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1. Introduction The Neoclassical Impulse

Decipheringmusical meanings a challengeéo many musicologist¥ofi
Agawuos diestroversive and omtmoveosifve semioticthe former being the use
of musical topics and the latter framed ds@ mp obeginhingmididle-encb
relationship i is amethodof sidestepping this challenge towards an objective framework
for musicalinterpretationHowever, directly applying such frameworiksneoclassical
musicis acomplextask, due tanore relaxedompositional ruleand a distortion of
traditional formsldentifying possiblecompositionamotivationsthatdrive neoclassical

impulsesmight allow us taefinethese frameworkstneoclassical music

While all roads might lead to Romeanmy musical roads lead t@oclassicism
From neoclassicism as satipepfound respect, astablishinga middleground between
common practice andodecaphonythere are a host of motivatiobhshind neoclassical
impulses Roy Harris and Peter Mennin, while gravitating towardsdwatism and
Universalisnrespectivelyin their writing, used neoclassical forms as a medium to
expresghese intentions€Ernst Krenek saw neoclassicism afisauption in tradition,
while Arno Babajaniasaw itas a compromise between tradition and dodecaphony.
While Francis Poulenc turned towards Romanticism as he was wriggm@oirées de
Nazelleshis continued referencing tfe keyboard writing of Couperamdadherence to
Classical periodic structuréep his reputation as a French neoclassicist relatively intact.

Neoclassical impulses ab®th geographically and motivationally diverse.

1V. Kofi Agawu, Playing Wit Signg(Princeton, NJ: Princeton University Press, 1928)



Universalism

A
Francis Poulenc Ernst Krenek
Carl Nielsen Peter Mennin
Reactive ~ Progressive
Arno Babajanian Roy Harris
Ernest Bloch
v

Nationalism

Figure 1:A placement of composers within two dimensions@dclassical impulses

The three recitals, each separated by chapter, have distiAttesnbs. The first
recital is concerned with workbkat adopt the neoclassical aesthetic by assimilating it
with common practice. This creates either an opposition of musical forces through a
juxtaposition of new and olgracticesor an apposition that seeks aeastenceof new
and oldthrough a newemodified framework. The second recital discusses how Carl
Nielsen and Ernest Blodontributed in distorting arlearbuildupof tradition. The third
recital discusses composers whpartfrom Poulen¢gwerenot traditionally associated

with the neoclassat aesthetic buadapedneoclassical elements in their writing.

Beyond the traditional view ofaoclassicisnas a reaction against Romanticism,
this dissertation addresses the role of neoclassicism in directly engagings i ¢ a |
p o | a riiNationalisndvsUniversalismClassical vs. Romantiextroversive vs.
introversivearerevisited through neoclassical impuls8scecurrent musicologyn
neoclassicabiano literatures surprisingly overlookedespeciallyworksbeyond the

interwarperiod this dissertation aims to addrggstthat.



2. Tonguein-Cheek Neoclassicism

2.1. Ernst Krenek: Piano Sonata No. 2, Op(5928)

This series of three recitals begins be
Sonata, written a juncture where he was continually seeking to break from tradition or

any organized musical movement, much like the spirit of neoclassicism in general.

Krenek was a selproclaimed negomanticist at this point in his liféalthough the
work reeks of neoclassitimpulseswhich will be subsequently discussétfollows the
same kind of progressive tonality (each movement a major third lower than tedipge
one) exhibited i n Stravinskyods own Pi ano
resembl ance t o B b&dahtworksverhibibahar@gnic stakif ih the first
movement, a march in the second and an obsessive falling third motif in the final
movement. It also borders on ninetdenentury aesthetics, including peenptive motivic
usage and a modified thematic transformation technique. It is certainly neoclassic and
neoromantic all at once what Martha Hyde would consider as an example of eclecti

imitation.*

Preemptive snippets of second and third movement material are featured in the
development of the first movement. This overall int@yvement connection is a prominent

feature in cyclic works, even though it is conventionally used as aingcd#vice rather

2EmstKrenekii Tr adi t i on ,0Parspeetves sfNewcMusicin@ 1 (Autumn 1962p7-38.

3 Ernst Krenek, Stephen Town and Dennis Shyocki An | nt er vi ew wiOcdasioEofnst Kr er
his90"B i r t hTteaChqrabJournaBl, no. 10 (May 1991), 12.

“Martha Hyde, fANeocl assic andCemtalwrhy Mdida Bdody,co | mpul se
Spectruni8, no. 2 (Autumn 1996205.



than a preemptive one. In Exampl2a, the first few measures pempt the hockelike

opening of the third movement, while the scherzalildoquality of the second movement

makes its premptive appearance in the dotted rhythms, abruptirkedAllegro molto

Thi

occurs before its formal statement, not unlike an operatic overture which gives a brief

s is a convincing yet °rwédree ec s eanoftorf 0fr &

overview of thematic material to come.

to eighteentkicentury musical topics. The use of musical topics in the Classical setting

The announcement of such fmptive and briefestures is an unmistakable nod

thrives on topical contrastas arildo z ar t di d s

start | i nfgVhile @ might lzesunbriudate that a composer whose adeptness at

0]

foften

n

t

disparate musical styles sidelines himself from the mainstream of musical discussion and

performancé,it can at least prove effective in the discussion of topical analysis.

Preempts 3rd movemen
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Example2a Krenek, Piano Sonata NB, Op. 59 mm. 6471

SEdward T. Cone, i On

"ClaireTaylord a y , AThe Composer & ygleahdCritegadfValuennmpMeid, Krenelo n a |
St r dournaho$theyRpyal Musical Associatidt84 no. 1 (2009), 102.

and

h e

D e r Musia Anialgsis; no. S fOntbbar¥988),”M. Rhet or i
6 Leonard RatneIClassic Music: Expression, Form, and StN&ew York: Schirmer, 198026-27.
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It is also noteworthy how Krenek places thesegmptive moments: in the opening
of the development section, in quick succession, as parenthetical functions. Similarly, the
opening of the second part of the (rounded binary) thirdrement is a literal
representation of his early dabbling in dodecaphony. Exaiples possiblyone of
Krenekos f i atvelvetone . The poinhosillusirdting these two examples
is to show Krenekods tr eat nmosttexparimentdlewv el o p m
adherence to conventional form, or in the words of Marianne Ki€idyert, allowing a
nonstandard vocabulary to speak (in contrast to Stravirfsky)s, therefore, not a
contention of tradition, but allowing peslassical infuences to infiltrate the conventions

of the design. The distinction between this approach, and something considered more

Aappositional 6, i s important in the discus
1, ( T
R = .
4 T b .ﬁ = -.;ﬁ
- T rk_%f i .zw.
}-\' ——— Jf%\> 2= = | = —
e e %
= o I = ool
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Brief venture into dodecaphony

Example b: Krenek,Piano Sonata No. 2, Op. 59nm. 5860

A subsequent thematic modification process to be used in a different context is
identified by William Caplin as | iquidatioa

fragmentation. As seen from Exam@Be(which use just the head of the theme), the

8 Marianne KielianGilbert,iSt r avi nskyodos Contrasts: Contradiction a
Music, ®he Journal oMusicology9, no. 4 (Autumn 1991), 463.



original theme is modified in a way that depicts a different musical topic, the heart of

Classical contrast exhibited in a single theme.

