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This research aims to pravide instght into two major works of the Polish

composer, Grazyna Bacewicz. An overview of her generat compositionsl siyle is

h analyses of The Music for Strings, Trampets and Percussion

and Iensieri Mottueni. A short comparative discussion of the twe works

concludes the dissertation.
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FREFACE

tion intands to supploment the hitherto sparse literature on the music
nds to supplement B

of Cirazyna Bacewicz and to focus on two of her major works, namely, The Music

for Strines, Trumpets and Percugston gnd Pensien Nattueni.

These two piaces have been chosen to highlight a particuler shift in Hacewicz's
compositional style between 1958 and 1961 when she tried to recencilc

avant-garde sounds and 1echniques with an already catablished style.

wfhis urasnal dichommy of sivle and afrupt changes coming late in her

creative fife may be exploined by the yocial and pofitical difficnfties ihai

Hacewics, along with most other FHuropeans, enconmered during World

War 2 obpsracles that cantirmed in Bastern and Central Fur g Jr{-?'ﬂﬂ" ﬂ}'.fl’-"

the war. "t

Presentation

(1] 1 Lo TP
A briet account of the social and political climate in Foland after World War 2 as

well as 3 short summary of Poland's musical history at the time gonstitutey (he

— Birst twe parts of the introduction. The third and main part of the [ntroduction is

a gencrr! overview of Bacewicz's compositional siyle. A shotrt biography

precedes the lntroduction.

The main thrust of this study is to provide an in-deplh analysig ol Bacewicz's usi
of melady, rhythm, harmony, texture, instrumentation and form in each of the two

works mentioned above. Chapters 1 and 2 deal with the siylistic features of cach

work ynder the separate headings of the aforementioned components.

Subheadings pertaining to aspects of these elements arc uscd when necessary and

' Pedie, K. ‘n’mmen andb.ms_;_[ndlam Umw:rml}- Press. 1991, p. 198,



1-a

ate numbered for easy reference.  Form bowewver 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 numbers

are indicated.

procedures scb gut o the previous two chapters 1t compares the stylistic

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

witat exredt fer style anderwen? & Stpnifrcant change, sigrifying an expansion or

Form of the dhivcnsaran

Generally, verbal commen takes preference over graphic representalions of

amalysis since the [atler are not q}f‘ univcrsai chdracter or use. Tochnreal musread
Lertas are flimited to their commen definitions, and those expressions known to

connote ambipuity arc clarified tn the body of the text.




BIOGRAPIY

Grazyna Bacewicz was barn in Lodz, Poland on 5 February 1909 She received

teer first musical instruection from her father and from an early age performed

chamber music with her two elder brothers. The Bacewicz family quartet he¢ame

 weil known amonust MMiends
nds.

Al the ape of ten she enrolled for piano and theory classes ar Kijenska's private
conservaiary in Lodz. She subsequently attended the Warsaw Conservalory
Turczynski. Al the same time she also attended philosophy classes at the

University of Warsaw.

In 1932 she graduated with diplomas in violin and cemposition.  She

subsequently reccived & scholarship from Ignacy Paderewski to study ar the Ecele
Murmale de Musique in Paris. From 1932 to £933 she continued her vialin
stedivs with Andre Touret ane Carl Flesch and her ¢composition studies with Nadis

Boulanger in Paris.

She returned to Poland in 1934 and touk up 2 teaching position at the Lodz

Conservatory from 1934 10 1935, where she taucht harmony, counterpeint and

violin.

In 1936 she became principal violinist with the Polish Radio Orchestra. [n the

same year she married Andrzej Biernackt, 4 physicign and amateur pianist.

Concurrently with her teaching and family commitments she maintained a career

as 4 composer and viofinist and achieved notable success 1n bath areas. The Wind

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




the mid-1230's. During this time she toured extensively throughout Europe s a
concert viplinist and gave several accglaimed perfarmances which alse included her

QW0 COMpP3SILIONS.

