece.

Paradoxically, timbre is the stylistic element that provides the greatest source of

variation and diversity in the piece. Lont detached and sustained timbres of

various 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 O i i tterns. Section A, bars 1-109,

nts in which a variety of contrasting melodic patterns

n_160 on the other hand, is

1U~1IUVY, L83 L+

1s characterised by sound eve

___and timbral ideas are presented. Section B, bars 11

characterised by sound events in which one principal melodic pattern and timbral

repetition for several bars.

idea is presented and extendaed

In the individual sound events of sections Al, bars 1-44, and A3, bars 78-109,
d timbres of different instruments are

5.77, they are mostly juxtaposed. In the

a*mdeﬂacal patterns and timbres are

The coda, bars

contrasting detached and sustaine

Superimposed, while in section A2, bars 4

individual sound events of sectlon B, virtu

systematically superimposed to form multi-layered textures.
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161-201, is again very similar 10 dection Al in its superimpasition of several

cantrasting ideas.

Although the melodic patterns within sections are o a large extent differentiated

through timbral contrast and contrasting detached and sustained articulation,

SUCCessive sound events within cﬂhmiﬁfmmhwpidanﬂcﬁm1

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

section A3 gnd the coda, build up to climax sound ¢vents. Section A3 and ihe

cada pregent & gradual phasing-out of material with each successive sound event,

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

_ underiine the sectional contrast. Section Al has 2 peda

sl point on G

C for the duration of that section. This pedal point features as background

—— e - r - o I
material for most of the section, bat 1t alzo constifutes forcground materia

thraugh timbral emphasis in several gound events and in this way acts a5 2

stabilising pitch ceatre throughout the seation.

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

figure of the first sound event in that secrion. In mqﬁenueunimn&ﬂul

the end of sectipn A3, there i3 60 fixed pitch centre. However the ﬁnality of

i - e (s at the end
1on 1S OEVYEe final octay

seclion.

ith a repetitive-noie DEure oo G, but the pitch centre soon

ate in bars 128 and 130. These pitch centres are

until the end of the piece.

Section B commences W

+L3
shifis to B and Bb peds! poi

Subsequently sustsined or I reiterated

adic mﬂtcri.xl—thrﬁliSHWHht

ite the gjmifarity of the mel
presented in clearly defined

It is obvigusy that despi
ural uarla.tmn of this material i9

hig Y R R
P, timbral and 1eXiu
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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 clear]y-

u%S% as (23 culiating icatu

3
o
-

"C

?

texture of superimposed material, broken 0 i sis of

the G pedal point. This pedal point functions in a similar way to the cadential

%Iﬂs'mgfoﬁphfascs,ﬂ'ﬂ%hmmhc contrapuntal lines culminate in a single

"tonal” close at the end of sound events. Sound events are further punctuated by
In addition, tempo fluctuations

C:..
w
[~

rests, glissandi and single percussive ¢ hor

clearly underline sound events.

In section A2, sound events are articulated by the juxtaposition of melodic and
timbral material. In this section, the altern tion of percussive and pointillist

material on woodwinds, strings and single percussio
Each sound event thus presents

nisp

chordal and contrapuntal textures. a contrasting

N7 as

textural juxtaposition of material.

In Section A3, section B and the ¢

i-layered textures. Sec

i : i i m the other sections
superimposed in multi tion B differs fro

though the pedal points

in that similar or 1dentic§rmatef'r&HS superimposed. Al

e sectional structure and perform a significant

introduced in section B underline th

h

- 1  E&1851 + b o
role as a stabilising pitch centre throughout the section, they do not fulfti the
. . " " :

same "cadential® function as in section A,ie,asa tonal" closing to
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contrapuntal lines through timbral emphasis at the end of sound events. Sound

events in these sections are thus primarily articulated through rests, glissandi and

single percussive chords. Tempo fluctuations similarly underline these sound

events.

Conclusion

Despite the general uniformity of melodi

hoo mccrmal 1 . 1 - bl ateris
Had CVOrineIess Createa a >ciiiviial suiuv

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

ONCLUSION

CONCLUSIUR
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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.

e synthesis of neo-classicism and Polish folk traditions.

Her music presents a unique syn
She establishes her style early on in her compositional career, and these style
hroughout her compositional output. In

characteristics remain relatively stable t
the last phase of her career, she assimilates some of the new techniques of

post-Webern modernism. These are a mof¢ minimalist, epigrammatic style, with a

greater rhythmic fluidity and a greater interest in instrumental colour

these compositions do not represent 2 complete break with her previous output,

she never discards isti

he s styi listi

The following pages present a distillation of t

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

to compositions oth te Music For Strings Trumpets and Percussion and

v VUmpomuun ther than 1he MUSIC
substantiate conclusions.

Pensieri Notturni in order to

Her music is characterised by an instru i lar emphasis

on virtuoso string writing. Thematic material on brass, woodwind and percussion

unctuating effects. However, when

is used more for accompanimental and p
woodwind groups, her

is scored for the brass and

principal thematic material i
effects recall the Baroque concerto grosso form.

This technique occurs in both her earlier and later works.
ique is used successfully in sections

—%&g@mﬁgﬁt&ﬂ_&pﬁrcussion, this techniq

where the brass and strings alternate with thematic material.

frequent use of echo and answer
In The Music for

In her later works,
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such as Contradizione (1966) for chamber orchestra this technique is further

exploited through contrasting timbres that are constantly juxtaposed.

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

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

freely-adventurous shapes that dazzle with instrumental virtuosity

ntire avant-garde vocabulary: glissandi, dense

Jjrom ine enire

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

altando, jete, and detache. All of these techniques

such rapid and immaculately precise

sul ponticello, s

she has used before, but never in

- (,nli
(M

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

—'mstmmentalwirtuﬁsi’ry—eemast_ing timbres and articulations are constantly

ussive and fragmentary timbres of various

superimposed and juxtaposed. Perc
osed with contrasting

instruments are constantly superimposed an

bral delineation of thematic material is a general

sustained timbres. This tim

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

crystallised form.

.
t-1s

This constant timbral variation and timbral contrast of thematic material-that1

first ushered in by Pensieri Notturni, is characteristl
tic material is constantly

¢ of later compositions. In

Musica Sinfonica i i 5 ity
juxtaposed and superimposed in varying Laleidoscopic timbres and articulations.

¢ Zaimont. J.L. The Musical Woman. 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 timbral variation of material replaces melodic

and rhythmic transformation of material.

1.2 Rhythm

; i i ric perpetuum mobile

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

51 4oy f tka mieice

characteristic of the driving momentum and instrumental virtuosity of the music

of the neo-classicists such as Bohuslav Martinu (1890-1959), Albert Roussel

demith (1895-1963) and Igor Stravinsky (1882-1971).

(1869-1

Folk elements are discernibie in the use 0 ythms of the Oberek and

in direct quotations from folk themes in isolate

inteorated folk influence is the use of sustained pedal points, e

TEAVHIGIVE AV i wRiVY 28

figures and ostinati. These elements are cnmﬁ}gﬁ&eﬁme%tempﬁﬂﬁfhef—

ghout her compositions.

d movements. A more direct and

petitive-note

compositional output and are featured throu

Ex. 2. The Sonata for Solo Violin (1941), first movement, bars 1-13.
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Ex. 3. Concerto for String Orchestra (1948), first movement, bars 1-8.

GRAZYNA BACEWICZ
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