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Teacher’s Introduction

Any new specification presents particular challenges for both teachers
and students primarily as it is untried over time, The New Directions
guide seeks to:

Always check the exam board
website for new information,
v"  provide a pathway through the set music inciuding changes to the

¥ suggest avenues which supplement the set works specification and sample
assessment material.

v provide activities to encourage engagement with the music

The core of the guide is analysis of the set works, which provides a foundation for teaching and learning at both
AS and A Level

The set works and extracts are diverse and the reguirements to relate other works to them will necessarily take
many listening hours. Students should be keenly aware of that from the beginning.

in addition to analyses of the set works, guestions and answers based on both sections of the examination, and
brief commentaries on wider listening suggestions together with information which can support the learning are
also included. General summaries of each of the works are given at the end of each analysis. Although placed at
the end of the analyses, the summaries may be used as starting points.

An important part of the course is to become conversant with a wide range of technical, critical and aesthetic
language to discuss and evaluate the works. Technical terms are given in the glossary and attention to them is
indicated by the use of bold imprint in the text. Regular opportunities for discussing the works with others is a
key activity for acquiring the language of analysis, evaluation and criticism as rewarded in the examination.

For your convenience, links to the websites required for activities have been provided on ZigZag
Education's website at zzed.uk/7208 Students might find this helpful for accessing the websites
rather than typing in the web address each time. As customers report any broken links, we will
update this page. If you find that any of the links are not working, please inform us by email to
music@®zigrageducation.co.uk

P Baker, July 2021

Free Updates!

Register your email address to receive any future free updates®
made to this resource or other Music rescurces your school has
purchased, and details of any promotions for your subject.

* resulting frorm minor specification changes, suggestions frorm teachers
ond peer reviews, or cccasional errors reported by customiers

Go 1o zzed.uk/frecupdates
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Students’ Introductio

New Directions is a guide to the music you have to listen to, understand and be
the examination in question. For the AS exam, you have to study the extracts f
for the complete A Level, you will also study three movements from The Rite of

Stravinsky.

Your main tasks are:

" Know the set work very weli*

Discuss the works using the relevant technical language
Understand the music by analysing it and know your,
Be able to locate particular parts of the musicssgine
Become familiar with other music
Practise writing about the m .
Read what other :
Alway ol

CRALC R

i

git often
&'With the set pieces

That means knowing what is in the scores, understanding any technical guestions and termi
what the music sounds like, understanding the historical and cultural contexts of the works a

round the scores:
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Petals for Violoncello and Live
Kaija Saariaho (b. 1

{was born in Helsinki, Finland in 1952. One of my earliest
memories is listening to music ‘under my pillow’ as I slept;
unsurprisingly, much of my music is dreamlike. I have a
special interest in using colour (timbre) and texture in my
miusic although it also has melodic and harmonic interest. |
studied in Paris at IRCAM where I developed my interest
in electronics and how to manipulate sounds and ,.
transform them. Among my works are Ver.
{(1984) for orchestra and taped r

opera
¥ voices has included

acoustic llel iments.

General Context and Background

The composer Kaija Saariaho was born in Helsinki, Finland in 1952, She studied
with the avant garde composers Brian Fernyhough and Klaus Huber. She learn
tape, live electronics and computer-assisted composition at the IRCAM in Paris.

As with many works which source electronics, emphasis is often on textural tran
technigues of sonic transformation rather than the elements of melody, harmo
conceived. Before working at IRCAM, Saariaho had been influenced by s trend
That is, the use of computer-aided devices which analyse scientifically the acou
and harmonics which can then be used in compositions.® Petals is a relatively s
electronics {although the latter is marked ‘optional’ on the score published in 1
the cello and are transformed electronically, the work belongs to the genre of &
its style, it is like musigue spectrale or Spectralism,

Saariaho’s work also includes opera such as L'omour de loin and Adriana Mater
Iranian {Persian} poet Rumiin 2012 in which the poems are presented on prere
orchestra. True Fire song cycle was premiered in 2015, the opera Only the Sour
March 2016 at the Dutch National Opera and the harp concerto Trans in Augus

Since Saariaho’s technique uses electronics, she shows the influence of compos
and Pierre BoulezLike Stravinsky, her music is eclectic, as reflegted in the use of
transformations.

COPYRIGHT
PROTECTED

Saariaho’s use of electronic sound is al
natural sounds, or, more preusel
comed in 1948 by Pier

style known as ‘musigu
any source other than a musica
as an engineer, he soon used the currer
other prototype electronical and electronic
: our un homme seul, for example, is entirely derived fro
S Sique concréte had been foreshadowed previously by Edgard
used an earlyelectronic synthesiser called a dynaphone. Varése’s Poéme électr
heard through an array of 400 speakers instalied for the Brussels World Fair in
the architect Le Corbusier and engineer, composer and mathematician, Xenakis..

9

ag

Education

2 Institut de Recherche et Coordination Acoustique/Musique {Institute for Research and Coo
Paris near the Pompidou Centre. it was founded by Pierre Boulez {died 2016}
3 Hear, if possible, Graal thédtre for vielin and erchestra or ensemble {1994/97}.
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Given the technology of the time, the work of Varése is a
huge achievement and the composer is just one of many
whose shoulders a composer such as Saarisho rests upon.
By the time the 19705 arrived, the near-division which
graw between those favouring concrete sounds and those
favouring electronic or synthesised sounds was being
resolved by the work of Jean-Claude Risset (b. 1838}, who
was the first computer chef at the newly founded IRCAM
under Pierre Boulez {1925-2018}. Risset researched the
possibilities of uniting recorded and acoustic sounds
through their manipulation electronically. The distinction
between collages of ‘real sound’ in musique concréte and
music produced in the tape studio became integr ’

Saarigho’s m
infernationall
unfamilior to
Stravinsky is
Saaricgho’s m

performances
are of the set
discussion of

Risset’s composition Fall from M.
produced after he had

rtone formations of instrumental timbre
as heard. Teslll he mposers developed the idea first explored by RISS
and Tristany s :'1947) used computer analysis of timbre and its transforma
came 10 be WY musique spectrale (‘spectralist music’). Spectralist music is not
although its origination was necessarily linked to computer researches. Grisey e\
from the natural growth of sonority’.”

The compaositional emphasis is shifted to timbre and the overtones generated fron
became the core material of interest in musigue spectrale. ideas of melody, mel
sidelined in favour of a concentration on the available possibilities of orchestral ¢
overtones. Given the focus on timbre provides a developmental link with the ear
particular ceriain pieces of Claude Debussy, Kaija Saariaho can be seen as a later

hitp:/ /www.musicsolesclassical.com /composer /performance
http:/ /saaricho.org/gallery /performances/ :
hitps: / /www.youtube.com/waich?v=3jcPCXQv8Jo
{The performance is on Albany TROY726 {2004

hitps: / /vimeo.com/ 116689901

Petals for Violoncello and Live Electronics
Kaija Saariaho: Complete Cello Works Track 1. Duration: 10:42
Aeon AECD 0637 :

¥f notations, but also :

The score of Petals includes some visually conve
omponents. Using the re

instructions which, in this case, are for

in the composer’s brief programme note for a performance, Saariaho explains t
to complete but followed a long period of subconscious preparation. The refere
music seems to conjure dream worlds or levels of consciousness and experience
The composer explains that the work uses ‘opposite elements’ comprising ‘fragi
birth to more energetic events with clear rhythmic and melodic character. These%

4 Based on the aftermath of the bombing of Hiroshima
5 See Taruskin Music in the Late Twentieth Century, page 500

AS / A Level Edexcel Set Work Analysis: New Directions Page 4 of 86
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pass through different transformations and finally merge back to not the less in
references here are to colour {timbre} which is an element that changes throug
also about the interface of timbre and textures. Although there are melodic id
although there are sonic combinations, there is no harmony as such; although t
discreet passages of 'a particular rhythm’ or ‘motif’. The emphasis has moved a
style.

Any analysis of music such as Petols requires different language from that avail

eighteenth, nineteenth or parts of the twentieth centuries: here, compact terms;
‘modulation’ or ‘tonality’, to describe processes and techniques, are not wholly &
language has to be found. With every change of aesthetic direction in the arts
the language of criticism has had to be renewed, and, oftesiifore that process

order to acq 4 wider sense of the style.

Technical
Petals has a set of performance instructions relating to both the callo and the e
indicates that the electronics are ‘optional’, aithough the work would be very d
electronic version uses a Max patch including reverberation
and harmonisers designed to alter the sounds from the cello,
which has its own microphone. A computer can be used using
external reverberation and harmoniser processors {as for the
original conception}. By employing such technologies, it is
necessary for a sound engineer with musical training 10 be
available to adjust levels according to the instructions in the
score. The nature of a musical performance changes,
therefore, with works such as Petdls since no longer is it only
the soloist performing, but also a sound engineer.”

however,:
form as s8
MAX M
sounds of

Part of the ‘new language’ referred to above is purely
technical. there are concise instructions and specifications
attached with the score. Written beneath the familiar musical
stave are the directions for the use of a harmoniser and a
reverb shown simply as R and H. The directions of each device run paraliel wit
the music on the stave itself can be read.

COPYRIGHT
PROTECTED

[

playing as well as the various electronic changes.
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6 http://www.musicsalesclassical.com/composer/work/111067
7 A performance of ...explosante fixe... by Pierre Boulez reguires several musical engineers to @
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The effect of the harmoniser is to delay by milliseconds the sounds from
the celio as well as raising or lowering the pitch returned to the listener,
the sounds in Petals are transformed electronically. A harmoniser may
also be used to generate several different sounds and harmonics

derived from the fundamental to form chords. <
The reverb creates different ambience. The overall effect of soundsis a

The HARMONISER is o digital device which allows changes of pitch 1o be
can be combined with (harmonise) the original acousticolly produced sou

product of where it is heard so that performing in s different overa
smakl concert room; performingin a Iarge cethis
living room. The difference betwe
performance and Saariahg g

toit. Sheis cn""err*

be rather Ioud nevertheless not pamful/y so!® <

The instructions for the harmoniser are set out clearly for realisation by '
the sound engineer. The transposition of the sounds from the cello {the pitch be
at about 50 cents, which equals a guarter-tone (half a semitone). However, the &
somatimes so that the result would create 1/8™ tones when the harmoniser Is se

The revarb time is set at 2.5” delay and the mixing levels change throughout the
Setting the reverb times is largely a matter of making adjustments to a fader to

but depending on the ambience of the venue and the resultant sounds from eac
indicated as percentages throughout the score and increase from nothing {‘a nie
50% towards the end where the volume gradually reduces g niente,

Linked with the harmoniser and the reverb is a mixer desk with which the engine
microphone, which is positioned as close 1o the cello as possible, is not used to g
sounds through the harmoniser and reverb to the mixer. The transmission circu
diagrammatically in the score.

In summary, the performance of Petals comprises four different layers of sound
#»  The cello sounds {as an acoustic instrument)
&  Ambient sounds (concert space)
&  Reverb sounds

¢  ‘Harmonised’ sounds

_have a small amplifier directed &
by way of fold-back. Z

8 Op. cit. ~ from the composer’s programme nole

AS / A Level Edexcel Set Work Analysis: New Directions Page 6 of 86
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Motation

Although the score contains careful instructions for the cellist as well as the engi

clarify the use of the notation, which is partly graphic and partly familiar stave n
begin with explanations of the use of wibrato and tremolo.

Vibrato is a method of note production particular to string instruments and the A

learning a string instrument, the finger positions must be motionless, and conce
production the priority. However, once the player is able to create the notes co

made warmer by gently oscillating the finger on the fingerboard to create a subt]

vibrato.

Tremolo is produced on a string instrument by the rapi
often made from the end or the point of the bow

Reading from the top of the pas
in the music should be ¢
niente {al niglk
merely tecl s
also an aesti

nd, two, the start should appear to emerge
ite indicate ‘to nothing’ and ‘from nothing’, respect
ince the idea of a sound emerging from and going towards so
¥C and expressive character.

Other graphic symbols are used to indicate, for example, ‘highest note possibie',§
to the highest position on the E string to a pitch not indicated as ledger lines; theg

tones higher or lower, for glissandos and for harmonics,

Glissando is achieved on the cello by starting from one note and sliding the fing '

in a smooth manner, The effect is like a scale but without each degree being pr

Harmonics are pitches which are generated from any given sound and form that§

harmonics are used and are indicated like this:

What is heard
Lento is the main note
. . two octaves higher
This note is where the node
73 s pitched or lightly rouched

Lo

. 3y
Violoncello &

d-down movemer

s, the composer emphasises two

RS

pes

—» &

This oy

=

e §s stoppad

This is the most common form of artificial harmonics but
point where the finger touches the string) is a thi
above results in a pitch two octaves plus a i

What is hesrd
is the main note
twao octaves plus
a major third higher

fiode

aho also uses harn

: v touched
L .
\ ¥y
- ) Rty < dveedd
Violoncello — 7S ﬁyv*w

—
S

This note is stopped

L]

Touching the node a minor third higher produces two octaves and a fifth higher and touchin
higher, but Saariaho does not use these artificial harmonics in the work. :

AS / A Level Edexcel Set Work Analysis: New Directions Page 7 of 86
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Harmonics are not used on their own in Petals but with the transformative elect
sounds. Z

Acoustically, harmonics form any sound that we can hear and may be compare
white light is formed from every frequency of colour. Put through a prism, whi
constituent colours (the rainbow). Saariaho’s association with the so-called Sp
harmonics as the constituent ‘colours’ derived from a single pitch. The note C,
fundamental pitch; we hear the fundamental in normal circumstances but it ca
harmonics.’® It is through the use of artificial harmonics on the cello that the pi
exploited in the work.

A diamond note head is used by some composers to ind artificial harmo

indicate where to touch the string without pressi

single diamond note indicates a touch pen string below the pit
harmonicin bar 1, indicated by.a : note F, would be a touch att

Same scores show the d as well as the diamond harmanic. The
strings starties

written:
wiC NG ;
# ] 7 = '
f i anY o) 1 1 H &
NPT o ! }
¢ 2 "6 b
r 3 uommmmmmmm e | ®
- e ; - - -
‘9 - i —~ #.:t - ™ =
» ]
{ Han Y §
Y4
'y
/D A
4 * =
& { PN Y 3 1 .
7 ] 1 pEYS) eIy
E & an YO 1 hill] Ei|
A% i i {
'y f i

(ther techniques used are indicated as sul ponticello (S.P.) with the cautionary
sul tasto. The instruction to play sul ponticello is to play near the bridge of the
ethereal sound; sul tasto indicates to play on, or clos nger board, whi

COPYRIGHT
PROTECTED

[

suggest ‘.. winds-like murmur.” (E.F. or ‘estramermente floutando’} through cha
strings; sirmilarly, E.F. suggests a scratching sound.

ag

Education

Cello music generally, and Petols in particular, uses three differant clefs — bass,

B Eyen Pythagoras had an inkling about harmonics from his experiments with the lengths of st

AS / A Level Edexcel Set Work Analysis: New Directions Page 8 of 86




The design shown here is based on the recording on AEQON/AECDO637, A
performed by Alexis Descharmes. The composer requests that each sectics
and Descharmes complies but also extends that timing. :

Rz

Middle C

L i

PN
<«

o
>

ts which transform it

The compos&®&plains that the work uses ‘opposite elements’ comprising ‘fragils
birth to more energetic events with clear rhythmic and melodic character. These:
pass through different transformations and finally merge back to less dynamic ta
intensive filigration’.»

