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Between 1952 and 1957, Igor Stravinsky surprised the world of music by gradually 

incorporating serialism into his style of composition. Although Stravinsky still used the 

neo-classical trait of making strong references to the music of earlier periods, musical 

analyses of this transitional period have focused on serial aspects to the exclusion of 

anachronistic elements. 

Evidence of Stravinsky's possible use of musical structures adapted from earlier times 

is found in his consistent use of musical figures that are closely related to the cadences of 

the late Medieval and Renaissance eras. By fully addressing these neo-classical traits in 

future analyses, music theorists will gain an additional perspective, which is helpful in 

understanding the music of Stravinsky's transitional period. 
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CHAPTER I 

THE INTRODUCTION 

One of the most important episodes in the long career of the composer Igor 

Stravinsky (1882-1971) occurred between 1952 and 1957. Stravinsky's music written 

during this period consists of six compositions: the Cantata, the Septet, Three Songs from 

William Shakespeare, In Memoriam Dylan Thomas, Canticum Sacrum, and Agon. In 

addition to these six original works, Stravinsky produced two other compositions that 

were variations upon the work of another composer: the Greeting Prelude and the J.S. 

Bach: Choral-Variationen tiber das Weihnachtslied "Vom himmel hoch da lcomm Ich 

herr." The dates of composition, the origin of the text, and the instrumentation of these 

eight compositions are listed in table 1. 

All these pieces were written in the six years immediately after the completion of 

the opera The Rake's Progress in 1951, a work that concluded Stravinsky's neoclassical 

period. But while these works follow his final neoclassical composition, all preceded the 

full implementation of Stravinsky's own unique brand of twelve-tone serialism, a practice 

that formed the basis of his third and final stylistic period. 

This transitional group of compositions is particularly significant to musical 

analysts for a number of reasons, most of which relate to the transition Stravinsky made 

between the two very different compositional styles of neoclassicism and serialism. 



Table 1.--Music written by Stravinsky from 1952 to 1957 

Cantata (1951-52) 

Septet (1952-53) 

Three Songs from William 
Shakespeare (1953) 

In Memoriam Dylan 
Thomas (1954) 

Greeting Prelude after 
Clayton F. Summy's 
Happy Birthday to You 
(1955) 

Chorale-Variations on 
'Vom Himmel Hoch da 
Komm Ich Her' by J.S. 
Bach (1955-56) 

Canticum Sacrum ad 
honor em Sancti Marci 
Nominis (1956) 

Agon, ballet for twelve 
dancers (1953-57) 

Text 

Four anonymous, late-
medieval English poems 

None 

The sonnet "Musick to 
Heare," the song "Full 
Fadom Five" (from The 
Tempest), and the song 
"When Dasies Pied" 
(Love's Labour's Lost) 

The Dylan Thomas poem 
"Do Not Go Gentle into 
That Good Night" 

None 

Instrumentation 

Soprano, tenor, female 
chorus, 2 flutes, oboe, 
English horn/oboe, cello 

Clarinet, bassoon, French 
horn, piano, violin, viola, 
cello 

Mezzo soprano, flute, 
clarinet, viola 

The chorale "Vom Himmel 
hoch da komm Ich her" 

The Latin vulgate (Mark 
16:15; Song of Songs 
4:16, 5:1; Deuteronomy 
6:5; I John 4:7; Psalms 
125:1, 130:5-6, 116:10; 
Mark 9:23-24, 16:20) 

None 

Tenor, 2 violins, viola, cello, 
4 trombones 

Orchestra (3223,4231, 
timpani, percussion, 
piano, string quartet) 

Chorus, orchestra (2303, 
0330, harp, violas, 
double-basses) 

Tenor, baritone, chorus, 
orchestra (1303, 0440, 
harp, organ, violas, 
double-basses) 

Orchestra (3333, 4430, 
harp, mandolin, piano, 
timpani, percussion, 
string quintet) 



The first and primary reason that the study of these pieces is important is simply 

that of the aesthetic value of the individual works themselves. Although none of 

Stravinsky's transitional works have as yet become a popular success, become a standard 

part of the classical repertoire, or served widely as a textbook illustration of a particular 

stylistic model, all six display such high levels of sophistication, originality, complexity, 

vitality, and vibrancy that it is important to the field of musicology that they be understood 

as completely as possible. 

The second reason to analyze these pieces is that of their conspicuous importance 

in understanding the career of Igor Stravinsky as a whole. Musicologists divide the output 

of Stravinsky's career into three distinct stylistic periods: the Russian or primitive period 

(from the beginning of his career, in 1898, until about 1920); the neo-classical period 

(from about 1920 until 1952); and the serial period (from 1952 until his death in 1971). It 

is unlikely, however, that a complete understanding of the entire career of Stravinsky as a 

single individual can be achieved unless serious attempts are made to study the way in 

which the different periods are connected. It is only by understanding what the various 

periods have in common, what the differences between them are, and how one phase 

ended and the next began that an understanding of the whole career can be achieved. The 

music of 1952-1957 forms one of these connections between different periods, and it is 

precisely the significance of this connection that gives the early serial music its historical 

importance. 

The early twentieth-century musical styles of neoclassicism and serialism are 

frequently portrayed as opposed or mutually exclusive. When Stravinsky changed styles, 



however, he did not immediately begin writing completely serial music. Rather, he made a 

smooth, gradual transition between the two styles. The particular significance of the study 

of this transition is three-fold: it provides a window into the compositional processes of a 

great composer as he was tackling a new style; it provides a window into the 

compositional style of Stravinsky in particular; and it provides a source of insight for our 

understanding of musical history and the neoclassical/serial dialectic. 

In studying this body of work as an exercise in compositional methods, it is almost 

as if Stravinsky can be heard practicing or sharpening his serial skills over a five-year 

period. He can be seen attempting to use and then either accepting, discarding, or 

modifying different compositional techniques. As some have suggested, it may be possible 

to determine why his musical identity is still recognizable throughout so many different 

styles.1 In short, we can observe in considerable detail an example of the musical growth 

of a great composer into a new style. 

The particular nature of the two styles of neoclassicism and serialism contributes to 

the importance of the study of Stravinsky's transition between the two. The history of the 

music of the early twentieth century is a complex one, far beyond the scope of this study. 

A glimpse into the common perception of that history, however, can reveal some of the 

significance of the subject matter. 

Western art music written between the ends of World Wars I and II is generally 

perceived as being divided into two primary groups: the serialism of Schoenberg, Berg, 

1 Burton G. Goldstein, "Why Does Stravinsky Always Sound Like Stravinsky? Serial 
Stravinsky and Style Analysis," (Ph.D. diss.. University of California, Los Angeles, 1981). 
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and Webern and the neoclassicism of Stravinsky, Hindemith, Prokofiev, and Copland. 

These groups are typically described as being opposed, and for considerable reason. The 

serial music of the second Viennese School, and especially that of Schoenberg and Berg, 

represented a continuation of the German Romantic musical tradition, albeit in a new 

atonal context. The music of the neoclassicists is seen as a reaction against this tradition.2 

Although the term neoclassicism is difficult to define, it certainly includes the 

characteristic of being anti-Romantic.3 

This conflict was personified by the lives of the two movements' leaders, 

Schoenberg and Stravinsky. Both were seen, willingly or not, as standard-bearers for their 

causes. This perception was furthered by the fact that neither musician was particularly 

reluctant to express his musical ideology. Frequent mention is made in music histories of 

Schoenberg's attack on Stravinsky: 

During the 1920's, in particular, Schoenberg saw himself as a direct 
opponent of Stravinsky and gave caustic expression to his hostility in the short 
cantata of 1925, Der neve Klassizismus, op. 29, no. 3. This broadside was 
directed against "all who seek their personal salvation along a middle way — the 
pseudo-tonalists — those who pretend they are trying 'to-go-back-to'." 
Schoenberg evidently felt able to distinguish between what was, to him, the 
distorting mimicry of tradition by such as "der kleine Modernsky" and his own 
organic continuation of tradition: the former was mere parody, the latter positive 
transformation.4 

2 Stanley Sadie, ed. The New Grove Dictionary of Music and Musicians, 6th ed., 
(London: Macmillan, 1980), s.v. "Neoclassical," by Arnold Whittall.. 

3 Robert Siohan, Stravinsky (New York: Grossman, 1970), 89-91. 

4 Sadie, The New Grove, s.v. "Neoclassical," by Arnold Whittall. For another account 
of these events, see Leonard Stein, "Schoenberg and 'Kleine Modernsky'," in Confronting 
Stravinsky, ed. Jann Pasler (Berkeley. University of California Press, 1986), 310-24. 



Stravinsky's role in this perceived dialectic has cast his career in a certain 

conservative light. He was frequently perceived as a reactionary because of comparisons 

to Schoenberg. 

