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CHAPTER I

I NTRODUCTION

Bela Bartok's art is a perfect microcosm of the art of

the twentieth century. It is interwoven with the musical

conceptions and techniques of the great Western European

masters, without in any way obscuring the individuality,

the national consciousness, and the personal style and

originality of the composer's own musical language -- a

language rooted in the glorious tradition of his people,

The problems which have engrossed the plasmicfaculties of modern composers from Debussy and Schoen-berg -- via Stravinsky -- to Honegger, are all presentin Bartok's work: not only the harmonic effects oflight and colour of Impressionism and the exaltationof Russian dynamism, but also the conceptions ofParisian Geometrism and the atonal and polytonal
Polyphonj and polyharmony of the Viennese Horizon-
talists.

In the above excerpt from his book on Bartok, Emil

Haraszti, reader in the history of music at the University

of Budapest and eminent authority on Bartok, has given a

thorough orientation to Bartok's place in the broad sty-

listic picture of the twentieth century musical art.

Bartok has purposefully chosen the music of the peasant
class of his nation upon which to base his nationalistic

1Emil Haraszti, Bela Bartok, p. 17.
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expression, for he believes that the lowest strata is also

the deepest, and is therefore the soul of his people. Re-

gardless of how fully clothed in the composer's own indi-

vidualism Bartok's music becomes, the primitive emotions of

the peasant are still clearly in evidence.

His pagan barbarity, his explosive and angrily
defiant melancholy, his demoniacal instinct, his
terrifying uncouth laughter; these are all echoes
of the voice of Ady, the eternal countenance of the
thousand-year old Hungarian Psyche.

In the six volumes of the Mikrokosmos, or "little

world," Bartok has presented a series of progressively

difficult pieces designed -- if not intentionally, at least

effectively -- to introduce to the piano student a tech-

nical approach to piano playing in the modern idiom. Ad-

mittedly, the etude does not cover every pianistic tech-

nical problem. In the preface, Bartok suggests that,

beginning with the fourth book of the Mikrokosmos, the

easy pieces from J. S. Bach's Note Book for Anna Magdalena

Bach, appropriate studies by Czerny, etc., should be taught

in addition to these pieces. Such evidence of Bartok's

broad pedagogical outlook testifies to his unquestionable

excellence as a teacher. It clearly shows that Bartok fully

appreciates the worth of the great wealth of piano litera-

ture, and does not prescribe his method as a "cure-all" for

the technical problems of piano playing.

2_bid., p. 19.
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The Mikrokosmos seems to be thoroughly representative

of Bartok's pianistic style, since the range of forms is

from the very simplest five-finger exercises to pieces

suitable for concert use (e.g., the six dances in Bulgarian

rhythm).

Personally believing that a lucid insight into the

composer's style could be gained through an exhaustive

analysis of the pieces of sucb a representative work, the

writer has undertaken this study hoping herein to present

something of value to anyone seeking to investigate the

modern school of composition.

Since Bartok is recognized as one of the outstanding

creative geniuses of our time, and since he is one who so

comprehensively represents a cross section of nearly every

style of composition of the present, it seems that a

thorough analysis of this combination of idioms is espe-

cially enlightening.

To the writer's knowledge, no other project of this

sort dealing with the Mikrokosmos has been undertaken.

Very little has been written about this recent work (com-

pleted in 1935), and no material is available along the

line of a technical, scientific analysis.

Being personally interested in finding out the various

factors, methods of writing, organizations of material, and

devices that differentiate the modern schools of musical
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composition from any foregoing one, the writer chose the

Mikrokosmos for several reasons. It is new. It is dif-

ferent. All materials (the six volumes of the series) were

easily accessible. The writer was intrigued by the com-

poser's stated ideals and principles. And finally, as

mentioned before, this work was chosen because it had the

reputation of being a unique condensation of all the styles

of musical art of this century.

In the present study, only the "whats," "wheres," and

"whens" have been included. Naturally, the "whys" can be

found only in the composer's own mind and soul. No claim

is made that the present study is exhaustive. It covers

only those facts and indications that can be observed with-

out a personal interview with the composer.

In addition to the information and enlightenment which

one inevitably gleans from a study of the Mikrokosmos, the

project also opens up new fields of study. Each chapter

could be a thesis in itself.

Perhaps an equally inviting problem connected with the

ikrokosmos is an evaluation of its pedagogical worth.

However, only those elements of style -- harmony, to-

nality, form, rhythm, melody, etc., and all the inevitable

complexities and interrelations of these elements -- which

present a clear insight into the composer's own musical

language have been included,
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Procedure

Since the style of the fikrokosmos is so different

from anything of its kind, the only possible method of

procedure was an open-minded approach to each individual

element of style with the purpose of observing the intri-

cacies of style and specific devices which may be called

the characteristics of the music.

No preconceived set of music theory rules could be

applied to the material contained in the work. The in-

vestigator's only hope of grouping the material into any

sort of classification was in attempting to find some new

design of organization which the composer had seen fit to

employ in the crystallization of his musical ideas. Strangely

enough, it was found that Bartok has seen fit to inaugurate

a quite simple system of organization, He utilizes a system

of musical devices (methods of treatment of musical mate-

rial) upon which to base his stylistic structure. These

devices were tabulated and illustrated wherever possible by

the selection of musical excerpts in the following chapters.

As for additional available material, only two books

were found which had any bearing upon the subject. Bela

Bartok, His Life and Works, by Emil Haraszti, is a very in-

teresting and informative book, dealing mainly with the

biographical aspects of the composer's life, a review of

his compositions, and a general, non-technical presentation
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of the influential factors, and the results of these factors

in his style. Bartok's own book, Hungarian olk jusic, a

collection and classification of the folk music of his coun-

try, is useful only in tracing the extent of the folk-music

influence in his writing.