TASK

Using this template, listen carefully to the recording and record the secti
hear them,

Are they the same s the one above?

A I-3

8 4-7

&g

1612

13-1¢

21-27

C
o
E
Fo 1721
G
H

COPYRIGHT
PROTECTED

bock to less dynam/c but not the /ess mtensweﬁhgrat:on’ 12 The ideas of mus:cai% , 19
and being fragile and then more energetic and rhythmical provide entries into he\'

R

ag

Education

Op. cit. - from the composer’s programme note

The composer uses this term 1o describe the various melodic elzborations which arise from
jewelery or facework is a technique of decoration involving often-elaborate curves and swir
characteristic achieved through elaborated chords, variation and different forms of embellis
filigree of sound. indeed, the term ‘Barogue’ originates from the Portuguese word ‘pérola b
or form. Petals is not, of course, Barogue, but it does have decorative features.

AS / A Level Edexcel Set Work Analysis: New Directions Page 9 of 86



In part, schematic plan of the score seems to show a design which exactly match
fragility 1o something more settled. The opening section 1-3 contrasts the subs
enters once more at 8-9; the more conventionally notated section 10-12 repres
rhythmical episode in a way similar to 17-21, while the remaining sectionis a br
intensive filigration”. The general design of the work might be pictured as follow

The sections identified for this commentary are merely convenient divisions but '
by its distinctly ‘non-sectional’ quality like waves of sound merging and fading in
volcano. Divisions given here for the purposes of discussion often show distinct

the change in bar 7 or bar 13, and should be noted when listening. ‘

Bars 1-3 (Section A):

The music is senza misura ** (‘without measure’ /
single diamond head note |nd|cat|ng ana
through 40% and this level is :
{again out of nothmg) to
transformat el
increased by E'3 !
acoustic G, st

re} and emerges

As the cello rises slowly
ghout the first section and to the e
o changes the acoustic sound by about a
ent as trills and the section where the attack and tim
& sufe as indicated by the thick black line notation. Towards the
Niled, undergoes pitch changes from H gradually diminished and r

Throughout, the dynamics of the cello interact with the changing effects of R an
timbre transformations. The section can be characterised as one of the frogile
the composer’s programme note. The glissando between the harmonicon F an

transformations of the sounds used. Z

Bars 47 {Section B}:

This section lasts approximately the same time as the first, providing a temporal
different from the first section and has “.. clear rhythmic and melodic character’;
from Lento to crotchet=60mm which gives the passage rhythrnic definition. The:
microtones or quarter-tones together with accents and staccato markings for ea
There, the playing is more Jegato and is shaped with a pattern of dynamics rising
and £ Generally, the passage up to about the middle of bar 7 is, in conventional
but transformed through R at 40%. :

o fowers a note by a quarfer-tone T raises & nOLE UP 8 ¢

4 #=Ca.60 energico

Violoncello

COPYRIGHT
R 10%) oo PROTECTED

With R time set at 2’:5”, the delayed overlap of the cello sounds is guite wide bu
of overlapping waves or like a curtain folding over itself.’

Education

i Literally meaning ‘without measure’ but generally understood as meaning ‘without a time S|g
“ Cf. perhaps ".. pli selon pli..." {'fold on fold’} by Boulez :
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In the current recording, the cellist distinctly articulates each tuplet of 10, which
compaoser’s own conception that the section is more clearly defined rhythmically
tuplet groups as though releasing them into free musical space with a life of the
although nothing ever closes in the work but merges from one to another — with
diminuendo on A about halfway into bar 7. The notation is in a form that becamy
least 50 years before 1988 when Petals was composed.®® E

Fanned beaming of notes 1o show i

I accelerando
7 18
Violoncello r— e 3
JEHCCE £ (g Te—— 0000 A NN I A A 7
& oliss

0
[R(40%)

Bars 8-9 (Section
lust as the ik ct iked by a clear and relatively untransfcrmed G, the
( acoustic B tremolo about halfway into bar 7 (above}. Again,
i like the run of microtones®® which precede it. At the top of the
the high C arnamented first by a natural harmonic on D {octave lower than writts
the high C as a harmonic. The H increases by 50% so0 transforming the whole wr
halfway point of bar 8, another slow glissando takes the sound down to a trilled ;
diminuendo to ppp. At the beginning of bar 3, the D harmonic becomes notural c
harmonic to the natural sound {from the cello itself} is reflected by the change frg
natural A,

Bars 8-9 are a form of inversion where the D harmonic sounds first above the hig

9. Passages such as these are technically demanding and require the cellist to ha
technigues which are central to the definition of the style. :

Bars 10-12 (Section D): ;
This has the ‘dear rhythmic and melodic character’ identified by Saariaho, expre
notation including trills, mordents, inverted mordents, glissando and accacciatu
found in Barogue music and later classical styles, but here they are heard within
due to the transformations of electronics. Also, howsver, the passage is subject
small changes in the dynamics and to subtle rhythmic groupings, such as the tup
of bar 12 as well as pressure bowing in bar 11. The R is constant 30% but rises t¢
13 {which marks the beginning of the next section}. :

accel.. . . . .

accacciatura/
grace nate

COPYRIGHT
PROTECTED
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The passage in the first half of bar 11 shows a typical concentration of notes, bo
contrasting changes in dynamics, manner of attack and electronic transformatio
short space of musical time. :

15 The electronic technology has also been superseded. :
¥ The term ‘microtone’ refers to any interval smaller than a semitone in equal-tempered tuning
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11 poce agirato
= = e

R 30w

Saariaho’s use of the word ‘noise’ suggests, perhaps, that she distinguishes bet
sounds or is prepared to integrate what are generally thought of as noises into a;

Bars 13-16 (Section E):
The section truly begins midway into b

shto marking.

The sound concentrat irmonics, some glissandos and bow effec
[IF

It can souncgeililhe i'the work and is characterised by its quietness and

7

is on timbre nough there are dissonances within this section arising from th
reverb, the harmonics as well as the spatial distribution of the notes soften the
arises from the increase of bow pressure as indicated by the black graphic nota
and gentle. Pitch distribution is complemented by the frequent use of open 5%
although the intervals narrow towards the end of the section in preparation for
40% R and H 20% expanding to 50%) that foliows.

The chords are traced diagrammatically in the next example and show the soun A
harmonics, afthough not the true sounds resulting from the electronic transfor

3 By S GEs
% o)
FTUTEY " ADNNNN.Z ANNNNNNN0NNNNNE |
ksl
-y -y

AS / A Level Edexcel Set Work Analysis: New Directions Page 12 of 36

COPYRIGHT
PROTECTED

9

ag

Education




Bars 17-21 (Section F):
The third section of relative ‘clear rhythmic and melodic character” begins after ¢
colouring at bar 17. The bar is treated only through R. The C string is plucked to
recordings although there is no pizzicoto marking in the scores; the harmonics @
different octaves carried over from the previous sections as also is the Cy. Both:
anchors and limiting markers of the freedom explored through the writing overa
be recycled, although never in exactly the same way. For instance, in the previo
13, the B down to the B> just before the Lento is echoed a little later together wi
transformations and harmonic in bar 14:

Augmented 5th

¥
i3 /"‘“"\r ~5..
- =
DR Y -
L5 — ;

the initial |dea and develops it, like a motif in earlier styles, but over reidhve!y by
form of micro-development.”’

The figure begins with the pizzicato open C string with R at 40% and is punctuates}
articulated by a fast crescendo to mf. 5

17 J=ca.60
Yl Ao p AH“ 2
halF L LY A{-('
B ANNL > A - e &
- g ki
R|(40%)

development includes a crescendo, but, more importantly, the approach 1o the
reverb is decreasing at the same time as the motif is extended and crescendos fr

mpe
R|(40%) e COPYRIGHT
PROTECTED

: of Cand F¢ frame the beginnin
ie figure includes a final trill with a ritarda
;sihg to the F2 harmonic with increasing R to 40% and

{n the third micro-development,
expand with reverb now
the beginnigelik

Education

¥ coin the term to contrast it with classical development processes which can take place overs
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The final micro-development includes more interval expansion with decorative
the Bb glissandos up to the B and a return to the initial motif closing on the Fz lo

Bars 21-27 (Section G - Lento):
in terms of the notation, this section is the most free, the melodic contours bei
stems without indications of time value other than to be played as fast as possi
bow pressures and extreme dynamic contrasts are all present; harmonics, how
harmonic on the iow B in bar 22. Features such as the open C {arco or pizzicato
note figure (B and Af} and general shape of the figures in bars 17, 20and 21 is
indeterminacy. Reverb is mostly at 20% and H follows a wave-like path of incre
the midpoint of bar 27, the cello rises to iis highest possible note, which repres
waork, sounding as though the transformational repetitions have attained their

Highest pivels
possible

27
,‘J.;Eq\‘tﬂ 5 {;MMM RN i T
o=
4 rpp
Riz0% 20% T e
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18 Described by Bela Bartok as ‘the sound of the sea’, i.e. aroar.
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Bars 27-30 (Section H -~ Lento):

The music in this final section is the fourth of the movements of stasis. The low ¢

but sounding with the high harmonic F¢, the focus being entirely on textures and

achieved from the R and H transformations, the fluctuations of harmonics, the oy

harmonics and the denseness of hard bow pressures. The range of harmonics su
electronically is as follows: :

o = pade or where the cellist lightly h = resultant harmeonic
tonches the string which produces
the lower note

i B = 2 8ves+ maj.3rd
s k= 12th . ! h= 2 Bves
R s
3\: 2] o
7 1 B —————
p¥al 3
[y
- -y n = perf. 4
1= o 19
pert 5t N
6}
Fd
h = 2 Sves 38 1 = 2 8ves+Sth

SXy
e

* %

n = min. 3rd

0
LS
£y

N
29

Although it is possible to identify trace elements of a quasi-tonal scheme in Petu;
valid as a way of analysing it. The two pitches C and F4 might seem tempting to
tonal or pitch relationship operating.” There are morments where distinct relatic

and Ch, or F2 and C seam to present themselves, but Petals is not an unequivocal
there are pitch relationships in the piece is evident but how far they are system
interest is on the emergent gqualities of the sounds as sonic phenomena, rather
relationships. Her early background with Spectralism awakened an interest in th
can undergo processes of transformation and mainly through the means of elect:
transformation, the listener’s expectations are made to distasice thermselves fro

chords’ to a world which is less familiar, dream-like, s o other-woridly. :

Although there is a process of dev
deconstruction and trans

not like classical deveiopment
e process of the emergence of sounds fr
g present work Petals emerged out of an earlier

o As in Music for Strings, Percussion and Celeste by Bartok or War Reguiem by Britten, for exar
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General Summary

Date Petals was composed in 1988

Petals is a relatively short work for solo cello and electr
marked ‘optional’ on the score published in 1989}, Ast
celfo and are transformed electronically, the work belo
acoustic type; in terms of its style, it is like musigue spe
Culturally, the work is from a postmodernist period and
refates to a tradition dating from some works of Edgard
Electronigues, the radicalism of Karlheinz Stockhausen’s
the 1950s (e.g. Elektronische Studio Il, 1954}, the experi
musique concréte, which had an al scientific attitu
electronic music at IRCAM w . h by lean-Claud
The genre of musique 3 ailenges listeners to p
common milie und by transforming them
: "as ‘real’ is represented as somethin
iaho’s music relates to that part af the
: every sound in Petals originates from the acoustic
generates its sounds directly from an electronic source

Genre

Historical, social
and cuiturai
context

Saariaho is more a poet than a scientist but her work is,

P?VF’OS? and developments of electronic media (MIDI, significantly).
_intention; just before Saariaho utilised the inventions of science, a
audience, time and objective stance to music as though composing were a

place researches of the Spectralists represented a branch of a
artistic purposes and expression. Some composers, suc
Babbitt, applied complex mathematical operations to ¢
notable that the Greek composer Xenakis was first an e
and Plerre Boulez also a student of advanced mathema
work such as Petals is a period of 'scienticism’ with a ¢h
affective expression and where beauty was more gener
way that E = MC?is elegant.
Although there are no tunes in Petals, the work is distin
what might be termed its melos. in the passages wher
conventionally staff notation {but still with some graphi
transformations}, melody is more clearly exposed, such
bars 4-6, however, is more like a melodic line comprisi
undergoes change with each repetition. The effects of
producing sornetimes a textured layer of melodic stran

Such strands, although melodic in origin, generate a qu
just as there are no tunes, there is also no suggestion o
For Saariaho, the harmonic element derives from eithe
single sounds or from harmonics which are aiso electro
there is no indication that any spectrg

dMelody and
harmony

COPYRIGHT
PROTECTED

i music is as old as musi
: ance) is founded on the harmo
nsion of the same phenomenon as codi
nth/eighteenth centuries.
retals has no time signature, no bar lines with any conv
stress, and no established pulse at all; rather, the work
timings where each main section (‘bar’) should fast at le

9
Tempo, metre and | phythm is in a constant state of flux and some rhythms,
rhythm written in complex ways; the changes of tempo aligned
use of grace note groupings and ornamentations all con
which is unsettied and highly flexible. The electronic ef
irregular rhythmic patterns overlaying their origins.

ag
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Tonality and its structural role play no part in a work suc
possible to recognise an outline of pitch relationships ar
some emphasis given to a tritone relationship. The Chis
end but it is one thing to make note of that and another
significance.

Tonality, structure | Petols has a straightforward design, as discussed, but its

and form easily. In some ways, the form is like a series of momen
might say; or, perhaps, the form is like variations as sugg
programme note also discussed in the analytical commey
performance of a work such as Petals changes relative to
ambience and the electronic mani ons, its whaole w
such that formal significa ’ refative experie
objective entity.
Timbre is ¢

ie'work and could even be the key §
otes in the work which remain acousticalh
sed throughout so that the pitches become almost
rime importance. A new range of timbre is uncoverad
genre created by means of reverb and the use af a harm
natural and artificial harmonics, while changing pitch, in
since timbre itself is a function of the overtone series; ti
extended cello technigues, such as playing with heavy p
Overlapping of harmonics creates a particularly ethereal
example, Lento in bar 13-16.

The work begins as if from nothing and ends by disappes
Sections are contrasted by means of extremes of dynam
loudness and utter quistness in conjunction with metric
longer passages are articulated by subtle dynamic chang
begins at mp, moves through mf and pp only to rapidiy
such changes, the electronics follow a difference spectru
the harmoniser which is slowly introduced dg niente risi
and fading of niente.

The notation of Petals consists of conventional staff not
graphic notations for the soloist and graghics for the ele
Unusual notations include normal notes coupled with ha
harmonics, intricate rhythms with complex nesting {(bars.
show accelerando (bar 7} and exaggerated vibragto with
28}, Both flat and sharp symbols for guarter-tones are u
H and R for the harmoniser and reverb devices. :

Dynamics

COPYRIGHT
PROTECTED

familiar types:

Devices, notations
and terminology

hich the audible pitch is totally

There is no separate explanation:
presumably, it is the reverse of t

... this symbol is meant t¢ instruct

instruction to decrease bow pres
marked as E.F.

Education

Abbreviation for the expression
is a soft wind-like murmuring sou
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The upper notation indic;
the lower a quarter-tone.

63— 1O The hairpins indicate a so

the ck into silence — %

== The upper symbaol {a) ind
lower (b), ar acceferand '
‘feathered’ gr “fanned’.