In September, in Venice, The Rake's Progress was regarded by most critics 
as the work of a master but also a throwback, the last flowering of a genre. After 
the premiere, conducting concerts in Italy and Germany, Stravinsky found that he 
and Schoenberg were everywhere categorised as the reactionary and the 
progressive.5 

The perception of Stravinsky as an opponent of serialism continued despite his 

later "conversion" to serial methods in 1952, which has been labeled as "arguably the 

profoundest surprise in the history of music."6 Much has been made of the timing of this 

conversion. It happened nearly to coincide with the death of Schoenberg in 1951 and 

Stravinsky's new and fruitful association with Robert Craft: 

And so by what might Stravinsky's final "change of life" have been caused? 
An about-face so unforeseen, so improbable — if nonetheless, as it happened, 
carefully negotiated? Was is perhaps ~ as some have suggested — that Stravinsky 
stirred, his "rare form of kleptomania" became active, only when tempted by the 
music of dead composers? Did Schoenberg's death on 13 July 1951 suddenly 
bracket the serial advance with a historical legitimacy, a sense of tradition which it 
could not have had with its founding father still alive? (Removing, at the same 
time, the potentially crippling handicap of an all-too-knowing, watchful ear?). . . 

. . . And what might Craft's role have been in this miraculous flip-flop? Perhaps 
something other than a mere guide? (The confidant has steadfastly denied all 

5 Robert Craft, "Assisting Stravinsky," The Atlantic Monthly (December 1982): 70-71, 
quoted in Stephen Walsh, The Music of Stravinsky (Oxford: Oxford University Press, 
1988), 188. 

6 Hans Keller and Milein Cosman, Stravinsky Seen and Heard (New York: Da Capo 
Press, 1986), 9. 



responsibility. "As if anyone," he later mused, "could lead that horse to water if 
hedidn't want to go, let alone make it drink.")7 

Jeremy Noble also has commented on the timing of Stravinsky's conversion: 

Various circumstances combined to produce, in the years immediately 
following The Rake's Progress, the most profound change in Stravinsky's musical 
vocabulary that it had undergone for more than 30 years. One was the adoption 
into his family circle of Craft, whose enthusiasm for the music of the Second 
Viennese School certainly helped to focus Stravinsky's attention on it. Another 
was his return to Europe for the premiere of The Rake in 1951, and the contacts 
that this brought with a new generation of European composers, many of them 
strongly influenced by the postwar rediscovery of Schoenbergian serialism. And 
perhaps most important of all there was the death, earlier in 1951, of Schoenberg 
himself, for many years Stravinsky's fellow exile and neighbour (virtually 
unacknowledged) in Hollywood. The post-Romantic characteristics of 
Schoenberg's music and the doctrinaire cast of his thought, not to mention the 
prickliness of his personality, had prevented Stravinsky from coming to terms with 
him while he lived, and the two men had been cast by their respective followers as 
opponents in a quasi-ideological battle of style comparable to that of Wagner and 
Brahms two generations earlier.8 

Discussions of Stravinsky's early serial music are rife with this sort of dubiously 

supported speculation about the personal motivations for Stravinsky's change of styles.9 

The roots of this speculation are in the widespread acceptance of the ossified 

musicological classifications of serialism and neoclassicism, which make rigid the once-

fluid thought processes of Stravinsky and Schoenberg. The popularity of these simplistic 

representations of Stravinsky as the great neo-classicist who converted to the opposing 

style of serialism only after Schoenberg's death has rendered the period of this conversion 

7 Pieter Van den Toorn, The Music of Igor Stravinsky (New Haven: Yale University 
Press, 1983), 380-82. 

8 Sadie, The New Grove, s.v. "Stravinsky, Igor (Works)," by Jeremy Noble. 

9 For an example, see Andre Boucorechliev, Stravinsky, tr. Martin Cooper (New York: 
Holmes & Meier, 1987), 240-41; see also Robert Siohan, Stravinsky, 133-34. 
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as an important historical episode. Study of this group of compositions, in the proper 

context, can reveal a great deal about the lack of validity of these musicological 

stereotypes and classifications. 

The ways in which the two great styles of early twentieth-century music come 

together in the music is of particular interest, because they are frequently considered to be 

mutually exclusive. If the period of 1952-1957 is truly a smooth transition between the 

two styles and if the music occupies a common ground between neoclassicism and 

serialism, then perhaps our very perceptions and definitions of the two styles may have to 

be reassessed. 

In this study, the argument is for the necessity of a reevaluation of the transitional 

music of Igor Stravinsky in a broader, more historically conscious context. In order to 

truly understand the topic of discussion and address it correctly, there is need for 

evaluation of several issues: 

1. What is the nature of neoclassicism? 

2. How are Stravinsky's neoclassical compositions typically analyzed? 
3. How is Stravinsky's mature serial music typically analyzed? 
4. How is Stravinsky's transitional music typically analyzed? 
5. Is there another approach to the analysis of the transitional music which is 

appropritae? 

I show that if the music of the transitional period possesses certain characteristics 

in common with neoclassical music, then it should be analyzed in a similar context. I show 

that all of the music of this period possesses at least one characteristic that may suggest 

the use of neoclassical techniques in a significant fashion. It is hoped that all of this 
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together can lead to a compelling answer to the question, "How should Stravinsky's 

transitional music be analyzed?" 

The thesis is composed of four chapters. The current chapter is the introduction, 

in which the basic issues and procedures are exposed. The second chapter, the argument, 

is a seven-part, conditional argument for a reconsideration of the transitional music in a 

broad historical context; here I establish the condition that this music must demonstrate at 

least the possibility that it contains explicit, conscious, profoundly structural references to 

styles of the past and that it should be analyzed in a broad, historically conscious context. 

In the third chapter, examples are given of cadential figures that may be based upon 

Renaissance models, from every one of Stravinsky's transitional compositions, and the 

degree of structural significance of these figures is then examined. The final chapter 

includes an assessment of the qualities of the references found in the transitional music, a 

determination of whether or not they meet the conditions set in chapter 2, and a discussion 

of the implications of these results. 



CHAPTER II 

THE ARGUMENT 

In this chapter, an argument with the following conditional conclusion is 

presented: if Igor Stravinsky's transitional music can be shown to strongly suggest the 

existence of ties to the past, then this music should be analyzed in a broad, historically 

based context. 

Neoclassicism 

To begin the argument, one must have an understanding of neoclassicism. This 

simple enough first step is nonetheless a dangerous one, due to the difficulty of defining 

the term. The New Grove's entry on neoclassicism begins with a fairly concise 

definition: 

Neoclassical. A term used to describe the style of works by certain 20th-century 
composers, who, particularly during the period between the two world wars, 
revived the balanced forms and clearly perceptible thematic processes of earlier 
styles to replace what were, to them, the increasingly exaggerated gestures and 
formlessness of late Romanticism.1 

However, the definition becomes more ambiguous as the article continues: 

As a generic term for specific stylistic principles, "neo-classical" is 
notably imprecise and has never been understood to refer solely to a revival of the 
techniques and forms of Haydn, Mozart and Beethoven. Insofar as the movement 

1 Sadie, The New Grove, s.v. "Neoclassical," by Arnold Whittall. 

10 
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had a slogan, it was "back to Bach"; yet it was less significant for its revival of 
traditional procedures than for the strength of its reaction against the more 
extreme indulgences of the recent past. . . . 

. . . Salzman has argued that "a more logical and inclusive term" for this music of 
Stravinsky's "might be 'neo-tonal.'" Yet Evans, among others, saw the essence of 
Stravinsky's originality in terms of a "general historical awareness," which 
extends beyond the traditionally labeled Classical composers to Tchaikovsky and 
Webern and hence beyond tonality itself. This historical awareness is particularly 
evident when relationships between extremely diverse models are established 
within one work, for example Handel and Verdi in Oedipus rex (1926-27).2 

The New Harvard Dictionary of Music provides a more specific definition: 

Neoclassical. A stylistic classification most commonly applied to the works of 
Stravinsky from Pulcinella (1920) to The Rake's Progress (1951). Its chief 
aesthetic characteristics are objectivity and expressive restraint, its principal 
technical ones, motivic clarity, textural transparency, formal balance, and reliance 
upon stylistic models. In Stravinsky's music, these models may be specific 
compositions (e.g., Pulcinella and Le baiser de la fee, based, respectively, upon 
actual compositions of the 18th and 19th centuries) or, more commonly, general 
stylistic traits (e.g., the Piano Concerto and Symphony in C, which contain 
explicit stylistic references to the Baroque concerto and the Classical symphony, 
respectively).3 

These attempts to characterize neoclassicism present a number of problems. Any 

simple definition of a large number of musical compositions that are grouped together 

chronologically will be fraught with inaccuracies and mischaracterizations. However, 

neoclassicism presents a difficult problem in that the language used to define it is 

restricted to terms such as "motivic clarity," or "textural transparency," which are so 

imprecise as to be virtually useless. 

2 Ibid. 

3 Robert P. Morgan, The New Harvard Dictionary of Music, ed. Don Michael Randel 
(Cambridge, MA: Harvard University Press. I9RM n 
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While "general historical awareness" is a vague term that is difficult to apply as a 

concrete test for a piece of music, this assertion can at least be used to state the first point 

of the argument: Stravinsky's neo-classical music has strong ties to the past. The quality 

of these ties (whether they are ironic, structural, stylistic, or satirical, for example) is not 

included in this statement. However, both of the above definitions make clear the fact 

that the past to which the music is tied is not necessarily the classical period, but can 

include a number of other eras. 