After an investigation of each individual piece, seek-

ing out the characteristics of the five main elements of

musical style (rhythm, harmony, form, tonality, and melody),

tabulations of the devices were recorded and excerpts il-

lustrating the different uses of the devices were chosen.

Organization of the Study

The results of the investigation will be presented in

five chapters, each dealing with a specific element of

Bartok's style. The chapters, in the order of their pres-

entation, deal with rhythm, harmony, form, tonality, and

melody. In each chapter, the devices found to be the basis

for the particular element being surveyed, and tabulations

of the relative importance (judging from frequency of use)

of the different devices will be revealed. In addition,

examples illustrating the different uses of the devices

will be given.

The only abbreviation used will be the symbol "#,9

meaning "number" (e.g., "A good example is found in #73

means that, in the piece numbered 73 in the series, there

is a clear example of the use of a device).
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The system used to identify an excerpt in the example

headings assumes the following form: VI 21 3 2-3. Such

a heading means that the excerpt was taken from Volume VI,

page 21, third brace, and measures 2 and 3 in the brace

indicated. If the excerpt contains material from more than

one brace or page, the headings will be in the form of

VI 21 3 2-3 to 4 1, or VI 21 4 3-4 to 22 1

1-2.

The chapters appear in the order of their relative
importance to the total structure of Bartok's style, ac-.
cording to the writer's own judgment formulated during this
study.



CHAPTER II

RHYTHM

fl thmi c varitl is the key to the entire rhythmic

scheme of the i2krokosmos. Not only do we find intensely

interesting and even amazing complex rhythmic structures

in this music, but we find the greatest diversity in their

use. Only in a case of the actual use of a Hungarian folk

song or dance melody does the composer reiterate a theme

over and over again, and even then accompanying figures

furnish enough change, harmonically and rbythmically, to

maintain intense interest.

One can choose a passage at random, and find rhythmic

independence between voices and rhythmic variety in each

voice.

As in all other elements of style in his compositions,

Bartok, in gathering his rhythmic material, has delved

deeply into, and used generously, the folk lore of his

people. With the folk rhythms as a basis for writing, he

has enlarged, developed, syncopated, and generally dis-

guised all preconceived rhythms in an attempt, once more,

to reveal his desire for freedom from conventionalities.

Rhythm is probably the most striking element of style

in the Skrokosmos. Forcefulness of rhythmic ideas pervades

8
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the whole series of pieces, even those of a slower

tempo.

An interesting item is the fact that a great majority

of the pieces are written in a percussive, sharply rhythmic

style. Yet this fact seems natural enough when one con-

siders that the composer comes from a country rich in folk

songs and folk dances, and that Bartok spent a great part

of his life in searching out and recording this musical

folk lore. Therefore, it is quite natural that the rhyth-

mic style characteristic of a happy, Bohemian, peasant

people should pervade the music of one so deeply steeped

in the tradition of such style.

Says Emil Haraszti in his book on Bartok, "Bartok's

rhythmic energy is . . . rooted in peasant music. . .0.

The rhythmic form of Bartok's motifs often creates a sense

of expectation, as though the rhythmic figures they contain

were incomplete. "'

This "sense of expectation," since it is not charac-

teristic of .peasant music, is certainly a product of

Bartok's style of rhythmic variety.

Yuch of the rhythmic material used in the Mikrokosmos

can be traced directly to its source in Bartok's own book

on Hungarian folk music. In that book, he gives an account

of the evolution of the folk song rhythms.

1EmilHaraszti, Bela artok, is Life and ork, p. 94.
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The various stages of the evolution of rhythm
may be conceived thus:

1. TMPO giusto (strict) rhythm consisting
chiefly of equal values. It is likely that the
earliest music arose in connexion with rhythmical
motions of the human body (work, dancing). No
complicated rhythmic pattern could evolve out of
primitive elements.

2. Parlando-rubato rhythm. In proportion as
tunes gradually became independent of the body's
motions, the dance-like rigor of the original terse
rhythm relaxed. The rhythm of the tunes was then
bound to adapt itself to the rhythm of the words;
and performers were enabled to emphasize and pro-
long single notes. This stage of evolution is
illustrated by the old parlando-rubato tunes of
the Hungarians, Slovaks, and Rumanians.

3, Tempo gusto rhythm evolved out of the
parlando-rubato method of performance. lany rhyth-
mic patterns originating in this parlando-rubato
method of performance may have become set quanti-
ties even in 2arlando-rubato performance. Suppos-
ing that a tune of this kind comes to be performed
teMo custo (say, for the purpose of dancing), itwill naturally retain the complicated patterns
created by rubato performance. And the tEMo
iusto rhythm marking this third stage of evolu-
tion will be far more complex than the original
tempo giusto rhythm, that which characterized the
first stage.2

The Use of Hungarian olk-tune Rhythms

In many of the pieces in the Vikrokosmos, Bartok uses

actual Hungarian folk-song and folk-dance tunes, which are,

melodically and rhythmically, in their original form.

Examples of such use, and classification of the rhythmic

texts of the pieces according to Bartok's book, are given

in the following illustrations. The first example is taken

from #68.

tela Bartok, Hungarian Folk Music, p. 9.
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1. i i3 To 2 -4 To

stn ifKIw

Fig. 1. -- Hungarian Folk Tune. Eleven
syllable text. Invariable tempo iusto rhythmic

pattern:I17

In the same tune is also an example of the folk-song

characteristic of the placing of longer notes only at the

end of a phrase line (i.e., ),

Another good example of this same classification is

found in #116.

38 04 4' To 3 1-4 To 41-

Fig. 2. -- Hungarian Folk Tune

In some cases, Bartok has incorporated, not only the

melody and rhythm of old folk tunes, but also the words.
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A good example, coming from the group classed by Bartok as

"Old Style Hungarian Folk Tunes," is shown below.