The first two notes shou
R — s fast as possible; the abs
Devices, notations Y At s ——- - only an indeterminate p

and terminology more or less following th

{cont.} ,{

This indicates a giissandc§
"""" o possible on the instruméﬁf
imprecise as indicated by

{The score should be consulted for the remainder of instructions. Theg
the score and the celfo part as published.}

Terminology used in the score is largely conventional bu“%ﬁf
for the terms used throughout: f

fento - slow

tr - trill

gliss. —  glissando

R - reverb

H —  harmoniser A

energico —  energetically

accel. » ecoming faster ﬁ@ PY RQQHT

PROTECTED

poco agit
resume the previous tempo/speed
—  ritardando — gradually slow tempo

—  alittle held back and flaxible with the
rubato’ (‘robbed time’} / not strictly

9
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Le Sacre du Printemps - Igor S\
(1882-1971) 5

Stravinsky The Early Ballet Scores Track 6. Duration: 03:42 L |
Orchestra conducted by Gennadi Rozhdestvensky / Nimbus N

This drawing of me by Picasso veflects the style of Picasso’s contemporary, A
Henri Matisse, and in a similar way, my musical style throughout nty creative
life, reflected a range of influences. I used Russian and Lithugnian folk melodies.

refevencing Russian p
niodernisrsies,
pandiator g

inportant early works were for the Russian Ballet under the
impresario ¥ergei Dhiaghilev but I later wrote works in a Neo-classical style or .
Neo-baroque manner such as Dumbarton Oaks Concerto. I also used a forn of
atonal sevialism arising front an interest in the work of Anton von Webern. In a.
way, I can be described as an eclectic composer whose style changed, like

Picasso’s, but is always recognisably mine.

General Context and Background

Igor Stravinsky's musical life was rooted in his early experiences in his native Russ
Cranienbaurmn near St Petersburg. Although he studied Law (like his predecessor:
met and studied with Rimsky-Korsakov® whose influence is evident particularly i
Firehird, the first of the three ballets written early in the composer’s career for t
Rimsky's influence is also evident in the use of the octatonic scale and its tonal i
who influenced Stravinsky in his early years was the extracrdinary Alexander Scr
anticipate some of Stravinsky’s own later practice. Stravinsky's early style for th
influences? into a modernist framework expressed most significantly through h

The composition of The Rite of Spring can be traced from its inception because t
show how the composer found his ideas and how he then manipulated and cha
matters remain undiscoverable since Stravinsky generally composed with the pi
ideas through improvisation. Some of the chords found in the score of The Rite
the hand which indicates their origin. Although he used the piano when compo
process of composing — a putting together — was an intellectual question and th
organisation of material which is not easily attributa e improvisation.

patticular interest and integrated.?

Although The Rite of Spring is
dramatic narrative. o

S a concert work, its raison d’étre is g
A is of the work is debatable. Stravinsky ont
i-occasion it was from his affinities with his native Ru

20 recently discovered in Moscow was composed soon after the death of Rirsky a

some instances, the musical ideas of Firebird.

2 See Stravinsky and the Russiarn Tradition by Richard Tarushkin in which it is claimed that Straving
in The Rite of Spring as well as deriding Bartok for his overuse of folkiore material, {(Referenced i

2 The harmony of The Rite of Spring has heen much discussed by musicologists and notably by
Crganisation of The Rite of Spring, Yale U. P. 1SBN 0-300-(022-01-8 which, luckily, is beyond
Level students. The essential point, however, is 1o recognise that it can be shown that the h
ardered structure similar to other tonal music. Stravinsky himself once said, however, that
ear to guide me’ {quoted in The Rite of Spring by Peter Hill, CUP, page 12). As with other ‘qu
well to treat such pronouncements with care and using one’s ear as a guide is not unusual f
also draws on conceptual and aesthetic judgements as well as technigue.

AS / A Level Edexcel Set Work Analysis: New Directions Page 15 of 36
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A ballet unfolded, consisting of a single dance, danced to the point of exhau
group of elders of fabulous age, desiccated almost to petrifaction®

An account later gives a similar story:

I saw in imagination a solemn pagan vite: sage elders, seated in a circle, wal
deati. They were sacrificing her to propitinte the god of Spring?

Dwelling on the veracity of such references is of no value other than that they r
telling a story which has also deep cultural roots and even, in some interpratati
resonances which allude to the idea of the sacrifice of an mdlv,iduai for the surv
scenario is raw, harsh, gritty and tough, all of which ac

Dreams or no, Stravinsky was mtrodl-r» pologist and artist Nichol
composer with a full scenario ! jork is set as a prehistoric or pagan r
original working tit pring® (Vesna svyashchennaya / Becka cesiuge
different ccf e pagan presentation which became commarn. 1n Ne
in a cattle tr{es '_meet Roerich in the town of Talashkino, near Smoiensk, and t

The work was to be in two parts. The first was called The Kiss of the Earth and

games associated with spring and include the sound of dudki or Spring pipes; ri
follow ending with exhaustion; the dancing is interrupted by the entry of Wise

the earth, and the first part concludes with more frenetic dancing by people ec
new life and warmth to the frozen earth.

in the second part the maidens dance together and cne is chosen ‘by fate’ to b
spring, witnessed by the Wise Men. In production, the narrative is more detail
always central,

As previously noted, Stravinsky worked at the piano when compaosing and, like
prepared a short score (essentially as though for piano} before orchestrating. |
for The Rite of Spring, Stravinsky happened to meet with Debussy and they bot
arrangement with Debussy playing the lower parts.?® Details in the orchestratio
the conductor Pierre Monteux following an early rehearsal. The choreography
favourad by the impresario Sergei Diaghilev of the Russian Ballet, and, followin
premiére took place at Théltre des Champs-Elysées in Paris on 29" May 1913,

COPYRIGHT
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3 Op. cit. Hill, page 3

2 Op. cit, Hill, page 3

25 Some sources suggest The Great Sacrifice. Whatever the truth of the matter, each of the tit
reflects the character and the dramatic formation of the work which eventually emerged.

% The score is available and is a useful reference when studying the work.
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However, the evening’s performances began with Nijinksy and Karsavina danci
Le Sylphides with music by Chopin, The programme also included La Spectre de
Polovtsian Dances. These three additions in the programme would have appes
patrons of the theatre who, socially or sociologically, held conservative tastes in}
was formed by the more artistically conscious ‘bohemian’ set who were in physic
another in the theatre. The author, artist and film-maker Jean Cocteau was in th
of his interpretation of the disturbance between the two factions which began

. smiart audience, in tails and tulle, diamonds and ospreys were interspersef
the aesthetic crowd. The latter would applaud novelty simply to show their &
boxes... Innumerable shades of snobbery, super-snobbery and inverted snobk
audience played the role that was written for it*’

vinsky left the auditorium t
dancers, who could no longer hea
‘had generated the ire of secticns of the auds
¢n followed the beautiful, curvaceous, traditionally b
At the same t is also true that riots and conflict often arise from self-gen
the antagonism in Paris at the time between certain strata of society that it wa
rite’ could be enacted.

As the crowd’s rowdy exchanges bec
the dancer had to shout the :
uniikely that it was
square cho iy

Stravinsky was once asked to draw™ a representation of his style, which consis
forming right angles, which in itself provides the contrast experienced by the aug
expecting only the gentle curves of romantic ballet and hallet music. :

not

The Rite of Spring is musically radical and almost caused social revolution albeit ‘g\
Théatre des Champs-Elysées. 5

z Op. cit. Hili, page 20. Opera still attracts different sections of society: those who go for the
currency it provides {Glyndebourne, for example, where dressing up and having a nice picn
8 To appreciate the differences in ballet styles you should view the docudrama on The Rite o
slightly racy in parisy. The representation of the early rehearsals is plausible and the first p
It is an entertaining ‘must’ for any student of the work and gives a welcamea change from wo
historical context. :
2 Op. cit. Tarushkin :
% Stravinsky in Conversation with Robert Craft, page 121 {for the diagram}, Pelican by Penguin
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The Scenario and Narrative

The narrative of the worl is not complex and is told through a series of balletic h
theatre, where the large gesture is often more communicative than subtleties. T

Part One

Adoration of the Earth
e Introduction — Orchestral introduction featuring the spring pipe sound or

‘Dudki’. The name refers to folk pipes which the
probably would have heard during th;

Ukraine. Made from wood or bears
with the coming of spr

brations in

S'rrqvmksy sm

hodox Church
A double dudki pictured in Bel
Courtesy of http://www.belarusquide.com/culturel/music/instrumen

e The Augurs of Spring / Dance of the Young Girls — Representation of the coy

Old Woman enters and foretells the future
Ritual of Abduction — The Girls group from the hills by the river and begin
Spring Rounds — The Girls dance the khorovod
Ritual of the Rival Tribes — The dancers/characters divide into two rival gr
dramatic conflict™

»  Procession of the Sage {sometimes Procession of the Oldest and Wisest O

processional appears and leading Sage blesses/kisses the earth (a reference.

resonance of Russian Orthodox ceremonial)
4 Kiss of the Earth {the Oldest and Wisest One / Adoration de la Terre {Le

Dance of the Earth {Danse de la Terre} — A furious and passionate dance reg

the earth as a holy relationship

Part Two

The Sacrifice
¢ Introduction — A slow orchestral introduction
e  Mystic Circles of the Young Girls — Circle dances representing a mystical u
&  Glorification of the Chosen One — The dancers rotate several times and tw
singled out as though by fate; once chosen, the girl i brated in a mart
¢ Ewvocation of the Ancestors — The girls evoke or up the ancestors
between their actions and those of trlba 1 fdrm of vmdication
#  Ritual Action of the Ancestors
¢  Sacrificial Dance — Th

The introductory section in The Rite of Spring was originalty entitie
ung Stravinsky -

ome almost synonyn:

cts with the rituals of culiure, whethe
rove’rlde Fair in Petrouchschka or the fiturgies ot

fices before the assembled tribe untif sk

Note: You should now buy a ticket to see o production of The Rite of Spring.

the fuss was aboutl

3 hitps:/ [ wwweyoutube.com/watchBv= 4cof5_eidPU

Failing that, follow this link fo a performance of Mijinksy’s 1913 choreography

COPYRIGHT
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3 Not unlike what was happening in the auditorium.
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Analytical Commentary
Stravinsky The Early Ballet Scores Track 6. Duration: 03:42 Lo
Orchestra conducted by Gennadi Rozhdestvensky, Mimbus NIS

Preliminary Notes on Sources:

As mentioned above, the recent research by Robert Craft, Lawrence Morton an0§
clearly the sources from folkiore absorbed into the melodic content of Stravinsky:
traces five melodies that Stravinsky uses taken from a coilection of 1,785 Lithuan
Juskiewicz Anthology. Moreover, those melodies are closely linked tc the kind o
Rite of Spring celebrates and on which Roerich based hi rio. 5o, the influs
more general cultural influence. :

However, Stravinsky’s use of the
melodic contours and us!
Narrow pitChugiire
of the earlyGa

g%

.ot merely slavish but is more a gues
ng characteristic intervals within the mater§
elodies.®? Importantly, the folk elements interts
twentieth century.® :

Preliminary Notes on Harmony:

Interpretations of the harmony of The Rite of Spring range from ‘noise” {Dent, op.
relationship of pitch class sets” ¥ (Lane} or as tonal chords in dissonant conjunc
present guide, the approach will be more sympathetic to the latter type, which
of the octatonic scale.

Octatonic Scale: A
The harmony of The Rite of Spring as well as Stravinksy's style generally is descri 5
Some chord formations may be explained as diatonic combinations;* others as
as pandiatonic clusters.®® However, an important link to all of these is the octat
which alternates tones and semitones. That being the case, it can be understoo
minor modes of the diatonic system, just as the meledic minor scale can be unde
harmonic minor scale and the Aeolian mode. Z

Octatonic Scale on C

)
r 4
V4
1% ik ey
o : Fo < = |
D st R r fRLst g v Sty

2 For the complete picture ages 40-45

ch t’ is borrowed by musical analysts from mathematics. it was disc :

‘ ician. It is not an idea which is explored here as it is not very raievant other
group of notes or pitches treated as a unitary musical object but not necessarily in & particul
pitch class set is the group of notes which form a major triad; another is the first set of six n

35 The phrase describes the use of common triadic chords which do not have a close tonal con
of a C major with an F sharp major triad. In simple terms, the scale of C has no notes in com
understand as being ‘distant’ from it, i.e. without any strong tonal relationship or attraction.

36 Combinations of diatonic chords in diatenic relationships. For instance, a € major triad comls

chromatic or semitonal links and so is diatonic.

The whole-tone scale consists of intervals of a tone only. Any chords created from those ton

3 The term ‘pandiatonic’ was coined by the musician Nicolas Sionimsky and refers to the use o
without the traditional regard for their resolutions or doublings.

39 Rimsky-Korsakoff, Stravinsky's teacher, was somewhat obsessed with the properties of the octat
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The octatonic scale can be derived in various ways. For instance, combining two:

scales a tritone apart produces the notes of that scale.

i 1i

D of first tetrachord is a tritone distant from Gg

“n L3
“) -r
ocratonic scale —# ‘
[ Sy 7 o, oy
LWANBY4 Py [ ] P e

The octatonic scale may also derive fro
scare for Ballet Russe, Petrouschl:
n F4 major triad. Similar tritone relationshi

Two major triads a tritone apart

G = s i

octatonic scale
{incomplete)

i
gl & an. ) i &3 (€3} %(3

The octatonic scale can also be derived from diminished 7" chords overlapped

dim. 7th transposed
up semitone A enharmi
4 S— :
1‘\(}3 L;ﬁ .............................................. ——— "(@"h"{'\i(";(} .............................................. Eme
e
)Q octatonic scale
gl . . = =
N4 H gy ey IS ) -
e Ty P> w&> kil

a musical ear and |ntent|on
much a feature of th
guartile chg
tritone and ;

Quartile harmony is built from superimposed 4™ which may include aug
{Triadic harmony is built from 3%, as formulated by Rameau.)

4 p tetrachord is four notes within a scale spanning the interval of a perfect 4%, In the minor scale

includes A, B, Cand D, and the second E, F, G# and A even though, technically, the scale ends on
41 A diminished triad {for example, formed from A-C-Eb} is formed from minor 375; the outer inte
diminished 7% chord continues the pattern of minor 37,
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103 _ Notice that the tritone appears in the lower two notes of £

N :b e two of the second tri-chord forming a combination of diss
B 4 T — X o . .
 — . fourths and the diminished octaves forming altogether a f
3y :

1oy anly by the low register,

As demonstrated by the musicologist Pieter C van den Toorn,* a characteristic o
thelr octatonic intervals. The melody in The Ritual of the Rival Tribes RM 64, for
features. The melody is clearly from a folk source and uses only tones and semity
within a narrow tessitura of a perfect fourth, D, to G'. :

@ Vin

_%uds to see the melody as a fragment of a Dorian mode§
etval set, but reinforces the view of Stravinsky’s eclecticism.

