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CHAPTER I

INTRODUCTION
The plilano music of the twentleth ceantury is a
diverse, growlng body of literature. If students are to
be able to make knowledgeable selections for study, the
need for its thorough, definitive analysis 1ls apparent.
Paul Creston's plano music is a part of this increasing
collection. The plano is particularly emphasized in the
total output of Creston's works. For example, the plano
is specified in thirty out of fifty-two orchestral and
chamber works. There are three plano concertos and ten

works for plano solo.

Statement of the problem. The purpose of this
paper is to examine the solo planoc works and to discover

basic characteristics in their structure and style.

Scope of the study. Thils paper will consider the

ten mature plano works only. The pleces to be analyzed are
listed with thelr dates of composition:l

Five Dances, opus 1 1932

Seven Theses, opus 3 1933

lThe complete listing of the solo pilano works and
their publishers 18 included in the bibliography.



Sonata, opus Y 19136
Five Two-Part Inventions, opus 14 1937
Five Little Dances, opus 24 1540

Prelude and Dance, opus 29, no. 1 1942
Prelude and Dance, opus 29, no. 2 1942

Six Preludes, opus 38 1945
Ihree Narratives, opus 79 1962
Jetamorphoses, opus 34 1564

Ihe compositional dates of these works span the
creative period of the composer to the present. All of the
s0lo plano works have been published, including the first
four books of Rhythmicon, a projected series of ten books
of rhythmic studies, and Virtuoso Technigues for pilano. The
children's pieces include Eumba and zggx bondo. The above
mentioned pleces will not be & part of the major analytical
study because they are pedagoglcal ¢or are for children,
rather than a part of the performance llterature for tne
plenist. The 5ix Preludes, opus 38, which were written as
exasnples of the methods of rhythmic structure are incluled
in this group for their aesthetic as well as pedagoglc
qualities. The rhythmic princlples are described at tie
end of this chapter. Five Little Dances are discussed so
that the reader can become acqualnted with a plece of Creston's

which is for the intermediate pianist.

Methodology. The plecss will be examined in chron-

clogical order of composition, The date of composition for



each 18 the same as the year of publication. ifach plece
will be discussed individually in regard to:

1. Background, including date of composition and
first performanrce; dominant expressive character;
difficulty; and other dlstinguishing features.

2. Melody, lncluding its vertical and horizontal
dimensions; general qualitlies such as intervallic
relationshipsg, contour, scale hasis, figuration;
function and influence; and its exploitation,
development and structural derivation.

3. Harmony and tonality, including chord vocsabulary
and function; tonal centers and relationships;
treatment of consonance, dlssonsnce, tension, and
chromaticism; and harmonic or tonal rhythm and
emphasis.

L, Texture, including a description of its homophonic,
polyphonie, or hybrid nature; 1ts relative density
and distributlon in the keyboard range: and speclal
effeots or processes of accompaniment or figuration.

5. Meter, tempo, and rhythm, including patterning of
rhythnic divisions using the terminology which is
found in Creston's book;< special accentuation;
dimensions of rhythmic activity; and patterns
and usage of meter and tempo.

6. Form, including the basic type or main formal
devices; relative length and balance; contrast,
unity, and phraseology; and processes of musical
composition which are pertinent to the foram.

7. Summary, including a brief digest of the main
characteristics of the immedlate plece examined.

Definition of terms. The present writer has adopted

some of the composer's rhythmic terminoclogy for use in de-
scribing the muslc because Creston has writtern a book about

meter, tempo, and rhythm. In addition, knowledge of these

2paul Creston, Principles of Rhythm (New York: Franco
Colombo, Inc., 1964)., See definitions, pp. 4-5.



terms is valuable to the analysis of at least one set

of the piano pieces, Six Preludes, which were written as

examples of his rhythmic terminology.3 The definitions

which follow are based on concepts and examples presented

L

in his book, Principles of Zhythm. They are meant to

simplify and clarify the discussion of meter, tempo, and
accent by describing an additional factor--rhythmic pattern,
that is, subdivisionss of the rhythmic pulse.

The rhythmic patterns may coincide with the basie
metric pulse, or, by means of dots, ties, or numerals, they
can alter meters and change accent., The type of rhythmiec
structure can determine alterations such as hemiola, multi-
meter, polymeter, mixed rhythms, and syncopation. The
definitions and examples which follow are quoted from
Creston's book.

1. Regular subdivision--the organization of a

meagure into equal beats,® i.e., beats of equal

duration. [When the subdivision of the beats
is extrametrical, the result is hemiola.]

3see the rhythmic analysis of Six Preludes in Chapter
I1I, p. 66.

24'Cr'es%:.c:»r.\., op.cit.

5The word "subdivision" is used by Creston to des=-
ignate divisions of the measure as well as of the pulse unit.

6The term "beat" is used to indicate the actual
sounded rhythmic beat which may or may not coincide with
the pulses of the measure which are stated in the numerator
of the meter siznature.
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2. Irregular subdivision--the organization of a
measure into unequal beats, i.e., beats of
differing duration.
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3. Overlapping--rhythmic extension of a phrase
rhythm bayond the bar line. | This structure
often results in multimetric rhythm, although
a single meter is presecribed,]

o1 J L 2nd oA
~— - \_/,

L. Regular subdivision overlapping--the organie
zation of & group of measures into equal beats
overlapping the bar line. [The rhythm is cone
tained in two or more measures and results in
the enlargement of a meter.]
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Irregular subdivision overlapping-~the organi-
zation of a group of measures into unegual beats
overlapping the bar line. This structure often
results in a repeated pattern of implied metric
changze,

Yy T T 50 \ I3 T3 I3
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CHAPTER II

BACKGROUND

Paul Creston was born in New York City in 1%06.
He has attained a respected position among musiclans of
the United States and Furope. His first published compo-
sition is Flve Dances, opus 1, for plano, published in
1532 when the composer was twenty-six years old. Since
that tlme he has produced over 100 compositions, 80 of
then major works. Plano compositions, songs, choral works,
cantatas, an oratorio, symphonic band pieces, chamber nusic
for various instrumental combinations, over thirty orchestral
works (including five symphonies and thirteen concertos),
and works for solo wind and percussion instruments have
won him a prominent place among American composers.

The composer is self-taught in harmony, counter-
point, orchestration, and composition. He studied piano
with G. Aldo Randeggser and Gaston Detheir and organ with
Pletro Yon. Althouzh he began to write music at the age
of eight, he wavered between a career in literature and
music until his first composition was published. Since

that time he has remalned in the field of music as a

composer and teacher.

Creston, in addition to composing and teaching,

7
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has been active as a lecturer, planist, organist, and
conductor. Since 1934 he hes been the organist of 4.
Falachy's church in New Yor¥y City. He hee held positions

at the iniversity of Scuthern California, Sworthaore College,
universities in Turkey aend Igsrael, and is the auvthor of two

books: Irincinles of Rhythm, publisghed in 1241, and

Creative Harmony, which has not yet been publishad.

He bhas wrltten concertss for the marimbs, saxophone,
trorbone, harp, end accordion, in additien %5 th» zajor
tody of works previously mentioned, Numeroua scores for
radiio, television, and filas zdd to the conmposar's repere
tolre.

Many of his works have been recorded, and many
have been coamissionsad by individuvals and organizations.
The list of awards and honors he has earned includes the
Gugeenhein Fellowship for 1938 and 1939, the Citatlion of
Herit from the Natlonal Association for Amerlcan Composers
and Conductors as "outstanding composer of the year" in
1641, the rusic Critie's Circle Award, the Alice M. Ditson
award in 1945, and First Prize in the Peris International
Referendun: of 1952 for his First Symphony.

Heviews of hls works have appeared often in major
periodicals. These include Americen Allezro, Music and
Letters, lusical Times, Husical Courier, Hi-Fidelity,




Music Journal, Juilliard Review, Pan Pipes of Sigma Alpha

Iota, The Musical Quarterly, and various newspapers. Most

of the standard musical reference sources and current bio=-
graphical publications have articles about him.
Edourd von Remoortel has the following to say
about Cfeston's music:
Creston's melodies are rich, his
rhythmic structures vividly graded, and his

harmony, whether tonal or not, is the sgervant
of his inspiration and not its master.l

TEdourd von Remoortel, "Reviews," Musical Times,
(April, 1957), p. 213.




CHAPTER I1II
ANALYSES

Five Dances, opus 1, were composed in 1932. The
descriptive titles of the five pleces indicate the character
of each. The first, "Daemonic," 18 a lively, dramatic plece
to be played feroce. The second dance, "Primitive Idyl,"
is contrasting in mood to the first. Languid expression is
indicated, and a rustic quality is manifested. The central
dance of the group, "Villanella," maintains a folk-like char-
acter, hut the dynamics, tempo and attack contrast to the
preceding piece. The fourth dance, "Sarabande Lugubre," is
highly ornamented. As its title indicates, the expressive
character is an exaggerated mournfulness. It is followed
by a lively "Tarantella" which concludes the set. Fourteen
minutes of playing time are required. The pleces are not

easy snd require azility in performing rhythmic patterns.

Melody. The melodles of all of the pleces have a
characteristically narrow range. The range of each melodic
phrase rarely exceeds an octave in any plece. That of

"Primitive Idyl" is only a slxth.

10



11

The contours of the melodies vary in each dance.
The first, "Daemonic," has melodies which are nearly always
ascending, although counter melodies and counterpoint often
descend, The rising motives of thls piece are usually short
pbhrases of only one or two measures and are characterized
by much chromatic linear motion. The following example

will illustrate.

¢ Dances, "Daemonie," m. 3.

ixample 1. Fiv
N AR aA ANy
b

ﬂ ’i‘vm ¥ T 1
I T T — B WA S
- i — RS g
| A 1 K B gl -
; P Id

The introductory melody is followed by thematic development
in which a chromatic motive based on three notes is gradually
expanded into a melody based upon a twelve~tone row. The

example which follows illustrates this motivie development.

-

Zxample 2. TFive Dances, "Daemoniec.”

(a) m. 5
T <=
/. A —_— =
o En s
A" = f :
) 5 o o i a ‘w 4N
TR #7 \..-/ # # g‘-.

(b)) m. 7 ' - -



Sk
™Y

(C) fie ll
~ LA r~“1—"“‘1'——1——1' . :
p== s srees
A\} V.01 A
L g—d:_b/ — N~
(a) m. 12
v r——-{_rQ-Thr___ - - - A‘,
‘019' .,._-.u-'—l*‘ﬂﬂl

1JG>
N
B
\
=<\
<
i
-
R asll
\ ]%

\ N
[ *I\\ : - l’g-l
; - _‘j. l ; : *
e - #“E #_f f#f L I
(f) mm. 38-39
esd ]

R —r— = v

l} w_aw /!

"

B

¥

! < e T =

The melodic contour of the second dance, "Primitive
Idyl," is more flowing than that of "Daemonic." The phrasing
and figuration are relatively consistent throughout. The
melodic structure 1s based on fouw or five-note scale arrangee-

ments. A pentatonic melody is stated at the opening.

Example 3. Five Dances, "Primitive Idyl."
(a) me 11
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(b) mme 17-18

119!

. TP
7 :‘“ = o> ’A'
. ﬁ 1 1 T 1

|
1> - ]

L

The third dance, "Villanella," is in natural minor
mode. The thene has o phrase length of elght meaéures;

Whole and half-step motion is predominant. The melody is
exploited throuzh repetition with slight intervallic changes.

The following piece, "Sarabande Lugubre," has a short
melodic motive which contrasts to the longer melody of the
precedlinz dance, A descendinz leer of a perfect fifth dome
inates the melody of the first section. All else in this
gection can be anslyzed as embelllishment or alteration of
the motive.

The melodic desisn of "Tarantelia" is characterized
by whole and half-sgtep movement with contrasting sections
which move by larser intervals buf which stay within an
octave range. HMelodic skips are often done in .b o figures,
and scale motion in the melody is usually placed in steady

eighth-notes,

Example 4., Five Dances, "Tarantella.”

(a) mm, 1=3

ot N A ““‘“~‘F N
Ty T l}g—hm_%bwn L"Li LLJ | ﬁ. !
| X I i b ™ Jl_.r__
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Frequent repetition of melodic material is evident
in all of the pleces. For example, short phrases, often of
two measures, are repeated and extended throushout "Daemonic,"
Long phrases of "Villanella" are repeated and sometimes
varied. Sequences occur occasionally. An example can be
found in measures 7 and 8 of "Sarabande Lugubre." Imitation

ig used in measures 30 through 42 of "Daemonic,.,"

Harmony and tonality. Traditional harmony is not

typical of any of the pleces. Rach has individual chord
structures, progressions and treatment of dissonance. Un=-
conventional harmonic changes and highly dissonant chords
are employed.