Location of theme Primary Theme Secondary theme Development
(head of theme)

stringendo . Allegro con fuoco
) I~ a . |
Thematic - : 7 Y
lllustration 1 fan s T fonergico =
,_:,b ‘.h va I I ; E
Implied Topic Sarabande Jazz Hocketus

Example 3: Krenek, Piano Sonata Na. Popical usage instmovement

Another feature of the first movement is its extension of the thematic
transformation principle exhibited by Liszt. In conventional thematic transformation, the
reuse of thematic material occurs in a changed characterization, usually depicted by a
changen harmonic context, volume or tempo. In the Sonata, the recapitulation is not just
an application of thematic transformation, it is barely recognizable as thematic material.
The melodic content and meter is different, in fact, the only clue that identifees a

recapitulation is the tonality asserted by the bass (shown in Example 4a and 4b).

Interestingly, the recapitulation also begins on the flattened tonic of G flat. The

~

emphasis on Aflato regions in thaeheorigstapitul

but of course, this emphasis refers to flatter areas in relation to the circle of fifths. The

9 William E. Caplin,Classical Form: A Theory of Formal Functions for the Instrumental Music of Haydn,
Mozart, and BeethovegiiNew York: Oxford University Press, 1998), 165.



|l iteral depiction of -tinalldepictioreosharnong flugavays t s

from a centric point, which occurs extensivelywenieth-centuryneatonal repertoire.

4 Moderato, comedo
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Example 4aKrenek, Piano Sonata Noi2 (Primary theme, Expositign
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G flat: I . sempre largamente

Example 4bKrenek, Piano Sonata Noi 2 (Primary theme, Recapitulatipn
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2.2. Peter Mennin: Fivé&iano Pieces (1949)

Despite being unambiguously modernistic in terms of metric irregularity and tonal
language, this set of five pieces is saturated with allusions to Baroque and Classical
aesthetics, encompassing areas of formal functions, thematidagtarmm its unrelenting
perpetual motion. In fact, it was originally titledPartita, which already indicates his

intention in terms of design.

Menninds compositional styl e, i n gener a
as a Traditional Modernist:lessoncer ned wi th creating an ide
and an emphasis on a symphonic sound pafe&andwiched between his fourth and fifth
symphonies, this work encompasses such characteristics, yet maintaining pianistic

brilliance and economical age of (mostly) twepart counterpoint.

However, Simmonsoé distinction between Tri
the |l atter being distimewmitsuhed mugnuasti r e/tad rul
risk of painting neoclassicists under admdrush. The use of neoclassicism as satire or
contention serves as a counterexampl e, t o
regressive deviation disappean purely retrospective take on eighteeotimtury musical
values would simply serve a revetiahtfunction, and composers such as Mennin go
beyond that by questioning the conventions of an implied design. The strategic use metrical

modulation exemplifies this, elaborated below.

0wWalter SimmonsMusic of William Schumanjincent Persichetti, and Peter Mennin: Voices of Stone
and Stee(Lanham, MD: Scarecrow Press, 2011), 9.

1 bid.

2 RichardTaruskin, The Danger of Music and Other Adftopian Essay$Berkeley, CA: University of
California Press, 2009365.



ElI'li ottt Carterds metrical mo d uperhdps on i n
exploited by Mennin. In both sonatas, the notion of the unchanging timét sanctity of
the perpetual motion, remains undisturbed while phrases portray an accelerando and rubato

through their changing meter amidst an unchanging smallest ti@tsixteenth not&

Example 5a and 5b illustrate how both Carter and Mennin portray a deterministic
rubato of phrases. In both cases, the smallest unit (sixtaetghis played at a constant
speed amidst a rapidly changing meter. Since we do know déna¢tpal motion is not
traditionally associated with phrase irregularity, i.e. added values and additive rhythms
(even if it is associated with phrase asymmetry), this clash of period styles is a clear
illustration of a musical anachronism, as defined rthia Hyde'* Specifically, we are

forced to notice the anachronism between perpetual motion and irregular meter.

But more i mportantly, Menninds metrical
terms of the overall form of the movement, the metrical medohui serves as a Baroque
Fortspinnungafter a fugal exposition. It goes beyond a mere anachranigerhaps an
application of what KieliarGilbert describes as appositional terffhii.is a literal take on

the phrase asymmetry of a typi€artspinnung highlightingmetricasymmetry.

BRichard Franko Gol dman, TheMiuseal Quareiys, nm 2 (AdEll195¥)ot t Car t
151-170.

“Martha Hyde, AiNeocl assi c andCemtawrhy Mddia Bidgogy,co | mpul s e
Spectruni8, no. 2 (Autumn 1996205.

BMarianneKielian-Gi | bert, AStravinskyo6s Contrasts: Contradic
Mu s i Tbe Journal of Musicolog9, no. 4 (Autumn 1991),51.
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Example 5bMennin, Five Piano Pieces, llI

The opening lefhand accompaniment in tHerelude serves a greater unifying
purposei an inexact inversion of the fir§ive notes becomes the theme of the third
movementyVariation-CanzonaSimilarly, the opening of tharia is modified to form the

ostinato in theCanta

10



Adagio (d=52)

clearly articulated

g
jurow n 0 B

A -

gg o V. g g I % : —

b o - T 1

Example 6aPrelude opening Example ®: Aria, opening
R, B =g Andante (4=76)
f%ﬁ#&fﬁg = . ndante
o
Feremmemm e
P =

Example @: Variation-Canzonaopening Example 6dCantg opening

Balanced with a slow second and fourth movement, the third, middle movement is
arguablythe gravitational center die set. Titled/ariation-Canzonamakes a compelling
case for sonata form through the unique presentation of the retransition. A prolonged,
sevennote bass ostinato in the retransition of the set alludes to a tonality centered on A,
perhaps Menni n6s -tonat domimanpeotoragationdbeforeosettling inp o st
the recapitulation of D. This is illustrated in Example 7 and serves as a fine example
illustrating pitch content supporting overall forimor as James Mathes explains, the

coinciding of formal segmentation and changesitich content®

16 James Matheg§,he Analysis of Musical Forupper Saddle River, NJ: Pearson, 20G3y7.

11
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Example 7Mennin,Variation-Canzona mm. 8691 (implied dominankey areq

2.3. John Ireland: Piano Songte920)

Written ata time when the neoclassical aesthetic was about to reach full bloom in
France and Germany, this piece might appear conservative relative to contemporaneous
works. Tonally, this work alludes strongly to Debussy with its heavy emphasis on color,
and a pldtora of ninths, elevenths, and thirteenths. However, it bears the progressive
tendencies overlooked in composers such as Rachmaninoff, similarly criticized for being
a reactionary against moderni sm. Il n Rachma
innovation employed, labelled inttanal chromaticism. Yasser describes iritmal
chromaticism as the use of fAaltered chords
of a single or, at %A argue tha thecuse of nwdithdonginam | oi t e
relationships within the constraints of conventional tonal progression, in this Sonata, shows

the same type of tonal progressiveness exhibited in Rachmaninoff.

7Josepfirasser, fAProgressive Te ndaTempo2l @interil®5i5R,LE. hmani nof f
12



The one prevailing tonal relationship that overshadows all others is the use of a tr
tone as a secondary pole. The most conspicuous evidence is the key relation of the second
movement to the outer movements. Furthermore, in both outer movements, B flat functions
as a modified dominant. Such a terminology can be asserted here bechesecdtion
of these tritone key areas. In the first movement, the B flat key area appears in the initial
statement of the secondary theme of the exposition and is reiterated in the closing of the
exposition. In the third movement, the B flat key arepeaps in the beginning of the
subsequent return of the primary theme. Since the first movement is in sonata form and the
third movement is a rounded binary, the B flat tonality supports the overall formal structure

and acts, then, as a substitute dominant.