Part One: ADORATION OF THE EARTH

Introduction :
Any impression that Stravinsky was concerned entirely with harmony, the octam{ss
corrected once the first notes of the work are heard. 1t begins in the high registe
almost unheard of in 1913 and it indicates Stravinsky’s often original orchestrati
effects. The highest {practical} note for the bassoon is an E as shown:

Stravinsky begins his work on the C just below and also
2 the D above in the second bar as well as continually rety
0 % -
Bn {[§i%
3
Lento :
sl ad Hh
A e VL Sl e SO f
i = ; : —— * £ : 13 5
4 : " : B
Qe s 3 o
~solo ad b, ?,..,.;;.--«ﬁ
’»'M\ -
o ﬁ" s . * = £
Bn {1835 2 COPYRIGHT
PROTECTED
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%2 Stravinsky and The Rite of Spring, Oxford U P, 1987.
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This melody contains a number of characteristics of the compaoser’s style throug

notable not only for its harmonic boldness but also for its rhythmic character, as;
bars, the flexibility of rhythm, changes of time signature and use of tuplets withig
a balance of rhythmic character compared with the aggressive motor rhythms he:
melady is decorated always between the B and the C emphasising the semitane,;
on itself and the narrow tessitura are consistent features of Stravinsky’s melodic
leads always to the same note, A, and the melody is left to hang at the inconclus}

2

Poetically, here is the dudki piping for the spring and an evocation of an ancient &
connections with nature through animalistic sounds and birdsong. Technically, &
which becomes a source of a multitude of motifs from which is woven a complex
woodwinds. The bassoon solo emphasises a minor triad and 2 semitone figure a
semitone figure heard initially in the horns from the S8 “éar. The chromatic
clarinets (in A [La] plccolo in D and bass clari larinet in A moving
the same interval from an Ab to
# down to B). The bassoon melody
ustalns an A from RM 2. lts rising 5" becomes
otif is pentatonic and as such also exemplifies 5t

S

solo : 3 |

2 =
e ——

R T e .

p ?spre:.a b §

Within the first six bars different scale forms have been drawn together includin
scale and a pentatonic fragment often in conjunction harmonically in 4™, At RM
remains formed from the last beat of bar 2 and the first guintuplet figure from b
of foreshortening of the principal melody. As the double bars in the score indica
completed, being further marked by the change of tempo {Pi mosso) at RM 3+%

In the following section, the cor anglais continues its pentatonic line accompani
distinctly different melody, it also has connections with the basscon’s by means §
notes and its rotating contour. The bassoon tric is chromatic and derived from a
bar 14 on the second triplet quaver on beat two, the guartile chord structure is

cor anglais

3

& 4 .‘“‘1 pe— g ﬁ A
%3 :

e - :

[ u
14 L
"‘\:\W"’jﬂ/ ﬁ - 3
bn trio J,,M-»-—* -
....... ..'_

Chords in 4™ form the basis for the
melodic lines.

k1)

- The notes in
the corapleti
combination
soore.
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Although the music feels quite static due in part to the frequent rotation of the
orders and the absence of strong harmonic movement, it also shows a line of de
off from RM 4,

‘Development’ does not mean the same as in Classical works but is more about :
derived from the initial bassoon melody, and forming them into new relationshi
sustained note taken from bar 3 is transformed into the monotonal figure heard
underpinned a 4" below by the trilling A clarinet’s G# and a sustained £ major ¢
clarinet plays a form of the chromatic line from the first four bars and the repea
violins and violas suggests an intimation of the rhythmic drive to be heard iater.
derives from the end of the solo bassoon melody growing expansively cutwards
presence of alternating tones and semitones within the diffzint strands and th
Di#s contributes to the overall octatonic harmoni ’ r figure which is
at RM 4+1 low in the bass clarinet. Atth iVl 5, the chromatic line b
taken up in the flutes imitating hv:

As with the bassoon solo, the style is melodically rotational with imitation follow
content remains very limited and pentatonic save for the rising augmented 4 3
Development of the solo melody is almost in reverse: each time it is interrupted
such that it seems to dissolve itself into a new set of motifs which are then struc
than following the classical model, Stravinsky has reversed the process, moving
motif to melody.

Another part of the mosaic is the horn’s alternating semitone figure over a majo 5
derives from the very opening horn part at bar 2 as well as being an intimation o3
Dances of the Young Girls. Z

wn pen en dehors

The monotonal figure which entered at RM 4 oceurs also one bar before RM 5, ¢

an F# {minor 3™ from the original entry an a D#), at RM7 as a Bb {A#), and on flu
starting on E5 is overlapped by the high G#, and in both cases the rhythm has be
monotonal figure derives from the same pentatonic note set as is in play inthe ¢
and D {C) sharps. The pizzicoto bass figure at RM 4 s also taken from the same
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The pentatonic group is contradicted in the horn passage above and in the ObDEE:EE‘Q
beginning at RM 5 and especially by way of the £4 (F in horns). At RM 643, flutes
of chords including triads and in frequent conjunct motion, the upper part bein

melody and the lower parts from the chromatic complernent. Both parts, typical

over the A (dominant) pedal trill in the violins. The trilled pedal has also been § Z
heard in the clarinet. As the orchestral texture becomes busier, with each indi
drawn together, the texture is interrupted as at bar RM 7+3 for a fragment on t
is just enough to introduce a degree of coherence. Structural coherence is also
pedals, as at RM 8 where the solo bass has a six-bar Be {A#} followed by further
frorm which is the high piccolo clarinet’s rising 4™ repeated three times over se
of certain expectations. The orchestration ensures that this high clarion call is f
idea in the long repeating passage from RM 11 to RM 12,

solo
clar. pice. :’:""b\/-—--\

be

%
A

At RM 10, which is a like a mosaic of melodic ideas previously heard, is a sustaineﬁ%
an offbeat triplet ostinato on pizzicato basses acting as another pedal point, but
before. The orchestration and texture at RM 11 are reminiscent of Stravinksy's A
Petrouschka, and incorporate rapid flurries of harmonics distributed between dig
7% chord of F (C7). :

COPYRIGHT
PROTECTED

J Ceases at RM 12. The |
p a three-note ostinato figure ¥
“tlarinet; a further caesura, or moment,
ch as appears in Petrouschka. The chord is
C natural) plus the major 3™ from the F# major chor
a colourlstlc. ,_ther than anything harmonic. The chord has a clear tritonal
reflected in the subsequent bar on beat three.

Characteristically, the music which is in full flg:s
a semitone lower than initially. The :
pedai and figurations on clari

Education
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chand {6

RM 12+6-71

poco rall..
clarin

‘__%
® ‘\j,@i
et 43
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poco rall..
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| e WIS P Fi P2 dim

LE A ] F 4 F 4

L ¥ ¥ ¢ [

This chord may be understond ag | P

» combination of O and F sharp
msjor Hius
use of the ¢

ating the frequent | violas

Bass ¢lar, §
Bva T

Ths low (& i3t s an enhermonie F sharp |

whaose shier distancy ora the sounding |

chord makes it non-fonctional hﬁrnmnjcaﬂyé
overs though theoretteally functional

Above this, the three-note ostingto figure repeats, completing the transition to

The Augurs OF Spring

Dances Of The Young Girls (representation of the coming of sp»ringE

woman enters and foretells the future)

From RM 13 begins a passage from which Nijinksy must have conceived his ang
which caused the stir in the theatre. The chord is highly dissonant, played with s

forceful punctuations from no fewer than eight horns! Although the rhythm is in

unpredictable accents which are emphasised by the horn chords. Stravinsky ma
‘exactly’ with no deviations. Harmaonically, the chord is a composite of an Fb maji
dominant seventh on Eb.

¢

t«f senpre

|
i

1Y
A

Qe

3
1

Strings £
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Tonally, the dominant 7™ is pulling towards Bb which forms a tritonal relationshi
{enharmonically E major); on the other hand, the harmony may be understood a
combination with a particular tonal colour. Although largely new, similar combi
plano works by Stravinksy’s compatriot, Alexander Scriabin.

At RM 14, the texture changes along with the harmonies which are, however, fo
The chords are broken into a pattern familiar to Symphony of Psalms and Petrou
arpeggic figure an C major and E minor; in parallel, the violoncellos trace £ majo
anglais plays the ostinato previously written in semiquavers {as first heard in vio
quavers in the new tempo. The triads are brought into close contradiction by th
bassoons against the quaver movement in the cellos which creates false relation
with the dissonance arising from the contiguity of C an ever, the pitch s
the same octatonic group as RM 13 but with the C which complets

Cor ang s}

i = !
i I i
' - & -
e
==
e ‘
Cellos
{pizz) ,
Fmn NN T3 S oot S P
: ] £
q-d— 7

As the harmonic ostingto unremittingly repeats, two new ideas are superimposes
followed by a version of the earlier monotone idea which trails off into a version:
descending figure, :
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At figure {A), octaves combine with perfect 5™ in contrary motion and complete'
chords below and the subsequent G# and C# also dissonant against the Gl octav
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Figure {B} is on solo trumpet and oboe {having similar timbre): the oboe is foresh

arrested incompiete on its Gb; the oboes imitate and also stop short on the Gb un
at {2} by closing on the Fb consonant with the lower chord and repetition of the

These bars provide a condensed example of Stravinsky’s melodic technigue show

of notes in different metrical positions, drawing them together only to be dissoly

The next section to RM 18 is integrated by a pedal on C initiated by the bassoon A

reiterated on the oboes. The brief motif first heard at two bars before RM 4 rec
cellos and basses at RM 16.

The figure built on 5™ i< osed at the §®

The figure is developed again on clarinets three bars after RM 16: here, the bmké;
fused in vertical formation creating a harmonic version. it is as though the music
from different viewpoints simultaneously in a way which is comparable to the sty

Picasso and Brague at the same time as The Rite of Spring.

P
TE—
| & e TN .1 w :
SR 3 o
& ¢ 7 %
3 |
Clars. ;
i
L3 T 1
-y
Y ¢

While the figure based on fifths has come mto fo
coimbinations within the mosaic incl

At RM 18, the dnvmg h

in bassoong *r
desce ndmg‘,

N

“maining texture is de§
figuration in violas from RM.

to resumes but this time round it is the mc§
oncludlng fragment derived from the folk melody w
briefly octatonic like the consequent phrase four bars before.

R

”g >>>>>>> ans\wn,d by f}

{

h ng‘

actatonic based
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Following the pause at the double bar, tonally on D but with conflicting F# and F
of descending minor 3™ and perfect 4™, the familiar pentatonic ostingto and a
RM 14 makes an entrance at BM 23+1 until a change in the underlying ostinato
{derived from the folk source} on solo horn. The new underlying texture is show
one feature being the sustained Ct in violins as a memory of the earlier choa’s C
nature of the different elements Stravinsky combines within the mosaic, the use
provide tonal coherence.

[r‘kitﬁma{ing sernitone figure derived from horn solo

Vinseli
I R

:

Ostinato pedal on O in fourths and appoggiaturg
G rising 1o the A narvaral 1o form g second invers
of F major although not functionally

The close dissonance is very marked with the pedal C conflicting with the Db and
conflicting with the Db at a tritone, the A with the Bb and the Eb {also related to
trill conflicting with the Bb, also tritonally, and the underlying perfect 4™ of the C
continues over 28 bars counted from the first violin's entry, then supports a diat
horn marked mais en dehors {‘prominently’ / “more open’ / 'more open air’} indi
give prominence.

{mais en dehors)

g sc)’lo — ey |
ST 88
[ mp
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.. and

NB The Melody moves in 4™ and 5% minor
Fl, y —— R
, ¥ = e 2 o E & be o -0
""""" by ® { o E ?
50 b e —==

emphasis there. Combining with that repetition, the upper clarinets repeat a se
derive from the consequent of the principal melody, at least in general contour.
strong cadential character towards Db by way of the diminished 5% and the € wh§
However, as always, the surrounding tonality is not as clear-cut as it suggests as
is at a major 2™ with a double pedal formed from the bass clarinet’s low Bb coup
{minor 39 in essence). :

The chords hcve%
thase voices mov
direction or, in o}
with each other.

The ostinato pattern of 5™ is given an edge by the doubling of the timpani.

Once fired up, the music drives forward propeiied by the power of repatition. Ty
repeats, rotating different motifs within it; but the most prominent new event is;
melody presented in four-part parallel harmony on t he scale is octatey

Without completing its anticipated second repetition, the trumpet melody cuts E
bars of a lighter timbre and texture mainly in the strings, with the remnant of th
clarinets and pizzicoto violas. The deconstruction technique applies throughout
movement which is now also marked by the removed Eb key signature. The idea
that, what was first heard as a complete idea, is now being heard interm of its 5
explorations of Cubism seem to be reflected in Stravinsky’s mannerisms.
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At RM 31, the first melody is heard only with its first two bars:

RM 31
Fl. picc.
Ob.+c. ang.

solo I‘F

<.

| _._inj
” oo, ,
Py " ‘

mf grazioso

The bars are separated by the ongoing ostinato combinatiz:

R

nd then the secor{&

Fl. picc.
Ob.+c. ang.

solo ! Fem— :ﬁ J’j
5 A - ‘ K 2 Wy

: ¥
7 ’ s 7

The strings from RM 31 are reflecting the chording of the woodwind but in a cor
providing another ostinato layer. The horns, however, play an angular version o}
but this time with octave displacements. Z

RN i

&

! French horns P Rassoons &
F W — A L $ h 5
) § 3 I P F
o e
— Y Y t
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through octave displacement of G, and Fi. Octave displacement creates;
2r becomes a 9% by displacing the second note, Z
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The horr's displaced line is taken up in the cellos at RM 32 and later reinforced
final section is harmonically static rocking to and fro two dissonant chords given
horns. As the horns enter the fray, an octatonic scale passage begins which lateg
and septuplet figures originating from the chromatic descent heard in the mtmdé
reduction of the principal parts from RM 32: 5

WW.

K
Ll.
i

e

».....Qw
I ‘
N

The mosaic-like combination of elements already heard is
very clear. The alternating harmonies primarily in the horns

comprise a minor 77 (added 6™} followed by a dominant 7 Activity
{of C}. The harmonies are duplicated by the upper strings as Using instru
a rhythmic figure and only on the minor 7%. The violas trace construct th
a scale beginning octatonically, doubling in 3 at the second layer, to he
bar, while the cellos imitate the contour of the previously {(improvisin

angular horn melody but still with notes from the prevailing would be o
scale. Similarly, the upper melody at RM 33 is duplicated as yourself wi
a variant in semiquavers in the divided violins where the
upper division plays harmonics while the lower violins play &
simple rhythmic variation.
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The movement closes on the minor 7% chord which just hangs unresolved but on
next movement or tableau takes over immediately. ’
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Ritual Of Abduction
{The Girls group together from the hills by the river and begin their

The entire movement is infused with a single melodic line but the first five bars

harmonic combinations. Presented by trumpets and horns, the harmonies comby
C major triad. Additionally, the sustained 3™ (A# and CH} suggests an F# major a

beat out their Fis in bars 2 and 3.

The roots of the thrae harmonies trace a diminished triad linking the overall ha
collection.® The timpani F#s follow a C, forming the tritone interval which outl

38, the music cadences to Ab” and B” which form a similarly octatonic and symme
—D# and the Cis ci

ths

the violins injects further dissonance by way of the major

Diminished triads outlined

a Remember that the octatonic scale comprises alternating tones and semitones which form
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Interpreted with a different emphasis, the harmonies can be understood as sim
producing a pandiatonic result. Similarly, the melody entering in bar 3 has little
around it. However, whether by luck or design, the melody begins on A which ¢

Eb-Fi-A providing a degree of connection. 5

{RM 37 +2] Fls+clar. pice. - -
A""NN“NN“NNJ 3 - = ::#:ﬁ kol 3 - T :ﬁ fud
9 P e B e e e e - & 10 D 15
F. } } . Ry i
f & an W P £ s
AN e B
[y

/4

While having a relationship to the prevailing octatonic
is in the Dorian mode on A.