The chord structures of "Daemonic" are often built
of intervals of fourths and sevenths. The progressions are
frequentiy chromatic, and tonal centers occur, rather than
keys beling established. '"Daemonic!" has half-note octave
pedal points which give a tonal reference in measures %

throuzgh ¢ for the parallel harmonies.

Example 5. Five Dances, “"Daemonic," wman. 6=7.

A A —— p———— A ——— —_—
- — — L e e
e h o f Lo k) Lu.r——l T Y : I__._’
TR 2,5 5 g ghu [P 205 SoE She
Yy ‘eresc. poco a poco Y | - i
P —_— 2
¢ 1 1 1
iz i - 3

Cther tyvrical examples of similar harmonic structures which
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can be observed are parallel diminished fifths which occur
in measures 10 through 13, and a series of parallel major
sevenths which occur in measure 1l.

The second dance, "Primitive Idyl," has harmony which
1s characterized by verticsl intervals of fourths, fifths, and
sevenths, It appears that the pentatonicism, which is used
melodically in the opening, is the basis for harmonic struce
tures in the left hand from measures 17 through L2. Only
the notes D, I, Fesharp, A, and 3 are employed in the left

hand in these measures.

Example 6, Five Dances, "Primitive Idyl," mm. 29=30.

The harmonies of "Villanella" ineclude a variety of
tertian structures. Chords with added sixths occur in the
right hand in parsllel motion at measures 5l through 57.

Polychordal treatment is also cheracteristic of the piece.

.

Zxample 7. Five Dances, "Villanella," mm. 50-52.

e oAl

[ €
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"Sarabande Lugubre" has tertian chord structures
in the opening section. Later in the piece there is a pre-
ponderance of chromaticisa and much use of streams of chords
built of seconde and sevenths.

The last dence, '"Tarantells," consists of chromatic
harmony similar to the other pieces. The harmonies are often
heterogeneous~~tertian chord structures, polyharmony, end
parallelism are evident. Dissonance is used slmost contine
ually and usually is not prepared or resolved traditionally.
There 1s harmonic progressicn, but dissonance resolves to

dissonance.

Example 8. Five Dances, "Tarantella.”

(a) mm. 8=9

T l-
==
X
el

1

2

‘po‘co_ eresc.

T C e . :

¥ o4 g +

T T 1 { —1:

- ) I 1

&

ti’ ,ii :c--cu-ﬁ;: s s g —

- B -@
) P . crese. pPoco a Ppoco |
N l e 1) l
BN 1 1 T 1 L b 4
et K B & UK " —1 & qx T
: l:', 1 ] .M :

Lﬁﬁ,) » b%i:LJ ﬁﬁaﬁf'J.m;’
Texture. Both homophonlic and polyphonic textures

are utilized in the Five Dances. Hepetitlion of accompaniment

patterns in the bass occurs in 11 five of the works, as
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does parallel motion of chords in one or both clefs. The
range and distribution of parts on the keyboard are varied,
but are not extreme in any of the dances,

The texture of 'Daemonic" is homophonic at the hegine
ning. It is baslcally contrapuntal in measures 3% through 43
when a twelve-~tone subject is stated and then imitated with
sccompanying counterpoint. The homophonic portion of the
dance nas some polyphonic asvpects in that the parts are often
of pronounced melodlc or rhythmic individuslity. Examnles
can be found in which the bass has a distinctive charactar,

althougn it 1ls a repeated azccompaniment figure.

Example 9. Iive Dances, ‘Daemonic," mn. 33-34.
SR e g |
| = u‘imﬁ
T e Y e

"Frimitive Idyl" l1ls written in homophenic texture
which is characterized by a repeated chord pattern in the
bass. Helatively even vertical gpacing is malntained throughe
out the dance. Fourth and fifth intervals are typlcal.

"Willanella" is also homophonic. The preponderance
of thirds in the vertlcal spaclng contrasts to the texture
of the preceding pilece., In zddition, the number of parts is
sometimes increased to eight. The texture is particularly

influenced by two repeated figures in the opening part. The



first 1s a drone or pvedal above the melodys the second is
an accompaniment pattern consisting of chords on every eighth-
note.

The following dance, "Sarabende Lugulre," occazionallw
has chord clusters in its homophonic texture. Lxamples of
the close spacing of vertical intervals can be found ir meas-
ures 24 through 2¢.

The last dance, "Tarantella," is usually homophonic

wd has many repested accompaniment Tipgures which have s

£

-simple rhythmiec desizn. The texture of some passages 1s cone
trapuntel, owing to the pronounced independence of »arts,

for example, al wueasures ¢ sornd 10. A thin, dissonant, two=-
voleced texture iz asard in the central sectlion from aensures

54 tnrough 7l. The accompaniment pattern in the hass is

a reveated rhythmic figure: o o e .b .

lieter, tempo, and rhythm. There is a variety of

tempo and meter in the five pleces., The overall rhythmic
characteyr therefeore offers contrast and vaeriety. The meter
for each piece remaing constant throughout, except in "Daemonic,”
which is basically in 4/4 neter, but has some 2/4 meter and
one neasure of 2/4 at the end.

Irregular accent or stress often obscures the metric
gehere and is found in all of the pieces, "Daemonic’ has
the most frequent use of this device. The lrresular pattern

sometimes overlaps the ber line.

Txample 10. Five Dances, “"Daemonic,' mm. 44-45,
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The rhythmic elenent is prominent in all of the
dances, nhecurrent acconpanizent patterns are character
istic of the set, althoush there iz Tlexibllity and variety
in their uge. The rhythan of "Willanella' is characterized
by steady elashthenote motlon in the bass accospanisent
pattorn. The rhythn i2 alaost nleodding because of the cone
sistent eighthenote notion of the accompaniment, Changses in
stress which do ocecur in the melody ere relatively simple.

"Sarabande Lusubre’ is rhythmically constructed of
rezular subdivisions of the 3/4 meter, and the pulse end
beat usually colincide. An exceptilon ocours in a chort nore
tion from measures 13 thronvh 16 iﬁ wnich the triple sube
division chanzes to duple sundivision. This is effected by
an accent at the znlde-noint of the ~easurea.

Twe basie rhyvihsic natterns are exploited in "srane
tolln.” Tahe fiver te &/0 J 1 1T 1 : the second

is &/9 I B e R R « ore couplex fisures occur

.y

occagionally. For example, there is a change from duple to
tririe subdivision which occurs in measurss 2 and 3 of the

pelody of thils pleces /3 1 J 1 _T1 1 \ 01 o J .

vxtra~uetrical rhytha occurs in megsure 15 in the form of

o dvrlet sroups J. 3 &- . desular subdivision over-
=

lapring which results in the enlargesent of the zeter, is

evident in the treble clefl of aeasures 54 throuszh 50:
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Form. Tive dances of relatively similar length
comprise the set. Contrast is achieved through dissimilar
expressive character and individuality in welodic contours,
harmonies, textures, and rbythmic‘patterns. Emphasis on
the rustic rhythmic aspect provides unity to the group.

Form in "Daemonic" results from the exploitation of
motivic idsss which does not divide into wellemarked sece-
tions. The melodic motives are gradually expanded and de=-
veloped into a twelve-tone row which 1s first stated in
measures 36 and 0. (The melodic expansion is discussed
under "melody.") Contrapuntal treatment of the melody is
followed by repetitions of the theme and thematic motives.

"orimitive Idyl" divides into three well-marked
sections of A B A structure. The first sixteen bars have
a right-hand melody which 1§_made of the notes R, C-sharp,
D=sgharp, Fe-sharp, and G-sharp; the second part is thematic
repetition with harmony in added fourths., The final section
of this pilece is a six-measure statement of the crizinal
pentatonic melody with tertian harmonic structures,

"Villanella" is based upon an eight-measure phrase
which is stated at the beginning of the piece and is re-
peated near the end at measure 48. The same basic harmonic
s&ruatufa is ussed for both statements, althouzh the textures

differ. Tigures and motives of the melody, which is used



in free repetition, are found in the middle section.

Three slightly varied statements of a four-measure
theme are found in "3arabande Lugubre." Between the the-
matic statements is connective matefial. The resulting
formal arrancement is a combination of variation and rondo
forms and can be represented as follows: Ay B Ay, C AB' The
last four messures are closing materiasl derived from the
theme.

The last dance, "Tarantella," iz generally a repe=-
tition form in which the basic melodic and rhythmic material
18 pragented in the firgst fifteen measures. The structure
is eharacterized by a perpetual rhythmie drive which leads
from one rhythmic and melodie statement to another. Sections
are not clearly defined, but there is extensive variety of
textures, phrasing, and harmonic contexts. All of the musieal
ideas are related, in either rhythmic or melodic contour, to
the first part of the piece. Related melodic ideas aré illusg-

trated in Txample 11.

Txample 11. Five Dances, "Tarantella.,"

(a) mo 1

(b) mm. 31-32
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(c) mm. 62=63
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(d) mm, 121-122
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Summary. The construction of the melodies is based
on a variety of techniques. Chromaticism, pentatonicism,
and a twelve~tone row are used in the melodic designs. IExten-
sion and repetition of musical phrases are characteristic,
Harmonies are often unconventional, and vertical intervals
are consistently dissonant. Texture is varied in dengity and
character., Usually both reglisters have independently strong
contnurs. Both sectional and continuous forms are used. All
of the pileces have a large amount of motivic development and

repetition.

Seven Theses

Seven Theseg, opus 3, 1s the second pilano solo

composed by Creston., It was published in 1933, one year

after the Five Dances. The work is divided into seven

relatively short pleces, each of which has its individual
character. The expressive markings of the pleces are re-

spectlvely: maestoso, scorrevole (freely flowing),

espressivo, glocoso, grazioso, tranguillo, and feroce.

The performer 1s informed that accidentals affect

only the notes to which they are prefixed in all except
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the fourth and seventh pleces. (This exceptional rule will
also apply to the examples froam the "Theses.") The pleces
are difficult. Friskin and Freundlich describe them as

Yocomplicated studles in counterpoint and various metric and
harmonic problems. GSophisticated, abstruse, difficult,"’
Irregular phrasing and complex rhythmic structure make this

work difficult to play without a studled and "academic®

affect.

Melody. The melodies of Seven Theses are through-
composed in the sense that there are no literal repetitions
of phrases or sections, although there are strong relation-
ships in melodic inﬁervals and rhythmic patterns.

Melodic intervals of the first plece are seldom
wider than a Tifth. The chromatic scale is the basis for
linear progresslion, Bach melodic strand undergoes continuous
development. The opening top ten notes of each clef have
a notable feature: each clef uses a different arrangement
of ten different tones, These "rows" are not repeated.
Because of the highly flexible character of all the melodies
in this set, phrases in which no note is repeated are not
unlikely; however, melodic statements are usually sequences
of fewer than twelve different tones. Dodecaphonic technique
is not the basies for the group.

The second '"Thesls" is characterized by melodic

8James Friskin and Irwin Freundlich, Music for the
Piano edited by Ernest Hutcheson (Wew York: folt, Rinehart
and Winston, Inc., 1960), p. 259.
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intervals which are predominantly whole steps or larger.
Thisg results in a whole~tone scale sound. Half-steps are
interspersed in this melody so that stronger harmonies
sometimes are implied. The steady eighth-note rhythm and
nore conjunct melodle flow contrasts to that of the first
piece, %he first twelve notes of the left~hand melody

make up a twelve-tone row. The series is constructed of

a repeated pattern of an ascending fifth and a major third,
followed by a descendingz minor sixth. A second twelve-tone
row, which has a similar arrangement, but of different
intervals, can be found at measure 9. Neilther serles re-
curs in its original form, but rather, they are utilized in

va ying ostinato patterns.

Tx nple 12. Seven Theses, "Thesis II.”

{a) m. 1
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(b) mm. 9=10
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"Thesis ILI" has linear motlon which often alternates
upward and downward movements of thirds, fourthe, and fifths.
The range of melodlc vhrases sometlimes is as much as three

octaves. The melodic material of each hand is subjected to
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continuous development similar to that of the other pleces.