(lvw Ellen iehe bed lnq bIWtW on t.

ThornAmIwies joj i kh1i Ly atfere up- .n it

Fig. 3. -- Hungarian Folk Tune. The two
alternating periods are classed as follows:
(1) Seven-syllable text with strong masculine
ending -- I7 1' . .1)
(2) Six-syllable text with weak masculine end-
ing -- j*' J ,)

In the second, arlando-rubato, stage of development,

the rhythmic scheme of the following folk tune evolved from

the strictja.. .1 J o1 j into the less strict J..Y.Ki
This is one of the clearest examples of a rhythm pattern

which developed in the parlando-rubato stage and became

a set quantity in the third, tempo giusto, stage.

The following example shows the development of quarter-

notes and eighth-notes in 2 meter with a feminine ending.4

Fig. 4. -- Hungarian Folk Tune

NA I "r i""

Amom"'m
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Throughout the six books are numerous other examples

of the utilization of folk themes, but Bartok, in his

efforts to show his freedom from convention, has disguised

the old metrical rhythm patterns largely through the use

of free or mixed meter ever-changing time signatures

throughout the course of a piece. For example, in #115

the common rhythm pattern for a five-syllable text in 6

*TT *J iT has been placed in 5 time, omitting the8
rests. This change results in the fretful pattern follow-

Rhythmic Variation of a Figure

Most important to the rhythmic vitality of the composi-

tions is the extensive use of the device wherein Bartok

states a musical figure, and, after the statement, institutes

a period of rhythmic "play" upon the figure, The development

may or may not be rhythmic development alone. Often the

notes of the figure are also rearranged. A striking example

of this device is found in #47 where the theme is stated as

follows:

It41:

Fig. 5. -- Statement of a motive

_____
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Later comes the following period of rhythmic variation and

development.

14 4- .4"s

-I 'I

Fig. 6. -R Rhythmic development of
the motive given in Fig. 5.

This device is usually, and quite naturally, found in pieces

built upon a predetermined group of notes. Such is the case

in the following excerpts.

_ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __-C___ %aA

Vw - I I I1

Fig. 7. -- Rhythmic variation of a motive

I w I An
A 1-1

J AW: 
Asia-

Aid w
AMA

TI

Abj

n' I ' \I

4 1 1

I
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A much used device of rhythmic development of a figure

is the addition of beats to the figure. This form of de-

velopment is made possible through the flexibility of the

time signatures. (See the following example.)

Fig. 8. -- Rhythmic variation of a motive

Syncopation

Syncopation plays an unusually large and very important

role in Bartok's rhythm patterns, yet the effects attained

through the use of this device are not very unusual, prob-

ably due to the fact that today our ears are so accustomed

to the hearing of syncopation, As early as the ninth piece

Bartok emphasized the device, calling attention to it through

the title, Syncopation, as follows:

I I 
,j=

Fig. 9. -- Syncopation
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In #27 he again emphasizes the device by the same title,

utilizing the same theme with different treatment.

-1 1 ; -1-4

_I

Fig. 10. -- Syncopation

Other common uses of syncopation, usually found in

pieces written in contrapuntal style, are:

A If r lift

-IVR% A%
-40

4 4:.. s
I

NN AAA

IRW 
, I m

AWL
I Jw

4k A

AOL kAda 

A L JWWWWFF

got

-ow",

JON Aft
jaw

AM m I TV If

60W ir

Fig. 11. -- Syncopation in contrapuntal style

OOROPAISmf ; -.- ., r, 4- - , . j--,6 e

I a
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In the last excerpt above, syncopation is seen as the

outtanding rrthmic element of an ostinato figure.

In a survey of the individual metrical classification

of each piece, it was found that duple meter (common in

folk songs and other folk dances) vas most frequently used.

Out of the entire 153 pieces, there were eighty-three

instances of pieces in duple meter.

Kixed meter, the successive alternation of measures in

duple and triple meter, came next in frequency with a total

of forty instances. This figure is especially pertinent

when it is taken into account that this number is largely

localized in the last three books. This fact would indicate

that Lartok's real preference in eters is the free mixture

type, since in the first few books he was obligated to con-

ventional meters because of the pedagogical values involved.

Third in frequency was triple meter with a score of

only trenty-eight pieces out of the entire series.

Last cae compound meter vith a frequency of only nine

pieces.

However, the frequency ratings given triple meter and
compound meter are deceiving since both were used generously

in the pieces of mixed meter.

In the last book, Bartok uses some very interesting and

unusual time signatures -- 3X2, 4423, 2-[43, 34,)3,
24244243933,3g

8+ ,and 8 Unusual as they seem, they are, never-

theless, an excellent way of indicating accented beats and

ONO
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division of measures in compound time. Reduced to conven-

tional form, they are, respectively, 6 (with accents on 1,

3 and 5, rather than the usual 1 and 4); 9 (accents 1, 5

and 7 rather than 1, 4 and 7); 8, 9 (accents on 1, 4 and

6, rather than the usual 1, 3, 5 and 7); (accents 1, 3,

5 and 7, rather than 1, 4 and 7); and8 (accents on 1, 4,

and 7, rather than 1, 3, 5 and 7). It is interesting to

note that these accent patterns are used only in the Hun-

garian dance forms in the Vikrokosmos.

With the great rhythmic variety, it is probably best

said that interesting individual lines and interesting

effects of the whole are predominantly the general rhythmic

characteristics of the whole Mikrokosmos.



CHAPTER III

HARMONY

Since Bartok makes use of the twentieth-century idiom

in other respects, one would not expect to find conventional

nineteenth-century harmony in his music. Hence, an analysis

of his harmony cannot be based upon diatonic chord schemes

and the use of Roman numeral designations.