A much more useful definition of neoclassicism as it applies to the music of 

Stravinsky is provided by Joseph Straus: 

Another group of works, which alone may properly be called neoclassical, 
makes conscious, explicit reference to earlier models (most often from the 
eighteenth century) in such a way that the relationship of the work to its 
predecessors lies at the aesthetic and structural center of the new work. In such 
pieces, the reinterpretation of certain explicitly invoked models shapes the 
musical structure in a profound way. Here is no "merely thematic formalism" but 
an attempted synthesis of classical forms with modern harmony and voice 
leading.4 

Straus's definition makes tangible what was formerly vague, and it provides us with a 

concrete means of testing the nature of these archaic features. The three qualities that it 

espouses are not necessarily measurable, but are at least qualities that can be used as a 

test. By assessing the consciousness, explicitness, and relative structural significance of 

the anachronistic elements in a composition, we can determine whether that composition 

fits within the stylistic parameters of neoclassicism. 

4 Joseph Straus, "Sonata Form in Stravinsky," in Stravinsky Retrospectives, ed. Ethan 
Haimo and Paul Johnson (Lincoln: University of Nebraska Press, 1987), 141. 
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Consciousness and explicitness are not very specific terms, and they require some 

interpretation. However, use of the anachronistic element in a clear manner, consistent 

with its use in the music from which it was originally derived, is one clear way of 

judging consciousness of use, and the degree of change of the reference from the original 

model could be used to determine the explicitness. A feature could be considered to be 

structurally significant, in this context, if it is not merely a superficial stylistic 

appropriation, but contributes in an important way to the shape or overall design of the 

composition. 

The second point of the argument is derived from Straus's definition of 

neoclassical and yet is consistent with the other definitions as well: The musical ties to 

the past in Stravinsky's neo-classical music are not merely stylistic features but are 

explicit, conscious, and structurally significant. 

How Stravinsky's Neoclassical Music Is Analyzed 

The first two points of the argument in this chapter are not particularly unusual or 

controversial and are consistent with the widely used approach to the study of neo-

classical music. The net result of this approach is the third point: analyses of Stravinsky's 

neo-classical music have taken place within two contexts— a specific, twentieth-century 

one and a broader, more historically based one. 

The twentieth-century context uses such well-established analytical methods as 

pitch-class set theory, octatonic theory, rhythmic analysis, the study of pitch centricity, 

and even Schenkerian analysis, as tools to help the theorist understand the mechanics of 
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Stravinsky's compositions. Many of these techniques were developed specifically for 

use with his music, while others were developed for the study of different composers and 

then extended to allow the inclusion of Stravinsky's music within their paradigms. In 

general, these tools have worked well with his music, but they provide a somewhat 

incomplete picture of the structure of Stravinsky's music. 

Because explicit reference to music of earlier times became a conspicuous feature 

of Stravinsky's music, theorists were forced to develop the second, historically conscious 

context for analysis. They had to address apparent elements borrowed from other time 

periods and use analysis to seek out hidden elements in order to have a more complete 

understanding of the structure and meaning of the music. Such analysis revealed an 

array of features, such as classical form, harmonic structures, contrapuntal techniques, 

orchestration, and motivic relationships, as well as ironic and satirical references. 

As examples of analyses in this context, it is possible to cite articles by Straus5 

and Cone.6 In Cone's article, he discusses neo-classical Stravinsky (the Symphony in C) 

in a context with Haydn while discussing the twelve-tone Stravinsky (the Movements) in 

a context with Schoenberg. Although both analytical contexts provide much useful 

information, neither of these provides anything close to a complete picture. It should be 

pointed out that complete understanding is not possible, nor is it necessarily a goal of 

5 Ibid. 

6 Edward T. Cone, "The Uses of Convention: Stravinsky and His Models," in 
Stravinsky: A New Appraisal of His Work, ed. Paul Henry Lang (New York: Norton, 
1963). 
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these analyses. By combining both paradigms, however, the analyst can develop a 

greater perspective that enhances the understanding of Stravinsky's music. 

How Stravinsky's Twelve-Tone Music Is Analyzed 

After 1957, all of Stravinsky's music was written according to his own method of 

twelve-tone serialism. It was a unique employment of the twelve-tone method, 

consistent with Stravinsky's earlier music, but still conforming to the basic procedures of 

composition as developed by Schoenberg, Berg, and Webern. The analysis of this music 

is approached in a fundamentally different fashion from the analysis of his neo-classical 

music. The primary questions asked by theorists who study these compositions are "How 

is this music constructed?" and "How is it possible that Stravinsky could whole-heartedly 

adopt a style of writing that is thought to be strictly opposed to his earlier style and still 

sound like Stravinsky?" Such questions typically place these compositions in two 

comparative groups: in the first case, with the music of the serialists;7 in the second case, 

with Stravinsky's own earlier compositions.8 

Although the issues addressed by such analyses are certainly important ones, they 

are not the only ones worthy of discussion. Notice that my description of the typical 

method of analysis does not include any mention of the broad, historically-based context 

of neoclassicism. In general, analyses of Stravinsky's serial music are consistent with 

7 For example, see David Ward-Steinman, "Serial Techniques in the Recent Music of 
Igor Stravinsky," D.M.A. diss., University of Illinois, 1961. 

8 Joseph Straus, "A Theory of Harmony and Voice Leading in the Music of Igor 
Stravinsky, Ph.D. diss., Yale University, 1981. 
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analyses of the music of other serialists. They rarely take into account the possibility of 

references, profoundly structural or otherwise, to earlier styles of music (excepting, of 

course, Viennese serialism). When they do, the references are rarely referred to in a 

significant way. It is beyond the scope of this study to question whether this approach is 

a sound one in itself and according to its own constraints, but noting the general character 

of these analyses is important to establish the fourth point of the argument: Stravinsky's 

serial music is typically analyzed exclusively in a twentieth-century context. 

The Nature of Stravinsky's Transitional Music 

The four points made so far in this chapter have merely characterized the ways in 

which music written by Stravinsky either before 1952 or after 1957 is analyzed; 

however, the subject of the transitional music written between 1952 and 1957 has not 

been directly addressed. When Stravinsky began using serialism with the Cantata in 

1952, he did not abandon his earlier style of writing and immediately begin using a 

mature twelve-tone serial method. Although the styles of neoclassicism and serialism 

were often seen as somehow opposed, Stravinsky made a smooth transition, joining the 

two with an experimental period. His initial experiments in serialism were on a small 

scale, with few hints of the direction in which he was subsequently to move. 

The Cantata begins the stylistic transition by using a series in some of the voices 

of one movement of the piece. The Septet takes the experimentation slightly farther, 

using a series in two movements and deriving the second series from the first. In these 

two pieces, the series are used in a purely linear fashion. They are so conservatively 
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treated that there is some question as to whether they are series at all or are simply 

examples of contrapuntal writing: 

The one relevant technique not used in the Gigue of the Septet, however, 
is serialism: the only ordering of pitches is that of the fugue subject itself, which 
is copied by the other entries and by the later repeats and inversions, which is no 
more serialism than what happens in any baroque double fugue.9 

With the Three Songs from William Shakespeare, Stravinsky begins to make his 

serial technique both more explicit and more comprehensive. The first movement, 

Musick to Heare, is almost completely built around linear statements of a four-note row, 

<E,7,9,T>10 (the only material not derived from this set is a group of statements of a C 

major pentachord). Stravinsky's next composition, In Memoriam Dylan Thomas, is 

completely derived from a five-note series, <4,3,0,1,2> " 

Having integrated serialism into his work, Stravinsky began to use the more 

specific and restrictive style of twelve-tone serialism in a similar fashion. First, with 

Canticum Sacrum, Stravinsky introduced an entire twelve-tone series in each of the 

middle three movements. Then, with Agon, he used a twelve-tone series in an integral 

fashion in one of the movements. Finally, with Threni, Stravinsky began his late-period 

practice of using the twelve-tone method, exclusively and integrally, to derive entire 

compositions. 

9 Walsh, The Music of Stravinsky, 223. 

10 For a serial analysis of this piece, see David Berry, "First in a Series: Nested 
Structures and Invariant Design in Stravinsky's 'Musick to Heare,'" Paper presented at 
the meeting of the Rocky Mountain Society for Music Theory, Provo, Utah, 21 April, 
1995; Ward-Steinman, "Serial Techniques in the Recent Music of Igor Stravinsky." 

11 For a serial analysis of this piece, see Ward-Steinman, "Serial Techniques in the 
Recent Music of Igor Stravinsky." 
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The only one of the six compositions in the transitional period that is fully serial 

is In Memoriam Dylan Thomas. The Cantata and the Septet are only partly serial in 

some of their movements, and even this strong an assertion has been disputed by Walsh.12 

Only the first movement of the Three Songs from William Shakespeare is completely 

serial, and with Canticum Sacrum and Agon, Stravinsky again uses large sections of 

material that are not serially-based. 

The music composed during such a smooth transition should not simply be 

grouped with either the fully mature neo-classical works before it or the fully integral 

twelve-tone compositions after it. The transitional compositions share many 

characteristics with the works written before and after them but form primarily a single 

experimental unit. Each of the six compositions belongs more to each other than to any 

of the preceding or following works. 