Dorian Mode on A

shed harmonies g

The music rises through G# major {Ar} and descends in a flurry of chromatic tupl
a hunting figure in 5" the underlying harmony being £b7, as at the beginning. T
antiphonally by the Dorian melody which has been transposed up a semitone to

A
K
L]

it )

Hns. soli

| {
! t Y
y &) 1 1Y L) L3 r X3
o 5 e et it e i S S
Ly f = e
Y T T e e e s
v e
oy i — s e
U - ‘*'% N
_ &
7@ ; i“; % < i
{%} I 7 Z &
e
COPYRIGHT
The harmonic relationships continu ng sequence starting at RM PROTECTED
RM 43 is a colggsal han prese.htation based on the last segment of the
around itsef ypical of Stravinksy’s melodic style, as previously no
and the mei} ough changing from g, to 7, to 34, %3, 24 etc., delivers a patte

The climactic section continues up to RM 44 where the horn call repeats transpo;
4" (down a 57). Underlying it is a harmonic outline of F” and sa in dissonant rel
of dovetailed diminished 7' is cut through with horn’s final rising 57 (Eb—Bb) befs
and timpani. A short *s bar separates the subsequent repetition of the Dorian mg

Education
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It is now heard in alternating metres heginning in %z and scored for woodwind wit

From RM 47+1, the strings take up the melody but present it in the manner of t

version; the *s caesuras in the previous section are aliuded to but now as full chc;
guaver. A similar technique is apparent in the example above (RM 46} where, by
by rhythmic disy

J

F to Bb, the melody is changed metrically by being ‘mover! g
style. Violas have a sustained inner pedal on C fr +1*Underpinning the
cellos which outline intervals of 4™ th

Reduce
Reduced 1o its compoenent wiads...

1e “g bar is ancther chord for

RS
L Fon WAL DS
x, J)’ LS ]

R e

in the fower parts, the chord is a diminished triad and in the upper parts the ch
common to both is the viola’s pedal note of C which provides an aural link to th
chord further by removing the C, the harmony basically comprises two minor 3
provides a further link with the octatonic scale. Although the chord can be red
actual distribution together with the orchestration are very significant factors i
an analysis should not be used to overinok, Stravinsky is particularly attentive t
distributed or spaced since, for example, a very wide spacing of nominally disso

the dissonance; a dissonance orchestrated on loud brass instruments may sounc:

in woodwinds.*

The climactic conclusion of Ritual of Abduction focuses the tritonal relationship
evident throughout the first three tableaux as well as the entire work., The Cmag
parts mainly in the strings; their trill oscillates between F and Eb but ends on an E
by the Eb on the final flute trill which is coupled with the 5™ below {AF). The root§
tuba and bassoons and is tritonally conflicted by the prominent F#is on horns, TE*

triad formed as the flutes fall to their Eb trill which also acts as a bridge to Sprin

The chord is this:

Fi dim.
+ F minor’

P

3
FoHOs,
.4 [

| recommend locking at the opening chord of Stravinsky’s Symphony of Psaims where the o

significant and provide an illustration of the point being made.
45 This and the remainder of the work are not set for detailed study although it is necessary to

your A Level course.
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Note on Rhythim:

However Stravinsky’s harmony and melody might be analysed or explained, it is
them which have the most impact. While Stravinsky expanded the harmonic pa
into a modernist idiom, he also innovated in terms of rhythm. Sometimes, rhyth
and motoric; at other times, it is subtle, flexible and fluid. Some critics have sug
orchestra of The Rite of Spring as one large percussion instrument.

The opening bars weall illustrate the fluidity and flexibility of slow tempo rhythm.
certain notes forestalls the establishment of a clear pulse and the melodic phras
displaces a strong sense of bar lines as written. The second phrase of the openi
the first beat with the change to triple time in the second bar but has no sugges
bar; the use of a quintuplet in bar 3 and the triplet withi et in the fourth
flexibility of the melody line. Such flexibility is th ed by the regular tri
contrast the continuation of the openin
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Contrasting with such textures are those passages which are resolutely vertical it
motor rhythmic figures but often with accents unpredictably placed which distu

metre. The clearest instance is the ostinato pattern at t of The Augurs of
down bow marking and Tempo giusto characterls wle‘quaver figure whi
second or fourth quavers or someti Wherever they occur, they

eight horns. Contrastlng the ma n'of such a passage is the intervenin

Stravinsky’s tSe of accents within otherwise regular rhythms disrupts the natura
places, the pulse changes frequently. In The Ritual of Abduction at RM 43, %3 giv
7g, 34, %, %4, 8 3. Such metrical changes are often closely linked with meladic d
from RM 25 discussed above; similarly, the moving of the stress given to particu
feature of the passage which begins at RM 43. The section begins in % where th
the stress changes in the following “g bar where the stresses are on both of thos
had been weak within the % bars. Rhythm becomes important to the technique
that does not include a wide range of pitches.
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Another example of rhythmical development of melody is in the treatment of th*
bars before RM 38. The pattern at the presentation is in % as follows. 5
I
T
. N }:r \\
2ie o o 7.
N.W~«‘wr~l_w
H

e
1

The development occurs through a technigue which involves the repositicning ¢
At X, the first statement of the rising perfect 4™ begins on a weak quaver in the
first stress of the g bar when it recurs at RM 46; it also recurs at P where the str
The series of five notes at ¥ firstly fits into the % configuration but then, in trans
of five also without the 3+2 stressing of a normal *s bar. At Z the rising 4™ is inv
four notes in the %3 bar being equally stressed, unlike in the original presentatior
third beat of the % bar. By using a limited set of notes and by rotating them at d
Stravinsky is able to rotate his melodies and generate new forms. This kind of rg
reflected in the rotation of entire sections within the work as well as the more &
The rotation of entire sections, as in a mosaic, can be thought of as macro devel
of motivic development can be thought of as micro.

Associated with metrical manipulation is the use of silence. As well as repositiar%
pitches may be placed or omitted either side of a rest, but that is a feature of Sti
which is more apparent in other movements of the work such as The Glorificatio
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Making Comparisons

Making Comparisons (A}

There are a number of aspects of similarity, particularly in timbre and rhythm, bs\
Stravinsky. ~

The following game may help you to think about the links between the two wor
continuity and change from a historical perspective. Use the opportunity to disc
conscious effort to use relevant technical terminology.

On the following three pages is a set of prompt b
other feature.

£ach person in the group sele uss, or the cards can be allocated ing

che whole group should contribute to a short writtes

Muso Game

This game is designed to encourage discussion of the set works within a teachingé

Since the separate subjects will inevitably recycle, the game will also require car
points will be in constant circulation which will aid retention of analytical points

If possible, glue the game and counters to cardboard before playing.
The topics in starbursts are for A Level only but the rules allow them to be either%

Rules:

Players take turns to throw dice and make moves through the game
Having fanded on a topic, player must talk ahout it for one minute
The use of correct and appropriate terminology must be credited
After a minute, other players can add thelr comments

Responses should include references to the relevant scores

A Level students respond to any of the topics

Completing the game first does not indicate a winner

R S e

The teacher will score responses as follows:

#  (verall understanding of the question —0-5
e  Accuracy and appropriate use of termipai
e  Appropriateness of exempla

#  Speed of response (5

iocores —0-5
your way round the scores?) — 05
Makings

The Muso Game will help familiarisation with the various similarities and differe
and their styles in general, :

Omparisons (B):

When asked to compare two styles or works, it can be useful to keep in mind ba: :
elements) as main headings under which observations can be made. If you find
the musical elements, which might just help you to find something by focusing a

pt questions each

AS students may choose to answer an A Level topic {in starburst} or to move k

The role of the teacher is to assess the guality of the response and award a

AS / A Level Edexcel Set Work Analysis: New Directions Page 41 of 36

COPYRIGHT
PROTECTED

ag

Education




IGHT

PROTECTED

COPYR

Asjsuinedss

O} UOCJIE{S4 Uj SSNOSIG
Sibiad Y Ui :aswwhw”m_. desd Ut couwwhwew& AL %ﬂmﬂtmm
UsHIRBS U OdLLRE SSNOSIC P Jael i 43 DIUIYIAL JUBIBIPUE

30 350 243 uiejdxy
UOIEJON

10 53jdWEX2 oM} 2AID

wyrAyy

oduwiag

24035 By} ) 4 pue
o 4O Suuesi syt uiedxy

§iBiad

uinells o3 uonejal

Ansuineig W afdusexa ue ssnasig
wJa3 siyl urejdx3

winuedin jsiesed / Sulueld

buisds ¢sitrad
£ 30 011y aif Ul SatpoRu uf pRsn 315182 St MO}
74
5 ' 43181834, auyag
Aysuiaeiig Jzsiday




9
ag

COPYRIGHT
PROTECTED

=
Y
)
G
¥
e
E »

233 Y Ui 1UI0AI2IUNCD
JO 250 243 U0 JUaWog
jutodisiunoes

Bupds jo any

agf Ul SIUIPED
BYF U JUBWWOT
SIIUBPEZ

SHOM I3y Ui anby
UOIIBLIEA 9ST GueReS
SOOP 1UBIKS JBYM O
SUSIIBLIEA

&Ewn%wmmmmma
Moys Aue ui 2unxay
30 safuyo sgunsag

aJnxa)l

buuds

4o 3214 3y ui sajdwies;

MY O ASN AY] SSNIS
o1bunsoO

¢oyeliees Ul pedyiugis
2IquIIl S| 48] MOH
dAquail

GUELIBES Ul SHUCLLIRY
3O asr 3Y) SSTOSIG
SIHUCWIBH

Aysuinelss ug sojuouiaey
10 s ayy aye

Ajsuiaeilg

243 55h

oyeiieeg
Ul JiI0W B JO JUsWiran
Ip pUE 338007

SIS

Ajsuinens
ul Auowuey ojpews
o 9jdwexa ue aAIH
AuoweH

HISERE
Aeid uonepea ssop uad Jeym
UGIIBIIBA

Judwdo|arsg




GHT

COPYR
PROTECTED

Ui UOERIGS RIS
0 @SN B3 S1ENIBAT

SHH PTG

unpAyy

S5

${01sd

ayeuees
1y AUGLLIRY SSNOSIG
Aucuuiels

ainens o ajdwexa au:
AucuiseH ajiuen

Bupds fo apy

UOISIBALY

oyeuees A
DHI0IBIP pUR JIBLWIOIYD Heuees Aq 4§ Ul SDUSPRD
- ) pasi S8 UoJ3ejou ssnasig s e
udamlag YsinBunsiy UOIEION 243 UG JUSIWIeD

UDISIBALY S33UBPED




lotes on the Examination: Se

Section A: 5
e  Advanced Subsidiary, Component 3: Appraising is a written examination East§
e  You will work through a boolkdet known as a resource booklet
s You will work with your individual CD player and examination CD which mea:

many times you listen to the musical extracts relating to the guestions :
e  The total mark for the paper is 80

which should alwm%;;
amination boord
ords, which will afwe

NB Edexcel publishes its own instructions on the examinatio
given here are based on the presentation as pub//shed ,
framed to include certain ‘command’ terms wki

The command words can be r.
® Camplete of'r ;

own specification documents but, §
ctatlon guestions which involve completion

»  State, _ iaentify, list — relating to the citation of particular points
»  Explain{gg@¥iing often to what a particular effect of a musical event might
e Compare — relating to similarities or differences between musical passages;

relates to making ‘relative judgements’
Discuss — axiomatic but be aware that mere assertions do not form a discus
¢  Analyse — relating 1o musical elements or features within a work

e Evaluate - relating to judgements against specific parameters; invites draw

-]

For the following guestions you will need access to the relevant scores and reco

Each question is set out in a single page for ease of photocopying and in the curr
with some significant differences due to the absence of a listening CD. :

The format includes the instruction o listen 1o Track... of the CD and refer to Ex

As you will not have a CD for these questions, a different phrasing is used in th~\
the recordings available. ;

The purpose of answering the guestions below s partly to provide practice inm :
either within a time Himit of classroom work or as a more leisurely piece of homs
springboards for individual research and nudges towards thinking about the mu
which can be vary helpful in forming one’s own judgement about the music. The
‘evaluate’, which means not just analysing but making an informed aesthetic or
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Sample Exam-style Questions ’F@

Kaija Saariaho: Petals
Alf timings refer to Aeon AECDOB37

Example Question 1 {AS / A Level}
Bars 1-21, 00-2'25" {p. 1 of the scare)

{a} Identify the note in bar 8 which sounds as a natural harmonic.

{b} Identify one technique of cello playi s not rely on electronic prc%

sevossssasssssssasaassrnanans sessssssasassassasssanataannuaunercaE e b nn e fNE

B oo the enc

{e} What does the graphic notation
bar 2 mean?

tne box [X]. If you change your mind &
ark your new answer with a cross [X].

indicate your answe
through the b :

IR

Sy softly

B play several notes together

add bow pressure to produce a scratching sound, in which the
audible pitch is totally replaced by the noise

B Hay extra loudly and crescendo
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Example Question 2 {AS / A Level}
Bars 1017, 2:257-5":19”

{a} ldentify two examples of artificial harmonics.

{h) Explain the type of notation used at the beginning of bar 22 up ta, but not

{c} Describe®

in this section of the work.

{e} Listen to the recording from bar 17, What technique does the ceilist use to

Indicate your answer with a cross in the box [X]. If you change your mind
through the box [} and then mark your new answer with a cross [X].

A | pizzicato

as a natural har

w Saariaho creates contrasts in her score. Refer tc the use of ti

i

3
2
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Example Question 3 {AS / A Level}
Bars 4-6, 17:177-17:37" and bars 13-16, 3:.00"-5":05"

{a} Listen to the recording from bars 4 to 6 and bars 13 to 16. Compare the twc.%
elemeants such as pitch, tempo, rhythm and dynamics.

{b} What does ‘poco agitato’ in ba

w fect of the use of Reverb (R) in bar 1?

B LT T T T R T R A L T R R WP el

{e} Write a cross (X} in the box against the statement which is true of the mus

Indicate your answer with a cross in the box [X]. If you change your mind
through the box [} and then mark your new answer with a cross [X].

A §the musicis very loud

B 1§ the music consists of harmonics only

C the music includes harmonics as well as natural notes

the music is in the key of C (1)
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Example Question 4 {AS / A Level}
Bars 18-24, 57:21-7":04"

{a} identify the bar which shows notes played as artificial harmonics, trilled an%

simultaneously.

{b} tdentify the bars in this section of the work which use fanned beaming not '

{c} Describe how the first

=
-
=
)
3
[£>]
[
=
-
=
£
Q
—+
[£]
O
=
2.
£
o
[o]
W
=]
=
o
o
o
<
i)
=
o)
oo
o
@
6]
jo
5
[l
o
o]
w
14
)
o
)
>
jo
]
~5
wi
[
T
N3
E=Y
Q

developed up to and including the A
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Example Question 5 {AS / A Level}
Timing needed Bor 27, 7:287-7:41"

{a} Describe what is meant by the vertical arrow below .*

{b} Which of the notations used.; of Petals suggest that it is an exa A

NTTITILIE T

B hm U n A A a R LA U AR A A B LB AL R A LA A A s A s LG AL AL A A A e e e AR LAY AR B AL AN A AR s LA AL AE s LRy a s S

{d} State two ways that the passage from bars 25--27 differs from the passage f

the work.

I I I T o I

{e} Describe how the cellist must play the sections between broken lines in bar

*  The graphicis printed only in the soloist’s cello part but does not appear in the score.
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Stravinsky: Excerpts from The Rite of Sp.
All timings refer to: Stravinsky The Early Ballet Scores, Track 6. Duration: 03:4
conducted by Gennadi Rozhdestvensky.,

Example Question 1 {A Level}

{a} Explain the term tempo rubato’ at the beginning of Adoration of the Earth i

{b) Describe the texture in at RM 6+4 in the followine s bars 3237, scor

{c} Explain’ '

ord formation in the example below from bar 1 of The Augurs Of:,%s

{d} Compare the passage from RM 25 to the bar before RM 26 with RM 44—~RM§
which are different.