The fourth plece is characterized by alternation of
quick conjunct melodlic figures followed by wider leaps. The
melodiec structure of the accoapaniment has steady rhythm and
makes use of repeated notes.

The thematic material of the fifth "Thesis" cone-
sists of short phrases. Two melodic strands are evident:
the dominant melody 18 in the right hand; a subordinate
idea 1s in the left hand. IHelodic intervals of seconds,
thirds, and fourths are characteristic of both. The scale
basis 1s chromatic.

The left hand introduces a melodic figure in "Thesis
VI" whichn moves mostly by major and minor seconds. The
principal melody, which ls presented in the right hand begine-
ning at measure 5, often has movement by major and minor
seconds Tollowed by e larger intervalllc leap in the onposite

direction.

Fxample 13. GSeven Theses, “Thesis VI," am. 5=,

et
|
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Like the other pleces which make up this set, the melodic
gtructure is governed by the recurrence of intervals and
rhythmic motives rather than by & particular key. for
instance, the melody opens on the note of I and ends on
Beflat,

The melody of the last piece gradually expands in



hreadth: the meledic intervals of the first five measures
do not exceed & diminished fifths however, intervals of
major and wminor sevenths and sixths are introduced later.
Phrasing is sometimes indlcated by commas placed
directly above the stalff, for exaunple, in the Tifth and
slxth pleces. Phrases usually are of uneven lengths and
often do not coincide for hoth left and right hands. This
is especlally noticeable in "Thesis VI¥ because the composer

indicates the phrasing in esch staff by commas.

Harmony and tonality. The pleces often have an

element of pandiatonicisa in thelir harmonic structures.
Urniconventional progressions and chord comblnations are
caployed. The compositional hasis for harmony sometimes

sesms Lo be the eguallity of the tones in the chromatic

The first "Thesis” has full, triadic, conscnant
chnords in the rigsht hand. The accoapanying harmonies in
the left hand are often dissonant, and the vertical sonore
ities resulting frox the two hands playing simultaneousl
are highly dissconant throuzhout. The first meassure has
vertical aminor and major seconds or sevenths on every hbeat.
The harmonic prozressions are not traditional and do not

gesn to follow a particular pattern.

ixample 14, Seven Theses, “Thesis I," m. 1.
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The two-volced texture of the second "Thesis" has
manv najor and minor third harmonic intervals. Intervels
of fifths, fourths, sevenths, and seconds are interspersed
in this context. The dlssonance level remalins relatively
congtant,

Harmonic intervals of major and nminor seconds and
sevenths are characteristlic of all the pleces of this group.
Polvharmonic structures are used extensively. For examnle,
major third intervals indicating chords of different roots

are used harmonically in the third pisce.

Example 15. Seven Theses, "Thesis ;II." Me 3o
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"Thesis IV" has the highest degree of dissonance,
Major sevenths appear in the right hand throughout the plece..
The left hand provides additional harmonic tension by its

dissonant counterpoint.

The harmony of the fifth plece is characterized
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by the use of fifths and fourths which combine in the two
clefs to form intervals of seconds and sevenths. Parallel
movenent is used frequently and polyharmonie structures
are typleal. Fandiatonicisr is present in measure 16,
Parallel first 1laoversion triads deominate the left

hand haraony of the sixth "Thesis.” The right hand melody
is dissonant with the accompanying triads, although some

enharmonic seventh chords gsnd triads can be found.

Example 16. Seven Theses, 'Thesis VI," ma. 21-22,

The last "Theasis® has.an ostinato bass figzure which
is made of major seconds in a sixteenth-note pattern. The
harmonies which are found in the right hand appear to use
some tertian and some non-~tertian structures. The chords

in the treble clef of measure 7 are buillt in fifths.

Example 17. 3Seven Theses, ‘“Thesis VII," nam. 7-8,
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Lexture, Texture is & aajor unifying deviece in each
of the pieces, in that each mailntaing s relatively consistent
texture.

Chordal four-part writing prevails in the right
in "Thesis I." Two countermelodieg are evident in the left

hand; thus, there are often three individual melodic lines,

the upper one of which is homnphonic texture,

Example 10, Seven lheses, “Thesis I," n. 3.

" The second "Thesis" is two-part counterpoint., I%
1= the only predoninartly two-volced vilece in the set. The
legato treble line contrasts to the consistently staccato
and accented bass line. The lower melody often repeats the

contours of arpeggiated accompaniment, although not literally.

Example 19, Seven Theses, Thesis IZ," mam, 7-3,
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"The exanple 1s also illustrative of the speeial

quailty of ruckeicntsloser Kontrapunkt, in that the




harmonic combinations between the two hands give little
regard to euphony. This characteristic is found frequently
irn the set of pleces,

A Tuller texture dominates the third pilece, although
the dynamic level 1s plano. The widest spacing is found in
this pilece. A4As iz true of the other "Theses," polyphonic
and homophonic factors are ﬁoth present: each hand plays a
part which is of distinctive nmelodic and rhythmic significance;
and chord structures of twe to three volces are often sounded
in each hsnd in conjunction with the baslc contrapuntal mel-
odies,

The texture of "Thesis IVY congists of a single
meladlc strand which is heard In the left hand and is 1isg-
sonant with the rpajor seventh chords in the right hand accom-
paninent.,

"Thesis V" hes four-volced texture. The vertical
gpacing is consistent and is characterized by contrary motlon
el the two upper vpaerts against the two lower parts. Open
fourths and fifthe occur in the leftehand accompaniment, and
thirds and sixths are used sxtensively in the right«hand
téxtmre.

The two hands sre closely spaced in the sixth plece.
They eventually cross each other in measures 8, 21, and 23.
hepetition of rhythmic and melodic motives simlilar to that
in the other pleces of the set 1s employed in this "lhesis,”
Striet imitative devices are not evident 1n this or in any

of the pleces of the group.
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Relterated bass accompaniment figures are character-
istic of much of the last plece. Vertical spacing in the
accoupaniment is usually major seconds or major ninths.
Widely spaced chords, often encompassing a tenth, are found

in the texture of the upper parts.

Veter, teampo, end rhythm. The most characteristic

aspect of the rhythm of Seven Theses 1ls that every plece
has a pattern of metric changes which 18 repeated unvaryinzly
throughout 1it.

in the first piece, the meter changes in successive
measures froa 4/4 to 5/4 to 6/% to 5/4. The pattern of the
next plece 1is that every two measures equal ten beats, and
the numerators increase and/or decrease by one. The con-

struction of lines is:

a/4 + 2/4 = 10/4
7/ + 3/% = 10/4
&L+ b/ = 10/4
5/4 + 5/4 = 10/4
L /4 + 6/4 = 10/4
3/h + 7/% = 10/4
2/4 + 8/4 = 10/4
1/4 + o/4 = 10/4
10/4 = 10/4
3/4 + 2/4 = 10/4
/4 + 3/4 = 10/4
1/4

The pattern of meter change of the third "Thesis" is 2/4,
2/, 5/h., It ig repeated three times with a final 2/4
measure at the end., The metric design of the fourth plece
is b/, 3/4, 2/4, 3/8. In "Thesis V" the meter pattern al-
ternates 4/8 and 2/8 with 3/8 meter, that 18, a pattern of
L/3, 3/5, 2/8, 3/3 is repeated. The sixth plece has a
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repeased metric pattern of 2/8, 5/8, 3/8, 4/8. The scheme
in the last piece is 5/8, 11/16, 6/8, 13/16, 7/8, 15/16.

The listener hears generally uneven and varying
riythms rather than separate and distinct groupings. The
neter changes actually serve to eliminate a repetitious
rhythnic effect. Some of the formal unldty 1s a result of
these metric patterns.

Highly varied rhythmlc groupings are characteristic.
The aultimetric schemes are bases for generally flexible
patterns of rhythm and acecentuation.

The first plece sometimes uses recurrent rhythmic
patterns for the duration of one measure, although the
general character of rhythmic flow is uneven and angular.

Patterns of different rhythmic structures often
occur simultaneously. The rhythm of "Thesis II," for
example, 1s characterized by regular subdivision in the
upper staff and regular subdivislon overlapping in the
lower staff.

The rhythm of the third "Thesis" is uneven in come
pariscn to the preceding plece., The pattern in the left
hand st measure 5 is 3/4 FFa3 3 B J3J 7313 .

Sixteenth-note repetition of chords 1s sounded almost

throughout "Thesis IV." Changes in stress are evident, and
the rhythmic patterns of the left hand are varied. The use
of accent to create overlapping rhythm in measure 17 is
> > >\/ > > > — —>N—
The rhythm of the plece which follows is generally



in reaular subdivision, but the use of multimeter results
in irregular stress and genersl flexibility, as is true of
tne other pleces in the set.

"Thesls VI" and "Thesis VII" have examples of duple
and triple subdivision. The latter plece has ostinato bass

patterns throughout.

Formal gspectis. The formal arrangement of the
individual pieces of JSeven Theses 1is based partly upon the
patierns of metric change described above. A second unifying
Tfactor in each plece 1s the repetition of characteristic hare
monle intervals. The following examples will illustrate: major
trieds appear cornsistently through the first and sixth rleces:
two volces asre hesrd throughout the second plece; major and
minor thirds occur congistently in "Thesis II1I"; a ginrgle
melodic 212 is contrasted to three volce chords ian the
fourtih and sixth nieces; open fourths are typlcal of "Thesis
Vi and harmonic intervals of major and minor seconds are used
throughout the last piece.

The nmelodic vhrases and harmonlc progressions are
generally not repeated; thus, the deslgn of the pleces is a

type of continuatlion fora.

Summary. The melodies of Seven Theses underge cone-
tinuous developnment. lMelodies are not restated; instead,
melodic intervals and motives recur and are exploited. The
phrasing is generally uneven and varied. Each plece has a

characteristic spacing of vertical intervals. iHeterogeneous
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harmonic structures are typical of the seven pleces., Bhythms

are generally uneven and changing. Patterns of changingz meter
are the most obvious formal aspect. Texture serves as a uni=-
fying device in individual pleces and is a factor of varlety

in the set.

Sonata
The Zonata, opus 9, was composed in 1936, The four
movements are marked allegro appassionato, allegro grazioso,

andante, and presto scorrevole. The Sonata was first per-
formed November 22, 1939, at Town Hall in New York City.

It is2 a full-scale work which requires mature technical
control and interpretive ability. The duration of the piece

is approximately fifteen minutes.

Melody. The melodies of the Sonata are character-
ized by diatonlec progression. The melodlec contours are often
similar and contrasts result from varying rhythmic and dy-
namic settlngs.

The range of the themes of the first movement 1s
slightly more than an octave. The major part of the melodilc
activity of the themes takes place within the range of an
octave; however, melodic motives are used almost throughe
out the entire keyboard.

The melodies are constructed so that expansion of
them is easlly accomplished. The first theme, which is pre-
sented at measures 1 through 5, 18 characterized by a climactic

aontour. The second melodic idea, beginning at measure 5,
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is in Fesharp major. Its rhythm is smooth and flowing
compared to the first theme. A third melody, which begins
similarly to the first theme 1s found at measure ll. A
three-note motive which ascends or descends by step isg

characteristic of all of the themes,

Fxample 20. Sonata, first movement.
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¥elodies in the first movement lead smoothly, without sec-

tional breaks, from one to another. Distinect separation of
phrases does not occur.

Melodles tend to progress dilatonically, but scales
often change; for example, the melody in measure 18 is in

F-sharp major; measure 1% ig in F major; and measure 20
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moves to B-flat major. There is nmuch repetition of melodic
figures, but little repetition of complete melodic phrases,
The second movement has two principal themes. The
meledic progression of each is dlatonlc, and a progression
by major and minor seconds 1s characteristic. Ornamental
grace notes occur in the first melody. The use of a three-

note scalar motive relates this theme to the first movement.

Example 21. Sonata, second movement, mm. 1-4,
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The third movement has a strongly diatonic thenme
which is used in seven varlations. The range is two octaves.
The melodic intervals are mostly seconds, thirds, fourths,
and fifths; however, the three-note motive which moves by
whole and half steps also occurs in the malodic\structure
of thig movement. A countermelody in the bass clef is fre-
guently placed in contrary motion to the upper melody. The
melodic variations include altering interval relationships,
adding non-~harmonic tones, and doubling the melody in a
second volce.