The use of modified dominants has been used to describe the music of late
Scriabin?® and there is evidence that Ireland did absorb elements of that influence. The
highlighted progression in Example 8 demonstrates what a modified dominant relationship
looks like. The underlying circle of fifths progression is wathsked by the tione on the
off-beats, demonstrating that the-ttthe does not just have structural significance, it

functions as an integral secondary pole at the micro level.

A T | o
N
e £ e — . be s B I
£ b 7o
'--—-.-_. b. ? l. HL‘ - g
B7 E7 A7 D7 GV,

Example 8: IrelandPiano Sonata mm. 182183

BPhilip Ewell, fAScriabin's Sevent Indidha Eheooy R&iem at a:
23 (Spring/Fall 2002), 287.

13

Th



In Example 9, an expressive form of modified dominant takes place, this time
featuring both a sharpening of the fifth (D flat) and a flattened fifth (C flaplying a
dominant chord that resolves to B flat major. The dominant of the V chord (i.e. C natural)

is avoided altogether.

Ss——

V (modified) 16/4

Example 9: IrelandPiano Sonata mm. 4849

Another major feature of this work is the constant usélsflike themes. The
gualification of folklike is important because Ireland had never shown interest in folksong
nor deliberately incorporated them into his mu8id@he most plausible explanation,
therefore, is using these felike tunes as examples obntemporary musical vernacular,

i.e. a topical treatment of phrases.

Example 10 is a perfect manifestation of ari™t8ntury threepart musical
sentence with contrasting topics at the subphrase level. The initial statement (and
subsequent repetition) daconsist of two subphrases, the former sweeping lyricism
balanced by the latter subphrase, scherzdikdoand punctuated with eighth rests. The

continuation (third part of the sentence) then expands on both these two characteristics,

“Nigel Townshend, fAThe AMusid&dettersd4 not 2 (Apfil 19%3),166h | r el and,
14



with the latter scheando half transitioning smoothly into secondary thematic material

(after the double bar).
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Example 10: Ireland?iano Sonata mm. 2238

2.4. Concluding Remarks

While the three works presented in this recital do not fit the traditional neoclassical
mold, Krenek, Mennin and Ireland have, at the very least, absorbed crucial aspects of the
overall aesthetic. Krenek and Ireland maintain traditional musical forms: #sth
movements are in sonata form, and both third movements in rounded binary. Because of
their adherence to formal functions, it also sheds light on the tonal relationship that is of
primary importancé tertian relationships in Krenek and the tritoneil r el and. Me n
forms are relatively loose, in part because of their extended climaxes within each

movement, serving as a distortion to an implied overall form. However, it is a clearly

15



referential: right to thpassaggiike reference in the end oféatthird movement to theota
cambiatain the fourth movement. Taking a leaf from the early serial works of Schoenberg,

a classicizing framework allows a nmnal vocabulary to thrive.

The fact that a work is referential does not make it reverential. Fésnaiions are
used in these works in the traditional sense, such as development functions that serve to
destabilize the norm (e.g. a brief dodecaphonic outing in Krenek). However, these works
challenge the use of tradition through deliberate meansit€ha bepiction of asymmetry
through the stretching of meter inFartspinnungas seen in Mennin, or the modified

dominant polarity of Ireland, suggest a tongueheek reference to tradition.

16



3. Ahistorical NeoclassicisnCarl Nielsen and Ernest Bloch

Neoclassicism is traditionally referred to as a reaction against Romanticism,
especially latsGer man t onal saturati on. Scott Me s s i
intended to derogate the nineteentle nt ur y Ge r¥%fhinpresentatienaigneto 0
challenge this stereotypical claim, emphasizing more on the role of neoclassicism and
retrospectivism in deviating from a larger comnmactice lineage. The purpose of
programming these two works is to highlight neoclassicism and retrospechs a
reacton againstinearity of musical tradition, of which a rejection of the immediate past,

i.e. nineteentitentury late Romanticism, is péripheraimportance.

While we can acknowledge that neoclassical forefathers Stravinsky and Hindemith
didnotgopabout #dAforfeit[ing] t?ieistemptingtp assumeé i on s
that a nedonal context sets them apart from the plethora of retrospective compositions
t hat cannot be |l abel |l ed as neocl assical
prese vati ve r °¢ of tthe wWeomedr tonal gsystem implies that a {tostl

vocabulary is essential fpreservinghe modernist aspeof neoclassicism

Peter Burkhol der 6s rddnafsiici twirant tefn mwyd
obsessed with the musicpla s t and with thei?capuresttee i n 1

perpetuallyrelevantrelationship of new music to past musitis chapteaims to address

20 Scott MessingNeoclassicism in Music: From the Genesis of the Concept through the
Schoenberg/Stravinsky PolenfAnn Arbor, MI: UMI Research Press: 1988), 153.

21 Richard TaruskinThe Danger of Music and other Afftopian Essay$¢Berkeley, CA: University of
CaliforniaPress, 2009382

221bid., 383.

2)J., Peter Burkhol dei€eniiBragh 84 aisd$@ectBryMutid iwelich o
(Summer 1984), 76.

17



how retrospective and neoclassical impulsedin e | Synphorssk Sute nd Bl oc hds
Piano Sonataalign more closely withthis definition This is despitéNielsen and Bloch
utilizing a tonal vocabulary that, pl aced

archaic.

3.1. Reinforcing the ahistorical notion

Ni e | sSgmploosisk Suités a typical exampleof what Walter Frisch, in
describing the works of Max Reger, would label as historical modernism. While Frisch
makes a distinction between Regero6s histor
emphasizes that Reger was going beyond a reverential inean t of Bach: Ah
included himself among the fAmodernso 1|i ke
which one could revere the older masters ¢
takes fromi and turns againgt Ri e m &*Frischoexphins that Reger, unlike Hugo

Riemann, dichotview Bach as a towering, unsurpassable figure.

Early neoclassicism shows a similar, deliberate swerve away from reverential
treatment. Regardin@ulcinella Stravinsky followed a similar line of thought in his
autobiography, claiming Arespect al one r e m:
or creative factor.o Therefore, while retr
for neoclassicisi?® both retrospectivism and neoclassicism embody #ane

imet amor phi c®anmcermead swmi, ©h fAbringing the

#WalterFrisch,i Reger ' s Bach an d,0d-CGentuwyrMusids,sno. 23\EaktfSpring i s m

2001-02), 301.

25 Taruskin (2009)386.

®Martha Hyde, ANeocl assi c andCeémtauw rhy MMia Bidodgy,cd | mpul s e
Spectruni8, no. 2 (Autumn, 1996205.

18



specific past and making t h#%ThdisshyaHydee bet
asserts that reverential imitation does not produce a large body of mastefibmiayse
composers like Nielsen and Bloch consciously make their works meaningful in relation to

the legacy that they connotate.