Conventional chords (of the major, minor, augmented,

diminished, and seventh variety) are used quite freely and

frequently, -- more so, perhaps, than one would think fit-

ting in such a new and radical work. However, it is the

settings which Bartok gives these conventional chords that

give the music its characteristic freedom from any of the

bonds of classical, conventional harmonic structure.

As the settings (rhythmic, tonal, melodic) of the

harmonic scheme are as diversified as the cords themselves,

the most logical procedure in the attempt to find some of

the characteristics which make Bartok's harmonic scheme

uniquely individual would be to examine each piece sepa-

rately, approaching each with an open mind ready to accept

any new tonal combination or harmonic device that Bartok

has found sufficiently significant, musically speaking, to

18
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warrant its being incorporated into his scheme of unified

freedom of harmonic structure.

Vany of the pieces are written in a definitely linear

style with no hint of preconceived harmonic relationship

of the two or three independent voices other than that

directly resulting from the coincidence of linear contour.

A good example of such linear writing is found in the fol-

lowing excerpt from #59:

ZA . A 1-8

Fig. 12. -- Linear style of writing

Since in such pieces there is no apparent scientific

or objective grounds upon which to base a harmonic analysis,

it naturally follows that only those piece which evidence

clear chordal structure should be included in this con-

sideration. True enough, the harmonic structure of some

of the contrapuntal writing is very clear, but the modern

harmonic point of view in itself is difficult enough to

analyze without including contrapuntal pieces in which the

harmonic basis (if any) is even more obscured by the natural

ascendency of linear consideration in those cases.
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As a result of the individual survey of the pieces,

it is found that, rather than basing his harmonic scheme

on any theory of chord-position, chord-structure, or chord-

progression, Bartok has seen fit to center his harmonic

structure around a few clearly-recognizable devices. These

devices, in order of their importance in the harmonic

scheme, will be surveyed individually in the following

sections.

Parallelism

Out of the forty-five pieces which have enough har-

monic content to be classed as pieces in chordal style,

parallelism serves as the basis of the harmonic structure

in twenty. This is a high percentage (fifty per cent), and

results in the immediate designation of parallelism as one

of the most outstanding devices of harmonic structure in

the Mikrokosmos.

The varied treatment of parallelism is an interesting

study in itself, giving an enlightening insight into the

composer's creative genius. It appears in a great variety

of forms from scale-wise parallel thirds to angular paral-

lelism of widely-spaced six-voiced chords.

An example of some of the simplest parallelism used

appears in #71. The device is made doubly interesting by

the contrapuntal treatment of the parallelism.



Fig. 13. - Parallelism

Another treatment of parallelism used to a great ex-

tent is that treatment in which the interval of an open

fifth is the chordal basis of the figure. Such is the case

in #65, wherein the accompaniment of the folk-song melody

appears in the following form:

Fig.14 -- Parallelism

Parallelistic treatment of every interval, even seconds

and sevenths, appears in the music, although cases utilizing

the latter intervals are extremely rare.

Because of its frequency of use, the root-position

triad appears to be a favorite basis for the device. The

following excerpts, from #69 and #120, are characteristic

examples of this treatment:
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I. 4. 4

Fig. 15. -- Parallelism

Parallelistic treatment in its largest form (in the

Vikrokosmos) occurs in #73, wherein the device assumes the

form of four-voiced chords utilizing both contrapuntal

treatment and rhythmic variation.

Fig. 16. -- Parallelism

Ostinato

In his efforts to counteract atonality by the creation

of a tonal center (or centers) through the harmonic structure,

Pk ff- I I I I

&I , m

JL -"Now

Adik a

n iqw
rpF

.16 ,3.. 4..(0,

POW I I I a -0- Ak A&



23

Bartok often utilizes an ostinato figure based upon chordal

material.

Sometimes this device results in polyharmonic pro-

cedure, where the ostinato harmony "holds it own" against

actual or implied harmonic progressions in the other parts.

At other times the whole of the material is based upon con-

ventional chords, but the incessant repetition of a chord

certainly indicates modern idiom (c.f. Fig. 17). In some

of the instances of the use of conventional chord material,

altered notes and non-harmonic tones share the spotlight

with the ostinato treatment, changing the chords into an

unconventional variety.

The simplest trace of chordal basis of an ostinato

figure is found in #68, wherein an open fifth sounds

throughout the entire composition as an accompaniment of

the folk-song melody.

Fig. 17. -- Ostinato bass

Another good example of this same ostinato treatment may

be found in #55.
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A very interesting treatment of ostinato, this time

based upon a triad, is found in #45. In this case the

figure is given a unique treatment by allowing the triad

to appear as a broken chord.

Fig. 18. -- Ostinato bass

Considering the more involved treatments of chordal

ostinato figures, one finds, in #95, the addition of

altered notes and non-harmonic tones to the chord. IRhyth-

mic variety also adds to the interest of the figure.

Fig. 19. -- Ostinato bass

Sustained rotes

A sibling to the ostinato figure as a basis of harmonic

structure is the sustained note device. Ranging from an
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interval of a third or fifth as a hint of chordal structure

to the most dissonant tone clusters, sustained notes and

chords very frequently (actually in about twenty unquestion-

able cases) serve as the basis of the harmonic structure of

at least a portion of a composition.

In #72, the root and third (possibly the thi-rd and

fifth) of a chord, in the form of sustained notes, serve as

a trace of harmonic structure attempting to create a tonal

center in the midst of almost atonal figuration.

60

Fig. 20. -- sustained notes

An instance where an open fifth, hinting of chordal

structure and made more interesting by rhythmic variation,

is used as the basis of the sustained note device is found

in #138. The example appears below.

Fig. 21. -- Sustained notes with rhythmic
variations.
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A clear chordal structure in sustained-note form serves

as the basis of harmonic structure in #146.
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Fig* 22* zmetained chord

An interesting example wherein a tone cluster serves

as the sustained chordal material -- although not very

harmonic -- is found in #132.