The last movement has a subject, in the left hand,
whlch has intervals of fifths and major and minor seconds
and thirds. A second melody, stated in measures 17 through
25, consists of fourths and ma jor and ainor seconds. Two

other melodies, which each have indlvidual character, are
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found in the central section of this movement. One is a
subject used in imitation. Its first statement begins at
measure 62, and & second statement is heard beginning at
measure 49, The three-note motive, which was evident in
the melodies of the other movements, is also found in the

fourth movenment.

Example 22, Sonata, fourth movement.
(a) ma. 10-11
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(c) mm, 62-63

Melodic ideas derived from the themes are used
throughout the movement; for example, portions of the first

idea can be found at measures 32, 86, and 103,

Harmony and tonality. The dissonance level of the

first movement 1s varied. The opening measures are relatively
dlssonant because of the vertical intervals of major and
minor seconds and sevenths. Less harmonically tense por-

tions are evident, however. The section from measures 18
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through 24, although modulatory, 18 relatively consonant.
The harmonic structure is characterized by consonances snd
dlgsonances which supggest Feys btut 4o not establish them
conventlonally. A ey sometimes is suggested by the melodic
line, but is not supported by the accompanying flgures.

Exanple 23 1llustrates this nrocedure.

Example 23. Sonata, first movement, wmm. 83-34,
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The harmonies of the second movement are similar to-
those of the first, however, definite chords of F-sharp major
are heard at the beginning and end of the piece, Ilawmonies

often change without traditlonal preparation.

Example 24. Sonata, second movement, wmm. 115-117.
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Major and minor sevenths are also characteristic vertical

intervals of thls portion of the plece.



The third movement has an Ee~major chord at the
opening and in the final measure. The harmonic structure
is notable for added sixths, sevenths, and ninths. An
example of seventh intervals can be found in measure 37,
The harmonic structure 1s less dissonant than that of the
other movements.

The key of A major is stated at the beginning and

end of the last movement. Some chromatlic figures are found

in transitional sections. Harmonies are basically tertian

39

with non<harmonic tones and added notes providing dissonance.

Texture. The first movement is usually homophonic,
The density of parts varies, for example, from only one
voice at measure 200, to six parts at measure 183, Wide
spacing 1s also evident at times. Reliterated accompani-
ments and arpegglos are used, and melodic lines appear in
elther clef.

The second movement 1ls predominantly homophonic in

three volces. Spacing is relatively close and is consistent

throughout the plece. Textural varlety similar to that of
the first movement is found, but it is on a smaller scale.
Motives are usually heard in the top volce.

The texture of the third movement is increased in
density. Steady elghth-note figures dominate the texture,
Contrepuntal individuality of parts occurs occasionally,
but the general texture 1is homophonic. Spacing is impor-

tant in preparine the climax which comes at measures 44
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and 45, Here, the texture is increased to five or six
voices and the spacing 1s extended to four octaves,

The last movement is the most contrapuntal. Two=-
voiced texture predominates., Sixteenth-note figures and
reiterated sccompaniments are often found. The subject
in the central section, at measure 62, however, is treated

imitatively.

Heter, tempo, and rhythm,. The first movement is to
be played allegro at o = 1k, Unlike earlier rileces, this

movement utilizes the original 4/4 meter throushout. Some
overlapping rhythms are found in the middle section in meas-
ures 81 through 89. Duple subdivision is predominant, ale
though triplet groups are occasionslly used.

The second movement has a dance-like character in
3/4 meter. Overlapping rhythm 1s apparent beginning at
meazure 82, The rhythm is usually stralght-forward and is
relastively simple.

The third movement is in $/8 meter. Triple divisions
of the meter give g lilting quality to the rhythm. The
rivthmic figures which accompany the theme in a set of vari-
ations are different in each of the last four variations,

The last movenment 1z to be played presto. S5ix-
teenth~-note accompvanying figures are used almost contine
uously. The 4/4 meter supporta a theme which is notable

for hnaving accentg on weak beats. An example of thls can

be seen in measure 10: 4/4 o' o o o o o o .
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form. the rirst movement resembles sonata-form,
although the tonsal centers are not traditionally defined.
Two themes are presented and developed. The second theme,
beglining at measure 6, contrasts wlth the initial theme
in measure l. Development of the subjects begins in measure
10, at which point the first theme lg varlied and expanded.
A modulatory section immediately follows in which the themes
and thematic motives are heard in new and changing keys.
The first theme returns in the tonic key of A~major/F-sharp
minor at measure 174, The second theme 1s returned at meas-
ure 167. This recepitulation is not a complete repeat of the
themes, but it is a return to the ovening tonal center with
8 vartial restatement of the melodic material.

The second movensent is s sectional form. The vrepe-
tition of melodic ideas can be sketched as a variation of
rondo form as follows: Al a° B al a2 B Al A% w al,
The first part of the "A" melody i2 always begun on an Fesharp
major chord. Idea "B" ig introduced at measure 24. Thre sec-
tions contain variations of the thematic materiasl rather than
exact statements of 1t. 7The Tinal "A" sectlon is brief and
repeats only the opening measures of tﬁe first theme.

The "Andante" is comprised of a theme and five
varlations. The first statement of the theme occurs in
measures 1 throuch 10. elodic intervals, rhythm, and har-
nony are factors used in the variations, The melody is

inverted in the first variation, and the accompanying
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rhythmic figures maintalin the orizinal eighth-note patterns,
but change 1n melodic contour. The other four varlations
are each in a different xey, and the accompanying rhythmic
figures and harmonic structures are varied,

The fourth movement has formal balance like that
of & sonata, but without traditional definition of key=.
Thers 1s an introductlon of aprroximately ten measures. The
firet there lg then presented, and {he second theme is intro-
duced at measure 17. The development of these themes is
charscterized by free repetitions of themstic motives with
different harmonies and textures. An imitative section, bee
ginning et measure 61, ig heard in the middle section of the
development, Free imitation of the subjlect begins at measure
£9, followed by additional development of the two original
themes., A final statement of the first and second themes

]

is pragented in neasures 147 and 155, respectlvely., This
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Suamary. The Sonats has several related melodic
ideas which are expanded and developed, A three~note motive
appears in the themes of each movement, Diatonic themes are
onaracteristic of the work. Strong major chords are stated
at the heginning and end of each movement. Harmonies are

tertisn, but harmonic progressions are net traditional., The

texture is widely varled in density and spacing. BShythnic
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stress is changeable. The form is characterized by contrast
between the movements in a manner similar to that of the
traditional piano sonata; however, the use of traditional
forms for each of the movements is freer in regerd to key
staetements and melodic repetition. Versiocns of first move-
ment form, rondo form, and theme and variation form are

used,

Five Two-Part ITnventions

Tive Two-Part Inventions, ovpus 1llj, weres composed in

1937. This work conszists of five contrapuntal pileces of
medium difficulty. The msbric markings remain the same
throughout each piece. The expressive character is affected
partly by the varying use of staccato and legato attack.
These pieces aptly illustrate Jiugo Leichtentritt's defi-
nition of an invention:

The invention is & short twoe~ or three-part

plece in contrapuntal style and is not bound

to any particular form, written sometimes in

free polyphony, sometimes in strict canonic

or fugal style.

lMelody. The inventions have clear subjects and
counterpoints. There is zenerally flexible use of diatonic
scales in which seemingly desultory changes occur from one

scale basis to another, The subject of the first invention

will 1llustrate this.

C)Hugo Leichtentritt, fusical FPorm (Camoridge: Harvard
University Press, 1951), p. 68.
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The charscter of the melody is influenced by leaps of
sixths and sevenths. Different counterpcints often accom=
pany the subject when 1t appears in sltered forms ﬁhroughn
out the piece,

The theme of the second inventlon is made up of
whole=-step triplets which contrast to the more disjunct
melodic intervals of the preceding piece., The abzence of
minor seconds is notable in the opening part of the theme,
althouzh they are found in the countersubject.

The third invention has & four-messure subject
characterized by leaps of fourths and fifths. Tragments
of this subject are repeated with intervallic chanzes at
measurees 12, 23, 233, 51, and 63, The counterpoints are
ascending and descending conjunet passages of sixteenth
notes.,

The fourth invention has a subject which is marked
by an interval of a major seventh at the opening and a
Jagzed and complex rhythm: J JTFH JJ FJ3 Jf}jl B3 J .
The subject and countermelody establish the contours for

the rest of the plece. Wide spacing of melodic and harmonic
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intervals 18 characteristic.
The subject of the last invention consists of three

definite partsz, portlons of which are shown below.

Txauple 26, Five Two-Tart Inventions, No. 5.
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18 therauzn 24, Here, the rhythm and the overall contour re-

main the same, bhut the intervel relationships are changed.

Harmony and tonality. The pleces have harmonic

schemes wnich seem to be based on tonal centers rather than
definite %eys. For example, the harmonies of the first inven-
tion change often, soeldom gllowing a clear major or minor
tonality to be establisned. The harmonles frequently zre
characterized by the use of dissonant intervals on strong

beats. Chromatic progressions often obscure the ¥ey feelling.
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The harmonic structure of the second invention -
ernloys intervals of thirds on strong beats. FPolytonal
tregtment ig evident 1in the openinz measures in which the
keye of D=flat and G-flat are implied simultaneously. Other
tonal centers are esteblished throughout the plece. The
inventlion ends with s Cesharp major chord which could indie-
cate the originsl tonality of D-flat (enharmonically C-
sharn).

The harmonlc structures of the third, fourth, and
fifth inventions zre characterized by dissonasnce trestment
siailar to thet of the preceding inventions. Dissonant and
consonaiit intervals alternate in such a way that harmonies
are constantly changing and patterns of change are not re-
peated. Progresslons are unconventional and heterogeneous

harsonic structures are employed.

Example 28. Yilve Two-Part Inventions, Yo. 3, mm. 1-2,
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Texture. Thne Texture of the inventions is LwWow

part counterpolnt. The set 1is written predominantly Tor
the middle range ol the Xeyhoard; however, Spacing of vere

lecal intervals is varied. Texture 1s often characterized

ct

by guick changes in registration. For example, measure 46
of tne third luventlon opens witli the two hands playing a
major third, and the Tollowing measure begins with vertical
spacing of two octaves plus a minor sixth. Instances of the
hand® erossing occur in the third niece in measure 14.

Each volee in the contrapuntal weave maintaline an
indenendent rhythmic and melodle structurs. The pieces are
zenerally constructed of free imltation of melodic and rhythe

mic Tlgures.

¥eter, tempo d rhythm. The rhythmic patterns
of the subjects provide the primary motivic devicez. The
raythmlc character of each melody 1s very different from that
of the other four pisces,., [I"lexible use of rhythmic patterns
occeurs 1n each inventlon. Synoopation and change from triple
to duple subdivislion are evident in the first plece at meas-

ures L0 and 41: 3/4 bJ j\[ijfffg riéfj 31 .

d

)

The second invention iz in 12/3 meter, 1he rhythmic
zmotives of the subject appear in both clefs and dominatse
the nlece as they 4o in the firsi invention.

The rhythric motior of the third plece ig more con-
tinucue than that of the previous laventlons, The counter-

voint moves steadlly in sixteenth-noivs patterns., The rotives
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‘ are used in varying relationship to the bar line.
Yzannle 29%9. Rive Two-Pars inventlons, NOe 3.
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regular subdivision. The 5/4 meter supports notes of a
variety of durations as follows: 3/4 J [ F JJ FJJ
=
JIJNVIFFRJJ 3 JJ . An angular rhytamic feeling
results. The uneven meter and unequal note values provide
contrast to the steady sixteenth-note movement of the prew
cedling plece.
The rhythnic structure of the last invention contrasts

weven durations with steady sixteenth-note motion. These

two rhythmic figures recur vhroughout the pliece, -

Form. Subjects are introduced in the first few
measures of each plece., The form is governed by free imi-
tation of the nelodies and rhythmic and melodic motives
derived from them,
The first invention hes a subject which returns only
ﬂ in rhythmiec orgenizatlion and not with the samne interval ree-

lationships. Ipisodes exploiting short motives of the
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subject follow the first statement. A fragment of the sub=-
Jecet returns, but, even at the end of the pliece, it is not in
the original key.

The other inventions follow a similar formal plan.
The subjects are not returned in thelr original keys or
with the original intervallic structure. The pieces are
free imitative forms which use motives of the opening state~

ments throughout.