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

smaller ¢ittes and rural argas  During this time her creative output was severely

L N | 1
AT SN,

In 1945 she resumed her lecturing position at the L.odz Conservatery and

continued her ¢arcer as a concert violinisi. She aiso served on the jury of several

A osevere car accident in 1954 hospitalised her for 2 considerable time. She was

——dctermined to recover gnd starfed composing oo after she was dischatged. In
1953 she decided to curtail her career as concert vialinist and to devote herself o
composition. By now she had already established herself as a reputable composer,
having won a number of distinguished awards in her homeland and abroad,

tnese was first prize in ihe Infersaiional Compasers’ Competition in

Liege in 125] for the_String Quartet No. 4.

Between 1951 and 1969, she won several more

fﬁ‘r hl.'_‘_r 'I.]!'!__‘I._r!..:'_sl many ﬂf 1Lt iﬂl\ [ TRy

o]
LERRT PPN THARE AR N ek p

America. Her last work, a ballet, Desirg is uncompleted. She died unexpecrediy
on |7 January 1969 Tadeusz Baird wrole:
"An inexhavstifle xource of inventiveness, techuical virtnosity and a wide

breadrh of approach suffice for piacing rthe works of her Hfe among

thuse that are maost admired. Bui that is not all. She has been given

something more IMportant, More preciows found anly ameng the

fne . . . . ¥_,,.3
,'%WM

JLEF A4 —_ hn
Toq, P.o a7



INTRODIICTION

1, The Soacial and Palitical Clirgie in Paland alter Waorld War 2
ah —r—t— el e e el i Bl e . = R

"Pofaid's artistic commuitity Bed longuished i o cariows sord of celtaral

[T P . p1a 1 H . .
FUL . - .

musicians, though conversant with receit developments in the music of the

Soviet Cinion and other Lastern Luropean stafes, were guite fiterally cut

eff from the West ar the very moment when the mosié radical changes within

Phe Frroangar gvesd_uarde wers ferancforming the uainrs of new mgyie 2
the Lpropzan ov QFde were FPAanSiormIng FHe inre 0 New MINSIC,

With the death of Stalin in March 1953, a more relaxed assthetic dictum ensued,

known as 'The Thaw'. Prominent artists and musicians now felt more comfortable

abour Uﬂi;ing their np'gn'l_g!'l_g_

In 1954 the Folish composer Andrze) Panufnik (b.1914) defecred to England.
Panufnik was very involved in the affairs of the Palish Composers’ Union (ZKP).
Mhs defection cume as a shock (0 the Unitoa and further prompted musicizns ta
openiy criticise the prevailing culturat policies. Theae stated that muosic must be

national, i.e., related 1o folk music. That implicd a réturn Lo functional harmany

~ pnd forms that would be accessible to a3 wide apdience

This growing dizgarisiaction with the prevailing status quo was alse feli outside
artistic circles and the situation reached breaking point in June 1956, Armed
protests broke out zgainst government policy. Four months later Molznd entered a
new political era under the newly-formed Gumulka government, This

revelutionary period came to be known as the 'Pelish Ocrober'.

Stucky, 8. Lutosiawsk: and His Music. Cambridge Unbversity Fress 1981 p.

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

available.

This new atmosphere of artistic freedom was fuether eatrenched by the

in L9%6. At these Festivals the works of leading contemporary ¢omposers in

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

This interaction had a decisive impact on Polish composers. At the ninth (General

Asscmbly in 1957 Lutoslawskl siated:

rr-_ _r. _ ¢ _ _ 9 _ _ .y N _ _EF____ _F e e a0 Ll ma_ar owe -
FLOICA Of H.'FJEIE-'E.E frié P GOEM OF @INCUHVENIITE MiN AP Erdic

chaos whick the art of our era represetis. The problem is sharply

drawpe for those of us who, after an interruption of several years,

have refewed comiaet with Westernr Earopeanr music. We dow'talf
frerve here o ofear view of what i Rappening in ihic music, af
where [tis feading. Burt [ believe it is ondy a guesiion of fime
before we will not only aoquire a clear view of the xituation bur
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In the ensuing vears Latoslawski grappled with the development of a new musical

langwage, a procesa that unfplded over a period of at lcast ten years. Baccwics

and
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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.

o L] -

Stucky, S._Lutosiawski and His Musje. Cambridge University Press. 198§, p. 54



2. An Overview of Poland's Musical History after World Way 2.

Grazvna Bacewicz forms part of a generation of post-World War 2 composers that

-

becante known as the Polish School. They were Tadeusz Baird, Hemryk Goreckr,
Witold Lutostawski, Andrzej Panefaik, Krzysztot Penderecki and Kazimierz
~ sareeki Lutoslawski and Penderecki fater became the main represantatives of

this achaol.