Y ow 3-1

Fig. 23. -- Sustained tone cluster

Greater development of sustained chord structure

involving dissonance appears in #147.
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Fig. 24. -- Sustained tone cluster

A unique treatment for sustained chords appears in

#102, wherein the chord assume the form of string har-

monies.

Fig. 25. -- Sustained string harmonics

Shrinking-expanding Figure

The descriptive phrase heading this section was nec-

essarily coined for the description of a unique and out-

standing "Bartokian" device of harmonic structure.

The device appears as the successive alternation

between two intervals -- one larger than the other. Usually

the intervals used are an open fifth of a triad followed by

the second and fourth scale steps in the same tonality.
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Actual use of the device is illustrated clearly in the fol-

lowing examples.

The clearest illustration of the device appears in #70,

wherein the device serves as the basis of the harmonic

structure of the accompaniment figure.

Fig. 26. Shrinking-expanding figure

It is interesting that the sequence strongly suggests a

I-V, I-VII, or I-II chord progression.

Again it appears in the accompaniment figure, this

time more isolated, in #87.

11F34 1 i1

Fig. 27. -- Shrinking-expanding figure

In some cases, the treatment of this device includes

dissonance and rhythmic variety. Such is the case in #83,
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wherein it plays the role of a dissonance-producing special

effect.

I] I ILI-a
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Fig. 28. - shrinking-expanding figure

Since the ostinato device also is so frequently used,

its position among the Bartok characteristics is fully

justified.

Altered Notes

Obviously, the most logical method of destroying con-

ventionality of chordal structure (which creates a feeling

of freedom in the harmonic scheme) is the alteration of the

notes of the individual chords. The study of Bartok's in-

dividualistic devices of altering chords is extremely fas-

cinating, for in this field of expression, he shows his

magnificent creative genius in its clearest setting.

From the tabulations of the alterations found in the

ikrokosmos, it appears that the insertion of the second

and fourth scale steps into a major or minor triad, and the

raised fourth scale step and lowered seventh degree as ac-

cidentals are the most frequently used devices of alteration
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in the music. Since the accidentals mentioned above serve

most generally as creators of a modal feeling, a discussion

of them has been included in the chapter on tonality.

The use of the second and fourth scale step appears in

many varied treatments, the most frequently used of which

is the shrinking-expanding device surveyed in the preceding

section. At other times, such use appears in the chords of

accompaniment, for example in #68, wherein there is addi-

tional rhythmic interest.

Fig. 29. -- Second and fourth scale steps
inserted into tonic triad.

An especially common treatment for this device is one

wherein the chords alternate between conventional and

altered chords in a phrase based upon such chordal suc-

cession. In #122, such is the case, and there are the

added factors of bitonality and rhythmic variation.

Pig. 30. -- Second and fourth scale steps
inserted into tonic triad.



Another lucid illustration of the same type of treatment

appears in Fig. 19 on page 24.

As illustrated in the above excerpts, the third of

the triad is omitted vwhen the second and fourth scale

steps appear, separately or simultaneously.

An ingenious treatment of the same type of chord

alteration is introduced in #107, wherein the altered

chords produce veiled, Debussian dissonance created by

the half-step cross relations of the two chords.

Fig. 51. -- Second and fourth scale steps
inserted into the tonic triad.

The cue offered by the reference to cross relationship

in the preceding paragraph introduces the next type of

altered-note treatment. A discussion of the cross-relation

device is given In the chapter on tonality, yet an example

of tie specific use in chord structure, such as in #140,
seems vital to the description of the various treatments of

altered notes.

As seen in the following excerpt, the use of the

cross-relation device takes the form of the chromatic



variation of a tone between two chords or melodic lines in

different registers (i.e., an E-flat in the bass register

preceded or followed by an E-natural in the upper register

in #140).

Fig. 32. -- Cross relation of tones in
different voices.

Such devices as the one exemplified in the above excerpt

create chromaticism, and are further discussed in the fourth

chapter.

Tone Clusters

Chief among the dissonance-producing devices mentioned

above is the chord so filled with non-harmonic tones that it

can be classified only as a tone cluster, Since the inter-

vals of a major second, a minor second, a major seventh,

and an augmented fourth (tritone) are the dissonant inter-

vals, they are naturally the characteristic intervals of the

tone cluster.

The use of the tone cluster ranges from the furtive

insertion of an occasional dissonant interval into
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semi-conventional chordal structure to an extremely dis-

sonant composition based entirely upon these dissonant

intervals.

An example of the first-mentioned type of cluster

occurs in the folk-song style of #150.

Fig. 33. -- Surprising tone cluster

At the opposite extreme, the composition of complete dis-

sonance is #144, an excerpt of which appears in the example

given below.

Ar

A.

Fig. 34. -- Tone clusters

In conclusion, it is seen that Bartok bases his

scheme of harmonic structure upon a series of semi-measurable
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devices, just as he has done in each other aspect of his

style of writing.

Generally speaking, the harmonic structure is more

dissonant than consonant. However, it must be said that

the dissonances are at times made more striking, and at

other times made less harsh by the use of a consonant

background. Bartok ranges from the perfectly consonant

(in the earliest pieces) to the extremely dissonant, yet

the general effect, as stated before, is one of prevailing

dissonance.

As for chord preferences, Bartok favors the mildly-

altered simpler chords, although there is generous use of

seventh (especially minor sevenths) and ninth chords, with

occasional use of thirteenth. However, the chords of the

larger denominations are usually the result of the combina-

tion of two triads of seventh chords.