How Stravinsky's Transitional Music Is Analyzed 

In current analytical practice, Stravinsky's transitional pieces tend to be grouped 

with his mature serial compositions. The same analytical practice that is used for the 

Movements, for instance, is used in most analyses of Agon. There are some exceptions: 

Stravinsky's association of canon with ritornello designs in the 
Cantata . . . , the clear sectionalization, and a distinct color component... also 
speak of the past as much as the future. In fact, the use of the ritornello as a 
formal principle and even the employment of canon between voice and 

12 Walsh, The Music of Stravinsky, 223. 
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instruments can be found in the secular cantatas of the most renowned 
practitioner of the genre, Alessandro Scarlatti.13 

Walsh also describes some features derived from earlier music: 

There is more ceremony in the "Dirge-Canons," whose hieratic trombone 
note-repetitions suggest a study of Gabrieli, and help bracket the work with the 
neo-Venetian masterpieces which followed, the Canticum Sacrum and Threni.'4 

The vast majority of analyses of the transitional pieces, however, provide fuel for the 

fifth point of the argument: The transitional music is generally analyzed in the same way 

as Stravinsky's later serial music, in a purely twentieth-century context that primarily 

uses serial methods. 

The fact that Stravinsky's transitional compositions are partly serial is well-

accepted by analysts and historians. Similarly, it is also well-accepted that this music 

contains explicit references to the music of earlier eras. Although few analyses have ever 

delved into the nature of these references, their presence is frequently acknowledged: 

(For Stravinsky's appetite during the early stage extends with as much zeal to the 
polyphonic masters of the Renaissance as to the twentieth-century serialists. In 
Canticum Sacrum, Agon, and Threni the serial presence, twelve-tone or other, is 
closely linked to a very traditional Renaissance-like canonic part-writing.)15 

Andriessen and Schonberger also acknowledge the stylistic debt to the Renaissance: 

13 Glenn Watkins, "The Canon and Stravinsky's Late Style," in Confronting 
Stravinsky, ed. Jann Pasler (Berkeley: University of California Press: 1986), 217. 

14 Walsh, The Music of Stravinsky, 226. 

15 Van den Toorn, The Music of Igor Stravinsky, 383. 
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As far as form goes, Stravinsky's Cantata refers to the discovery of the cantata 
form, but musically refers to a (somewhat) earlier world about 1,400 miles north-
west of Italy: the England of Elizabeth I, Shakespeare, and John Dowland.16 

Ironically, the one piece that is completely serial, In Menioriam Dylan Thomas, seems to 

be the one in which anachronistic elements are most frequently described. Based upon 

these references, it is possible to make the following assertion: Stravinsky's transitional 

music also possesses strong ties to the past. 

Anachronistic Elements in Stravinsky's Transitional Music 

The nature of the ties to the past in Stravinsky's transitional period is virtually 

never investigated by music analysts. This aspect of these compositions is often 

commented on as if it were an important element of style, but it is not strictly addressed 

in an analytical fashion. One wonders why scholars seem to have avoided this question. 

It could be because of the typical historical approach of rigidly separating the career 

output of Stravinsky into three specific, clearly-delineated styles: primitivism (or the 

Russian Period), neoclassicism, and serialism. Because the transitional music uses some 

serial procedures, it may be considered to be serialist and is therefore thought of only in 

serial terms. Or it could be that analysts do not consider the anachronistic elements to be 

significant enough to warrant a full-fledged investigation. In many cases, of course, this 

line of inquiry would be inconsistent with the specific goals of the individual analyses. 

16 Louis Andriessen and Elmer Schonberger, The Apollonian Clockwork: On 
Stravinsky, tr. Jeff Hamburg, (Oxford: Oxford University Press, 1989), 104. 
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Whatever the reasons may be, the important fact is that the anachronistic elements are 

generally not analyzed, and their nature thus is unclear. 

If the archaic features, which are mentioned so prominently in so much of the 

literature describing the music of the transitional period, meet Straus's test of being 

explicit references that are profoundly structural, then we have established a strong link 

between the music of the transitional period and that of the neoclassical period. The 

existence of such a link would suggest that the transitional music should not be analyzed 

as if it belonged completely to the serial period, but should also be analyzed in the same 

broad, historically-conscious fashion in which Stravinsky's neoclassical compositions are 

analyzed. Here, then, is the final point of the argument of this chapter: if it can be shown 

that the music of Igor Stravinsky's transitional period has ties to the past that are 

conscious, explicit, and profoundly structural, then this music should be analyzed in two 

simultaneous contexts: that of music of the twentieth century one which combines 

features of twentieth-century music with the music of earlier eras. 

Summary 

In this chapter I have shown that there is a need to reassess Stravinsky's 

transitional compositions in a context similar to that of his neoclassical music. In 

summary, the basic points of the argument are, in order: Stravinsky's neoclassical music 

has strong ties to the past (not necessarily to the classical period). These musical ties are 

not merely stylistic appropriations, but are explicit, conscious, and structural in a 

profound way. As a result, analyses of Stravinsky's neoclassical compositions have 
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taken place within two contexts: a specific, twentieth-century one and a broader, more 

historically based one. Stravinsky's serial music is typically analyzed exclusively in a 

twentieth-century context. The transitional music is generally analyzed in the same way 

as Stravinsky's later serial music, in a purely twentieth-century context. Stravinsky's 

transitional music also possesses strong ties to the past. If it can be shown that the music 

of Igor Stravinsky's transitional period has ties to the past that are conscious, explicit, 

and profoundly structural, then this music should be analyzed in two contexts, one of 

music of the twentieth century and one which has a broad, historically-conscious 

perspective. 



CHAPTER III 

THE EVIDENCE 

Research indicates that Stravinsky used a number of anachronistic elements in the 

music of his transitional period. These elements tend to be drawn from the music of the 

medieval, Renaissance, or baroque eras. A number of features are derived from the work 

of composers such as Phillipe de Vitry, Giovanni Gabrieli, Josquin des Prez, and J.S. 

Bach, which would make for strong individual examples. None of these examples 

provides as clear an illustration of older practices or is used as consistently or insistently 

throughout the entire transitional period as the example of the cadence. In addition, these 

other elements, while perhaps more explicit or conscious, rarely fit the stipulation of 

profoundly structural as well as the cadences. 

Throughout this period, Stravinsky used musical devices that were similar to the 

cadences of Renaissance music. These devices were used consistently in a manner that 

suggests their conscious appropriation for the purpose of making clear endings of phrases 

and formal partitions. Although they were modified to fit their twentieth-century context, 

many of these structures remain clearly recognizable as cadences. 

My description of Stravinsky's use of the cadence progresses chronologically 

through the years 1952-1957. The most consistent usage is found in InMemoriam Dylan 

Thomas, and the strongest individual example comes from the Canticum Sacrum. In some 

of the compositions, such as the Septet, the examples are either difficult to recognize or 

23 
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partial. It should also be pointed out that in the use of the term cadence, I am trying to 

make a distinction between the broad definition of the term as the closing of a phrase (i.e., 

a simple ending) and the more specific definition as a specific musical formula found in the 

music of the Renaissance. 

The Renaissance Model 

The cadence evolved as a structure at the ends of phrases and punctuation points 

in texts. Its origin predates the evolution of polyphony, but the concern here is with its 

polyphonic form. With eighth-century organal polyphony, it had evolved into a fairly 

standard construction, with the upper voice moving up by step and the lower voice 

moving down by step, to form an octave (or in its inverse, a unison). Frequently, a third 

voice took part in the cadence, mimicking the motion of the upper voice but resolving to a 

fifth. See example 1 below for an illustration of the most basic types of cadences. 

Example 1.—Basic Cadential Patterns. 

a) Dorian c) Lydian d) Myxolydian 

/ 
f/TV nn\J O 11 I* u 

*3 « o ° 

3* €1 ° 11 
y/ 
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By the second half of the fourteenth century, this formula had been modified 

A A A 

somewhat. The basic pattern for the upper voice was 8 - 7 - 8 , while the pattern for the 

A A A 

lower voice was 3 - 2 - 1. Rhythmic embellishment resulted in the appearance of 

dissonances at cadences, such as suspensions and anticipations. 

Chromatic alterations were made to the upper voice, when necessary, so that there 

was a half-step motion between the last two notes of one voice and a whole step motion in 

the other, whether such a combination of intervals was a part of the basic mode in use or 

not. These alterations were also frequently made to the middle voice, giving rise to the 

form of the cadence called the double leading-tone cadence (see example 2). Notice that 

in the Phrygian and Lydian cadences, the chromatic alterations are unnecessary. The 

unaltered modes provide the proper voice leading. The Phrygian mode is the only one of 
A A 

the four with diatonic motion of a half step between scale-steps 2 and 1, so a cadence with 

the half step in the lower voice and the whole step in the upper voice is generally referred 

to as a Phrygian cadence. 

Example 2—The Double Leading-Tone Cadence. 

a) Dorian 

m 1 

• > 
9 ~ ~ P 

1JJ „J IMI i 1 
7 . A " « 

floft 
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A later ornamentation, in which the movement from leading-tone to the cadence 

tone "is ornamented by a lower auxiliary leaping up a third in the upper part,"1 is called the 

Landini cadence (see example 3).2 

Example 3.-The Landini Cadence. 

a) Dorian b) Phrygian 
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c) Lydian d) Mixolydian 
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1 Donald Jay Grout with Claude V. Palisca, A History of Western Music, 3d ed. 

(Norton, 1980), 131. 

Sadie, The New Grove, s v. "Landini Cadence," by David Fallows. 
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Another embellishment that devloped during the Renaissance was known as the 

Burgundian cadence. In these cadences, the basic voices were supplemented by a bass 

A A 

voice that moved from 5 to 1 (see example 4 below). 