Whi | e Ni el mimafdacienewbarogke, iiisfar from an outright rejection
of nineteentkcentury aesthetics. As Chesl Rosen states, the impulsive energy of the
Romantic work is no longer a polarized dissonance and an articulated rhythm, but the
familiar Baroque sequenéThe sequencing used in both Nielsen and Bloch relies on
heavily expanded metrical units, which Eahdt Cone defines as the hypermeastiseich
that the focus of the sequence is not on the general direction of one sequence (as in the case
of a Bach sequence), but the general intensification of multiple sequences in succession.
Examples laand 1billustr at e t he fAsequence of wUsEMuences

Brahmslike crossrhythms highlighting the nineteentbentury usage of the word.

An important distinction between the hypermeasure usage in Exaniglesn
11bis that in the Bloch Sonata, the phrase elision over thertgais much more prominent,
further complicated by the changing meter that is not seen in Nidleenantimetrical
principle is the hallmark of late Romanticism, as Cone notes, being petiiaampant in

Strauss, Mahler and Debus8yTherefore, while both works bring the importance of the

27 |bid.

28 bid., 210.

29 CharlesRosen,TheClassical StyléNew York: W.W. Norton & Company, Inc, 19Y,1515.

30 Edward T. ConeMusical Form and Musical Performan¢Brinceton, NJ: W.W. Norton & Company,
1968), 81.

311bid., 82.
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Baroque sequence to a different level, the perceived romanticism of Bloch can be attributed

to its metricirregularity.
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Example 1a: NielsenSymphonisk Suitél i mm. 5565

20



Seq I (eI|S|on) " Seq II

.oa Izu[u}

———
cq

!! o — ;’ e ”-’: = Ce
e 5:_9;L sion) 7
= KT: tﬁ \7 _‘_:;

o

e

Example 1b: Bloch Piano Sonata il mm. 6677

What | have just described can be vievedohg a broader continuutowards the
overall breakdown of met€Figure 12) The nineteentkcentury antimetrical principle is
an extension of the Barogueortspinnung While the goal of thd-ortspinnungis an
elongation of phrase, tlati-metrical principle goes a step furthesing the hypermeasure
to achieve arlongaton of sequenceThis breakdown of meter eventually culminates in
its final form in thewentiethcentury through metrical modulation. The elongatiomefer
is the modermperspectivef phrase asymmetry, where metric predominance has been fully

replaced with motivic predominae. Composers like Elliott Carteand Peter Mennin
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relentlessly use phrase elisions and added values to support the rhythmic profile of the

motif, changing the meter as necessatythis point, he breakdown of meter is complete.

Metric Moti vi c
pr edomi nan pr edomi
Fortspi Andmietri cal Metric

Use ypferhmeasur e modul at
Use of phr.

El ongati ot El ongade pwme rod Elongation of meter

Figure 2: An illustration of thebreakdown of meter

A final syntactical connection between the Baroque and Romantic is the concept of
tiered polyphony. First i ntroduced to des
expounded upon by Brahms, whose usage in Op. 79 No. 2was dessribddat r i ct | y t
(Example13a) 32 The use of strictly tiered is primarily due to the soprano being locked in
a fournote pitch cell, irregular rhythms in the bass, with the top, middle and lower voices
each asserting their own rhythmic identity, resgiltin metric layering. Exampl&3b in
the third movement of th&ymphonisk Suitehows a very similar pattern. While the
broader concept of metric layering found its home in the Baroque, strictly tiered polyphony
has its roots from the German choral preléti@here thecantus firmugechnique is an

invitation for metric layering andoinciding of pitch content between faster and slewer

2Brent Auerbach, ATiered Polyphony and I|Its Deter min
B r a h dosirnabof Music Theor$2, no. 2 (Fall 2008), 288.
33 |bid., 282.
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moving voices. This is a defining feature that allows our ears to considsytmghonisk

Suiteas neebaroque.

Molto pa.ssionato,ma‘pon troppo Allegro. 0p.79 No2.
m.S, 7.8,
P Pl
/N -7 - i b 1 . ;
= : L

* i W
' O —
=

LockedHn pitch ceft

Examplel3a: BrahmsOp. 79 No. 2 mm.1-3
Lockedin pitch cell

Examplel3b: Nielsen Symphonisk Suitél T mm. 7580

3.2. Thematic Recall

The thematic recall in thmiddle of thefourth movementf N i e | Syenphdrask
Suitebrings back materidfom all three preceding movemernitilike the cyclic usage in,
say, Franckds D minor Symphony or Bruckner
bring the weight of the overall theme back to centersttge Ni el send6s case,

isndot an overall t h e meEach bf the m@/emeritsehbveithe g 1 mg

23



defining affekts and associated themesnd the cyclic device in the fourth movement

highlights all of these.

Nielsen is looking further back to Beethoven, where the recalling serves a formal
function: such as Beethoven Op. 27 No. 1 (limited to a camayufunction) or his Ninth
Symphony (limited to an introductory function). In tBgmphonisk Suitenost of the
cyclicity is contained within a sonateondo episode serving an episodic function.
Therefore,Da ni el Gr i ml ey 8ymphaniskaSuije t @éat urtihreg an
modernist coexistenced due to cycPmaestty co
be interpreted with cautiol€yclicity in the context of Beethoven andiaeteentkcentury

usage of the ternshould be clearly distinguished.

Whil e Bloch was said to have fifurthered
as a compos & théPiaforSonatdasIn® & feaction against romanticism. In
fact, it utterly reeks of nineteenttentury characteristics: the joining of movements, the
cumulative usage of thematic material, and possible programmatic intent. Exinple
shows five main recurring themes useth r o u g h o Biano Sohataceitetated in all
movements in various capacities. Cyclic form, an integral component of the nineteenth
century symphony, is used to describe a unity of themes across movements. The idea of a
fiseed 3%whereioe,priripal motif is used to derive subsequent motifs, can at least

be appliedowardsThemes C and D: Theme D is an augmentation of Theme C.

34DanielGr i ml ey, #Ao6Tonality, Clarity, StarelngNihél:s é&sesd uP
Mu s i Musico& Letters36, no. 2 (May 2005209.

35Charles BrotmaniT he Wi nner Loses: Er n dmdricaBMusid6hnoadnd Hi s Ame
(Winter 1998), 440.

36 Constantin FlorosGustav Mahler and the symphony of the I&thtury trans. Neil K. Morar{Frankfurt

am Main PL Academic ResearcR014, 45.
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A feature of nineteenth ent ury cycl ic f or mM'wheetiieenh an
final movement summarizes previously stated motifs through an intensification. The same
concept can be appi e d t oPiardlSonathab least for Themes A, B and E (in
Example 14): the final reinstatement of these two themes, in the coda of the third
movement, is highly dramatic. Additionally, Theme A serves ke#traythm defined by

its prolific French Overture dotted rhythm, while Theme B identifies as a bass ostinato.