KNOWWWWW, ,



CHAPTER IV

FORM

In the foregoing discussion on harmonic structure,

evidence of Bartok's constant striving for freedom was

found. The study of form in the ikrokosmos reveals fur-

ther manifestation of the same characteristic.

wince he intentionally and admittedly makes no attempt

to follow "conventional" rules of formal structure, the

only possible approach to the problem of gaining an insight

into this element of style again is an open-minded survey

of each separate piece, hoping thereby to find some device

of treatment so frequently and strikingly used as to war-

rant being classed as a characteristic of Bartok's struc-

tural plan.

Says Haraszti of the composer's formal structure:

Bartok's forms are dynamic rather than static;
changeable rather than rigid. . . . In the same way
that he has achieved differentiation and concentration
of rhythm, reduction of harmony and simplification of
melody which moves freely in linear polyphony, he has
also condensed and enriched musical form. We have
already noted several instances of his transformation
of sonata-form [in the examples in Haraszti's book,
especially with regard to variation in the recapitula-
tion. Ternary Lied-form and rondo-form are also ever-
changing, elastic forms which his effervescent indi-
viduality mould? at will. Yet he never loses sight
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of the compact, concise mode of expression of folk-1
music, which remains the eternal ideal of his life.

So was it found in an individual survey of the pieces

in the Mikrokosmos. His forms are definitely not conven-

tion-bound, yet within the ever-changing indications of

formal structure are clear traces of the conventional,

classical structures which serve as the "potter's wheel"

above which he moulds his own individual designs in the

"clay of Form."

In looking through the books, it is found (as is to

be expected in any normal musical procedure) that the phrase

structure is one of the most important keys in determining

the formal patterns of the pieces.

Phraseology

Some of the pieces are so free of any indications of

conventional formal structure that the only plausible key

to the sectional division of these pieces was found in the

phraseology.

So frequent are mixtures of even-measured and odd-

measured phrases, that such a mixture might well be numbered

among Bartok's characteristics.

The first example of a phrase consisting of an odd

number of measures appears in #3, wherein the twelve meas-

ures are divided into four three-bar phrases, rather than

Emil Haraszti, Bela Bartok, pp. 94-95.



the usual (three) four-bar phrases. The first example of

a mixture of odd- and even-measured phrases occurs in #5.

In this piece, the thirteen measures are divided into the

following phrases: 3-bar, 3-bar, 2-bar, 2-bar, and 3-bar.

In the first book alone, there are seventeen (out of thirty-

six) pieces wherein such phrase mixture is apparent.

Another element in the study of phraseology is the

device of the sudden change of meter. This device, when

used in quick succession, alternating between duplex triple,

and compound meter, gives the impression, with its added

beats and changed accents, of no phrase endings nor rest

points. In addition, it creates the feeling of free (or,

at least, diversity of) rhythm. The first example of

changed meter occurs in #12, wherein there is a one-measure

2 3 2change from to to 2 The use of this device in-2 2

creases until, in piece #140, there are found thirty-seven

changes of meter.

Another item contributing to the veiling of the phrase

clarity is the independent, and often contrapuntal, move-

ment of the two or three voices -- a characteristic of all

polyphonic music as exemplified in the fugues of J. S. Bach.

When one voice begins a phrase on the beat where another

voice ends a phrase, or when the voices interlock (one be-

ginning or ending a phrase in the middle of the phrase of

the other voice), then an insight into the phrase division



can be attained only by viewing the voices independently.

In such a case, the hearer's impression is that the music

flows freely along with no phrase endings or points of

repose.

The survey also shows that two of Bartok's favorite

period structures (i.e., phrase combinations) are: (1) the

division of twelve measures into four three-bar phrases,

and (2) the division of a fourteen-measure composition into

four phrases -- 4-bars, 3-bars, 4-bars, 3-bars.

In Table 1 on page 39, there is a tabulation of seven-

teen pieces in "Fantasia" and "Etude" style. In these

pieces there is no trace of conventional formal structure;

therefore, the only key to their division is found in the

phraseology. Such information is "ambrosia" to the in-

vestigator, who recognizes the fact that in these composi-

tions, wherein the composer has freed himself from all bonds

of preconceived formal structure, are to be found, in

clearest relief, those devices of composition which show

the composer's magnificent individuality in the element of

formal structure. In the following pages these devices

will be illustrated, along with the tabulations and de-

scriptions of influential conventional formal patterns.

In the following table are shown the results of the

individual survey of formal structure in the pieces (see

Appendix B). It must be remembered that the forms indicated
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serve only as basic outlines of structure which Bartok

freely moulds to fit his musical needs.

TABT2 1

TIE FREQUENCY OF EACH FOT-M FOUND IN THE MIKROKOSOS

Form Frequency of Use

Two-subject Form:
ABA .................................... 18
AABA......................,.............. 17

ABAB *.............................. 5
AABB ... *.............. .... 4
ABABA* .... ,.......,, ....... ,..... 3

Ac. *.-............ ..... *.*........... 2
AABBA *................. ..... .. .... .. . 2
ABAIABA* ..... e.qq.......................... 2
AABAA 1..... ... ,.........,..,...,.... ., I
AABABA* *......................,,,,........, 1
AABBAA ................... 1
AABABBA* e...............,.. ,. 1

Two-phrase Period (Antecedent and Con-
sequence) ........................... q ..... q 26

Theme and Variations .......................... 17
Canon . . . . . . . . . . . . . . . . . . . . . 10
Theme, Variations, and Development ............ 10
Theme and Development .... ,... ................ 9
Fantasia Style ..................,......e.e.. 9
Etude Style ... ea.................... cc........ 8
Three-subject Form:

ABC ee.e......qq............................ 3
A J3C 0 .. *... .... ee oatee... e........ ... ... . P
AABAC . . . . . . . . . . . . . . . . . . .

Four-subject Form:
AABACADA* ..... ,,,...........,.....,.. 1

*Also .Rondo Form.