{e} Which of the terms below translate the o rection ‘crescendo g

indicate your answer e box [X]. If you change your mind &

mark your new answer with a cross [¥].

bme more agitated slowly’

B ‘become louder little by little’

c slowly incregse the tempo’

[} ‘become a little more expressive’
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Exampie Question 2 {A Level}
Adoration of the Earth bars 5-6; RM 10-8M 11 and RM 13-RM 15; Augurs of Spi

{a} HName the intervals between the notes marked X, Yand Z.
The interval aL XIS e
The interval LY IS i

The interval GLZ 05 e

{c} Which of the following terms describes the rhythmic texture at RM 29-RM E

Indicate your answer with a cross in the box [X]. If you change your mind
through the box 3¢ and then mark your new answer with a cross [X].

A i polyphonic

B polymetric

C layered

D polyrhythmic

COPYRIGHT
PROTECTED

{d} Name any two instruments e piccolo in RM 43 {singie bar}.

{e} Discuss the use of tempo in bars 1 — 14 of Adoration of the Farth.

ag

Education
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Exampie Question 3 {A Level}
Adoration of the Farth bar 1 —~ RM 3; RM 9-RM 10, RM 13-RM 15

{a} Listen to the musical extract 057-17:007, List any three instruments heard m

{d} Compare the rhythmical differences between the passage from RM S to RM
to RM 15.

COPYRIGHT
d by the string section of H PROTECTED

Ceunsaseasasssasanias Sareeasassssaaneassassesaaaaatasatanuranss it unun s SN

{e} Describe the chord in the first bar

ag

Education
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Exampie Question 4 {A Level}
Adoration of the Farth RM 32+2 {a); RM 14 {b)

{a}

(b}

{c}

{e}

Which two instruments double each other in syncopation at the third bar a

Cor Anglais

5 188

Bassnon

)
222

Explain the following two musical terms which appear on the first page of tP\
COHO DArte e et st e e

Unpeuendehors s

Name the intervals played by the cor anglais in the example above {{b}].

Which of the following terms denoctes the contrabass Bb from RM 87

Indicate your answer with a cross in the box [X]. If you change your mind &
through the box 5} and then mark your new answer with a cross {%].

A drone

pedal point;

D solid bass

3
3
3
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Exampie Question 5 {A Level}
RM 5-RiM 4 717:28"-

{a} State two ways in which the passage beginning at bar RM 47 and ending at
passage between BM 5 and RM 7 inclusive. :

{b} Describe the texture in the passage beginni

{c} Explain features of the writing for violas from R# 11 through to the bar befs;

{d} Listen to the recording from Track 3 {Ritual of Abduction / Jeu de rapt), 0D
design of the music in terms of contrasting sections and repetition.

{e} tdentify the chord played by the French
relationship to the chord played.k

o0 account the transg

crunsanee] P T T D T LR TP TR PR 3
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Notes on the Examination:

The guestions in Section B of the paper require longer and more discursive essa‘,,§

Their purpose is to offer opportunities for you to show that you have heard a wi

extracts from the three set works and that you recognise any connections which

works and wider listening.

The guestions given here will allow for
¢ writing individual answers either in class or as homework
#»  group discussion to facilitate forming judgements
# afocus foralesson

& afocus for further research (listeni

Section B comprises two bered 5 and 6.

is provided. e
works which provide meaningful comparisons in terms of common links.

In question 6, you are expected to evaluate one of the set works. The evaiuatiomﬁs:z
different musical elements, such as harmony, melody, rhythm, structure or texty

score is provided but there is no recording.

At AS, the questions will generally ask you to discuss two elements or features o
core works; at A Level, there will be three elements or features to discuss.

Appendix 4 offers suggested works which have significant musical links with the &

exploring as ‘wider listening’.

en to an audio of unfamiliar music which relates in scmﬂiss
ask is to demonstrate any important musical links between the
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Sample Exam-style Questions %

Section B Question 6
Cuestion 6 focuses on the set works. A score {or extract) is provided but there a

The guestions focus on musical elements within each of the set works.

The form of the questions will incorporate the command words (as listed previog
evaluate the music. ~

As well as commenting on the score, you will it to other works fro

you are familiar from wider listenin

tfered as suggestions for completing within a &

Four guestions for e )
' ;7T by means of any combinations of the three approac

period or fofls

For the purp‘s’és of this guide, you will have to consult the scores which you hav{a«
given where appropriate. 5

For AS, total marks are 20 and for A Level the marks are 30.

The Rite of Spring {(three movements) — A LEVL

{1} Discuss the use of melody and rhythm in The Adoration of the Earth and Do
Spring) from The Rite of Spring. Your discussion should reference other rel
wider listening or other music.

{2} Evaluate the use of texture and harmony in The Augurs of Spring and Donce o
Spring. Your discussion should reference other relevant works such as set word

{3} Evaluate the use of texture and design in the movements of The Rite of.‘}prié
Your discussion should reference other relevant works such as set works, wi

{4} Evaluate Stravinsky’s orchestration and use of instrumental timbre in The R
work of at least one other compaoser. Your discussion should reference oth
works, wider listening or other music. :

Petals — AS and A LEVEL

{1} Evaluate how timbre is important in Petals by
Your discussion should reference other
{A Level) :

COPYRIGHT
PROTECTED

such as set works, w

{2} Discussthe.mu of Petals by Saariaho.

reference other relevant works such as set works, w

{3} ‘.. opposite elements here are fragile coloristic passages which give birth to:
rhythm and melodic character {which) pass through different transformatios
composer about Petals. Your discussion should reference other relevant w
listening or other music. (A Level) 5

ag

Education

{4} Evaluate the treatment of rhythm, melody and timbre in Petals. :
Your discussion should reference other relevant works such as set works, wi

AS / A Level Edexcel Set Work Analysis: New Directions Page 57 of 36




Supplementary Dictation Ex&

One of the most challenging parts of the course is melody dictation.

The following supplementary examples provide material for practice.

For AS and A Level, exiracts in transcription and ‘correct the melody’ qm\
from the set works or wider listening pleces.

For the purposes of this resource guide, for practice and to enhance fom
transcribed examples have been drawn from set worl#or related work

exercises and is proportionally graded accordin

In the AS exd Each example will include up to nine notes (this equals nine pitc
In the A Level exam, each example will include up to 12 notes (this equals 12 pite

In the examples below, fewer notes have been given 1o allow you to build up youy

Supplementary dictation (1)
Recording: Track 2,0 -6

Allegro

i
v
X
%
kol
i)

Tede cethym nus hy-  mnus,

Supplementary dictation {2)
Recording: Track 5, 36" - 46"

Tenors/Basses fand

}
|
»

Te - ste  Da - vid cum Si - byl
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Supplementary dictation (3)
Recording: Track 11, 143" - 20.09"

e
P 2. £ £
. i L) 1 !
Baritone e e ! :
May God____ curse
4
e o -
P L2
B‘AI’. ,l' 1 3 B
cut  thee soul!
Supplementar
{ Record:

» g ' o
g
— L ' :

qui__ ve -~ nit in___

S. Solo
Supplementary dictation (3)
Recording: Belshazzar's Feast, Walton,
Parlophone, CBSO, Rattle
Track 3, 145" - 1:57"
A PP espress. X N 1 J—
vy N Y | R -
Soprano  feyp—& : (= R —— w P —

e

By the
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{ Supplementary dictation {6)

{ Symphony of Psalms, Stravinsky,

{Track 1, 1739" - 202"

{ Sony Classical, CBC Symphony Orchestra,
conductad by Stravinsky

Supplementary dictation {7)

Piano Sonata, Berg, plaved by
Goudd on Sony Classical 'Sonatas
Fantasies, Variations' Disc 3 track 1

T —...

e)

Supplementary dictation {8)
Serenade for Tenor, Horn and
Strings, Britten, on Parlophone
0724355687159 Track 5, 00 - 247

Nug
N
-~
e
3
TR

A
.Y

1
H
¥ T T

\
i

e t i i
iy * ot &

lighte, . And Christe re ~
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Answers to Supplementary mgmtimﬂé

All of the following supplementary dictations have been compiled from either t
to them, which serves to extend famillarity with those works. However, dictati

necessarily be so sourced,

The mark scheme is proportionally graded according to the level of correct respd

marks {up to & for AS and & for A Level) may be awarded in the exam.

Supplementary dictation {1)
Recording: Track 2,0 -6

Treble

1 hy-mnus,

hy-

There are three notes to complete, meaning three pitches and three note lengt

0 0 pitches and/or note lengths correct
1 1-3 pitches and/or note lengths correct
2 4-6 pitches and/or note lengths correct

Supplementary dictation (2)
Recording: Track 5, 36" - 467

mnus,

De-us

in.:

Tenors/Basses - — i!i -----------  S— S S— J—  S—
[ %
- ste Da - wvid cury
}
} : ] ;
I J & ili :
Da - vid ocum S -

There are four notes to complete, meani

{3 0 pitches and/or note
1 1-3 pitcheg g
2 4~6 pitch e ®
3 7-8 pitcheXw

. 2gtns correct
Oof+ lengths correct
or note lengths correct

nd four note lengths.
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Supplemerntary dictation {3}
Recording: Track 11, 143" - 209"

P 2 £ ~
R ) ¥ # i ! :
Baritone > o 2. ‘ : :
S
May Gaod curse
4 .
it sl £  fe p)
3 | — | 7
Bal‘. 7 0y} + 1 ,
cut thee from___ soul!
There are three notes to complete, meaning th N nd three note lengthy

0 0 pitches and/or note lengt .
& rrect

i dﬁ?lememary dictation (4)
Recording: 4743" - 5001

e
Saprano Solo  -fas—wg %
R4
Y
..... J |
il Y 1 ]
S. Solo "‘“;L‘““QL‘““"‘*
1%?"% ....... o

EThere are four notes to complete, meaning four pitches and four note lengths,

0 pitches and/or note lengths correct

1 1-3 pitches and/or note lengths correct
2 4~6 pitches and/or note lengths correct
3 7-8 pitches and/or note lengths correct

Supplementary dictation {(5)

Recording: Belshazzar's Feast, Walton,
Parlophone, CBSO, Rattle
Track 5, 145" - 197"

Soprano §

By the wa
There are 4 notes to complete, meaning 4 pitches and 4 note lengths.

0 0 pitches and/or note lengths correct

1 13 pitches and/or note lengths correct
2 4-6 pitches and/or note lengths correct
3 7-8 pitches and/or note lengths correct

Alternative recording: Willco

Y hitps:/ /www.youtube.co

Pick up the soprano entry fr
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Supplementary dictation {6}
Svmphony of Psalms, Stravinsky,
Track 1, 1:397 - 202"

conducted by Stravinsky

Sony Classical, CBC Symphony Orchestra,

) ;
7 &3 i
Ao {8 5 B , —
No i A 1 A I i
¢ > ! = -
Quo ni - am ad e -
5
A { H
P ) - I3 ¢
A S {n L]
N Ky, A

11-3 pltches and/or note lengths correct
2 4-6 pitches and/or note lengths correct
3 7-8 pitches and/or note lengths correct

Supplementary dictation (7}

Piano Sonata, Berg, plaved by
Gould on Sony Classical 'Sonatas
Fantasies, Variations' Disc 3 track 1

Alternative recording: Muti/
VB hitps://www.youtube.cor

o

»
—

*
§

There are three notes to complete, meaning three pitches and three note Eength’%ﬁ

0 0 pitches and/or note lengths correct
1 13 pitches and/or note lengths correct
2 4-6 pitches and/or note lengths correct

Alternative recording:
%

This is with the score so show followirg

Or use:

Y https://www
slogE il
inte Y8 to hear and see.)

https: / /www.youtube.com/watch?v=7Lnh-

siii/ watchav= QNk_A4Zol30 Gould on videc
t 19” to reach the end of the example. {No give
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Supplementary dictation {8)
Serepade for Tenor, Horn and
Strings, Britten, on Parlophone
Q724355687159 Track 5, (0 - 247

ighte,

or note lengths correct
1 1-3 pitches and/or note lengths correct
2 46 pitches and/or note lengths correct

conducted by Davide Loyd-Jones — 00~25"

B

b'P" )
t ®
N 1
-
this ac  nighte, Ev- ¢r

L gL

And Christe

hitps://www.youtube.com/watchdv= EQAFCQiviw

re

iplete, meaning three pitches and thres note length;

Alternative recording: Adrian Thomas, Tenor, Bournemouth Sinfoniefry,
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Correct-the-melody Questions

In addition to dictations requiring the completion of a meledy, vou may also be
the music and then correct the melody by rewriting it beneath the incorrectly w
examination you will be expected to identify up to three errors. Regular training
achieve this goal but a programme for that is beyond the scope of this guide. Th

may be useful as practice markers for your progress. The exercises are of variabl

Teachers should use the answer section that follows to deliver the material. (The%

incorrect melody at A Level.)

One mark will be awarded for each accurat:
at error points —any incorrect notatig:

Supplementary dictation (10}
AS level

Listen to the melody.
The written music below has three errors.

Identify the errors and write the correct version of the melody on the

ction. Marks are on}

Moderato
T i
- i b i y J
e ' i ¢
[}
R
e}

Supplementary dictation {11}
AS level

Listen to the melody.
The written music below has three errors.
Identify the errors and write the correct versi

Moderato

melody on the

s
L]
L YRR
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Supplementary dictation {12)
AS level

Listen ro the melody.
The written music below has three errors.
Idenufy the errors and write the correct version of the melody on the sty

Maoderato

Supplementary dictation {13}
AS levet

Listen to the melody.
The written music below has three errors. '
Identify the errors and write the correct version of the melody on the

Moderato
{
4 A ] 1 & F ]
fSsSE= = o |
'y ! ]

Supplementary dictation (14)
AS level

Listen to the melody.
The written music below has three errors.
Identify the errors and write the correct version o

Moderato

melody on thc:%
COPYRIGHT
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Supplementary dictation (153}
AS Jevel

Listen to the melody.
The written music below has three errors,
Identify the errors and write the correct version of the melody on the;

Moderato

Supplementary dictation (16)
AS level

Listen to the melody.
The music below has three errors.

Identify the errors and write the correct version of the melody belov.

Moderato

) 5

e ‘“;}

: = = ==
BEESTERE R a&S S SRS LS S S U o

Supplementary dictation (17)
AS level

Listen to the melody.
The written music below has three errors.
Identify the errors and write the correct vers

Moderato

he melody on
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Supplementary dictation {18)
AS level

Listen to the melody.
The melody has three errors.
Identify the errors and write the correct version of the melody below. |

Moderato

Supplementary dictation {(19)
AS leve]
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Supplementary dictation {20}
AS level |

Listen to the melody.
The melody has three errors.
Identity the errors and write the correct version of the melody below,

Moderato
""""" ”u.gj‘ : g F
e A S — — Y T o — °
o - & ; i kil A !
e/ T ] ¥

e
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Answers to Correct-the-melody Questions {AS

Use these for the dictations.