Summery. The Filve Two~Part Inventions have clearly

stated éubjects. The linear constructlion of each theme 1is
indlvidual and contrasting to the themes of the other inven-
tions. The harmonic plans are based on tonal centers, rather
than major or minor xeys or modes. Dissonance levels vary,
and patterns of harmonic change are avolded. The pleces

have two-volced contrapuntal texture. BARhythmic motives ate

a predominant part of each invention. The forms are based

on free imitation of the melodic and rhythmic patterns.

five Little Dances

The five plieces are in contrasting moods. Hach
dance has one bhasic expressive quality. The first bouyant,
rhythmic, "Hustic Dance' is followed by a slow, drowsy
"Lansuld Dance." A pert "lToy Dance' precedes the lyrical,
flowing "Pastoral Dance.” A strongly rhythmic "Pestive
Dance" concludes the set. A folkelike quality results fron
the use of modal scales as well as from the repetitive riyih-

mic figures in the bass. The nafvet& of the melody, siuple




rhythmic accent, and straizhtforward repetitions have a
rustic, youthful appeal. The pleces are relatively short
and are not technically demanding. Indeed, the technical
ané formal simplicity mark the set for the young or inter-

mediate piano student.

Melody. Melodic statements vary in length from
gix to eisht measures, Repet{tions and partial repeti-
tionas usually follow the first statement. Short motives de-
rived from the theme are sometimes used in contrasting
rhythmic and textural settings. The melodies are occa~
sionally based on modes. For example, "Rustic Dance" is in

the Lydian mode.

uxample 30. Five Little Dances, "Rustic Dance,"” mm. 9-1l.
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nwvidence of the Lydian mode is also found in "Toy Dance.”

Harmony and tonality. The harmonic structure 1is

triadic, althouzh unconventional use is made of harmonies.
Tor instance, the key often changes without treditional
preparation and chord progfessions are frequently unusual.
An example %“sn be found in measures 11 through 13 of "Rustie

Dance" in which the chord sequence is C major to D major
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to B ainor to % major.

The harmonic structure 18 sometimes bitonal, for
exanple in the first two measures of "Languid Dance." The
keys of F magjor and D minor sre defined by the left and right
hands respectively., Occasionally, notes seem purposely mis-
harmonized., Examples of this are found in "Toy Dance."

This 1s in keeping with the simple, playful nature indicated

by the title.
¥xanple 31. [ilve Little Dances, “Ioy Dance," mm. 1-73.
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Texture. The texture of Five Little Dances is

homophonic. Simple accompaniment figures are repeated

¢
10
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throughout each dance. The accompaniment patterns are
usually repeated several times without alteration. "Rustic
Dance, " for example, has a figure composed of two eighthe
notes which is repeated without change for the first eleven
measures of the piece. A design of one measure in length
is repeated elsht consecutive times in the opening measures
of "Festive Dance." 3imilar repeats of rhythmic figures

are characteristic of all of the dances.

Leter, tempo, and rhythum. The predominant character
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of the pleces is rhythmic. Consistent placement of accent
and stress is typlcal; however, slight changes in rhythmic
patterns can be found in each.

Phrasing of rhythmic figuresg is varied and often
uneven, For example, the phrase lengths in "Languid Dance"

are sometimes three or five measures.

FOrm. Five Little Dances 1s a set of pleces in

e

sectional forms. They are short--from twenty-four to forty-
slx méasures long. Within these structures a theme or}motive
with a characteristic rhythm, melody, and harmony is stated,
departed from, and then returned in the last measures. Each
prlece begins and ends in the same key or with the same pre-
dominating chord or tonal center. Accompaniment patterns

are conslstent throughout each dance.

Suapmary. The melodies of Five Little Dances are

simple, concise, and light in character. They are some-

times modal. Triadic harmonies are connected unconventionally
in a homophonic texture., Hhythmic patterns are repeated and
are treated as ostinato patterns which change irregularly.
Fach form is a simple statement of an idea with a short

departure and return to the originsl ides.

Prelude and Dance 1
Prelude and Dance I, opus 29, was composed in 1942,

The majestic expresslive character and fortissimo dynamics

of the prelude contrast to the softness and folk-like




53

character of the dance., Helodlc and rhythmic ideas are
often repeated wlth new harmonieg. The work is not dife
ficult to perform, but requires some maturity and technical

skill.

Melody. The melodles generally have a narrow range
and are based on diatonic scales. 7The melodic structure of
the prelude and the dance 1is characterized by the use of a
three-note figure which descends by step. It 1s used almost
constantly in the prelude, although it is sometimes 1nverted
to ascend, for example, in the first few measures. The motive
appears in each voice of the niece and becomes a bass ostinato

pattern in measure 24, There is consistent melodic activity.

Example 32. FPrelude and Dance I.
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Many ascending and descending figures of three
notes also occur in the dance, and the melodic progression
is 2lso by whole and half-steps.
wxamnle 33, Prelude and Dance I.
(2) mm, 4,8=-50
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The melodies are prominent in the texture, and
phrases often end after the bar lines. They vary in
length and rhythmic character ancd are frequently expanded
from germinal motives of a few notes to phrases several
megsures long., The first six measures of the dance have
this procedure of melodic development. The countermelodies
of the bass part often utilize the melodic motion, espe=-
cislly to connect phrases of the upper parts. Repetition of
motives occurs in different keys, but not in a striectly

sequentisl manner,

Harmony and tonality. The prelucde and the dance

each have a B-flat tonel center. A Be-flat minor echerd with

an added "-flat 1s astated at the opening. A B-flat minor




chord over an P-flat octave in the bass appears at the end.
This does not alter the functlon of "-7la' as a tonal center.
There are many seventh and ninth chords, often chromatic
chords with much whole and half step volce leadlng. Heasures

throuzh 5 have i1llustrations of this. Examples of other
tertian harmonic structures are the disminished seventh chorde
in messures 14 throush 19, The middle section, besinning at
measure 1%, hes slower harnonic rhythm‘than the sections
preceding and following.

The harmonies of the Cance often are digsonant on

strons beats. Fajor sevenths and open fourths and fifths

3

are uiend

P

frequently. Bitonal structures are evident, and

progressions sre ot traditional.

Yxample 3%, ZFrelude and Dance I, nm, 50-51,
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darmonic rrrohn is usually in half and gquarter-note
changes., A4 highlyv modulatory section occurs from neasures
65 througn 30, Chorde in the key of Beflab major and minor
are often Tound, hut added note dissonances and unconventional
rrosressions ¥Yeep the tonalitieg froz being established

traditionally. There are several points of tension that
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Creston creatsz o the way to the principle cllimax near

the end of the pie - at measure 109.

Texture. The plece has two basic textures: the
first is four-veoiced texture (occasionaily three or five),
with voleing evenly and traditionally distributed; the other
in reinforced melody (octaves) accompanied by chords in con=-
trasting rezisters. Countermelodies in the dance are diverse
in character and lensth. Some ostinato accompaniment fligures

are used; however, the Tigures are repeated at two to flve

neasure intervale rather than successively.

Jeter, temno, and rhythm. The prelude is to be

played "majestically® at o = 108 and the dance "liltingly"
8t o = 92. The dance has nove elighth and sixteenth note
movemsent *than the prelude; thus, it sounds faster despilte
its slower pulse rate. Quarter and eight-note nmotion is
ofternn vged alternately in esch hand. Accents and phrasing
vary. JThe 3/4 meter is sometimes accented like a saraband:
3/4 d iﬁ Db . An interesting characteristic of accent

in the prelude 1s that a fortissimo chord is found on nearly

every beat of the first few nmeasures.

Fora. Thne prelude and dence have an overall plan
of two parts which have general rnythmic contrast similar to
tne slow=~fast organizstion of the French overture or the
two-part plan of the prelude and fugue.

The form of the prelude is A B A. The tonality

scheme, although not established conventionally, corresnonds
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to the following plan: the tonal center of B-flat is
followed by a middle section with D as its center, and
then is returned to B=flat, Nelodic and textural aspects also
fall into an A B A plan.

The dance also follows a ternary plan. A thene
is presented in B-flat minor for a few measures and 1s
expanded. The first rhythmlc idea l1ls presented in C-sharp
minor at measure 55. Jollowing this, another motive of the
theme 1is heard in A major. A third motivic idea is stated
at measure (9. The modulatory section which follows leads
back to the statement of the first theme in B-flat. The

closing is also based on thematlic motives.

Sunmary. The Prelude and Dance I exploits limited

melodic material-~g few fragmentary ldeas-~which are pro-
minent in the texture. Felodic ideas which have similar
contour provide unity in the dance. Fast harmonic rhythm
and non-traditional use of consonant harmonies are charac-
teristic of the work. Parallel chordal movement is typical
ol tne prelude., Bhythmic figures vary stress and phrasing.
Both the prelude and the dance have ternary formal arrang-
ment. The plece 1s tonal, althoush not usually in a clearly

ma jor or ainor key.

Prelu d D e 11
The Prelude gnd Dance I1I, opus 29, was composed in

1642, A "meditative" prelude precedes the dance which 1is of

z dramatic, passionate character. Forceful rhythmic figures




and contrcsting dynaric narkingeg are characteristic of this
piece. Few major technlcal demands are made regarding its
performence., General technical coupetence of medlium gability

1s required.

Melody. The melodles of the prelude and dance have
similar contours. A4n nﬂcillating«n&te figure in a narrow
range 1s a characteristic part of the structures. The
opening melodic idea uses this basic design in a pentatonic
scale context; however, diatonic melodic progression in which
rhythmic patterns change 1s characteristic of both sections
of the plece. A sixteenth-note version of the first melody
of the prelude is used in the dance, and the middle section
centers on a three note motive ¢of the opening theme. Similar-

ities in melodic ideas can be seen in the followling example.

Example 35. EPrelude and Dance TI.

(a} Ml 6 1"’&3‘
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(c) mm. 27-28

;
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(d) mm. 55«56

The character of the melody is continuous rather
than climactic. For example, the melody at measure 14 is
harmonically rather static on B-major. The melody is often
repetitious. The most melodic activity is found in the
phrases which connect sections of the dance. Measures 44
through 55 and measures 97 through 105 are two such con-

nective sections.

Harmo, d tonallty. Bichordal structure is occa-
slonally evideﬁt in this work. 1In the first measure of the
prelude, the right hand defines B-major while the left hand
states B-minor. Although harmonies are often indefinite,
the opening measures have clear tonic, dominant, and dimin-
ished seventh chords in the key of B~major.

The harmonies are static in several places, for
example, the section from measure 14 through 62 of the dance..

The rate of harmonic change is sometimes as much as s8iy meas-

ures in these two portions of the plece., The quarter-note

]
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arpegglated figures n the bass clef define triadie hare
monies in ths latter nart. Chromaticism near the end of

sections gives added harmonic variety.

Texture. The homovhonic texture of the prelude
is full, although dynamics are often soft. The last few
measures, however, use a thinner fabric of octave spacing.

Ihe epening aeasures of the dance alternate full
chords with slxzteenth-note octave Tigures and some arpegzlos.
Spacling of chords l1ls conventional., Two-voiced writing pre-
valls in the widdle section of the dance, but the quickness
gives a tull textured effect. A reliterated bass 18 notable
in the texture of the middle part of the dance, and sixteenth-
note cctave motives are used at the beginning and the end

cf the mleee,

seter, tempo, snd rhythm. The prelude is in 4/4

seter at o = 60, Stress marks which constantly change in
relation to the bar-line create a rhythmic climax at measures
20 through 26. Changes from regular subdivieion to lrregular
subdivision to regular subdivision overlapping are evident as
follows: /4 J 1] JIJ]|JT70 0333 (JI1J 337 ( TIT1
The dance is in 2/4 neter at J = 152; thus, the
predominantly sixteenth=note movement in the dance adds to
the gulck effect and intensifies the contrast of the dance

to the prelude, which has melodic novement primarily in




eighth notes, The first rhythmic idea, presented in measures

27 through 33, 1s characterized by syncopation as follows:
2y JTHIFA |\ IR 13\ 55 T3 | F37 7777 | 57370 539
. ; p S ,

-> V4 7

Form. The overall two-part form is simlilar to that
of the preceding niece, The form of the prelude 1is binery,
thne main contrast between the two sectlons being that of
texture. The dance is A B A form. The return of "A" is
complete but not literal., The "B" section contrasts in
dynamics, rhythm, texture, asnd overall character. It is
related to the "A" part because of its similar melodic

motives,

Summary. The melodies of this plece are related

in contour and intervallic structure. Nelodlic struvcture
usualliy maintsinsg a smooth contour gnd is often repetitious.
farmoule statements are more traditional and more consonant
than is usual in earlier pieces by Creston, although thers

is occaglonal polyharmony. The texture is dominated by
repeated accompaniment figures. The rhythm is generally
straightforward with some overlappling rhythms and syncopation
pericdically adding rhythmic interest. The form of the PTrew-

iude is binary, and the dance is A B A,

oix Freludes
The Six Preludes, opus 38, were composed in 1945,
The pleces were written as examnples of the methods of rhythe

mic structure of which Creston wrote in his book FPrinciples




aﬁkﬁhxthm.lg The preludes are of medium difficulty. The

first performance of them was given by Darl Wild at Carnegie

dall in New York City. The expressive and metric markings

of each plece are:

“o. 1 Hoderately Fast 4 = 116
fHo. 2 Tranguil J. = about 52
No. 3 Fast 4 = 126
No.  Moderately Fast 4 = 120
No. 5 Moderato &4 = 92
No. & Foderately Fast J = 126

Velody. The melodies usually are within an coctave
range and progress distonically. Each prelude has a unique
linear interval srrangement. The first prelude has a short
four-note motive ziven in the first twe measures. It is
conetructed of major thilrds snd a second. This single idea
and variatlons of it permeate the entire plece. It aprears
in dAifferent keys, of with changed intervals, but is essily
recoznized bhecause of its rhythmic structure~-duple sub-

division of the /L messure. The closling sectlilon of the

piece, beginning at measure 32, presents the mcotive in octaves.