After such a thorough analysis, one is surprised at

finding, in music which on first impression appears to have

no trace of recognizable formal structure, a generous use

of conventional two-subject forms (an "A" and a "B" with
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varied combinations) and two-phrase periods as basic formal

patterns. The presence of such forms probably has two ex-

planations. First, the composer might have intentionally

used these forms as a means of introducing the study of Form

Analysis to the piano student (especially in the earlier

pieces where the form is quite clear), and, secondly, the

folk-song influence upon the composer might have caused him

to "feel" the melodies in the characteristic folk-song style

of these forms (i.e., simplicity and clarity of phraseology

and structure).

This question might arise: "Why, if they are fre-

quently written in such familiar forms, do some of the

pieces appear, at the first hearing, to be entirely free

from any formal structure?" The answer to this question

also is twofold. In the first place, Bartok never repeats

a theme exactly as it appears in its original form, and

sometimes the mutation is so great that only careful ob-

servation will reveal the true identity of the material.

In the second place, the phraseology, an item which warrants

a chapter in itself because of its importance as a key to

the sectional division of the pieces, is most often un-

symmetrical, and gives the hearer no consciousness of points

of repose, a fact Which significantly reflects the charac-

teristic Bartok trait of unceasing dynamic energy.
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Theme and variations, the form third in frequency in

the table on page 39, is a form which can be traced to the

ballad-style songs of the people. Therefore, it seems

quite natural that this form should appear so frequently.

In the tabulation of the canon form, only those pieces

in which canon appeared as the unquestionable basis of the

composition were counted. There were an additional ten

pieces in vhich the canon style of writing is employed

(e.g., #58 or #81), but in these cases one of the other

types of structure indicated in the table seemed to serve

as the basis of the form.

The theme, variations and development and the theme and

development forms are also types of structure that Bartok

utilizes to exhibit his ingenuity and individualism in the

handling of stated material.

The infrequent use of three-subject forms is probably

accounted for by the fact that, in the Vikrokosmos, the com-

poser deals mainly with the smaller forms. All of the pieces

are comparatively short, ranging in length from the eight-

bar exercises at the beginning of the work to the one-hundred

and seventy-bar piece entitled "Ostinato" (#146).

Again let the reader be reminded that the forms men-

tioned are only basic patterns, and no attempt is made to

follow the forms exactly. On the other hand, it seems that

Bartok is purposefully trying to obscure the formal patterns
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in an effort to present his own individual musical language.

Naturally, since the forms are not clearly outlined, there

must be some method of indicating phrase endings and sec-

tional division. Again, as he has done in all other ele-

ments of his style, Bartok resorts to a system of devices.

These devices will be enumerated and illustrated in the

following section.

Factors in Phrase and Sectional Division

After a study of the devices used to indicate a phrase

or sectional division (both in tihe pieces based upon trace-

able formal structure, and in those of the Fantasia and

Etude type), the following were found to be the most per-

tirent in Bartok's writing of the Likrokosmos.

The oauseor held note.. -- This common device for in-

dicating a phrase or section ending is clearly exemplified

in #59 and #85, wherein it appears in the midst of moving

eighth-notes.

Dr0 w2_

Fig. 35. -- The pause or held note as indica-
tion of a section ending.
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An interesting variation of the held-note clevice occurs

in , where the rhythmic interest continues.

IL. 5 2 3-
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Fig. 36. -- The held note *with rhythmic
variati on.

In #144 and #147, an interesting treatment emloying

dissonance is shown in the sustained tone clusters. ix-

cerpts from these pieces are given in the following example.

n i 1 gzq' b

Fl.37. - Hel notes Pi the form of
tone clusters,

I
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Change of material. - This quite conventional device

is utilized in #133, wherein the phrase ending is indicated

by a change from a sharply-rhythmic section in triple meter

to a flowing, linear section in duple meter.

Pig. 58. -- Change of material as an
indication of a section ending.

The change from thin-textured to thick-textured mate-

rial is noted in 142.

Fig. 39. Change of material as an
indication of a section ending.

Tochange f treatment .of material. -- This familiar

device is quite common in the ikrokosmos. A notable ex-

ample is found in #62. In that piece, rhythmic variation,

besides a change of register, is the most outstanding
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factor. It consists of the insertion of rests into an

evenly-flowing eighth-note figure.

W -1 -kb-

Fig. 40. -- Change of treatment of the
same material.

A change from major to minor mode is shown in #79.

-z

Fig. 41. -- Change
same material.

of treatment of the

In #131, a change in the handling of parallel fourths

indicated a sectional division.

I *7pr r

Fig. 42. -- Change of treatment of the
same material.
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An example of variation in the accompanying figure

appears in the upper voice in #139.

Fig. 43. -- Change of treatment of the
same material.

C e of chord or register (transposition) -- Both

change of chord and change of register are used to indicate

a section ending in the first example of this much-used

device (#63).

WI8 s a-3 Th4

Fig. 44. -- Change of register and
transposition.

One of the clearest examples of the change of chord

device occurs in #102.
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ig. 45. -- Change of chord

Another good example of the change of register device

-this time in the accompanying figure -- is found in the

folio ing excerpt from ff48.

I I 5 72-A

Fig. 46. -- Change of register

Chean oof sustained note. -- One of the best examples

of' this common device (common in the Mikrokosmos) as an

indication of a phrase ending is given by the shift from an

r-sharp to an E-flat in #108.

Fig. 47. -- Change of sustained note

im
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A variation of the sustained-note change (plus a change

of register) is shown in the repeated eighth-note pattern

in #153.

S14 To 31

Fig. 48. -- Change of repeated note

For another example of the change of a sustained note,

this time in the form of a chord, see Figure 45, page 47.

Change of melody. -- This device is quite rare in the

krokosmos since most of the pieces, being in the smaller

forms, have only one melodic motive, However, a good il-

lustration of Bartok's use of the change of melody device

is found in #147.