Supplementary dictation (10}

AS level

Answer

Moderato
. i . i
: i 1 i
—w e 5 »
J i

(an

Answer

Ao

COPYRIGHT

Supplementary dictation (12)
AS level
Answer
Moderato
i ;

?ﬂé o e S Z |
RN . 1 ‘ H ] b
.') [ v— j H E

Supplementary dictation (13}

AS level

Answer
Moderato
Q e - - f

""""""" ., -t ivi :
e/
Supplementary dictation (14)
AS
Answer

61 ‘
AR ) {

£ :v} e ¥ ]I i
(2 g
. L4

Supplementary dictation {15)
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Supplementary dictation {(16)
AS level
Answer

Moderato

Supplementary dictati 1T
AS lev

Moderato
,.9 o —— ol e
14
F |
| v NP ]
AN
®)
Supplementary dictation (18}
AS level
Answer
Moderato
:/e—t‘—!i —
2 " vl P ]
[ae =
Supplementary dictatdon (19)
AS
Answer

e
]

AN . : T i ¥
ja—

5
il
e

A4
&)
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AS level
Answer

Moderat s
IR SR i )
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Appendix 1

Responses to Questions in Section A

Petals

GQuestion 1
{a} The low Dy below middle C as marked by the circle harmonic sign. = 2

{b} The sounds are mostly transformed electronically but they originate from ﬂ’
such as using extra bow pressure, artificial and natu rmonics, glissondc
use of microtones (quarter tones) also chang;

i0 by enlarging its amplitude and
nier with quarter-tones, generate a comp

{c} Reverb transforms the sounds
The sounds of the gl
rapidly laygred

(d} Bars 1 ection begins ‘da niente’ (out of nothing) on a high artificial
modified®vith trills and a crescendo through to a 40% change in the reverb
50%. The section crescendos to fortissimo and a rapid decrescendo to mez
the sound is again transformed by increasing the pressure of the bow whic
scratching sound ‘in which the audible sound is replaced by noise’, as the n
4-7: This section contrasts with bars 1-4 as being more rhythmical. 1t uses
are heavily accented and fortissimo. Reverb is set at 40% and the dynamic
pp. The tempo and dynamic increase together coupled with a glissando eff
bar. The simultaneous accelergndo is indicated by the use of feathered he

{e} C-—add bow pressure to produce a scratching sound in which the audible p
noise. = 1

Question 2
{a} Bars: 13,14, 15,16, 17 (any two} =2

{b} The first two notes are to be played quickly, like grace notes as shown by thy
are indeterminate as shown by the lack of noteheads so the cellist has to fol
line only. At the same time, a glissando has to be achieved from the G# to

{c} Contrasts of timbre are achieved partly through the use of extended techn
include applying pressure on the bow {(as shown by the graphic notation}, a
and arco playing (not always shown in the score). Textural contrast is achi
pressure which both changes the timbre and the textiizz ithe reverb chang

es. Texture s als

" Mostly, the texture is
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Question 3

{a}

{e} C-—thegll monics as well as natural notes. = 2
{uestion 4
{a) Bars 21 to 24 each contain such notes.= 1

{b)
{c}

The first section is characterised by the microtones, the brevity of each stat
notes appear to rise rapidly and a rapid rhythmical drive, although there is
rhythmic pattern. The register is relatively low but quickly rises through th
The initial dynamic is very loud (ff) but there is a degree of diminishing volu
the section ends on a very quiet ppg. By contrast, the second section is rhyt
harmonics of both kinds as well as natural notes and has a soft dynamic cur
suggestion of an upper melody produced from the harmonics at ¢. 4:38.

Literally — ‘a little agitated’ = 1

Reverb enters very slowly out of silence (da niente) rising to a mixad leveal ¢
which represents the delay time of the ‘echo’ so t ounds in bar 1 ar
specified delay timing. =3 ‘

H 50% indicates a pitch increa

r-tone where 100 cents is equaly
temperament. =2 :

Bars23and24.=1

The motif can be said to be developed by means of repetitions of the initial f
further each time, by rhythmic variation, with harmonics, by changes of tem
electronically, by trill ornamentation, and transformations by meansofR a

Cello techniques used in Petols include natural and artificial harmonics, glisy
variable bow pressures for special effects and double stops. = 2

Discuss the use of tempo and rhythm in Petals.

Points to discuss should include:

e the absence of a fixed time signature

e the use of tempo rubato and variable tempos

e« detailed tempo indications

s  the use of fast gruppettos which contrast with moments of stiliness ang:
slow rhythmical moments

& some complex groupings with some degree of repetition but mostly va

& use of a degree of indeterminacy associated with particular forms of na
beaming or headless notes as groups of grace notes:fe.g. bar 22}. :

risble with contrasti
; e business contrast
uavers but can alsc be in the fg
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Guestion 5
{a} The highest pitch possible at the extremity of the A string. = 2

{b} Petals was not written as a result of precompositional analysis of the pitche
Spectralisen in its frequent use of harmonics. Sounds made by the cello beg:
transformed through the spectrum of their harmonics by means of the harn)

{c} Ornaments used include: trills and an gccoacciaturo {grace note} in bar 27, =

{d} Elemenis include microtones, frequent tempo changes, a dynamic range fr
harmaonics, variable bow pressure, tremofandos and glissondos. The section
animated, has contrasting dynamics such as from ppp to ffff, transformatio
means of variables on both R and H, frequent use of trenzolo, includes glissé
parsistent pedal C (open string). The section ' o the end is less p
of both R maintains a constant 30% set*ir: d where it rises to 50
nothing rising to 30% and the : in and the reverberation chang
to the end also includeg «@ssure changes as indicated by the b!ack§

% several ways of playing as in the piece as a whoie. The celli
harmoni®s; using glissandi and trills, while holding the open C string. At the§
detailed in the score notes) indicates several changes of bow pressure. The:
line coupled with the glissando indicates extreme vibrato or ‘glissando... in
constantly moving and thus creating a rich sound with vividly varying pitche

Metre and rhythm are affected by the absence of any time signature but t
sections of the work introduces a degree of indeterminacy; rhythmic figure
transformed in a form of canonic imitation by the delay levels on the rever
another indeterminate element affecting the nature of rhythm and metre |
some complex rhythms written, thelr context indicates that they may not b
There are numerous changes of tempo indicated, such as ritardundo and te
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The Rite of Spring (A Level)

Cuestion 1

{a} The term tempo rubato is literally translated as ‘robbed time’. ltis used toin
involving certain refaxing of the written rhythm to make a performance whic
found often in Romantic music (but never in Chopin whose music is often sub

{b) The texture is homophonic but also showing parallel movement in 4, The%
called organum or planing or simply paraliel chords, =2 5

{c} The chordis a homophonic arrangement comprising two diatonic chords fu
an Eb’, the lower is Fb major (harmonically, E major) making the roots a sem;
chord formation may be described as pandiatonic or bitonal. =3 ‘

{d} RBM 25 to the bar before RM 26: The principal fea+
semitone tremolo and ostinato figures i

horn solo with answering phrase
homophonic, supportin :

com parisan are s

feature the- semitone alternations heard throughout the work. = 3
{e} [B] become louder little by little’

Question 2

{a}) Xis an augmented 4™/ tritone
Y is perfect 4
Zisaminor3®=3

{b} Points to be made:
Rivt 10~11 :
e  The orchestration is light in the sense that the melodic ideas are fragm
e There is little doubling but some dovetailing, such as in the second triple

picks up from the end of the flute traverse completing the filigree figur
¢ Inthe bar before RM 11, high piccole trumpet enters its distinctive tim
orchestral texture

s The orchestration of the passage demonstrates Stravinsky’s subseguen

and a rejection of the lush sounds of the strings with their strong assoc

Woodwinds are the predominant timbre

The strings sustain a chord with a distinctive timbre from natural harm

The bass is a static pedal on B given a distinct timbre from the use of p

The piccolo clarinet has a high, distinctive timbre in the first % bar where it pla

RiM 13-15

¢  This passage uses the string section in a rhythmical

e«  The overall texture is homophonic and so con '

¢  Eight French horns duplicate the chcs

¢  AtRM 14, only cor angla|s ard i3
ostinato and an a )
arpeggio figux

® & 2 B

horn must play together very freely as marked “ad lib'. By bar 5, the tempo ch
and the pause marks at the bar 1 and 6 also serve to express an almost impra
is difficult to achieve. The opening tempo resumes at ‘at tempo’ but with ano
RM3. The ‘espressive” marking may also serve to suggest some flexdbility of te
tempo begins 1o increase slightly to ‘piu mosse’ coinciding with the increase i
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Question 3

{a} Solo bassoon
French horns / hornsin F
Clarinetin A
Bass clarinet in Bb
Piccolo clarinet in D {high clarinet)
Solo cor anglais = 3

{b} The fragment of the melody is on a pentatonic scale {la-pentatonic, Le. DE-F#-

{c} Points to be made:

s The notes of the solo basscon melody repeat in a kind of circular moti
melody unfold and circulate back and forth on one another

The grace note embellishment repeats always associated with the sam

The single grace notes are associated with ’

The interval of a semitone, first he iravn

semitonal movement in the na

e  The final two bars o :

of notes which ;

-melody of the horn
d 4™ beginning at bar 4
ow Stravinsky’s propessity to cons

 different orders = 3 :

&  The melody lines are in tuplets of tens, 5s, 65
®  Tuplets play against other tuplets such as the triplet subdivided in the o
[RM 9+1]
The combinations of quite complex rhythmic figures create a delicate
The rhythms combine in a two-part, then three-part and finally a four-i

continuous = 3

R 13-RM 15:

¢ Rhythms are motoric and ostinato and vertical

e Accents offbeats

e The motoric guaver pattern follows at RM 14 but combined with a sem;
manner

&  Achange occurs as RM 15 begins where triplets sound against the reg
chords with gccoccigtura = 2

Question 4
{a} Bassoonandcellos=2

{b) The harmony is formed from a combination of two main diatonic triads. Th
which combines with a C major grpeggio in the wind instruments. The root
and, combined with the cor anglais ostinato, form a diminished 7% chord co
is pandiatonic or a hybrid from two different keys or scales. it can also be ¢
bitonality is actually established. =4

s for other instru
‘instance, the solo bas

ents (horns, ciarinets) have
t the written music itself.
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{c} Colla parte is translated as ‘with the solo part’ a
playing of either a singer or another solg
meatronomic and quite free so t
are correct and cued by i ol

‘hat the player gives a little more emphasis or p :
the solo piccolo clarinet has to play more prominently th:

{d} Minor 37 {Dbto Bb) and a perfect 4™ (Fbto Bb) = 2

ag

(e} [B] pedal point / pedal = 1 .
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Question &

{a}

Some points to be made:

RiM 47 — double bar

e Strings most prominent

Brass and woodwinds punctuate with chords

Variable time signatures changing with chord interjections
Inner pedal on Cin violas :
Contrast in the horizontal/melodic movement and the vertical moveme;ﬁ;;

R 7 -
More melodic and semi-polyphonic

Horn has its semitone figure from the opening of
Homophonic passage of parallel chords
Trill on Ain violas

The chromatic figure und

8 & @& 2

se'extension/development
glodic entry = 2

& @ ® B3 B @

The tey m; . tently homophonic consisting of fast-moving parts sor :

The violas play a form of glissando on natural harmonics outlining arpeggi
sernigquaver groupings, = 2 Z

The design or structure is sectional or episodic, beginning with the continué’é‘*
different melody strands in glittering orchestral colour, The brass sustaina §
trumpets play a fast version of a melody derived from the bassoon opening:
double-tonguing effect. The horns sound a hunting call featuring a 5™ whic
a marker for one of the episodes. The principle motif is modified at the end
the changes of time signature. As with much of Stravinsky, the structure ref
move from one idea to the next without very much development in the trac%

The French horns play a C major triad but the trumpets play the chord of daz
dissonance. The horns transpose at the 5 but the trumpets are ‘in do’ and '
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Appendix 2

Glossary of Key Terms Used in the Text and Useé‘

MOTE: The glossary of terms is included for two reasans: firstly, ro expiaé
terms which might not already have been encountered or understood; seg
kind of language which is needed to discuss the warks in New Directions &
be able to discuss them correctly. One of the perceived changes in the
expectation that students should make informed judgements on the music;
music and to demonstrate understanding of the musi:ii chnicaily as well ¢
critically. It is, therefore, important that stu and are able
and others which are also relevant !
other music can be a vital we
Mew Directions.

date language acquisition when

An upbeat which starts a melody or phrase often on the last
Anacrusis strong beat. The terms can also apply to sections af music w
more significant section.

Antiphonal imitations occur where one phrase is either repea
instance} or is answered with a different response. Antiphonat
‘responsorial’. {In the context of the works discussed here, doi
though it means the same 25 antiphonal.) E
An appoggiotura is a dissonant grace note or ornament {emb
approached by a leap but is then resclved by its following har
appoggiotura is most commonly down 1o the consonance or 5§
In atonal serialism, it is difficult to avoid the sense of a series ¢
derived from the italian for ‘leaning’ so there is the indication
resotution.

Antiphonal

Appoggiaturg

Atonality Music which is not in a key and has no clear tonal function.

Binary The term describing music which has the basic design in two

Music is in two keys at once. The composer Darius Mithaud,
Bitonal there are passages in Britten which may be so described. In
simultanecusly appear to be unconvincing.

The term refers to a short passage of music which links one i
Bridging episode term ‘bridge’ is synonymous but best reserved for discussion
symphonic music.

A cadence is a clear moment in a piece of music when it eithe

Cadence (‘cadential
role’)
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10N in music separating ideas but joining them toget
- A'melody embedded into a contrapuntal texture which daes
for counterpoint woven around it.
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Chromatic refers to the frequent use of semitones. The chro
semitones encompassing 12 notes from which the twelve-no

Chromatic . . .
also be used to suggest colouring as where a diatonic melody
contains a few semitones not in the scale but added for color
Cluster A set of notes {often chromatically close} which does not hay

A mathematical term applied to a technigue used by Schoen
Combinatoriality Orchestra and Opus 33a. it describes a technigue whereby tv
row are combined without pitch repetition asin P-0+1-5in O
The idea of continuous variation was a phrase used by Schoe
circulation of forms of a note row within a piece of serially co
describes what might be called the background rather the fo
variations of themes but of basic building material.
Contrapuntal describes a musica omprising two or
The simplest contrapunta] se round in which a tun
unison and at th ‘st phrase; then, a developme
eginning at any interval and before
ere a melodic idea is combined with itself b
t and tonal development. In the fugue, the ides of
> (“contra-punctum’) is most clearly evident.

Continuous variation

Lontrapuntal

Contrapun? A short musical idea or motif which is used constantly within
. A rhythm pattern whera three crotchets are played in the tin
Crotchet triplat ) .y p . ; R p{ y. s
indicates similar patterns such as “sextuplet’, ‘quintuplet’.
Design is a part of the concept of musical form and relates to
R sections within a piece. Typical designs are unitary {a single
Design p yp 2 v { g

episodic/rondo. Design is shown by allocating a letter to eac
ABACCA, atc. The term is not synonymous with form perse a
Diatonic refers to the system of major and minor scales and ©
is @ set of notes formed from close intervals such as COEFG al
Diatonic cluster particular cluster is diatonic since all of its notes come from t
sharp, the cluster would become chromatic — CDEFEG and m
distinguished from, for exampie, triads or dominant 7™ ora
Typically, the triad on the 7% of the scale is a diminished tria
Diminished triad Analysed, the triad comprises two minor 3™ and the outer in
axample, B-D-F or D—F-Ab,

The word ‘discord’ may be used synonymously.