A departure from Liszt, who tends to avoid introducing new motifs in later
Aimovement sdo and instead rehashing all prec
both movements (seExampled5a andl5b) isnew anddefinesits respectiveaffektas a

Pastoral and March.

semplice Moderato alla Marcia
I-’_—__.—:\ Atk o = A
S \ =
Ppp ( fé'u/u'o’/),/u’xun)ﬂ’
R G emp—— = o 1
5_4__;{&‘ = T
he = V& 3@ =
L * o R
Examplel5a: Bloch Piano Sonata ll, Examplel5b: Bloch Piano Sonata lll,
APastoral o AMar cho

Furthermore, these motifs serve as what Cone termexaigral motifs, aiding
expression rather than structd?d@.he distinction between this type of motifs, and what we
generally understand as motifs susceptible to motivic development (Themes A thrpugh E)
is crucial because that helps us understand that the primary function of these two themes is

to underscore the entire movement os musi ca

37 Ibid., 46.
Edward T. Cone, @AOn Der MusiaAnalysif,; no.S (Ootobar1987),280. Rhet or i
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of textural motifs 1is al so r epriaciplesdoftheo RO s €
Bar o% inenibeteenticentury music in terms of impulsive energy and rhythmic
homogeneity. Both deal with the consistency of musitfaktwithin a movement, and this

is largely rel evant Symphdnibkeuitd i asncdu slse sosn sod il

Piano Sonata

This is a fine distinction between both works. In Bloch, thematic recall is
cumulative and transformative, in Nielsen, thematic recall is subordinate to an overall
architecture. There lies the claim of Bloch beingenorir omant i co0. The sus
motif to character transformation is exploited in the nineteeatttury, not the eighteenth.

In a Classical context, thematic recall is peripheral to overall structure. Bloch has more
susceptible motifs, therefore@tiing closer to nineteenttentury ideals. The susceptibility

of motifs is also a nineteenttentury application of musical topics, where a sign is
transformed into a (more general) symbol: a leitmotif, for instance, is not necessarily
associated with coatmporaneous musical vernaculaimstead, serving a larger unifying

pur pose. I n Nielsenbds case, however, the t
the use of textural motifs redundant. The recalling in the final movement, reintroducing

first, second and third movement material utaession, is easily recognizable by the

listener because the individual movematfitktsare retained.

Frisch describes the Brahmsdé cyclicity

how far we have comeo, i n ref eingghemeerignt o t he

%9 Rosen (971), 515
40V, Kofi Agawu, Playing WithSigns(Princeton, NJ: Princeton University Press, 1991), 138.
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at the end of the final movemehtere lies a prerequisite for this compositional technique:
the cyclicity is a strict one, connecting only the last movement to thé%ikst. e | s en 0 s
Symphonisk Suiteomes very close to this approach, isufar from a mere reinstatement.

While thematic recall is confined to the last movement, mainly within a sooatk

episode the coda unexpectedly recalls thetfimovemengagain(Examplel6a andl6b).

Here, it references part of a theme thaas neerbeen recalled before.
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Examplel6a: NielsenSymphonisk Suitef mm. - Examplel6b: Nielsen Symphonisk

2

In addition, Nielsen proceeds to demonstrate the thematic integration of all four
movements, combining the intervallic and rhythmic identities of motifs from each of the
four movements: the descending scalic passage from the first movement, the syncopated
rhythm in the second movement, the ascending fourth interval from the third movement

and falling thirds from the final movement (Exampée). This is considerably in line with

Frischds description of

V“'" A

VG!’\ A

s

o el

i

SuitelV T mm. 125130

Br ahms @iinthigsdasec i t y:

not just through an enhanced recurrence, but rHawsd thematic interplay.

“Wal ter Frisch, @AThe Snake
Journal of Musicolog®2, no. 1 (Winter 2005), 158.
42 bid., 157.
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Examplel6c: Nielsen Symphonisk Suité/ i mm. 135143

Li ke Nielsen, Blochdés Piano Sonata feat
its end: the opening ostinato of the exposition of the first movement (denoted as Theme B

in Examplel4) is reinstated in the ending of the final movement (Exahple
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Examplel7: Bloch Piano Sonata lll, ending
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Il n contrast wi t h Ni el sen, the enhanced
t hroughout al | movements and is not a str
recurrence of Theme B is not aymdmic enhancement. Markenhisterioso and
pianississimoit is an eerie, final reinforcement of the ostinato. We could hardly say that
Bloch earned this cyclicity, because the ostinato has been particularly pervasive and subject

to a different variety ofmotional contexts across movements.

This type of recall serves a more timbral, rather than thematic, function. As
Mari anne Wheel don expl ains, this i1is a defi
version of cyclicity in his String Quartét.In addition an increased level of cyclic
integration is a hallmark of the quartets of Franck and Debussy, considered by highly
contentious French nationalist Vincent doél
cyclic sonata. Accordingly, we are more inclined vi ew Bl ochdés as a
version of cyclicity, and at | east accordi

Romantic writing in the shadow of Franck.

A final feature of <cyclicity t bapable shoul
of cooperating with tWbhenydbioduynmegtobned
referring to how parallel maj or and minor
piano quintet. Both Nielsen and Bloch capitalize on this, and compasthgabproaches
yields some significant oBFsevemeatmateiasa Ni el
reiteration a semitone up, that sets the pretext for the evesttagdeningof the rondo

episode to its eventual final tonality of A major (Exam@dl@a andl8 b ) . Bl ochds r e

43 Marianne Wheeldori} D e b u s lsaySonate aycliqgue ®he Journal of Musicolog®2, no. 4 (Fall
2005),649
44 1bid., 665.
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the cyclic Theme A, first in a D acoustic scale and then in a G acoustic scale, demonstrates
aflatteningof tonality to the subdominaita harmoniaelaxation from the opening which

is tonally centered on D, spilling over from the first movement (Exanflesand18d).

In both cases, cyclic material is used to pivot to a sharper or flatter key area, providing a

coloristic dimension to cyclicity and dditating progressive tonality.
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3.3. Nationalism: Flavor vaNarrative

While neoclassicism is often sought as a reaction to musical purity and aesthetic
value, it has been noted by Grinflegind Fulchef® thatNationalism never took a backseat
despite a fundamental shift t ovaé,indhecaseor e |
of doél ndy, neocl as s i ciNationalism, shroygh thecdelberdtey a p
exclusion of select nineteentlentury Germans from an existing musical linetge.
Nationalismand Universalisnare two sides of the same coin. Niels& sviatibnfrom the
overtly chromaticstyle of Reger, a key figure along the Gerrmfarstrian lineage at the
turn of the centuryis accompanied witha nod towardsmasculine Nordic musical

aesthetics.

However, wlike Bloch,folk inflections in Nielsen & not a fundamental pillar to
overall structure. The primary directional impulse in each movement is the Baroque
sequence, with the folk flavor as a finishing toiica fAr egi on al variant o
tradition8 In fact, it is more Brahmsian than it iBishi the opening falling thirds from
the third movement of thBuitehave been compared to opening of the second movement
of the F minor Sonat&.Perhaps the most prominent folk injectiojust enough to make

its presence felt is his obsession with the flattenel & a substitute to the leading téhe.

This implied flattened ¥is seen in the first measure of the second and fourth movements.

45 Grimley (2005), 216.

“%Jane F. Fulcher, fAThe Composer as Intellectual: 1d
Ne o c | a sEhe Jourralrof Musicolog¥7, no. 2 (Spring 1999), 198.

4"Wheeldon (2005)560.

%John C. G. Wat er hous eThe KusicabTinesk®, noR1&&8¢June 19653, 426.d : | , O
®Mina F. Miller, fACarl Nielseno6s TonabllegeMusizuage: An
Symposiun22 no. 1 (Spring 1982), 37.