Poland's musical heritage has always heen deeply rooted in the Eurepean mesical

cemposers left Poland for political and other reasons. Almost alk of them

however have acknowledged their desply-felt Polish identity in some form or

gncther o their music, opin i5 perhaps the '

achieved true international status but his Polish identity doss not form an integral
part of his musical style,

Chopin's successar. Karal Szymanowski (1882 - 1937}, modelled his musical style
o thar of Wagner, Richard Strauss and later Debussy. it was Oﬂl}' in his later

_ works that he ingorparated some folk elements into his style in the furm of

meladic and chythmic elements,

Patriotic and religious feclings are brought to Fruition in the extremely
expressive and artistically mature works of Andrze Froufaik {1914). His
individual musical style unfolds & powerful emotion, using minimal means, over a
complex and intricate design. This individual means of expression (¥

already evident in the Tiagic Overlure of 1942, which seemed Iike 8 musical

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




in the Sinfonia Sacea of 1963, a hymn dedicated to Poland. It is {agsc that he

defected to the West and that he struggled to find acceptance therc.

"Nen-classicism was undoahicdiv the frend that ad o shaping infiuence
on the development of Polish music quite apart from the weaker or

stronger Ratienal featires or the depree of expre sylveness of particular

“"Urk-ﬁ- ni

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

geo-ciassical aestheids.

Apart from Panufnik, other composers like Lutosiawskl and Seabelski also sought

neo-clagsical trend in Pofish music. In Lutoslawski's Symphony Mo, L, he alrcady

transcends nec-classica! elements. [ronically this work was sccused of being

"Farmalistic” and henceo it was not performed For several years.

This scarch for an individual musical style in Poland was made more complex in

the years 1545-1953% with the policy of Social Realism. Poland was virtwatly cut

off {om musical activity in the West. The main focus of composers during this

Pawrhms v fe
ATy YERD

of folk music with their style. Bartok was
wigic with their sty

regarded by many as the ideal composcr,

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

achievement at that time. The work is a synthesis of originality and folk melodic

chacacteristics. Fulk motifs are integrated in the general body of the work, and a3

such are not just mere metodic quotations dictating the shepe of the music.

’ Lang, P. H. and Border, N. Contemporary Music in Europe: & Comprehensive

Survey  Schirmer. p. 240,



The first Warsaw Autumn Festival of conlemporary music in 1956 was a viciory
for Poland's coimposers. The idea was the brainghild of the Polish composer

Tadeusz Naird. [t placed Poland on the muswcal map as intermediary 1n the

exchange of ideas between contemporary composers and critics worlid-wide.

Serocki was still distinctly neo-classical. However svon afterwards the muosic of
Baccwicz and Serockl 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 unti] after World War 2. His music is distinctly neo-cigssical in the

manner of Stravinsky. The rhythmic elemenis of some of his picces are derived

from Potish falk mustc. His musical style remained unchanged.

The music of Szabelski (b. 1896} while neg-classical before 1958, changed
remarkably atterwards. Lo his Sonncts for Qrehestra (19458), the Improvisatiopg

(1259} and the ¥erses {1961} he uses serial technigues.

Lutoslawski developed the use of the twelve-tone chord for expressive and

~ colouristic purposes. Tadeusz Baird and Serocki both used the twelve-tone

technique in an individual way, For expressive purposcs.

Pendececki and Garecki explared timbre as a form-crealing element in their music,
Garecki juxtaposes bands of contrasting tong colours in his_S¢onti for Orchestra
{1960). Penderscki combines delicate tone colours in his music and also uses

articulation and dynamics as form-creating elements. Hoth these composers have

received international acclaim and recognition.