In general, musical dissonance is a relative concept. i two or
different sounds are perceived as a resolution, the first sound
dissonant. The sounds of resolution would then be describad
intervals of minor and major 2™, a perfact and augmented 4
dissonances. The remaining intervals are consonances which
dissonances so that, for instance, a 4" may resclve to a 35

Dissonance

In some medieval music, the perf
organum in some cases
Schoenberg was sai:
augm :

not managed as a
sm, dissonance and co
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nonymous with ‘twelve-note music’. It should be a
" is hard to say.

The dominant 7™ is the four-note chord built o the dominan
and comprises the root (the dominant of the scale}, the 3 3
above that which is the 7 from the root.

Dodecy
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Dominant 77 (V7) in the key of D, the chord is, therefore, A-CH-E-G; in the key c
interval formed by the first and the fourth notes is a dissonant
second and fourth notes is a very dissonant diminished gt The
especially in @ securely tonal context requires resolution to the.
important for establishing a key,

R
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Dyad

A term synonymous with ‘interval’ between two notes or, to

Erharmonic

This term refers to different denotations of pitches such as cal}
examples are enharmonic equivalents, viz. the same sound wr%
change is necessary in modulation between kays which share ¢
therefore, be written differently and occur in more chromati
changes.

Exclamatory
recitative

Characters in opera or oratorios or other similar dramatic for
connecting dialogue as recitative or a recitation. The music i
of a complete melody as such and the accompaniment is sim
distinguished by its forcefulness in expression.

Exposition

The exposition is the first part in the design of sonata form. I
describes any part of a work where initia!ideas are presented i
words, the ideas are ‘exposed’ o :

Expressich

" Karl Schmidt-Rottluff. Schoenberg himself was a painter and h

icular type of fine art andi
€M1 art begins with artists such as ¢
j ss not just the external world but the
."Munch’s The Scream will give you the idea as
own as Die Briicke (The Bridge) which included artists

Expressionism is a ter
music. The Exnrz
painting

example of Expressionism. The playwrights August 5trindberg
about people’s private lives and inner emotions znd thoughts
approach to art. The composer Afban Berg adapted two of We
for his opera Lufu which also exemplifies some of the intention
term is often linked to twelve-tone music and with Schoenber
be disturbed, changeabls in mood, troubled aven, and unsettl
Schoenberg’s twelve-tone style is, howaver, not strictly Expres
Verklikte Nacht, Op. 4 and Fanf Orchesterstiicke, Op. 16 are

Figuration

Use of different figures or melodic ideas. A single chord, for
broken form as figuration: a simple arpeggio is a form of figu

Form

Conumonly, this term refers to how a piece of music is seen t
commaon forms are cited as binary {represented as having A +
rondo (A-B-A-CC-A or in some other variant). However, the
instances relates more to the general design of 3 work. inso
design is evident; but, to describe its form, reference hasto b
axprassed in its tonal refationships through which a more sub
So, form can be understood on different levels: its surface de

Functional harmony

Common triadic tonal harmony is functional in the sense that
one to another; they function together to establish a key, for
when trying to distinguish secure tonal harmony from music
so much it no fonger has an unambivalent tonal direction. Th
relate functionally to establish a kay, for instance. Chordal hz
sonorities rather than harmonias in the functional sense. No
difficuit to estabiish in a piece of music.

Graphic notation

ictorial represent:
ch developed frox
res were adopted pa
ink to see some exam
search?q=graphic+scoresthy+cag
=X&ved=0CBsQsARqFQoTCMbiig TZis

Graphic notation (and graphic scores) are
the more precise form of staff notatigg::
associated with the drama. Gaa:
others, including Sazari
https://ww

.0t€s sounding at the same time rather than in successi

The rate of harmonic change or modulation.

Harmonics

Notes which are generated from a fundamental. Similarly, ex
plaved on some organs are almost physically sensed rather b
body shakes rather the ears hear.

The note € as a fundamental, for instance, generates the octays
the major 3, the major 2™ and the minor 2™, Further harma
callad upper partials. The presence of harmonics varies batwe
contributes to the timbre of an instrument.
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A rhythm paitern in the ratio 3:2 or 2:3. For instance, a rhythn

Hemiola triple time by shifting the accents. Thisis wha_t;happens_)in the§
Side Story, e.g. 1otk w be in A - - me - -
Homophonically A melody in an upper voice which is harmonised or in anothe

supported malody the form of chords. Hymins are genarally melodies with homog
A musical texture and device which develops from a single mel
Heterophony by means of, different rhythms or arrangements of the same
include varied elements.

A set of six notes. In twelve-note music, hexachords are used

Hexachord
aggregate.
Indeterminacy can be thought of as a prirziple of musical cons;
indeterminacy are not precisely written down b oser and so are, to
and unpredictable. E
Chromatic i véd by counting the same numbe
&ction: e.g. C-D when chromatically invertes
invey onic inversion displaces the second note of the interval to &

starting point, e.g. C inverted diatonically gives the D baiow 3
7. The technique is common in different musical styles and in:
A sung phrase on a single syllable but using a series of notes. ¥
singing is one note for each syllable.

Melisma

Melodic interval Two notes played in succassion {as in a melody).

The term describes music which is composed from brief melo
Motivic motif/motiy is a srall singular idea, usually melodic. Think B
opening four-note motif.

Modulation is the process whereby a new key is establishad |
sudden change. (Sudden key change is common and can hav
maodulated key change is achievad by the use of harmonies w
and the key being moved towards; by that means, the procas
This refers to change in time signature or a dominant rhythm

tModulation

Metrical modulation . ; 4 )
achieved — or modulated. For instance, a "4 pattern might m

Literally, a row of notes used as the basis for a serial composi
simply ‘serieg’.

A melody which moves by step {conjunctly} can be transform
Octave displacement | octave higher or lower and so changing the contour of the m
melody can be played C-IY~E where the D has been displace
Parts moving in paraliel and often on 4™ or 5™ farm a basic

MNote row

Organum
& as ‘parallel arganum’; if there are small melodic inflections a
, A short musical idea — often melodic — which is repeatad sey

Ostinato .
accompaniment to other layers.
Any pitch generates a number of further nitches above the m
‘other pitches’ are ignored when to music as we co
‘fundamental’. The notes ove or from the fund QQPYR;@HT

Overtones

first harmonic is tF overtone. Unless you are a
Sggitimately used synonymously. Overton
& Stravinsky uses harmonics (natural and artif|
&iody or entire piece of music in which the second part is

palindrome is, for example, ABBA since it is the same in reversg
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Pandiatonic

Thea use of diatonic chord and harmonies but in unconventions
of harmonic progression which could be anticipated. Stravinsig
places. :

Paraliel organum

Where two parts move together and maintain the same inter
paraliel organum. Common in some medieval music, parallel
4% or 5% where it appears in parallel 37 it is called gimel.
can be usad.

Pedal point

A sustained single note {more often than not in the bass, but
maoving parts which are dissonant against it. Pedal points or
dominant of the prevailing key and create dissonant tension

Pentatonic

The term describes music based on one of the pentatonic sca
depending on whether starting in do, re, mi, so or la. Pentat
although, in some contexts, they may b iiecorated with oth
themselves do not alter, howg: ¢

Pivot chord

Pitch relation

' another note (pitch) is heard after the first, a refationship is t

A chord common to a
example, Il inGs

ar during a modulaticn to A minor
15°ds a bridge between the twa keys and sr

single note is relatable to anything but the sifence it prece

scale of C, a C followed by a G can be heard as a tonic/domin
subdominant relationship. In other styles, such as atonal seri
heard in those ways but simply as consonant or dissonant int
relationships. In another sense, a series of pitches may be in
relationship; similarly, the pitches {intervals) may be played i
relationship.

The term describes perceived connections between different
to point to any formal links that are, therefore, generated.

Pitch modulation

Modulation is usually used to describe the measured process
which is sudden. The phrase ‘pitch modulation’ derives from
like an anzlogy. Where, in a serial work, there is a distinct ch
of different forms of a row, pitch modulation can be identifie
field of electronics but that is not relevant in the context her

Pre-echo

When setting a text, composers sometimes like to express an
musical figure. Sometimes the musical expression and its po
afterwards, like an echo. Sometimes, the musical expression
then said to ‘pre-echo’.

Principie of non-
repetition

The principle of non-repetition relates to Schoenberg’s twely
repatition of the twelve notes within any row and by only usi
before revisiting the row {perhaps in a transposition or some
certain notes to begin to sound as though they have tonal fu
altogether. Schoenberg’s pupil, Anton von Webern, adopted
his teacher.

Quartile harmony

Harmony which is formed from superimposed 4. it is distir
built in 3. :

Register

The term describes whethe
in a relatively lowez;
important

low, middle or hig
One two octaves above mid

technique of melodic development.

5 another in its strict order, such as if you p
:i2reiy in succession; if, however, the D and the E were p
ves, they would be displaced. Octave displacement is so

Retrog}ade

Any idea, but usually melodic, played in reverse.

Retrograde inversion

Any idea, but usually melodic, played in revarse and in invers

Rhythmic
augmentation

A melody whose notes have been lengthened is said to be rh
progression could also be rhythmicaily augmented.

Root movemsent

The term applies to diatonic harmony in which chords are the §
note it has been built on, e.g. C~E~-G. Whether in inversion, of
is still C. In diatonic harmony, the progressions are made secug
always by the bass notes alone. :

e
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Music which is very chromatic making it fack a secure tonal ¢
chromatically saturated, meaning the music has soaked up so
much more. That is why Schoenberg devised his new system

Saturated
chromaticism
{see Chromatic)

inclusion.
- The idea of ordering notes in a particular way which can be u
Serialism s
composition
Series A row of notes. Later, in total serialism or integral serialism,
dynamics ar registers.
A seqguence occurs when a melodic line repeats a few times,
Sequence T )
keeping its intarvals infact,
Sonorit A quality of a sound, often a chord, describing something abo
y like its timbre. A sonority may be a chord but not all chords a
Sprechgesang is a German word which first came into use ar
Lunaire was written. It is a vocal invelving the sing
Sprechgesang

immediately falling aw
create a sense of.r

Stretto

- By extension, the term is used sometimes to refer to a partic
words. (See Strophic)

A song or vocal music which divides into a verse and charus a
and chorus are the same or where all verses are the same mu
Musical structure relates to the idea of musical form and it is
synonymous. Structure concentrates not on the broad desig
exist within a compaosition, such as its key relationships or its

Strophic

Structure other ideas emerge. The hackground analogy is of a building
might be used as the foundations; the web of contrapuntal id
various parts of the building in the foreground. The terms ‘d
ruanced in their meanings but often used interchangeably. |
meanings.
Syllabic Words are set to music either with one note for each syllable
The first way of setting is called ‘syllabic’, the second is called
Symynetry in music describes the balance of phrases, e.g. AB
Symmetry
sonata form ABA,
Temporal Simply means time or concerning the time element in music
Ternary A design in three parts where the first is the same (or nearly
. The range of an instrument or voice as written in a plece of r
Tessitura

for me being from middie C to the G two octaves abovel”

A song which uses different music for each verse or chorus o
composed. The termiis, in its usual application, the opposite
music may be so described if there are no clearly delinsated
same.

The term does not refer to a chord but to a set of four notes
in the range of a perfect 4™, e. g C- :
The term refers to the use :
used in conJunctlon fc

Through-composed

Tetrachord

COPYRIGHT
PROTECTED

miarising distinct mel
t piece of music. The
could show some themes usad a
2'07 structural unity.

ne quality’ or colour of a sound or instrument.
icular set of harmonics produced when played.

Thematicism

Tirﬂ :
Timbre is distinct from pitch or intensity and is what makes a & ' l
violin sound like a violin. : g

e
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In the diatonic system, tonality refers 1o the quality which ma
In the modatl system, the modes may also be described in ter
Tonality major or minor. For instance, a Dorian mode has a minor ton
is a minor 3% the Lydian mode is major since its first 3% is a
Schoenberg provides ambiguity when ascribing definite tonal

The first note and triad of a major scale is called the tonic; if t
called the tonic minor. A piece in D major which then appear
minor. Tonic minor is distinguished from the relative minor {
minor}.

The term describes musical ideas, which are usually melodic,

Tonic minor

Triadic triads. Melodies formed from rising 3™ ar inversion of a tria
Trichord Surprisingly, the term has notkir: viith chords. A trichos
Tritone A tritone is an inte g three tones and as such fomé
ugmented 4™ or as a diminished 5™, 1t
Tone row (tones) used in serial music.

.  called ‘integral serialism’, the term denotes & system in wi
serially and not just the pitches. Dynamics, attack, register, ti
and manipulated as such.

Music changed from one pitch to another is said to be transpo;

%

Similarly, a passage of music originzlly in one key but then plag
transposad.

s

Transposition

Several instruments (trumpet, clarinet, double bass and many off
instruments since their written music will sound at a different pit:

is described as being ‘in B meaning that its written notes soun
Twelve-note {tone] | The system developed by Schoenberg whereby all the 12 not

serialism form a note row or series from which music can be formed.
Rhythms are commonly perceived horizontally but in music w
result as vertically perceived.
The use here is not to denote soprang, alto, tenor and bass si
correspand to those vocal registers even in instrumental mus

Yertical rhythm

Voices

Whole tone A scale which includes only intervals of a whole tone is a who

A technigue used in setting texts in which images in the text

Word-painting ) ; ;
serving 1o express something of the meaning of a word or an

NB Not every term in the catalogue here Js relevant to the set works. However, some cm;
the twentieth century in general. 5
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Appendix 3

YouTube-ography:
Stravinsky

“B if you lack enough scores at the moment, try this performance which showﬁ
https://www.youtube.com/watch Pv=FFPiFjlonX8 :

‘I For a tele-documentary reconstruction of the first performance:
https://www.youtube.com/watch?v=JcZ7IfdhvQw

“f1 Follow this link to see the original choreography bv recreated by Ba
designs. (Compare with the classical ball ded the Rite inthe
the sensational contrast). This vi mmended for its evocatic
which seemed to have ca: uble than did Stravinsky’s music {wit
clearly dueto th , should preview the production for sernsitiy
https:4 com/ watch?v=jF10QkHybEQ

Saariah

“f)  For a concert performance of Petals follow this link:

https./fwww.youtube.com/watch Pv=wkmzXHTrixi

“%)  To hear a discussion on extended techniques with Saariaho and others foiio;é}
https://www.youtube.com/watch Pv=T320Qi0Axrio Z

Appendix 4

Wider Listening

Mew Directions — some further avenues
Below are a few suggested works for wider listening.

Section B Question 5

Petals ;
®  Répons (1981) for chamber ensemble and live electronics — Pierre Boulez {15
e .explosonte ~fixe...[A work written by Boulez in memoriam of Stravinsky in |

solo flutes, ensemble & electronics
®»  Anthémes 2 for violin and electronics (1997)

e  Flektronische Studie Il (1954) — Karlheinz Stockhausen (3282007}

e  Gesang der Jinglinge (1956) COPYRIGHT
«  Kontakte (1960)

®  Hymnen (1967) PROTECTED
e Désert (1954) Edas

®

® ouistiques (five pieces from between 1976—1985) — Gérard Gri

The Rite of Spring

®  Scheherazade (1888} — Rimsky-Korsakov {1844-1908) _ Qg

e Préfude o Faprés-midi d’un foune (1894) Claude Debussy {1862-1918) -, :

e Lamer(1903-1905) Education
e Jeux {1812}

s  Concerto for Orchestro (1943) — Bela Bartok (1881-1945)

o The Wooden Prince (1814-1916)

e Dance Suite {1923}
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