Ni els Krabbe, AA Survey of t he2OVrBigtestSecond Begiesé4t i on o
no. 1 (Sep 2007), 46.
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In contrast, Bl ochds wuse of moti f s, wh i
necessary to the underlying narrative that Bloch is trying to portray. An example is the
extensive use the Phrygian Dominant scale, explicitly spelled out in the closingothord
the first movement and an identical, softer repetition in the opening chord of the second
movement (Examplé@9a and19b). Special attention should be paid here: this is typical
nineteentkcentury syntax a reordering of a closing function as an operiurgetion in a
separate context.In addition, the French Overture rhythms in Exari§la serve both an
introductory and closing function for the first movemipmphasizing the role of cyclicity
not just across movements, ithin movements. The undgrg case in point here is the
use of nationalistic flavor to support an underlying narrative, which is rampant in
nineteentc e nt ur vy musi c. For exampl e, Mendel ss.
Overturebs four closur al ¢ hssiondwhichssepast e a s
or i e P (Tledsimdar gesture in Bloch is in line with the Romantic narrative of

transporting the listener to another world, creating a radical contrast in context.
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Examplel9a: Bloch Piano Sonata I, ending

51 Agawu (1991)138.
52 Raymond MonelleThe Sense of Music: Semiotic Essdlpsinceton, NJ: Princeton University Press
2000), 84
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Examplel9b: Bloch Piano Sonata Il, opening

Bl ochds final movement is described as
the Hebrew race at a time when justiPce tow
This is largely attributable to the concept of enhanced remgrehTheme B (Example
20a and20b). The final ostinato of Theme B, outlined in Examide not only serves as

a timbral recall; it is a chilling depiction what was to be the Final Solution.
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Example20a: Bloch Piano Sonata lll Example20b: Bloch Piano Sonata |l
Theme A (Coda) Theme B (Coda)

3.4. Concluding Remarks

Both Nielsen and Bloch are considered musical independents, and not part of a

prevailing musical school of thought. This meant that they assimilated influences across

Charles Lynn Wheel er, 0 ErAmerisah MBit Teachd®so.8301 o Pi ano N
(NovemberDecember 1980), 24.
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leading figures btheir time and integrated existing stylistic practices. Furthermore, the
nineteentkcentury opposition betweéationalismandUniversalism in music is no longer
meaningfuli the apparent appeal towards the latter can itself be a powerful nationalist
strategy>* Both works are an extension of nineteeo#imturyNationalism either as an

injection of folk flavor (in Nielsen) or to support an underlying narrative (in Bloch).

While the above discussion segments differences in cyclic treatment and
nationalistic tendencies, it is important to note that the two ideas are very much intertwined.
In Nielsen, the stricter treatment of cyclicity is much related to a folk flavor rtthara
narrative. In Bloch, the fluidity of the cyclic form reiterates the thematic transformation
and is therefore fundamental to the overall narrative. The Phrygian Dominant scale, for
instance, permeates the work through theme B and C which are shiscaptitharacter
transformation. However, the underlying mechanisms behind both compositithres
affektin Nielsen and the susceptibility of motivic transformation in Blockuggest an
adherence to a more sequebesed, additive musical syntax thatiienically, closer to

works of the Baroque and Romantic.

54 Richard TaruskinThe Danger of Music and Other Adtftopian Essay¢Berkeley, CA: University of
California Press, 2009293.
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4. An IncidentalAdoption of theNeoclassicaAesthetic

4.1. Roy Harris: Toccata (réesed1949)

An introductory prelude that draws directly from t8g/lus Phantasticusf the
earl vy B ar o gToceata rethbsr thei sevesteententury fantasia 1 used
interchangeably withoccataandricerar T as a freform compositional medium. This
medium, whose most prominent exponent was Frescobaldi, is characterized by the
alternation ofpassagg(fastmoving passages) withffetti (intimate and meditative parts).
Example 21 shows theaffetti section of theToccata The use of consecutive second
inversion chords, which renounce their harmonic function, resembles the medieval

fauxbourdon(false bass) within an organum texture.
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Example2l: Harris,Toccatai mm. 7477

The seventeentbenturyfantasiaalso features slower harmonic rhythm compared
with the | ate Baroque, captured in this wor

languagas relatively conservative, choosing to stay with comstwmre modulation from
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one drawrout harmony to theaxt. A typical example of which is found in thassaggi

shown in Exampl@2 (from D flat major to E major through pivot G sharp/A flat). This, in
combination with what Cowel | and Copl and
polyphony?® (the fughetta seicin in theToccataqualifying as a brief polyphonic venture

at best), made him susceptible to criticism as essentiallye a t iowrgversian sf thé

ageo | d f>°avithin $hé shackles of tradition.
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Example22: Harris,Toccatai mm. 2430

However,the Toccatagives a valuable snapshot into his overall style: he studied
and clashed with Nadia Boulanger over the direction of his Stualyl had an insatiable

desire for creating an American sound. Tleecataheralds the keyboard tradition of the

Dorothy Slepian, f@dAPolyphonic For nihe Musicdl Qleeterly ces i n

33 no. 3 (Jan 1947), 321.
56 |bid.

SLoui se Spizizen, @
4 (Winter 1993), 581.

Johana and R®hgMudieatQuarterty7ridar r yi ng
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sixteenh century, while possessing a melodic w

and lodsenéowswimg closely behind Coplandds

This | ooseness is articulated by Walter
sound as fAloftysendepanmaithe,r &fdsdeswigtonmet r i c
certainly applies to theloccata its changing meters asserting American rhythmic
asymmetries. A more extreme version of this can be found in his Piano Sonata Op. 1
(128), featuring what Nicolas Stwherdmatsiky | ab
expansion and contraction constitute a metric palindrome. In contrast to Europeans, whose
rhythm served as the | argest commorely denomi
coincide with metrical strong bedtscreating two opposing forces between meter and
melody. Thamprovisatory nature of th€occatawas arguably an ideal medium for him

to capitalize on this resulting tension.

4.2. Francis Poulend:es Soirées de NazellEi93031936)

Les Soirées de Nazellssa collection of eight musical portraits of friends whose
identities Poulenc did not reveal, framed Braambuleand aFinalewhich represent self
portraits®> Meant as a source of musical entertainment for his dsem Nazelles in
Touraine, and being his most comprehensive work for piano, its severe underrepresentation

in performance is puzzling. While it might

®Ni col as S| oni m%he Mysicai@uarterlB8ireor 1r(Jars1947), 19.

S9Walter SimmonsMusic of William Schuman, Vincent Persichetti, and Peter Mennin: Voices of Stone
and Stee(Lanham, MD: Scarecrow Press, 2011), 11.

50 Slonimsky (1947)23.

511bid., 32.

62 Nicolas Southoped., Roger Nicholstrans, Francis Poulenc: Articles and InterviewsNotes from the
Heart (Dorchester, UK: Dorset Presz014, 102.
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pi ece, he acknowl edged idnaryesthefiiaexpvassinga t hat
generalized spirit ua%Peapdanénaneasirigly oraanticized mo s p
Poulenc did not sit well with his reputation as a neoclassicist from the previous decade.
Putting this statement in context, the year ofcitsnpletion (1936) was when Poulenc

returned to his Catholic faith after a death of a close friend. Contemporaneousesvith

Soirées de Nazellese other sacred works includibganies a la Vierge noir€l936) and

his Mass in G majo(1937).