Example 4 . -The Burgundian Cadence 

a) dorian 

H i £ 
b) Lydian 

j • 

I mm 3 

1 

c) Mixolydian 
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Cadences were important to the music of the late medieval and Renaissance eras. 

When a sense of closure was deemed necessary by the composer, the cadence could 

provide that sense. This was true even when the closure did not arrive because of an 

evaded cadence. Cadences served to emphasize phrase-structure and punctuation and 

were an important feature in the regulation of the ebb and flow of imitative polyphony. 

In the Stravinskian examples below, the term cantizcms to refer to voice leading 

patterns that are similar to, or are clearly derived from, the upper voice pattern of a 

Renaissance cadence. The term tenorizans is used to refer to patterns related to the lower 

voice pattern of a Renaissance cadence and bassizans to refer to the bottom voice pattern 

of a Burgundian cadence. 

Stravinsky's Use of the Model 

Stravinsky used structures quite similar to these basic types of cadences 

throughout his early serial period. Due to limitations of space, it is impossible to analyze 

all the cadence points in Stravinsky's transitional music; however, at least one example of 

what I consider to be a cadential structure based on a Renaissance model from each of 

these transitional compositions is provided here. 

The aspect of Stravinsky's cadences that I found to be the most convincing was the 

context in which he chose to place them. These musical structures are not simply features 

that appear on occasion throughout Stravinsky's music by accident or as a superficial 

reference. Much like his earlier counterparts, Stravinsky used cadences in four ways, each 

of which can be considered to be structurally significant: to articulate musically the 
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punctuation of text, to control the texture of polyphony (particularly with respect to 

imitation), to facilitate control of melodic phrasing, and to form endings of formal 

divisions. 

The original cadential models required some modifications in order to fit into a 

twentieth-century context. The first was to adapt the original modal character of the notes 

to one based on the octatonic, chromatic, diatonic, and other scales used by Stravinsky. 

These altered contexts required Stravinsky to make the voice leading of the cadences 

conform to the scalar material he was using. In some cases, no modification was 

necessary, but in other cases, melodic and harmonic intervals that would not have 

occurred in the original context were sometimes required. In addition, because the 

diatonic triad no longer formed the primary basis of his music, Stravinsky could have 

cadenced on a variety of different sonorities. 

The second modification was to fit the original cadential patterns into the restricted 

framework of serialism. Stravinsky's use of serialism in this period was generally 

restricted to horizontal statements, in consecutive order, of one of the four basic forms of 

a row. As has been shown, this has caused some confusion as to whether the Cantata and 

the Septet are serial or simply canonical. This method of using the row required 

Stravinsky to use voice leading derived from that row in any cadences. For example, if a 

composition were based upon a row without any melodic intervals of a whole step and if 

that piece were completely built upon a horizontal use of that row, then it would not be 

possible to find a tenorizans pattern that descended by a whole step at a 
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cadence. The tenorizans would have to be modified in a way that is derived from some 

form of the row, such as downward motion by half step or augmented second. 

Other modifications include the use of the techniques of octave and rhythmic 

displacement. Octave displacement is a widely-used property of twentieth-century music 

in general and of serialism in particular. It assumes that the listener can hear two different 

pitches that are more than an octave apart as if they were within the same octave. 

Applying this property to cadential formulae might result in voice leading that would 

appear to be incorrect, but would not be when the pitches are reexamined as members of 

pitch-classes. 

Rhythmic displacement is a characteristic feature of much twentieth-century music 

in general and of Stravinsky's music in particular. The use of this property might have the 

effect of misaligning the voices of a cadence so that they do not occur together, making 

them somewhat more difficult to recognize. For example, a cantizans pattern might 

resolve well after the conclusion of a tenorizans pattern. This displacement could cause 

the pattern to be interpreted by the analyst as a simple up-and-down melodic motion, 

instead of part of a cadence. 

The Cantata 

In Stravinsky's program notes for the first performance of the Cantata, he refers to 

two cadences in the piece: 

It begins with a short instrumental prelude in the Phrygian mode, followed by the 
Lyke-Wake Dirge, a chorus whose seventeen bars, also modal except for the final 
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cadence to D major, are repeated exactly to accommodate both the first and 
second stanzas. 

Then,... the last three stanzas form a postlude,... the whole ending on 
an instrumental cadence to the 6/4 position of A major.3 

The two cadences Stravinsky describes are compound ones that occur at the end of the 

different statements of the Lyke-Wake Dirges. These dirges serve as framing ritornellos in 

the cantata, which has anAB AC ADA form.4 Every time the dirges are played, they 

end on a variation of the same pair of cadential figures. In each instance, the voices 

cadence first, followed by the accompanying instruments. 

Example 8 shows the ending of the first Lyke-Wake Dirge. In the first vocal 

cadence, just before the first ending, the altos are written a 2. In one of the parts there is a 

descending tenorizans pattern in the alto voice, resolving to d. The other alto voice leaps 

up to a. The sopranos move up from a to b to d, using a portamento anticipation of the b. 

Although the soprano does not precisely fit the cantizans pattern in a Landini cadence 

(which would move from c or c# to the b), it does at least match the last two notes of that 

type of pattern. This figure cadences on a sonority (d a e g) that is not characteristic of 

the original models, nor required by some other factor such as serial or scalar restrictions. 

This cadence is precisely repeated every time the dirges appear. 

The following instrumental cadence, two measures later in the second ending, is 

clearer. The highest voice, Flute I, has a perfect d - c# - d cantizans pattern, matched by 

3 ' Igor Stravinsky, "Program Note for the first performance by the Los Angeles 
Chamber Symphony Orchestra", Los Angeles, 1952; quoted in Eric Walter White, 
Stravinsky: The Composer and His Works, 2nd ed. (Berkeley: University of California 
Press, 1979), 469. 

4 Andriessen and Schonberger, The Apollonian Clockwork, 114. 



32 

an acceptable b - e - d tenorizans pattern in the English horn. The cadence resolves to; 

clear D major 9th chord (d,f#,a,e). See example 5: 

Example 5.--Igor Stravinsky, Cantata, last three measures and endings from the first 
Lyke-Wake Dirge 

C h r i s t e r e 

Cantizans 
2da volta ima volta 

c e t v e t h y e s a u l e 

C h r i s t e r e 

m 

-tJ-r-
c e i v e *hv* 

m 
Tenorizans 

Cantizans 

£=£ A 
FI. 

II 

Ob. 

C . I . 

Vcl. 

s * Eg 

I ! = £ : r o = 

I m 

f J3 i ^ 0
 1 f ip 

#£ 

In the second pair of cadences (example 6), the instrumental cadence is similar to 

the first example, but with an altered resolution. It cadences on an A minor 4/2 chord. 

The second flute forms a good cantizans pattern, but there is no counterpart of the 
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descending tenorizans pattern. This cadence is repeated exactly at the end of the third 

dirge. 

Example 6.-Igor Stravinsky, Cantata, last three measures and endings from the second 
Lyke-Wake Dirge 

Fl. 
II 

C . I . 

/w»a volta volta 

Christe re ceive thye saule 

CanUzans 
Christe re ceive thye saule 

i 
i § 

The fourth dirge, which ends the piece, again has a good example of the upper-

voice pattern in the second flute part but without a tenorizans pattern. The resolution is 

on an A major 6/4 chord, which leaves some expectation of a clearer dominant-tonic 

cadence 
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Example 7—Igor Stravinsky, Cantata, last three measures and endings from the fourth 
Lyke-Wake Dirge 

die - lighte; And Christe re ceive thye saule. 
/Tv 

die - hghte; And Christe re ce.ve thye sauK. r a U e n t a n d o 

Ir 
; T ' r , f ' f i " £ 
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Fl. 

II 

Ob. 

C.I. 

/TN 
Cantizans' 
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These two-part cadences are used in two of the ways described in the section 

above: to articulate a period in the text and to serve as the end of a formal division of the 

music. They demonstrate voice leading that is not always exactly modeled, but is still 

quite similar to the Renaissance originals, and they frequently resolve to major or minor 

chords. These chords of resolution are sometimes in inversions, instead of a "root 

position, and they usually include an upper harmonic extension, such as a 9th or 11th. 
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Andriessen and Schonberger also have an intriguing comment on a hypothetical 

cadence in the Ricercar I, occurring at the end of the phrase "How should I love and I so 

young?" (rehearsal number 5) However, what they discuss is an interruption by 

Stravinsky of an expected cadence that never actually occurs.5 

The Septet 

The Gigue of the Septet is a double fugue with the form ABA' B\ According to 

Stephen Walsh, "a three-part string fugue is repeated by the piano solo against another 

three-part fugue for winds, based on the same subject in free rhythmic augmentation, then 

the sequence is repeated with the original fugue in inversion and a new augmented 

counter-fugue also based on the inverted theme."6 

There are two similar cadences on b at the end of each of the first two fugues. In 

the first, example 8, there is a two-note cantizans in the violin (a# - b) with portamento. 

There is no tenorizans pattern, but the lowest voice (cello) also moves to b. The middle 

viola plays d#, with a portamento in the preceding measure. Above this string trio, a 

clarinet descends through various notes of a B chord (a, d, f, d#, d). The cadence resolves 

to a B major dyad before the clarinet moves to the d, making the chord ambiguous. This 

cadence is emphasized by an immediate change in instrumentation and dynamics. The 

5 Andriessen & Schonberger, The Apollonian Clockwork, 109-10. 

6 Stephen Walsh, The Music of Stravinsky, 223. 
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cantizans occurs slightly after the arrival of the other two string voices, diffusing the 

possible effect of a cadence even further. 