0

In 1his post-World War 2 ers, it 1s obvious that Polish musicians have developed a
mustest sivle that 15 singular in its warking-oul of stylistic polemics - be they

Furapean, national or individoal. Sadly, Bagewicr could only partake of this

SRR ATy TRATA I W isiwmiI T iwmarTaL. FrTRWw =0 0 -

process of rencwal unttl her sudden death i 1969, However, she was regarded as
one of Poland's leading composers in the 1930's, and a3 such her contributton to

1 : s : x bl

3, An Overview of Bncewicz's Genergl Style,

apt - ..
" 3 aF a1 € Pl T E UrCvEfmM .l'if- nj'l '
i PIE L AE.BLLFIITRET 4 Arna

AMEALEATTE L PRI FEEiM 1"{111!‘ nﬂr!nrl"v fﬁjt?-.[.f
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FR45-34, 195560 and 1061-69) clearly acknowledges the major firning

poinis in post-war Polish musical history. Yel any assessmen! of

Barewicz's oeuvee has fo recoguize (hat Rer compositional aesithetic

remained remarkably siahle. Only the lasi periad. which properly dates

,,,,,,,,,,,, .

Jrom the Sixth String Cuariet (1960), is clearly defined theaugh her

aifempls fu square her esiablished siyfe with the avant-garde sounds and

fechmiques that were bepniling so many of her younger collcagues. 8

periodic subdivisions.

3L 1932-1944

During this first period Bacewicr establishes her style, Only seven works from
this carly period have been published. These works are evidence of her studies
with Sikorsk] in Warsaw and Boulanger in Paris. dNep-classical elements arg

predeminant in these works and there is a continuous deveiopment of lovrmal

structures. Folk cloments are also included in the Wind Quigtet (1933}

4§

Thomas, A {iraryna Bacewicz. Chamber and Orchestral Music. Los Angeles,
Calitornia: Polish Music TTistory Seres, 1985, p. 25
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Although Bacewicz did not favous the neo-classical label attached to her work,
ber music revertheless has traits commonly associated with neo-classicism.

use of formal siructures, molivic procesacgs and contrapuntal

techniques derived from the Classical and Haroque periods, Furthermore, her

harmanic vernacular is individual in its use of expanded tonaliry.

The idiomatic and virruosic ¥iglin Sonata No. 1 ¢omposed during this time bears
witness 1o Bacewicz's thorough knowledge of the violin. The work abounds in
energy and it has a fecling of contimivus urgency that is enly resolved in the final

¥
. The thematic Ngures, contrapuntzal texture and mulliple stops show 18th

LT

standard formal procedures, Flowever, Bacewicz uses conveniional forms only a8

a point of departure. Themalic material is continugusly transformed and

recapitulation sections are often obscured.

The Dvertuge {1943} is similar to the Violin Sonata No, | in its absence of
thematic repetition, angoing process of developmeat and in its siructural
ambiguitics.
My details of the (herture may be familior from earlier pieces,
But here they are af the service of an xnusually entotive urgency. fu

. pgrrthix s achieved throayh the athlelic erchesiration (swirling

sirings and woodwinds, stentorian brass, incisive percussion) and

more particuiariy through Bavewicz's uRerring sense af how to
propel the music toward its finad goal. This is cruciaf for o formal

struciure in which any sense of recapitulation is submerged nndey an

Frrexistible process of themalic and tonal developmani. ot

! Thomas, A Grazyna Bacewicz. Chamber ang Qechestral Music, . Los Angeles,
Culiftnoia; Polish Music History Senes, 1985 p 29
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3.2 1945-1954

A RaE = =

String CGrehestra {1948) and the Sonata for Vielin and Piane No, 4 {194%} are
characterized by an emphasis on contrapuntal writing, The Sonara da Camera for

Works of this period such as The String Quartet No. 3 (1947), the Concerta foc

apart from these works. The Sonata da Camera isa re-working of 18th century

material and the ¥Viglin Concerto No. 3 s clearly influenced by Szymanowski in its

melodic matcrial, bitonality and heavy orchestration.