Not wit hstandi n gathelwisn radigion &nsl Fréenahrfalklore were
both political points of contention during this period, and aesthetic legitimacy was
politicized. Poul enc 6 s mightbeiatgleasi im part relatéol ue nc e
his hostility towards the shelived Popular Front, a party that capitalized on the-anti
clerical sentiment of the French RevolutftiiSe e ki ng t o emul ate the 0
rust i c % of Frpnich peasantyptayers, religious connotatio®du | encds ou't

during the period could not go unnoticed with the present political climate.

There are traces of this ibes Soirées de Nazellesiost prominently in the
penultimateCadencefeaturing an organuwilike passage over a single pedal (Exan2@le
Not surprisingly, this allusion to medieval organum only appears in his own musical

portrait.

53 |bid., 100.

64 JaneF. Fulcher,iMusical Style, Meaning, and Politics in France onEle of the Second World Waro
The Journal of Musicolog¥3 no. 4 (Autumn 1995), 434.

85 |bid.
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Example23: PoulenclLes Soirées de Nazellgsadencé mm. 1-3

The tonal language of Poulenc overlaps considerably with that of Prokofiev. Shock
tactics and disruptive musical gestur¥shallmarks of the Piano Sonatas of Sergei
Prokofi ev, find themsled Soeées da Nazdtie€engal to N P o u
Prokofievds tonal | anguage is the concept
Aexpandt onal ityo as opp 0 the ldttertbeing @& Wagnerian di s s
tradition. As Richard Bass aptly puts acr

di atonic syntax ar® not in strict agreemen

Chromatic displacement features prominerittyLes Soirées de Nazellei
Example24a and24b, the minor second clash in the Jefind provides two alternative
diatonic interpretations. Exam@da could be interpreted as a diminished (if E) or German
7" (if E flat), while Example24b could be interpreted as a domindh(i7 F) or secondary
dominant (if F sharp). In both cases, either diatonic possibility is viable, but the
simultaneous attack on both notes creates the illusion that one note is vinoag)s

preparation or resolution is necessary.

Christina K. Guillaumier, #fAAmbi g uobSesgeiRtokdfieyroni sm: Th
Tempo65 no. 256 (April 2011), 27.

’Ri chard Bass$sechhi ghief iod v & $ r MusiaAnalysis,ca. 2 (Fulyda8®,ment , o
199.

40



gt : : b o S e T
s‘#_-, S—T——% ig—~ b%—':’;i’:’:
o T — —  — S —
I id __ Eeee e fae o PRI e o PN
-v ’- [- l I :l" 7 } 1 T 1

Example24b: Poulencl.es Soirées de Nazelladll i mm. 2324

I n relating both Prokofi ev Ctassidal f®mal| encd
functions, Deborah Rifkin distinguishes mild, moderate and extraodern tonal phrases,
the degree determined by their l evel of d
achieved when formal design and veleading structure clash, d@nsurface design
considerations (i.e. whether the accompaniment texture changes to accommodate the
chromatic intervention}® Extrememodern tonal phrases occur when there is a temporary

absence of goalirected melodic motion.

General ly, P sstauttiees doonst cqgmpromise khelodic motion, and
tonal phrases are either classified as mild or moderate. A typical example of a moderate
modern tonal phrase iIis shown bel ow, both b

25a) and the sixth movemeritloes Soirées de Nazell@&sxample25b).

%De b or ah MBRking ikModern: Ofiromaticism and Phrase Structure in Twer@ethtury Tonal
Music, dheory and Practic81 (2006), 143.
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Antecedent phrase
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Consequent phrase
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Harmonic disruption to cadence
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Example25a: Prokofiev, Sonata No. 5,illmm. 1-8 as quoted by Deborah RifR

Antecedenphrase
Tres rapide et bien sec a=92 tras articuld
s & &b
* h 1 1 L . I
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Example25b: PoulenclLes Soirées de Nazell@dll i mm. 111

89 1bid., 135.
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In both cases, the stayise progression maintains the geaiented motion to the
cadence, but it does feature some disruptive harmonic and textural changes (surface design
considerations). However, the adherence to an-bighperiodic structure still maintains
Wi | | i am G@Geep of tightlgkeit canstruction (characterized by, namely, cadential
confirmation and symmetrical phrase groupinddh Haydn or Mozart, such disruptive
harmonic changes, referred to by Rifkin as remote chromaticism, loosens periodic
structures. In Pdanc and Prokofiev, however, periodicity is unaffecieds if the

disruption never happened.

4.3. Alexei Stanchinsky: Five Canon Preludes (1908/1913)

The five canon preludes of Alexei Stanchinsky represent the only known works of
the composer written with sudltrict imitation.Thesecanon prelude@part fromthe one

in B minor)were written a year before his untimely death.

Canonic interval Time interval betweer Implied no. of
dux& comes voices
C major 5t inversion 2 measures 2
G major Unison 1 measure 3
E mixolydian Unison and # 1 measure 4
E flat minor/G flat major 4™, augmentation 1/3 measure 2
B minor Unison 4 measures 2

Figure 26:Canonicr el at i onshi ps of Stanchinskyds

St a n ¢ h choice bfyanaenic and time intervals for all five preludes are shown
in the table above. In contrast withaveice adi ng canon, Stanchi nsk

intervali other than unison is the subdominant, considered a prohibited canonic interval

OWilliam E. Caplin,Classical Form: A Theory of Formal Functions for the Instrumental Music of Haydn,
Mozart, and BeethoveiiNew York: Oxford University Press, 19987.
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in seventeentitentury canonic literature due to voieading concerné: Nineteenth and
twentiethcentury composers of canonic literature generally do not subject themselves to
such constraints, and Stanchinsky does so by avoiding the concept of a stacked canon,
where voices enter at equal time intervals as well as at sitralamonic intervalg?
Stanchinsky does not meet the second criterion, since subsequent intervallic entries

resemble more of a fugal response.

In the five canon preludes, Stanchinsky often treats the head dfxfas a fugal
subject and uses that durat@s a point of imitation. Therefore, themesappears as real
or tonal answers, resulting in the blurring between canon and fugal fortims two
distinguished as strict vs. free oratiGriThis is further complicated by the presence of a
clear exposition rd/or recapitulation section or the presence of countersubject material.
This blurring of canon and fugal forms is especially relevant in the discussion of the canon
preludes in C and E mixolydian, and less so in the canon preludes in G flat major and B

minor, while the canon prelude in G alludes to sonata form.

Like his two published piano sonatas,
evident in two of the five canon preludes (5/2 in the G major prelude and 7/8 in the E
mixolydian prelude). He takes aahtage of this to feature a rhythmic palindrome in the
dux of the E mixolydian prelude, and an inexact rhythmic palindrome in the G major
prelude. Incidentally, these two canon preludes deviate most from a traditional canon, as

the heads of both canonialgects aralistinguishedrom the rest of the canonic material.

TDenisCollins,iBach' s Occasional Canon BWV 1073 and "Stack
Eighteenth Centurg Bach33, no. 2 (2002)21.

72 bid., 16.