Example 8-Stravinsky, Septet, third movement, 5 mm. before #32. 

1 
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The second section ends on a similar cadence (see example 9). The piano plays the 

parts from the string trio, while the French horn doubles the root. This cadence lacks the 

ambiguous major/minor resolution of the first one. Both of these cadences serve 

to regulate the imitative polyphony of the Gigue, signaling a pause before resumption of 

another fugue. 

Example 9.—Stravinsky, Septet, third movement, 4 mm. before #40. 

CI. in A 

Cor. in F 

Fag. 

Pno 

Cantizans? 

I 

1 
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The third fugue ends with a questionable e cadence in the string trio. Again there 

is a two-note cantizans (in the viola) and no tenorizans, but there is a pattern in the violin 

which is similar to a bass voice in a Burgundian cadence. All three voices arrive on an e 

unison. 

If the fugue had ended at this point, it might serve as a good example of a cadence. 

However, the strings are overlapped by an entrance of the woodwinds for an additional 

two measures. Although overlapping of cadences is quite common in the Renaissance, it 

does not typically occur at the conclusion of a formal division. At the end of the two 

measures, the violin and cello move from their cadential e's. The final collection of pitches 

before the double-bar (a, e, d#, f#, b, c) is impossible to interpret as a triad, and there is no 

voice leading toward this final sonority that suggests a final cadence. In this example, 

Stravinsky strongly suggests a cadence but moves away from it at the last moment. 

The fourth fugue also ends with a sustained chord that could be interpreted as an 

ambiguous A major triad with upper extensions. The piano basically repeats the string 

cadence from example 11, but in a more convincing fashion. The two e's are sustained 

through the end of the piece instead of moving away at the last moment. However, the 

woodwinds and strings disrupt the harmony by combining notes from E major, E minor, 

and A major chords. This is a cadence in a functional sense in that it is a strong unison 

ending to a composition, and the piano and bassoon provide some of the proper voice 

leading. However, the harmonically vague ending diffuses the clear reference to 

Renaissance models (see example 11). 
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Example 10—Stravinsky, Septet, third movement, 4 mm before #50. 

CI. in A 

Cor. in F 
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Example 11—Stravinsky, Septet, third movement, final six measures. 
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Three Songs from William Shakespeare 

The five cadences in the first of the Three Songs from William Shakespeare, 

"Musick to Heare," all resolve to dyads a fifth apart. These cadences also all require the 
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observance of the property of octave equivalence. Stravinsky observes that property in his 

serial treatment throughout this song,7 so it is clearly a fundamental property inherent in 

the structure of this movement. 

The first cadence is found in the two measures before #1 (example 12). Notice 

that the flute plays an exact Phrygian tenorizans pattern in C. Up to this point in the 

music, the clarinet and viola have been sharing ordered statements of a C major scale, both 

forward and backward. This continues at the cadence as the clarinet plays the first four 

notes (c, d, e, f) and rests. The viola then plays a c - g dyad, while the clarinet rests. If 

the C scale is considered to be in one voice and the g to be in another, then the 

complementary motion of the f to the fifth, g, and the d-flat to the root, c, provides two 

normal voice leading patterns, but no cantizans pattern. 

The second cadence is found in the two measures before #4. The vocalist sings the 

familiar descending Phrygian tenorizans pattern (d# - c# - c), while the clarinet descends 

from to g (see example 13 below). The fourth cadence, before #9, is similar. The voice 

descends from e b to d, while the clarinet and flute descend from f# to g (the flute then 

moves to d). This cadence is found in example 14. 

7 For a serial analysis of this movement, see Berry, "First in a Series: Nested 
Structures and Invariant Design in Stravinsky's Musick to Heare." 
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Example 12.--Stravinsky, Three Songs from William Shakespeare, movement 1, mm 5-8. 

Phrygian Tenorizans 

Flute 

Clarinet 

Viola 

i 

arco 

p ^ Mubito 

Example 13.--Stravinsky, Three Songs from William Shakespeare, movement 1, measures 
18-21 

Phrygian Tenorizans 

Mezzo-

Soprano 

Flute 

Clarinet 

Viola 

ifl c r I 13 J 
else re-ceav'stwith... plea-sure, with pleasure thineamoy?.. 

-JU» 
su 

. E — —ip'~-
£ 1 

* • 

H h f \ 

in • 

•i 
m -

.-3-4 ^ JL—4 i L 

UrUr la 



43 

Example 14.-Stravinsky, Three Songs from William Shakespeare, movement 1, measures 
40-43 

Phrygian Tenorizans 

Mezzo-

Soprano 

Flute 

Clarinet 

Viola 
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In this pair of cadences, there is a clear Phrygian tenorizans pattern, but the 

cantizans pattern ascends by half step (after allowing for octave equivalence). This is a 

deviation from the model that is not required by the strict use of the series in this 

movement. With the exception of the C major pentachords shared by the viola and 

clarinet at the beginning and end of the movement, Stravinsky limits his pitch material to 

complete horizontal presentations of the four-note row in one of its four basic forms. 

Since the row begins with IC 4 and ends with IC 1, simultaneous combinations of whole-

and half steps at the end of a phrase are impossible. Simultaneous combination of half 

step motion to the same pitch-class, however, is quite possible. 
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The cadences in these three examples all contain two voices of a Phrygian 

cadential pattern without a cantizans pattern that would make for a convincing example. 

Functionally, however, they provide clear phrase endings and textual punctuation similar 

to Renaissance practice. The use of these partial cadences in such a consistent manner 

strengthens the recognition of the similar but more complete cadence at the end of the 

movement. 

The third cadence in the movement has an interesting variation of the cantizans 

pattern. The vocalist moves from b b down to a and back up to b k. This is accompanied 

by an ascent in the flute from f to f#. Although the familiar cantizans pattern normally 

descended from a specific pitch and returned to that same pitch, this cantizans is still very 

convincing due to its limitation to a single register (see example 15). 

Example 15, Stravinsky, Three Songs from William Shakespeare, movement 1, measures 
31-34 

Cantizans? 

Mezzo-

Soprano 

Flute 

Clarinet 

Viola 

confounds In sin-glcnesse 

l a 
4^ 

thepart... that 

t 'T-
thou should'stbeare:... 
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1 E J 1 — 

J — a — T 

(S ^ 1 |""1 
. — 
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The final cadence is almost identical to the first one, but with one significant 

difference: the additional voice in this cadence allows two voices to converge on a single 

pitch, g. This cadence has two Phrygian tenorizans patterns, with the vocals descending 

to c and the flute descending to g. Meanwhile, the clarinet ascends up a C major scale to 

g, and the viola descends the same five notes but rests for a measure before softly playing 

c. The resolution of the two inner voices that cadence on g is rhythmically separated from 

that of the other two voices, each pair of notes occurring together (see example 16). 

Example 16, Stravinsky, Three Songs from William Shakespeare, movement 1, 
measures 47-50. 

Mezzo-
Soprano =£3 

Phrygian Tenorizans 
1 

sin - gle f •i 
wilt prove none. 

this for thee... thou /c none. 
Phrygian Tenorizans 

Flute 

Clarinet 

Viola 

I 

P 
tizans? 
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It is interesting to note that all five of these cadences occur at the end of a section 

marked by a rehearsal number. The first cadence arrives immediately before the first line 

of text (serving to end the introduction), while the other four fall on the ends of the poem's 

four stanzas. Clearly, these cadences are fulfilling the two functions of articulating textual 

punctuation and ending formal divisions. 

In Memoriam Dylan Thomas 

The clearest and most consistent example of the use of cadences throughout a 

piece is to be found in the dirge-canons from In Memoriam Dylan Thomas. These paired 

movements recall the compositions of Gabrieli in both their instrumentation and antiphonal 

character.8 The dirge-canons are really a single movement, broken in the middle by the 

song (see table 2). 

There are ten cadences in the movement, each of which occurs at the end of one of 

the ten formal sections. All of the cadences, whether in A sections or B sections, 

demonstrate the same voice leading pattern. Two of the four voices in each cadence move 

by half step, in contrary motion, to a unison or octave. This is the pitch-class that I refer 

to as the resolution of the cadence. The other two voices move by half step to the other 

members of the cadential sonority. This motion is similar to the most basic cadences from 

the earlier practice, in which one voice moves up and the other voice moves down, by 

scale-steps, to the same pitch-class. In each example, except for the more ambiguous 

cadence at the end of the Prelude, the cantizans and tenorizans patterns 

Walsh, The Music of Stravinsky, 226. 
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Table 2.—The form of the Dirge-Canons from InMemoriam Dylan Thomas 

Prelude 
Sections: 
Measures: 

A 
1-6 

Instruments: Trombones 

(Song) 

Postlude 
Sections: 
Measures: 

B 
1-3 

Instruments: Trombones 

B 
6-8 
Strings 

A' 
4-9 
Strings 

A' B 
9-14 14-16 
Trombones Strings 

B A 
9-11 11-16 
Trombones Strings 

A" 
17-21 
Trombones 

B 
16-19 
Trb (and Str.) 

arrive simultaneously on their note of resolution, further strengthening the feeling of an 

arrival. If one considers the basic scalar material of In Memoriam Dylan Thomas to be the 

chromatic scale, then its cadences are consistent with an adaptation Renaissance voice 

leading to a serial context. 