Folk etements are clearly discernible in Bacewicz's works wriiten during this time.

Pressufe on musicians to incorporate folk elements in their

e P
Ualc wWwas palbbiddiny

severe during Lthese years. Bacewicz used the Chberek, a fase 6/8 folk dance with
Mazurka rhythms ia the Piang Concerto Mo, |, the Pianc Sonata No. 2, the Piano
Duiptet No. 1 and the Siring Quartel No. 4. € ¥ieh

has direct themaiic quolations from folk music.

3.3 L955-1960

The works of this period are characterised by a broadening of emotionsd

~ 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 larger

instrumentai combinations and an even greater emphasis o con

The first Warsaw Autumn Festival of Contemporary Music was held in 1956, and
it signified the culnlination OF several ycars of cultural isolarion.

"Macewicz's innate conservalism prechuded any radical depariure during

the first years of urtistic Srecdom. Nevertheless her musical languoge

changes perceptibly fram as early as the Fifth Strivg Quariet (1933),




i3

which displays a resifiemt harmonic and conirapuntal style
reminiscont of the middle period guavieis of Bariok. Tie
presy wos the Music for Strings, Trumpets and

culmination of this

Percassion. (1938), arguably Bacew:es's mosi celvbrotea

compasition "

3.4 1961-1959

The String Quartet No_6 {1960) which belongs, strictly speaking, in the thicd
creative period, and Peasieri Nottueni (1961) were the first two works that

showed an exploration of material.  This often consists of chromatic patterns of

figurations anchored only by pedal-points ot ostinati. The instrumentation 15

colourful with novel instrumental combinations and instrurental techniquees.

01F the works written doning this final period of her carcer, her chamber works
such as the Incrustations (1965}, the Trig for Oboe, Harp angd Percussion {1963)
and the Quartet for 4 Cellos No, 2 {1964} are the most succossiul Although the

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

thematic material and rhe relationship between foreground and background

material 38 often unclear,

“Finally, in 1965, she relinguished neo-clossicism. A new atfitude 1s

P Lusipdarms J'_'.--u.il-la »o Iﬂl

evident in the {ifles of these foje works - [nArastacie, Lol dizione, |

una parie - which demonsirate a discord, understandable ¢nough in her
sitwation, berween a crafismanship whick had net transcended the

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

A Thomad, Adrian. Orazyps Bacewice. Chatnber ang Orchesiral Music, Los Angeles,
Califurnia  Polish Music Sertes, 1983, p. 42
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acyuired mechanicully or imitated. With these lasi compositions her

posizion wos afone amd independent. w2

’ 1 he New Geave Dictignary of Mustc and Musiciany. Yalume 1. Mucnuellan Publishets
Limited. 1980, p. 773
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HAPTER ONE

1. Rhythm

3. Harmony

4. Instrumentation

5. Texture

Yorm

a.




1. .
TILS W

e

The maost striking feature of t

. This is

engenderad primarity by the rhythmic and meledic material. The thythmic drive

=

A

a

First movement, bars &-8.

Ex. 1

melodic intensily of the introduction set the tone for the rest of the pices.

I1*IrT




o

often only resolved in the final bars, is

his feeling of continuous urgsncy that is

manifest in her pieces from as early as the Children’s Suite (1933 Most of the

-

=
4]
[t

pieces that make up the suite arc characterised by perpefuum mobile

semiquaver thythmic and melodic ostinati patterns that clearly emphasize the beat

and the single 274, 3}/4 or 4/4 metres throughout the piece. These piano pheces

establish an aspect of her rhythmic style that reachés its peak in The Nusic for

Strines, Trumpets aod Pergussion.

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

Allegretio

et e e,

The motoric, driving character of her music sounds perhaps less forceful in her
string writing than in her piano works, but it is no less urgest and rcientiess. In

thege works, the perpetnum mobile Digurailons of Baroque S1TiNg WItNG

effectively accommodate twmm&mﬂﬂﬁeﬁwmm of folk

Origin.