The following example will 1llustrate two presentations of

the melody.

Exemple 36. Six Preludes, Ho. 1.

(a) mm. 8-0
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Creston, gp.cit.
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(b) mm. 13=1l
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The theme of the second prelude moves more freely,
hae a wider rangze, snd is made of longer phrases than the
first niece., Tt is based on diztonic progression and rsqguires
almost half (nine out of ninetesen measures) of the niece for
its complete statement. The character of this melody 1is also
influenced by the rhythm, which is flexible and flowing.

The melody of the third piece is constructsd of
tones which sscend to a climax in the third measure and are
followed by three measures of descending melcdy. These cone
toure zre used in the melodic structure throughout the
piece. The scale basis for the opening melodic phrése is

Pemajor,

Txsmple 37. Six Preludes, YNo. 3, mm. 1l=3.
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The opening melody is used in & manner similar to
thet of the first prelude: c¢hanges occur in rhythm, inter-
vallic relationships, phrasing, and key. The preludes of
this set are characterized by similar repetition and mod-

ification of their original melodic statements.
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The melody of the fourth plece is predominantly in

Ty

F~sharp major. The linear progression is often major and
minor seconds. The use of a triplet rhythmic figure in the

5/% meter gives the structure a8 pronounced lndividuality:

L7 e N S IR O e

N

i{he fifth prelude has nelodic structure which is=
founded on whole and hal? step motion and has & descending

fourth interval which is used to flgure the main melody.

Example 38. 3ix Preludes, Hc. 5, mm. 1-2.
1 \ .
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ihe last vlece consists of the most chromatic nelodic
structure. It is the only nrelude of the set whose melody
does not give indlcation of major or miror tonality. Cften

groups of s81x successively different notes occur, as thay

G¢ in the opening melody,

Harpony and tonality. The harmonies are predome

inantly dissonant, although each plece has a relatively
consonant chord at the end. The opening measures nre
typically indefinite in key. Two different chords often

are outlined simultaneously, indicating polychordel treatment




The first plece, for example, bagins by statling

a broken

A«mng jor chord in the treble clel walle the left hand piays
notes whiciy could e the sudbdoainaat gud dominant chords of

Heel@ JOT e

Example 40. Six Preludes, io. 1, m. 1.
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Tne harmonle structures of the other pleces use sinilar
treatnment. An exannle in the third plece is the D-minor chords
and Femajor chords which occur simultaneously in measures 30
Hhrough 33.

A characteristic of the repeated accompaniment pat-
terns is that ususlly more than one triad is outlined within
exach baslc raythaic pattern. Arn example can be found in {he
second prelude in which the bass has an harmonlic ostinsto,
and continuous ranyihm maintaing The wasic contour which

introduces new progressions,

Syamnle 41, Six Preludes, o, 2, m.l.

4”'E§§§§§£l_b bf% | ﬁ-j::~t:\5
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Similarly, the opening ostinato patterns of the fourthh and

1]
2!

fifth pleces introduce new chords.
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Fast key changse is characteristic of sll of the works.

For example, the first prelude moves from a statement which
is in the key of A~major and Demajor to harmony in the key

of B«flat in the third measure. The central sections of all
of the pleces are modulatory. The harmonies change unconven-
tionally, and definite keys are not stated in the traditional
manner. An example is the final Cesharp minor chord in the
risht hand of "Prelude No. 6" which is accompanied by an

octave A in the bhass.

Texture, The texturss of the preludes are charac-
terized by tte use of repssted accompaniment figures. Some
of 4thage have distinetive melodies, providing & contrapuntal
aspect to the predominantly homophonic textures.

The textures show a variety of vertical spacing and
number of parts. The first piece is in two-voice texture. The

second has a treble melody accompanied by three-voice chords,

in which the melody 1s alternately presented in octaves,
thirds znd then three- or fourevoice chords. Arpegelos of a
relatively wide range characterize the texture of the fifth
prelude, and 2n octsve melody accompanied by an ostinaté,
chordal fizure in the right hand is typical of the last piece.
The two hands remain within a comfortable range in

all of the pieces, .and do not cross or reasch the extremes of

the keyboard.

Meter, tempo, and rhythm, Phythmic variety




“unevenly throughout, both in the right hand an

characterlizes the preludes. Both the melodies and the
cstinato accompainying patterns have distinctively individe
usl and dominant rhythamic structures, This doninance of the

Iy

¥plained by the followlng psraw-
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grapn which ls found i the =gore:

These Fralules were written as exemples of

the methods of rhythmic structure which are:

1. Regulzr subdivision, 2. Irregulsr sub-

division, 3. Cverlappling, 4. Hegular sub-

divisicn-overlarping, Se Irregumar subdivi-

sion overlapping.

The first prelude 18 aan example of mixed rhythmic
methods. The thneme uses regular eabdivislions; howsver,
rhythmic sa»uexn% differ betwesen the two hands. The pattern
ig four notes grouped agalnst siy rotes, thytamle intevest

R
LIS DAB08.

(’,
i3

cf tnig nature cnaracterlze
Ihe second prelude, an exernple of resulsr sub-
divigion, has trisle subdivislons In the right hand, while
the left hand plays dunle sundivieions. The rhythmic ~at-
sern of the third plece overlaps thes ssr-line: 2/4 rfﬁfﬁfﬁi
eirjijﬂ Hfﬁfﬁif? rff%Fﬁ?Fﬂ e The Tourth plece consists of
irregsular rhythmiec divisions in 5/4 meter: 5/4 ;l JJ 7._.7
JJ 73 J ;Ji . In the Tifth prelude both the treble and
bass clef parts overlap tihe ueasure simultaneousiy. The
isst plece has a rhytiwic structurs wh;ch Creston calls
“irpacular subdivisions overiappinz.” dne sccents fall

betwee

jo

the nands.,

11pgaul Creston, Six Preludes, Op. 38 (New York:
Leeds rusic Corporation, 1949




Example 42, Six Preludes, No. 6, mu, G=10.

l | -
by "n‘ql ‘ g‘ili u.' T T3 & 83
=
;. N PR e i
== Shre—————n _1

@F*,ff>ﬁy‘

b o = !

Form. The form of all of the preludes is similar.

The nleces conform to the definition given by wWilli Apel of
nineteenth century vpreludes: “planistic character pleces,
usually mased on g shorit ficure or motive which 18 expioited

4 s N
wl2 7ie narmonies are

by weans of harmonic modulaitions,
oiften esabirvons, dut the melodle line helps define the direcw

tion of harmonie movenment,

Summarye. =Hach of the S5ix Preludes has a melody

which 12 distinetly different from that of the others. The
melodies are usually based on diatonic scales., The har-
monies have some conventional structure, some bichordal
arragnzenents, and are generally employed without adherence
to etrict patterns of progression. Harmonically complex
ostinato accompanizent flzures are characteristic of the
textnres of all of the pileces, The raythm 1s the most ime-
portant aspect because the vleces were written as examples

oi methods of rhythmic structure whicn the composer has

1241114 Apel, "Prelude,"
(Canbridge, Mass.: Harvard University FPress,
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described in a book. The form of each plece is based on
free use of o theme or motive which is presented in the

firat few neasures.

The Three dgrratives, opus 79, were coumposed in 1962,

They ave dedlicsted to Mildred Victor, Claudette Sorel, and
Barl Wild, The set tales aprroxinately twenty-four minutes
to perfora. 7This 1s the longesh playluz time of any of the
works dlscussed in this paper. Hach plece has characteristie
themes whosge basic cnntours are reneated or varied during
vilc activity of the section.

The exprescive character »f the "Jarratives" is
contrasting., The Tirst Plece opens majestically, and has
raythmne and melodies of g stabely, diwnified character.
fharrative 11" is 0f a more =zently flowing nature. The
predoninance of the uprer reglsters of Lhe keyboard, soft
Gynamics, and "zirzag” celedic lines create an impression-
istin feeling., 7"he last plece has 2 highly dramatic chorac-
ter manifested in chromatliclsu, restless repeated-note
figures, disscnance, and often parcussive alternation of
right and left hendsz. A general feeling of expectancy and
confilcet 1s exhibvited,

The three pleces, although intended for performance
in & unit, are, in the present writerts jJjudgerent, alss
efi'ective individually. The Three harratives appear to be

copposed without restriction of difficulty level., Hature
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technical abilities, including good arm action, are needed

to perform the work. N

Melody. "Narrative I" has one main melody in each
of its three sections. Ehe range of the theme of the first
movement i3 almost three octavesj however, the themstic
motive which anpesrs most often encompasses only an octave.
The opening theme is marked by rising intervals of a fifth
and a third followed by a descending mi%cr second., The
first thematic statement is in Fesharp minor. Ilodifications
of the theme occur throughout the ssction in the form of

intervellic 2lterstions; for example, the theme is heard in

measure 2 with a rising fourth instead of a fifth,

Txemple 43. Three Narratives, "Narrative I."

(a) mm, 13-17. (first vortion of melody only)

(b) mm. 2L =25.
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The melody which is introduced in the "Allegretto"
at measure 53 1s in the key of H-major. Its movement pro-
gresses by mostly seconds and thirds, It is treated similarly

to that of the first psrt of "Narrative I"; that is, motives
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of the theme recur but often have different intervals than
in the first statement, One 1dea of the theme is presented

in measure 56 with the modified rhythm and different intervals.

ixample lly. Three Narratives, "Narrative I."

§ 28 ‘, - o »
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The theme of the third section, beginning at
measure 155, is built mainly of intervals of seconds and
thirds. 1I%, like the themes of the other two movements, is
often heard with slight changes, This theme can be seen,
feginning at measure 188, a third higher than the original

statement.

T“xample L45. Three Narratives, "Narrative I," am. 155-158.

The thematic msterisl of the three parts of "Nar-

rative I" are similar in contour. It can be noted in the

preceding examples that each melody has one msasure of




ascending contour folliowed by Ltwoe notes which descend by
whole or half steps, Although the intervals and rhythmic
gtructure differ, this similarity In the conbtour of the
melodic motives car be heard and 1ls an imvortant formal
unifying device, as well as a melodiec factor.

"Harretive II" has an openinz pentatonic melody
which occurs above the ostinato sccompaniment in the right
haend. The overall melodic atructure is hased upon two ideas
which undergo changes similar to those of the first piece,
Tne main theme of the opening and closing "Lento! sectlons,
nas charsoteristins intervals of a descending minor sixth fol-
lowed by an ascending fifth. It indicates the key of D-flat
and is often slirhtly altered in order to change the key.
For example, the melody in measure 14 defines A-major and
that melody, aliered in mecsaure 15, implies the key of G
sSnard.

The second thematic idea ls a descending scalar
melody wnlch ocours in varied forms throughout the central
part of ths piece., Gengral sinmilarlty of contour of the

two thones to the opening pentatonic idsa is evident.

"Harrative [1."