Each of the cadences that end A sections resolves slightly differently. Although all 

of them resolve to major or minor triads (except the A" cadence at the end of the Prelude), 

the resolution is to a different member of the triad in each version (see examples 17-21). 

The first cadence resolves to the fifth of an E major; the second resolves to the third of an 

E minor; the third cadence resolves to the root of an incomplete E maj 7; the fourth 

resolves to the third of a D minor; and the last A-type cadence resolves to the fifth of a D 

major triad. 
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Example 17.-Stravinsky, InMemoriam Dylan Thomas, Prelude, mm. 3-6 

Trb. I 

Trb. II 

Trb. III 

Trb. IV 

m ft f f f 
1 £ 

R^r ft r 
£=k 

etc. sim. 
Cantizans 
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p m m 
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V j J Y ^ 

Tenorizani' 

P 

Example 18.-Stravinsky, InMemoriam Dylan Thomas, Prelude, mm. 11-14 

Tenorizans 

Trb. I 

Trb. II 

Trb. Ill 

Trb. IV 

come sopra 
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115 j r) ''1* ' |* Y 
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Example 19.—Stravinsky, In Memoriam Dylan Thomas, Prelude, mm. 18-21 

Trb. I 

Trb. II 

Trb. Ill 

Trb. IV 

Cantizans 

IIP | , i r 
- |P| y • 1r 

— — 

• 

Tenorizans 

Example 20,-Stravinsky, In Memoriam Dylan Thomas, Postlude, mm. 6-9 

con sord. Tltf Tenorizans 
Vln.I 

Vln.n 

Via. 

Vc. 

marc. - cant. 

mf 
mate. - cant. Cantizans 
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Example 21.—Stravinsky, InMemoriam Dylan Thomas, Postlude, mm. 13-16 

Vln. I 

Vln.n 

Via. 

Vc. 

if—y—r— 
M #) " — 

(sord.) marc. - cant. 

1 i - u j= 

" ? / vy w 
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The B sections function as ritornellos, which are varied in rhythm only. Each 

ritornello uses the same combination of rows in the same voices (although the 

instrumentation changes from the Prelude to the Postlude). Therefore, the cadences are 

basically all the same except for their rhythm. They do not resolve to major or minor 

chords but, instead, to the PC set (0,2,4) with PC 4 being doubled. It should be noted, 

however, that this set is basic to the structure of the piece.9 Example 22 shows the first B 

cadence. 

T
 9 Robert Gauldm and Warren Benson, "Structure and Numerology in Stravinsky's 

InMemoriam Dylan Thomas," Perspectives of New Music, 23 (1985): 166-85. 
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Example 22.-- Stravinsky, In Memoriam Dylan Thomas, Prelude, mm. 5-8 

Vln.I 

Vln. II 

Via. 

Vc. 

f i 

Tenorizatts 

1 g l = g S 

¥ 
{marc. - cant. 

{marc. - cant 
Cantizans 

'r r 

The only variation of this formula occurs in the piece's final cadence. One beat 

after the four trombones have cadenced, the strings join them by playing the same set 

(0,2,4), with PC 0 doubled (see example 23). 

In the dirge-canons, the cadential model is constrained by Stravinsky's total 

commitment to deriving all of the pitch material from horizontal statements of the five-

note row.10 The row's prime form is this: <4,3,0,1,2>. The only melodic motion is by 

interval classes 1 and 3. In addition, no form of the row contains the necessary down-by-

10 For an analysis of the serial treatment of this piece, see David Ward-Steinman, 
Serial Techniques in the Recent Music of Igor Stravinsky. 
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Example 23.—Stravinsky, InMemoriam Dylan Thomas, Postlude, mm. 16-19 

Trb.I 

Trb.n 

Trb.m 

Trb.IV 
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step/up-by-step motion of the cantizans pattern. A motion similar to a Landini cadence 

cantizans pattern could only be achieved by rotating the members of a retrograde/inversion 
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of the row, which Stravinsky chooses not to do. A two-note cantizans pattern, as shown 

in example #1, is easily derived, as are two- or three-note tenorizans patterns. 

One could argue that these cadences are coincidental byproducts of the nature of 

the row. After all, any simultaneous combination of one of the row forms, and its 

inversion or retrograde/inversion will inevitably lead to opposite motion by half step. But 

the following properties of the cadences of the dirge-canons should be considered: every 

formal unit of the piece ends with a cadence; cadences occur only at the end of a formal 

unit; in each instance, two voices approach a single pitch-class from opposite directions by 

step rather than by leap; and all of the cadences except one approach either a major or 

minor chord or the set (0,2,4). 

Canticum Sacrum 

The strongest individual example of a Renaissance cadence is found, appropriately 

enough, at the end of the Dedicatio of the Canticum Sacrum. It is appropriate, of course, 

because of the long and important history of music, particularly in the late Renaissance, at 

St. Mark's, the Venetian cathedral for which this piece was written." 

The cadence in example 24 is an example of a Landini cadence on g. The baritone 

demonstrates the precise voice leading of a cantizans pattern with portamento, descending 

from ffl to e before moving to an anticipated g. The Tenor I trombone descends by step 

from c to g, forming a clear example of a tenorizans pattern. These two voices are 

11 For a discussion of the composition of this piece, see White, Stravinsky: The 
Composer and His Works, and Robert Craft, "A Concert for St. Mark," The Score, 18 
(December, 1956): 35-51. 
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complimented by the tenor, which moves from c# down to b and up again to d, making a 

double leading-tone with the characteristic under-third (the tenor and baritone even follow 

the stylistic norms for syllabic text setting). The contrabass trombone moves up by a 

series of steps from d to g. The cadence resolves to a g - d dyad. 

This cadence is not only similar in appearance but also in function to the original 

models. It serves both to provide a strong ending to the introduction of the piece and to 

articulate the period at the end of the dedication: "To the City of Venice, in praise of its 

Patron Saint, the Blessed Mark, Apostle." 

Example 24.-Stravinsky, Canticum Sacrum, Dedicatio, mm. 5-9 

Double Leading-Tone 

m r r r r r r f J T I'r r 

Bar. 

d« Saneti »u«l •Mit, Be - a - ti Mar-ei A 

m •fi n r i ' t j 

pot - to - liv 

Cantizans 

a i U r g a n d o . 
Tenorizans 

t««.i 

itgato 
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Agon 

I was first referred to the possibility of Renaissance cadences in the opening Pas-

de-Quatre of Agon by Pieter van den Toorn's analysis.12 He cites two examples, at 

measures 5-6 in the French horns and at measures 10-13, as "effecting the so-called 

Landini cadence" and also as "accommodating the 'double leading tone'."13 

The first cadence (example 25) has a good example of a tenorizans pattern with 

portamento in the second horn, descending from e to g; however, the upper voice does 

not exhibit the normal Landini cantizans pattern, however. This pattern normally calls for 

A A A 

a succession of scale degrees 7 to 8, with 6 inserted between as an embellishment. In the 

A A A 

first horn part, all we have is ascending motion from 5 to 6 to 8. Clearly, this is not the 

textbook, two-voice Landini cadence. However, the voice leading is consistent with 

Stravinsky's adaptation in the Cantata (see example 5) and can be extrapolated as at least 

the last pair of notes of a Landini cadence. I do not agree with van den Toorn's 

description of this as a "double leading tone" cadence, as the second leading-tone, the fft in 

the second horn in measure 6, is not in an independent voice from the tenorizans, and 

never resolves to the fifth in any case. 

The second cadence, however, is a clear example of both the proper voice leading 

of a Landini cantizans pattern and of the double leading-tone. The upper voice of the harp 

and the mandolin in measures 12-13 follow the Renaissance model exactly, 

12 Van den Toorn, The Music of Igor Stravinsky, 390-414. 

13 Ibid, 397. 



Example 25.~Stravinsky, Agon, Pas-de-Quatre, mm. 5-8 
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moving from a c# down to b and then up to d, with portamento. The lower voice of the 

harp ascends from f# to g# to a, providing the second leading-tone to the fifth. There is 

no tenorizans pattern in this cadence, but the effect of the double leading-tone is strikingly 

clear. This cadence is even marked with commas above the participating instruments and 

signals the end of the first phrase of the piece (see example 26). Both of these cadences 

are repeated throughout Agon, as the Pas-de-Quatre serves as a large-scale ritornello or 

framing sequence. 
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In this chapter, I have provided a group of examples that demonstrate Stravinsky's 

use of a specific element from the music of the past, the Renaissance cadence. In a 

number of the examples, the cadence is used in a fashion that is conscious, explicit, and 
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structurally significant. In the others, there is at least a possibility that Stravinsky has used 

cadences in this fashion. In chapter 4,1 consider the examples discussed in this chapter 

with regard to arguments in Chapter 2, as well as possible implications of the argument. 



CHAPTER IV 

THE CONCLUSION 

The music composed by Igor Stravinsky between the years 1952 and 1957 needs 

to be reassessed in an additional context to the one in which it has been traditionally 

placed. The music of this transitional period is extremely important because it occupies a 

crossroads, not only between the last two style periods of Stravinsky's career, but also 

between the two major groups of composers of the first half of the twentieth century. 