In the Yiodin Sonata No. b {1941}, the Dverture (1943), the String Cuartet Mg, 3

{19473, the Concerto for String Oiechestrn { {19484 gnd the S0onala for ¥ielin ang

(1349), the writinyg clearly shaws 19th century influcaces in its

Piapgon Mo, 4
_ thematic_maerial and contrapuntal wriling. These characteristics are commaon to

the Bacoquec ¢ORCerto grasso form, namcly, matoric rhythmic material,

contrapuntai textures and sco ar small groups of instrumeats. The concerto
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= and form was used by several nen-classicsl composery, It embraced
the stylistic ideals that werc upheld by neg-classicism, i.e., 8 general scaling-down

of means and an incisiveness of expression,

The string writing in these aforementioned works is particularly virile and

diomatic. The fact that Bacewicz was a concert violinist herself probably

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

medium.

1.1.1 ferpefauam Mobile Tatterys

14 The Music Eor Strings, Teumpets And Pergussion, a relenthess driving

character is maintained throughout the piece primarily by the virluosic string

writing. Much of the thematic material on the stripgs is a combination of various

o

perpetunm mobife quaver and for semiquaver patterns. These palterns fornmn
nate-values ate used, pedal points. These patterns are charscterised by their
symmetry and their pulsating and relentless emphasis of the beat. They give the

music s underlying drive, pulse and urgency.

The s1atic nature of (hesc p I i } te

virile thythmic counterpeint. Palterns are juxtaposed and supcrimposed and n
this way thematic material ¢an function as bath foreground or backeround

material, depending on Togister-placing. articulation and instrumentation. (5ee




Lo

These patlerns break the rigidity ot the pevpeliim riohife patterns znd add

axcitement and witality to the everall rhythauc design. They are usually

Foreground melodic material. There are two kinds of such parterns;

=

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

superimposed on perpefunn madife patterns {sge 1.1.1, page 18}

privcipal meledic matenal by virtue of theit contrasting rhythmic character. These

— figures are ¢ither superimposed on other rhythmie patterns. as in {4 above, or

they aliernare with perpetuum mohile rhythmic patierns.

Some syncopated patlerns remain backazround malerial Their function is
two-fokd:

{a) They underling the syncopated nature of other pateerns in a rhythmically

lavered texture.

fhy They provide syncopaled rhythmie ¢counterpoint Lo sections where patlerns

are prcdominmwrﬁt_—‘ﬁegﬁefnammwml by virtue of theic

insirumentation, register-phacing and articalation. {sec Tnstrumentation 5. 2.2,

page 55 and sxample 31, page 54).

~ Rhythmis a primary means of creating thematic contrast and variation on both the

macro- and micm*slructurgl levels.
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L2.1 Macro-Siraciure: Dual Themadic Construesion

Lo _L-.. -_._..- =L _ .
hematic construstuon. The two

— + L

-
1-

—

ach section of the piece is characterised by dusl
principal themes are always contrasted rhythmically and melodically. {sec Melady,

2.2, page 31).

Thiz ¢ontrast is partly engendered by the idiomatic writing for the two contrasting
groups of instruments on which the themes are played, namely, the string and
tcumpet groups and i the third movement, the percussion group. (sec

N R - B

— b
Insifumentaiton, 5.2, page 53}

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

of two contrasiing themes within each seclion. (3ee Form, 6.3, page 57).

t,2.2 Micrg-Structure

Thematic material in the Linking or the central development scetions is often
crpantcally derived from the intervallic or pilch germ ¢ells of previous principal or
accompanimental themes, These gevm cells are frequently rhythmically vared or

transformed.

The choice of gorm cells to be developed or trensformed ax well 23 the process by

which this is done is highly individual.




0]
Y-

There are three motivic processes:

1.2.2.1 Rhvthmic 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. € Syncop izzic i i

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
us sémi Quave
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

. . e . . < 27
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Ex.3 First movement, bars

1.

4.
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Ex. 5 continued
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1.2.2.2 Organic Growth

A rhythmic motive may grow orga i i . i
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

eertalie thn

identical restatements within tne 5¢<

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

semiquavers on violas.

Ex.6 Second movement, bar 60.

=