.
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The themes of "Narrative III" are developed in a
manner similar to that of the other two pileces. In additlon,
melodic ideas are similarly related in contour and intervallilc
structure. They are characterized by a predominance of whole
and half-step progression, and frequent chromaticism s evi-
dent in the melodies of accompanying fizures. The gxamples
below which are taken from each of the three major divislons
of this plece, will 11lustrate the similarity of melodlc

contour.

Example 47. Three Narratives, "Narrative III."
~ FVI = | - | B

(b) mm, 31-33.
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Harmony and tonallty. The harmonle structure of

“Narrative I" is cheracterized by chromatic movement.
Baraonic rhythm 1s usually quick, and chord structures are
triads with fevenths and ninths and with occasional added
notes, A diminished geventh chord, outlined by the coabined
top netes'ﬂf four arpegglated Tigures, appears in measures
121 throush 123 of the "Allegretto." Bichordal structures

are found frequently throughout the plece.

Gxample 47, TIhree Narratives, "Narrotive I.”

{9«) Ml e 8"9‘

A typical feature of the harmonic structure throuwi-

out this work is that the resolutions of dissonence coincide
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with new dissonancej that is, dissonance is resolved to new
dissonance,

"Narrative II" is pentatonic in the opening "Lento"
section. The first theme ig introduced in D«flat major.
There is a return to the opening key in the lzst section at
measure 98. The harmonic statements of this plece are often
very clear at the beginning of phrases, for example, at measures
14 and 31. Progressions often are unconventional. The middle
saction, "poco viu mossé,“ beginning et measure 31, is charac-

terized by riech chords with added notes.

Txample u9.' Three Narratives, "Narrative II" m. 62.
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The third "Narrative" has harmonic structure sime-
1lar to the other two pieces; however, the opening "Adagio"
1s more dissonant, and a tonal center is not established.
There is a veriety of structures in the four sections which
comprise this plece: ninth chords in measures 42 tbhrough L3;
parallel first inversions of triads in measure 553 and

quartal harmony in measure 57.

Example 50. Three Narratives, "Narrative III," m. 57.




A characteristic of the "Andante," which begins at measure
71, is that chord progressions do not define key, but chord
structures are often tertian,

The harmonic tension levels of the first and third
rleces asre higher than that of the second plece, which offers

contrast in its relatively greater use of consonance.

Taxture. The texture of the opening part of
"Narrative I" has block chords which contrast to thirty-
second note ostinato patterns in the bass. The return to
the original texture is a unifying device. Registration
varies: both the upper and lower sxtremes of the keyboard
are occaslionally employed., The "Allegretto" section usually
has three to four-voice texture, and a variety of repeated
accompaniment patterns. The polyphonic and rhythmic pos-
sibilities of ostinato accompaniment figures are exploited
irn this movement, Ostinato patterns usually have duration

of only two to three measures, followed by changes in either

pitch or part.
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More than one-third of the plecse is in the treble
range. Vertical spacing is relatively consistent, Repeated
sccomnaniment figures appear in both clefs.

The texture of the last section, beginning at measure
153, is characterized by doubled octaves and four~voice
chords, which are contrasting to the triplet rhythmic groups
in the bass line.

The second "Narrative" has texture characterized by
a tremulo of the harmonic tones in the "Lento." The use of
the upper register of the keyboasrd, a pentatonie melody, and
repetition of the harmonies give a lulling, bell-like effect.
This piece also has many wide arpegglated figures. Twoe
part writing is found in measures 16 through 26 and 99 through
120. The texture is light and dellicate even when not in two
voices,

The third "Narrative" has a textural variety similar
to the other two pieces in this set, Chordal melodies which
are accompanied by quleck arpegglos, scale passages, and
ostinato figures are typical of the first part of the compoe
eition. Arpegiiated ten-note chords are used in the "Andante"
which berine at measure 71, The last section of the piece,
"Con moto," has an accompaniment fizure which slternates the

rl ht and left hands in 8 dramatic, triplet rhythmic figure.

Txample 52. Three Narratives, '"Narrative III," m. 123.
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Parallel chords in measures 105 through 106, and contrary
mection in measures 171 through 179, zre also notable in the

texture of this plilece,

Yeter, tempo, and rhythm. The tempo markings of

the three sections of the first "Narrative" are: "Majes-
tically" ot o = 60; "Allegretto,"® ggd "Allegro ma non trop-
po."” The first ten measures have changes of meter from 4/4
to 5/4% to 3/, The last named meter then continues to the
“Allegretto," The "Allegretto" is in 6/12 meter gnd the
"Allegro ms non troppo” in is 12/12 meter. Similar meter
signatures are found in the scores of the other two pleces
in thls group. Notes in the scoresll state that these two
meter signatures are revised notatlon for the traditional
6/3 and 12/8 signatures respectively. Creston, in his book,
2rinciples of fhythm, calculates a twelfth-note based on the
idea that a whole-note is equal to four pulses. His 12/12
meter 1s arrived at

by basing our calculations on the whole

note as equal to four quarter-notes or
eight elghth notes, etc....Consequently,

13paul Creston, Three Narratives, Op. 79 (New York:
#ills Husie, Inc., 1966),
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the whole note would logically be

equal to three third notes, 8ix gixth

notes, ten tenth notes, and 80 ONe~
The neters 6/12, 9/i2, 12/12.appear to be uged in terms
of durationi that 1S, twelve twelfth-potes () equal one
whole-note.

3ubtle changes {ron duple to triple gsubdivision
ocour occasionally in the "Allegretto" (measures 53-1521),
for example in the following rhythmic scheme, which occurs
at measures 54 and 55: 6/12 rfjj_j H b lrrjr}J .I’Er:] .
overlapping raytnm is evident in measure 119 through‘lQG:

612 J33I31 SII3HH | S77737 i o A

> >
Tne last sectlon, beginning at measure 153, has an ostinato
figure wnich 18 accented irregularly: 12/12 JJJ T /
- - 7

7z o °

I3 43 . Lneven accents are used to bulld s
> - Z

climax i Teasure 163: 12/12 _Tt?jg .qug f{j;“il”.FfIig .
Tnese examples are £ ilcal evidences of the rhythmi;'
interest and variety.

inarrative II" has a Lento section at the beginning
and end of the piece, The anetric and tempo parkings indicate
g/12 meter at J.= 438, Overlapplng rnyonms are present in
measures 31 through 34. Uneven phrasing and varied stress
and accents eimilar to that of the previous piece are also
found.

"Narratlive III" consists of four sectlons marked,

By PDe 13"12}0
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respectively, "Adagio" at 4 = 58, "piu mosso" at <= 80,
"sndante" st & =52, and "con moto" at 4 = 104. The meter

of each section differs from the next., The "Adasgio" is in
3/l meter snd has sections of thirty-second and sixty-fourth
notes juxtaposed with guarter and eighth-note chords. The
"niu mosso," in §/12 meter, has quick aroegglios and scalar
figures whick accompany the melcdiess., Changes in accent and
phrasing are evident, for exsmnle in measure 23: 9/12‘173213
53 I F3]) . The "andante," which follows in 3/4, 1s chare
acterized by quarter and eighthenote motion. The uneven !/
rhythmic divisions of the "con wmoto," in 5/4, contrast to

the simpler rhythms of the preceding section.

Toru. The formal plan of "Narrative I" consists of
three divisions; however, they are to be played withouﬁ‘
pause, DLacn section develops one main theme. Portions of
the theme of each movement are exploited in different keys,
with v%rying accompanying figures and, sometimes, with z2ltere
ations in the intervallic structure. The form is freely
composed, and there-are fasw exact repetitions of vhrases.,
Unity comes from similarity in the oontours of the melodies,

The form of the second "Narrative" is similsr to
the firzt plece. It also hes three wmajor divisions to be
played without pause., The divisions are partially defined
by key and tempo. A theme is developed rather continuously
from the theme of the first sectlon. The newly developed

theme is then stated several times in the middle part of the




piece., Its first appearance is in the top volce at weas-

ure 8. Then it becomes progressively more prominent in mess-
ures 18, 2, and 31. A second idea is evolved in measures

49 through 51. The changing themes, accompanlment flgures,
and textures indicate that thls centrel section is slso a
type of continuation form, although the "Lento" returns to
make an overall plan of A B A,

"Narrative III" has four major divisions. Only the
last two divisions are continuous. As was noted in the discus-
sion of melody, each division develops a thematic 1dea by
thematic expansion of intervals snd rhythm. The "piu mosso"
section has severel varied stastements of the melody con-
nected by passazes of varying lengths and character., An
example can be found at measures 51 through 61. All of the
movements use grest freedom in developing melodic ideas,

Literal repetitions of phrases do not appear.

Summary. The melodic materisl of Three Harratives

is developed through expansion of thematic mobtives., The
rhythmic and intervallic changes which occur establish rel-
atively nsw melodies derived from the first thematic state-
ments., Basic triads are occasionally clzarly stated; usually
intermittent harmoniss are constantly changing and are blurred
by added notes and highly dissonsnt intervsls, Texture and
registration vary considerably, Repesated accompzniment fig-
ures and arpeggiated designe are characteristic of portions

of the Narratives, T%xpressive marikings are explicis.
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Contrasts of tempo, uneven accents, and varied divislions

of the measures are frequent., The formal organization 1is
characterized by sections which usually coincide with rhyth-
mic and teapo change. Nxact repetlitions of thematic material
are rare. The forms of the indlvidual sections are generally
bazed on free expansion of motiver in a contlinuously developed

structure.,

¥etamorphoses, opus B4, was composed in 1964, It
conslete of a serlial melody and twenty variations, The pere
formance time reguired for the work 1s approximately eighteen
minutes, The theme underzoes a ‘"metamorvhosis"” by transe
pasition, alteration, and emhellishment of the theme, rhytham
of the there, and accompaniment. There ig e varlety of texw
ture and harmonic treatment, The plece is difficult and
requires mature technical and interpretive faculties,

The chart on pase 873 lists the measureg in which
the variatlone are found, the register or volice and first
note of the there, and an indlecation of the trestment of

the series as 1t appears 1in each varistion,

Yelody. The theme (or melodic series) is first
stated as twenty-elght slow quarterwnotes, It consists of
two twelve~tone rows separatad‘by three aﬁdad}notas and an
added note at the end. 7The range is almost two octaves,

211 melodic intervals are used. IThe opening minor and major

sevenths are notable because they occur only once 1in the




No.

II
11X
Iv

VI
VII
VIII
IX

X1
X1I
XIII
X1iv
XV
XVi
XViI
XVIII
XIX

Mepsures

2-11
12-21
22-%
35-60
61-73
71488
89=-106

107-136

136-148

149-169

170-200

201-231

232256

257273

274288

289-320

321-347

348-374

375=-393

394420

TREATMENT OF VARIATIONS

First note Reglster
of series
A Treble
B-flat Bass
B Bass
C Treble
C-sharp Bass
¢ (2nd note Bass
of series)
D-sharp Treble
E Treble
© B-sharp Treble
Pegharp Treble
G-sharp Bass
B Lower
Fesharp Bass
A "Treble
Pe.sharp Bass
D,E, etc. Bags and
treble
A
Treble
G=-sharp Treble
| G=~sharp Treble
G=gharp Treble

33

Treatment

Single~line
melody

Single~line
sounterpoint

Counterpoint

Invention-like
Octaves
Ocotaves

Half-note
octaves
Half and quarter-
notes
Octaves rein-
forced
Embellished
melody
Botton notes of
ostinato
Single~line
melody
Octaves

Top of arpeg-
glos
Octaves

First 12 notes
repeated often
Doubled Oectaves

Single~line
melody

Top of four-
volice chords

Octaves of four
voice chords




intervael arrangement of the twenty-esight notes.

Example 53.

Metamorphosges, "Theme, " m. l.

o " e o B 1
- T — 1 f . ‘i ] I —H s e ;
EX M oo O ELLTE L F AR A
47 ue B ;

The theme always appears melodically in the twenty

variations rather than in vertical or horizontal alignment.

It is found as either the dominatling idea or subordinant to

other figures,

The geries is stated a half-step higher 1in

each of the first twelve variations; thus it is stated on

twelve chromatic tones,

Basic interval relationships of the theme remain

the same in each variation although there is little restriction

of interval direction.

The original melody is used predomi-

nantly, rather than retrograde or inverted forms. In a few

instances, parts of the twenty-elght note theme are heard

in retrograde order, for example, at the end of the nine-

teenth variation (measures 388 through 389).