“Gregory G. But | er Jourdraf gusie Theort no R {Spring 1977}, 640
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The canon prelude in E mixolydian focuses on the head oflilelasting a
measure, as a qudsigal subject. Subsequent subject entrances, even when two subjects
appear together, are stgeparated a measure apart, rather than a few measures apart,
emphasizing the head of the subject in the foreground, while relegating the rest of the

canonic material to countersubject or peripheral importance (see Ex2mple
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Example27: StanchinskyCanon Prelude in E mixolydidnmm. 1317

The canon prelude in G is an anomaly even for this peculiar set of canon preludes,
as it alludes to Sonata form. First, it has an expository section, clearly defined by the repeat
sign. The introduction of subsegnt material introduces harmonic instability, suggesting
a developmental function of canonic material. A closer look at the development section

shows the canonic imitation being passed from the middle to lower to upper voice,
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representing a chain of in@dtal invertible counterpoints that is prevalent in the entire set

(Example28).
Motif A
(middle)

- T ol R4 TI 4.2 4.4
I(\Aogng) m—— i | = | 2 eaf T _+%4 325 T£3
miadie — — e = s

Fe =T = e T e
M —_— — crescendo
Motif A r q | | 1 —
I - _ 2 P - . 2 t —"_l- 1] /—'_\
(lower) ) - 2 —== = = = | ‘1‘_ [ I
D= ] * e ;—‘_._—::ﬁ
~— m— —— e - s
B ‘ ) l“-'--._____,_"i ~——— e
poco allargando
Motif A = 2 - L> 2 = > ritard.
- _‘,,. Di _‘:'{ - > = = .;- - = > - ==
o B B ElEii sim g pif
Motif C
(middle)
Motif B
(bottom)
Motif B
(top)
Dux
(falsere
Motif C
(bottom)

Example28: Stanchinsky, Canon Prelude in G mdjonm. 912
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In a fugal context, the rhetoric of invertible counterpoint is a form of opposition to
elevate the primary theme relative to the other theéfhisthis example, however, the
invertible counterpoint brings a new theme, motif A, to primary importance within the
development section. The reentry of thextoward the end of the development resembles
a false recapitulation (an inexact repetition af triginaldux), the actual recapitulation
occurring with a decisive key change two measures later. These deviations from traditional
sonata formi a new theme in the development section and a false recapitulagicn
certainly not unusual in Classic nmeisbut their appearance within a strict canonic

framework is exceptional.

4.4. Arno Babajanian: Polyphonic Sonata (1956)

Keyboard music was |l argely i mmune to t he
its way into Soviet music since the 1930s. The concepbweBRealism embodied three
ideas: content over formalism, an elemeniNaftionalismand accessibility, and party
mindednes$ Howe v er composers were stildl all owe
example, in a learned style) which did not embody a progratic idea, as long as it

sounded patriotic or at least optimistic in tone and still accessible to the rffasses.

In this respect, the music of Arno Babajanian naturally adheres to the mainstream,
drawing from Armenian folk melodies while still carrying theroism and virtuosity of

Russian pianistomposers, of whom Sergei Rachmaninoff is a prime example. Considered

"1bid., 90.

> David G.Tompkins,Composing the Party Line: Music and Politics in Early Cold War Poland and East
Germany(West Lafayette, IN: Purdue University Pre2813, 18.

6 George GWeickhardtji Di ct at or shi p and Music: How R@ssian Mus
Russian Histong1 no. 1/2 (Springsummer 2004)125.
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a Aimiddle groupd composer, Babaj a-grouadn was
that produced swaths of Soviet music that synthesizedraldnew techniques, keeping

their dissonance threshold contemporaneous with works written in the 18885 olden

Age of interwar neoclassicism. Music written by these composers naturally received more
praise at home than abrofdas it steered clear diunacceptedo pract.i

dodecaphony and other evolving modernistic compositional techniques.

It is therefore surprising that Babajanian later witePictures for Pian¢1964),
which hybridizes twelvgone structures, at a time when dodecaphors/fadoidden, with
intonations borrowed from traditional Armenian muSié possible intention was for it to
serve as Adrawer musico, and to present it
Such was the case with the chamber music of Shostakbvieh genre was deemed less
threatening than a larggeale orchestral work. It was likely that piano music was
considered as fAsafeo as chamber musi c. I n
Heroic Balladeg(1950) would have already appeased tiggme, allowing him to take some

calculated risks.

Sandwi ched between the aforemgraound, oned
neoclassical impulse in thiolyphonic Sonatél956) might be considered as passé by the
West. But it certainly was representativeaddoviet middleground work that safeguarded

his reputation. The sonata also appears to

7" Boris SchwarzMusic and Musical Life in Soviet Rus¢Bloomington, IN: Indiana University Press,
1983) 449.

"8 1bid., 450.

7® Levon HakobianMusic of the Soviet Age 191B87(Stockholm, Sweden: Melos Music Literature,
1998), 222.

80 Weickhardt (2004), 133.
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movement having its own fugal exposition. Nonetheless, the incessant laments through the
descending twamote slurs irthe fugal subject of the second movement (Exar2@d¢, and

a parodistic take dDies Iraein the third provide some extramusical context beyond its
traditional form. The latter (Examplg9b) contains the opening notes of the original
plainchant (except fahe raised seventh in the third measure). The rhythmic profile of the
third movement resembles a Dan®ethafdth®e at h
Maidenand theSaltarelloi n Mendel ssohndés dAltaliano Symp
Death in a moduaistic context creates an additional dimension of musical influence: Dance

of Death is traditionally a nineteertientury topic, which in turn derives from medieval

literary topics®® Therefore, the use of this topic hinges on both-cmmemporaneous

literary and musical codes.
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Example29b: Babajanian, Polyphonic Sonata,illinm. 14

81 Raymond MonelleThe Sense of Music: Semiotic Essdlysinceton, NJ: Princeton University Press,
2000), 20.
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Babajanianis adept at integrating fugal technique across the three movements,
labelled Prelude, Aria and Toccata respectively. Such use in late Beethoven was a
del i berate separation of polyphony from fAb
tenuously integratedni e ar | i e r® Sinilarly, Babajanmmdistinguishes his
stylistic content from formal seriousness. For instance, the climax of the second movement,
with an unconventional use of four staves, boasts more of its-bkgatextural layering
than its fugal complexity (Example30a). The polyphonic complexity of the third
movement fizzles out after the fugal exposition of both subject and countersubject have
completed, entering pure toccata médan incessant perpetual motion that occasionally

reducesd monody (Exampl&0b).

Pesante

Example30a Babajanian, Polyphonic Sonataj limm. 98100

2Jeffrey THhwi nkidmd, ed Styl e/ Late Style Dialectic: Prol
Beethoverd The Journal of Musicolog$0 no. 3 (Summer 2013291.
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Example30b: Babajanian, Polyphonic Sonata,illmm. 179182

4.5. Concluding Remarks

This recital features works that exhibit neoclassioglulses while not confronting
t he aestheti c LesiSoireestdéd Nazellebhodu | Beanlc aBpdyplmonia n 6 s
Sonataseek to uphold the Caplin principle of periodicity through tightijt structures
and the depl oyment o f Pr otkeod h reiviplse .c hS toanmad
musical style, on the other hand, has been
torfededspite its strict canonic imitation.
tendency to feature the dissonant intervals as neloather than sounding both notes
simultaneously. For instance, the Canon Prelude in C prominently displays the diminished
9" interval in the recapitulation as a huge melodic leap, rather than chromatic dissonances

incidental to the overall structure.

Babaj anian was certainly aware of the re
Polyphonic Sonata qualifies as a middl®und work. Poulenc wrotees Soirées de
Nazelleswith his disdain of the Popular Front in mind, in addition to his personal

reconersion to Catholicism. Harris, while in Europe, explicitly acknowledged the

8M.MontaguNat han, @ Was Téhmpa2@(SuBmer 1953, 24
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