This group of compositions, because of their experimental nature and also because of the 

uniquely revealing body of information provided by Stravinsky and Robert Craft, allows 

an unparalleled opportunity to study Stravinsky's music, neoclassicism, and serialism in a 

transitional state which lays bare many of the most basic processes involved in each. 

In chapter 2, it was demonstrated that, if anachronistic elements provide a 

significant structural aspect of this transitional music, then they must be addressed. 

Stravinsky's neoclassical music is usually analyzed in a particular fashion. His serial music 

is normally analyzed in a different fashion. The music of the transitional period is typically 

analyzed as if it were purely serial. However, the music of the transitional period is 

neither fully neoclassical nor fully serial. If it can be demonstrated that this music operates 

in a similar fashion to neoclassical music in a significant way, then it should also be 

analyzed in the same context as fully neoclassical music. The test for 

59 
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commonality between the transitional music and neoclassicism is whether there are 

explicit, conscious references to the music of the past that are structural in a crucial way. 

A Summary of the Evidence 

In chapter 3, it was demonstrated that there is at least one documentable trait from 

earlier eras that fulfills the criteria for neoclassical style. I listed a variety of examples 

from each composition in the period that demonstrate a musical figure similar to the 

cadences found in the music of the Renaissance. I allowed for four basic modifications 

necessary to fit a cadence into a twentieth-century context and still be recognizable: 

adaptation of the original modal character of the material to the basic scalar vocabulary of 

Stravinsky's music, adaptation of the voice-leading patterns to fit within a serial context 

(if that context is used in a fairly comprehensive manner), allowance for the basic serial 

property of octave equivalence, and allowance for the property of rhythmic displacement. 

In the Cantata, there are pairs of cadential figures at the end of each statement of 

the Lyke-Wake Dirge. In every case, both members of the pair conform in part to the 

Renaissance models. However, only one of the cadences (the instrumental one in 

example 5) has a clear cantizans-tenorizans pair, cadencing on an appropriate interval 

(either an octave or a unison). 

Functionally, the cadences are used in a manner consistent with Renaissance 

practice, so they can be considered to be conscious. The structural significance is 

apparent: they form the closing figure in the ritornello device. However, the explicitness 

of these examples is questionable. They are simply too unlike the original model in the 
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details of the voice-leading for a high degree of certainty. The composition did not 

require as much adaptation of the model as the cadences displayed, and the variations 

from the model were not sufficiently consistent for the references to meet the requirement 

of explicitness. 

The cadences in the Gigue of the Septet are a bit of a problem as well. They 

function well as cadences, making divisions of the imitative polyphony and form, but the 

voice-leading patterns are not very precise adaptations. In each example, only one voice 

follows a recognizable cantizans pattern, with no contrasting tenorizans. In all the 

cadences except the second, the resolution is ambiguous. But ultimately, the basic 

problem is that the lack of contrary motion to an octave or unison prevents their easy 

identification as a Renaissance cadence in a twentieth-century context. In addition, there 

are no contextual requirements of the composition to account for the inconsistent 

adaptation of the mode. 

With the first, second, and fourth cadences in Musick to Heare, from Three Songs 

from William Shakespeare, we have the first potential examples of an explicit, conscious, 

and structurally significant reference to the cadence. The voice-leading of the Phrygian 

cantizans pattern is followed precisely. In each case, there is not a pair of voices moving 

to the same notes, but there is a tenorizans-like pattern, and the two voices resolve to a 

dyad a fifth apart, which is consistent with the earlier practice. The functional purposes 

of these cadences, either closing the instrumental prelude or marking punctuation points 

in the text, are also consistent with the original models. 
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The third cadence also is close to the original models, but the voices still move to 

a fifth, instead of the expected octave or unison. The b b - a - b motion in the tenor 

mimics the cadential model but is still different. However, in this case, an argument can 

be made that this voice-leading pattern is close enough within the constraints of the series 

used in the movement that it might be considered to be an authentic cantizans pattern. 

The final cadence, however, makes it clear just how close Stravinsky could come 

to the original cadences. Here, there is not really a single cadence, but a pair of two-voice 

cadences, both Phrygian, on c and g. Both cadences are conscious (their use is consistent 

with the common Renaissance practice of ending a piece with a pair of cadences), both 

are explicit (they precisely match the expected voice-leading of a Phrygian cadence 

borrowed into the context of this piece), and they are structurally significant (they provide 

the entire completion of the movement). 

The consistency of the usage of the first four cadences with the final cadence also 

lends credibility to them as references to archaic models. Although they are not 

convincing enough by themselves, the way in which the entire group follows a set of 

rules, which can be tied to the ancient practice by the final example, makes them more 

explicit as a group. The expectation created by the consistent use of a Phrygian 

tenorizans at the end of three of the first four phrases in the movement also enhances the 

recognition of the final pair of cadences at the end of the movement. 

By far the most convincing group of cadences, however, occur in the one piece 

that is most completely constructed according to serial methods, In Memoriam Dylan 

Thomas. In all ten cadences in the Dirge-Canons, we have one voice moving down by 
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step and one up by step to either the same pitch or to ones an octave apart. In fact, all the 

voices at each cadence move simultaneously by step. In each case, the harmony at the 

resolution of the cadence is either a major triad, a minor triad, or the set (0,2,4). Each 

time that one of these cadences occurs, it marks a division in the form, imitation, 

instrumentation, and rhythm of the composition. 

Each of these ten cadences is conscious because each is used in exactly the way 

that a composer of the fifteenth or sixteenth century would use a cadence. Each is 

explicit because the voice-leading and resolutions are so precisely derived from the 

original models, and each is certainly structurally significant. The fact that all ten 

cadences operate in the same way makes them even better examples. The only real 

quibble with these cadences is that the pairs of voices move outwards to notes that do not 

form the "root" of a triad. However, the fact that this piece is only referring to 

Renaissance practice and not actually recreating it eliminates the need for resolution to a 

root. 

The example used from Canticum Sacrum and the second example from Agon are 

similarly consistent with the cadences of the Ars Nova. They demonstrate not only the 

expected voice-leading of a standard Renaissance cadence, but even the portamento and 

under-third embellishments characteristic of the Landini cadence. The cadence in Agon is 

certainly less structurally significant than the example from Canticum Sacrum, but both 

fulfill the basic requirements stipulated in the second chapter of elements that define 

neoclassicism. 
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The Conclusion 

In summary, examples from four of the six original compositions of Stravinsky's 

transitional period meet the requirements of explicitness, consciousness, and structural 

significance. Figures from the other two are not as verifiable, but still may suggest that 

they are modeled on or refer to cadences from the Renaissance. This evidence can be 

supplemented by other evidence from Watkins1 (the use of imitation), Walsh2 (imitation 

and form in the Cantata, Septet, and Canticum Sacrum), Gauldin and Benson3 (structure 

and form in In Memoriam Dylan Thomas), and by the suggestions of a number of other 

theorists as well. 

It seems reasonable to conclude from this evidence that the music of the 

transitional period conforms, at least in part, to the definition of neoclassicism provided 

by Straus. Certainly, there is enough evidence to suggest a reasonable possibility that 

neoclassical compositional methods are used in all the compositions of this period. 

As stated in chapter 2, if there is evidence that the music of the transitional period 

is at least in part neoclassical, then that music should be reassessed in the same broad, 

historically-based context in which Stravinsky's neoclassical music is analyzed. These 

pieces may very well have as strong a claim as examples of neoclassicism as they do as 

examples of serialism. 

1 Watkins, "The Canon and Stravinsky's Late Style." 

2 Walsh, The Music of Stravinsky. 

3 Gauldin and Benson, "Structure and Numerology in Stravinsky's In Memoriam 
Dylan Thomas." 
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Possible Implications of the Conclusion 

The implications of this conclusion are that the existing analyses of all these 

compositions provide an incomplete body of work. To my knowledge, there exist no 

published examples of analyses of these works that fully address them as pieces that may 

be partly constructed of elements of the music of earlier eras. There do exist numerous 

references to these elements in a variety of works,4 but no single comprehensive analysis 

addresses all of the structurally significant anachronistic elements. A few isolated papers 

examine aspects of the group of compositions that are derived from older practices, but 

none comprehensively address all of these aspects. In addition, none of the major 

biographical/career surveys of Stravinsky address this issue in a significant fashion (with 

the possible exception of Walsh). 

Analyses in the broad context suggested in this study can provide a great deal of 

additional information about the music that Stravinsky wrote during this crucial period of 

his career. In addition, such analyses can provide a new perspective on the traditionally 

accepted models of the history of twentieth-century music. Serialism and neoclassicism 

have been described as mutually exclusive and opposed to each other. Yet here are 

several clear examples of compositions that function as both serial and neoclassical. In 

fact, one piece, In Memoriam Dylan Thomas, functions as the best single example of both 

neoclassicism and serialism. 

4For example, see Andriessen and Schonberger, The Apollonian Clockwork: on 
Stravinsky, p. 104, or Van den Toorn, The Music of Igor Stravinsky, p. 383. 
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How can these two styles be mutually exclusive if they can coexist? If they can 

coexist, are there other examples of compositions that are accepted as serial but are also 

neoclassical or that are accepted as neoclassical but are constructed with serial methods? 

These are all questions that must be addressed if Stravinsky's transitional music is clearly 

demonstrated to form a bridge between the two styles. 
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