Often a few

of the intervals are inverted in such a way that complement

intervals or harmonic inversions replace the orlginal Iinter-

vallic arrangement.

variation at measure 137.

This procedure occurs in the ninth.

tere, the first two notes of the

series are separated by a major second instead of a ninor

seventh.

Example 54,

Metamorphoses,

"Wariatlion IX,"

mm e 13?""1380




85
oy e e e £ M
& — = =
Sy I . ‘ } s

Other instances of this melodic treatment can be found in
the eighth and fourteenth variations.

ALl twenty-eight notes of the gerles usually appear
inn eash variation. The theme occaslonally is fragmented,
for example, in the sixteenth variation in which the first
twelve~note row ig presented zlone in the opening (messure
28%), repeated in the following measure and in measures

)

27). 2950 and 297.

Example 55. Hetamorphoses, "Variation XVI," mm. 2895290,
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An embellished application of the theme is often
emnloyed in thig work., It ocours as the top notes of an

embellished, treble melodic line in the tenth variztion.

Example 56, Metamorphoses. "Variation X," mm. 149-150,

‘o () e W e
-\ /_\ .ﬁo‘ﬁghg- bggg._ . ’a'.h?‘  a %2“5! !!_ph i
g N H ! : j{ - } - - #
S e =

Melodic phrasing throughout thils plece varies




86

considerably because each new statement of the theme 1is

rhythmically different from the others.

i ony aud tonglity. Although the harmonies often
are not traditional tertian structures snd are comparastively
dissonant, there is usually a high degree of consistency of
harmonic treatment within each variatlon. There 1s a great
deal of overall harmcnic varlety between variations.

The harmonic structures are not readlly classified

e

goguse thelr hermonlc context 1s not traditional. The

cecond variation, fcr exawrle, appeasrs to state chords di-

1ectly, with Tew non-~harmonic tonesi however, verticsasl

invervals of wmajor sevenths and dinlnished fifths do rot

resclve in a conventlonal manner. Steadily changing hacmonies

and unexpected sonorities gre the gencyal rule., This is

charsocteristic of the harmories of all of the variztions.
Dissonence levels vary. Several portions of the

plece are very consonant in spite of the atonal nature »f

tie theme., '"Variation VIIZ" has valatively consconent hare

- 2

mosiles conslsting of arpegriated figures in which diminished

ol

§

seventh chords coften are cutlined. Tertlian structures also
occur in the harmonic scheme of the sixth variation, although

they recleve polychordal treatment.

Zxauple 57. Metamorphoses. ‘'Variation VI," mm. 75-76.
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The last variation is the least dissonant. Hajor
snd minor triads sre cheracteristic. Harmonies change in
every measure without establishling a key.

Vertical najor and minor seconds and sevenths
- often cause dlssonance in the variations. Amblguous
narmonies frequently result from the use of dissonance.
Throuwaticlsm, such as that in the seventh varilation, and
avmented triads, similer to those which are characteristic
of the twelfth piece, also contribute to the indefinite

nature of the tonel structures.

iexture. <he textuire of eszch vaeriation 1s uniforms
however, the variations differ from each other in this
respect. The texture of the [irst few pieces progresses to
noticeably more complex structures. In the first variatlion,
for exampie, the single melodlec line sounded over an B-flat
pedal contrasts to the bass melody which is accompanied by
three-part harmony of the following varlatlon. The third

plece consiste of eighth-note motion and wider spacing than
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than the previous variation. It is followed by a variation
in contrapuntal sixteenth-note texture. The texture of the
sixth piece is movre dense, Ihick polyharmonic chords ac-
company the octave melody. Four-voice chords whilch are
doubled in the left hand present the heaviest texture and
the most strictly homophonic treatment. The most consistent

application of this texture occurs in the last variation.

Txample 52. HMetamorphoses, “Variation XX," mm. L00-401.

Uther examples of varlety in texture are the
arpeaglated figures of "Variation VIiI," the doubled
octaves in "Variation xVIii,* +ihe chord clusters in
"ariation XVIII," and the contrapuntal texture of

“Variatlion IV."

Rhythmic aspects. Rhytam 18 a major factor of

variation of the melodic series. The phrasing and rhythm
of melody are altered in each succeeding piece. These

trensformations are emphasized because of the exceedingly
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simple rhythm of the original thematic statement~~quarter-
notes at J = 66, The third variation, for example, pre-
sents the theme as J.] d J|ddd (dd{dd|dLdd

All of the variations are in 3/4 meter. Metronomic
markings change often as new varlations are stated. Both
duple and triple divisions of the measures are found. An
example of duple division 1s in "Variation IV," at measures
51 through 60. "aristion V" combines both duple and triple
divisions beginning at measure 61 rf?jzﬁjj .ffﬁjfi .F;Ejfj .
Overlapping rhythms are evident in "Varliation XI" at meas-
ures 183 through 189. Rhythmic stress 1s highly varied.
Almost every variation has instances of unexpected changes
in stress or accent. An example of the varied rhythm and
phrasing which is typleal of many of the pleces can be found

in "Variation XII," at measures 221 through 225.

Form. HMetamorphoses 1ls a theme and twenty vari-
ations, The length of the variations ranges from ten measures
to thirty-one measures., Every plece contains the theme or
part of it, and it is varied freely; therefore, formal unity
does not result from merely repeated use of the theme. Instead,
the organization of accompanying melodic, harmonic, and tex-
tural aspects provide unity and varietyy in the set, A char- §
acteristic of the pleces 1s that the last measure of each
prepares for a smooth matién to the first note of the plece

which follows. The overall form 1s also characterized by

diversity in textures and contrasts between subtlety
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and dramatic expressiveness. The last variation 1s one of
the most harmonically consonant and one of the least contrae
puntal, whereas the first variations are more contrapuntal
and are highly dissonant. The nmusical "metamorphosis®™ which

takes place contributes to the design of the composition.

Summary. fdetamorphoges 1is a set of variatlons on

a theme of twenty-eight notes which includes two twelve~tone
rows. The theme 1s employed nelodically only. It appears
on various pitches, in dlfferent registers, with diverse
rhythmic structure, and with a variety of accompaniments.

The basic intervallic relationshipe of the theme remain
unchanged. iarmonic progressions are unconventional and
usually do not establish keys. Textures vary wildely: chord
clusters, reinforced octaves, and arpeggios are found., The
rhythmic figures are also highly varied, with rhythmic stress

changeable and frequently uneven,




CHAPTER IV

SUMMARY AND CONCLUSIONS

The solo piano music of Paul Creston is interesting
and original performance literature which is written in
basicelly modern language. The music 18 characterized by
strong melodic lines and vivid harmonies with frequent use
of dissonance and polytonality in both homophonic and poly-
phonic textures. The most systematic compositional exploi-
tation 1s rhythm. The strength of rhythmiec figures and
their frequent complexity affects the expressive charac-
ters of the pleces., The compositions are expressive of a
variety of moods and emotions, and they manifest both lyri-
cal and objective qualities. The pileces provide performance
material of varying levels of techniecal diffilculty. Some
of the writing is advantageous for virtuoso performance.
The works are well adapted to the keyboard medium, although
infrequently exploiting pilaniem for its own sake. The music
generally is developed in 1its own terms and 1is secondarily
limited by the resources of the piano.

The melodic style is distlinguished by uneven phrasing,
extension of thematic material, and a highly individual are
ranzement of linear intervals. A variety of techniques is

uged for the construction of melody. These include the use of

a1
21
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modality, pentatonicism, chromaticism, and the employment

of twelve-tone rows. Melodic figures and motives frequently
are based upon schemeg of expanding intervals as germinal
unites of construction. Melodies, often scale-derived, fre-
gquently are related in contour or by motivic repetition.
Melody is an integral part of the form in all of the pieces,
and 1s exploited through repetition and expansion of inter=-
valg, notives, and phrases.

The harmonles are characterlized by unconventionsl
progressions and a regulated dissonance level for expressive
purposes., The harmonic procedures include some tertian
structures with non~functional progressions and frequent use
of heterogeneous harmony. Harmonic combinations of seconds,
thirds, and fourths used in parallel motion, polyharmonic
structures, and considerable use of chromaticiem are also
an integral part of Creston's style. Basic tertian harmoniles
frequently are blurred by added notes and superimposed triads.
Chord structures which are employed without adherence to
strict patterns of progression are typical. A tonal center
usually is identifiable, although often rapidly shifting;
thus, relatively traditional structures are used chromatically
;s well as harmonic structures less firmly based upon thirds.

The textures are marked by a divergence in density,
spacing, and reglistration. The melodic line usually is
prominent in the fabric of the pleces. Polyphonic texture,
in which more than one volce of the texture has an indepen-

dently strong contour, cccurs frequently, and parallel motion
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is used often. Repeated accompaniment figures are distine-
guished by harmonic complexity and unusually extended
lengths. Consistent texture is often maintained in indi-
vidual works and hecomes a unifying device. There 18 much
usage of melodic and rhythmic motives, flgures, and phrases
in contrapuntal texture. Some less difficult pieces are
comparatively simple homophony.

The rhythmlic structure is emphasized more than other
aspects in the compositional style. It is used as the main
formal device in one piece in which patterns of changing
meter are repeated, and the character of individual pieces
is influenced greatly by the employment of different rhythmic
structures. BRhythmic motives frequently are a predominant -
part of the music. Creston's use of rhythmiec patterns gen-
erally results in uneven stress and accent, and steadily
changing rhythmic flgures. Contrasts in tempo and varied
divislions of the measure are frequent.

The composer does not limit himself in regard to
form. He uses the outlines of traditional sectional and
continuous musical forms as well as contemporary processes
of cemposition ?n free structures. First-movement form,
rondo form, theée and varlation form, binary and ternary
structures, and imitative designs are used for casting indl-
vidual pieces and movemente. The smaller forms are charace-
terized by tradltional contrast and balance within each
piece, although phraseology 1s frequently uneven and non-

traditional harmonic structures are employed. The use of
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traditional forms is free in regard to key statementis and
melodic repetition. The compositions are distinguished by
a large amount of thematic development and change and a
scarcity of exact phrase repetitions., The designs of sev-
eral of the pisno pieces are free forms based on varistions
and trensformation of s germinal motive., The solo piano
compositions are typically structurelly free except for the
general contrast end unity provided by the use of traditional
forms snd original free repetiticn and variation of ideas.
Creston's compositional technique is not procedural,
but rather, the meteriasl 1s usually exploited in its own
terms and within its own possibilities rather than sccording
to preconceived plans or external considerations, His style

1s characterized by spontaneity and & broad creative viewpolnt,
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1961
1960

1959
1958

1557
1956=60

1956

1955
1954
1953
1952
1947
1945
1943

1941

1939
1938
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APPENDIX

HONORS, AWARDS, AND COMMISSIONS
Choreografic Sulte commissioned by the Harkness

Foundation
Pavane Variations commlssioned by La Jolla Musical
Arts Society
Chthonic Ode commissioned by Detrolt Symphony
Orchestra
Board of Directors-~Amerlcan Society of Composers,
Authors and Publighers
State Department Grant--American Speclalist in
Israel and Turkey
Violin Concerto No, 2 ocommissioned by Ford Foundation
Janus commissioned by Assoclation of Women's

ocmmlittees for Symphony Orchestras
Christopher Award for original score to television
film "Revolt in Hungary"
Toccatg commissioned by the Cleveland Orchestra
President-~National Assoclation for American
Composers and Conductors
Citation of Honor--National Catholic Music
Educators Assoclation

ui; for cello and plano commissioned by Elizabeth
aprague Coolidge Foundation
Fifth Symphony commigsioned by the Natlional Symphony
Orchestrs
Dance Overture commissloned by the National
Federation of HMuslc Clubs

Invocation and Dance commissioned by the Loulsville
Orchestra
Walt Whitman commissioned by Thor Johnson
Symphony No, l--First Place--Paris International
Competition
Third Symphony commissioned by Worcester Muslc Festival
Fantasy for Trombone and Orchestra commissioned by
Alfred Wallenstein

for Harp and Orchestra commissioned by Alice

M. Ditson Fund
Citation of Merlt--~National Association for
American Composers and Conductors
New York Musle Critics' Circle Award for Symphony No,. 1
Music Award-~American Acadeny of Arts and Letters
F;agg%g;s commissioned by Andre Kostelanetz

ltation of Merit-~National Assoclation for American
Composers and Conductors
Guggenheim Fellowship (renewal)
Guggenheim Fellowship
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