S20 A

Fig. 49. -- Chane of melody

Rests -- The use of rests as an indication of phrase

endings in the Ifikrokosmos is an uncommon device since
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Bartolk, in his writing, utilizes short silences as a means

of attaining rhythmic variety, and adding emphasis to the

sounding notes. The brief rests at the phrase endings in

#77 are probably the best examples of the use of this device

since they separate sections of fast-moving sixteenth-notes.

An excerpt from this piece is found in the following example.

Fig. 50. -- A rest as an indication of
a section ending,

Equally lucid examples appear in #89 and #111, where

the rests end flowing phrases of contrapuntal writing.

='2J

(L

pig. 51. -- Rests as indications of
section endings.
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ange of yle. -- Of this device, quite common in

the i'ikrokosmos, one of the clearest examples, containing

a shift from a vertical to a horizontal line, is given in

the following excerpt from #131.

Fig. 52. -- A change from chordal style
to linear style.

Another clear example, this time of a change from

linear to chordal style, is shown in #144.

Fig. 53. -- A change from linear style
to chordal style.

For another illustration of the same treatment, see

Figure 38, page 44.

Cadence. -- This familiar device used in the indica-

tion of a section ending is, strangely enough, used very

vwww-sr ,
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infrequently in the Mikrokosmos. Such a section ending as

the following is very rare.

Fig. 54. -- A cadence indicating a sec-
tion ending.

Other devices frequently used are: (1) change of

tempo, (2) ritard, (3) repetition of material, and (4)

change of tonality. However, since these are easily seen

(e.g., in #141 or #129), there is no need for exemplifica-

tion.

In his formal structure, Bartok again shows his ex-

ternal striving for freedom, yet in this element of his

MUSic, as in almost all other elements, he again uses

(whether intentionally or unintentionally) some of the

conventional forms as a foundation upon which to base his

unique individualism.



CHAPTER V

TONALITY

Among the elements of style in the Yikrokosmos, the

problem of tonality is the most elusive, for, in his tonal

scheme, more than in any other element, Bartok more nearly

approaches the consummation of his life-long ideal of free-

dom from the bonds of convention.

Bartok's conception of music is comprehensively
represented in his tonal development. This evolu-
tion may be summed up in a word: the fight for to-
nality. In his early works he stands on dual major-
minor ground. But after he became acquainted with
Debussy's individualization of chords, which steps
over the boundaries of major-minor tonality, thus
preparing the way for the hegemony of melody, he
also began to enlarge the sphere of the functions
of tonality. By admitting the whole-tone scale,
the pentatonic scale, the scale of augmented seconds
and the ecclesiastical modes, he aimed at neutral-
ization of classical key relationship and dissolu-
tion of tonality by the creation of new tonal func-
tions. The absorption of peasant music into Bartok's
art opene{ up a path towards a new conception of
tonality.

As explained above by Haraszti, it is found, in a

survey of the Likrkosmos, that the tonality of the music

is freely based upon a number of devices which have become

influential chiefly through the folk-music route.

E>il Haraszti, Bela Bartok, p. 91.

52
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The clearest insight into Bartok's tonal scheme is

attained (as has been the case in the preceding chapters)

by presenting each device individually, with the purpose

of determining the characteristics, use and added "Bar-

tokian" individualisms. Descriptions and illustrations

of these devices appear in the following sections.

Neo-modal ity

The most important basis of tonal structure, at least

the one most frequently used in the Vikrokosmos, is neo-

modality. By neo-modality is meant the use of the old

ecclesiastical modes (i.e., scale forms) in determining

tonal centers and signatures, yet disregarding the restric-

tions of formal modal structure regarding compass, finals,

and the use of accidentals.

In fact, fifty-one -- nearly one-third of the pieces

-- are clearly based upon one mode, and a section of the

music based upon modality appears in at least that many

more pieces.

The earliest example of modality in the "ikrokosmos is

found in #5, wherein the range and finals are as follows:

t o

Pig. 55. The range and finals of a
modal piece.
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In all of the early examples, the modes are presented

in almost pure form, but beginning with the fifteenth in-

stance, Bartok individualism, evidenced by the use of

accidentals,begins to appear.

From that point of departure, the evidence of indi-

vidualism becomes more and more marked until the composer

reaches that state of complete freedom from conventional

rules where the modes are recognized only as underlying

foundations of the tonal structure.

The Use of Accidentals

Obviously, the most natural means of destroying tonal

feeling is through the use of accidentals, and Bartok prac-

tically "leaves no stone unturned" in pursuing this method

of creating tonal freedom.

Haraszti discusses the use of this device in the fol-

lowing excerpt from his books

He destroys all key relationships in succession
and creates a free, neutral, and unrelated sphere.
His chief means of neutralization may be found in
his use of four-note ambiguous chords consisting of
major and minor thirds (e.g., C, E, E-flat, and G),
unresolved six-four chords, superimposed fifths,
passing notes and accidentals, etc.

A favorite accidental seems to be the raised fourth

degree, and next ir frequency comes the lowered seventh

scale step. Since these accidentals are characteristic of

2 bid., p. 92.
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the modes, they are used frequently in creating a modal

feeling (lydian and rixolydian), as well as being combined

with other intervals to create atonal feeling.

A good example of the use of the sharped fourth can

be found in #75.

Fig. 56. -- The use of the sharped
fourth scale step.

Year the end of the series, the extensive use of ac-

cidentals has become so common that Bartok has to begin

using structural devices to keep the nmesic from being

atonal (e.g., #144).

"IJust as atonality does not exist in folk-song, so

Bartok's music will always be tonal though sometimes it is

Enigmatic Tonality."3

Devices Creating a Tonal Center

The most frequently used device for creating a tonal

center in these pieces, which, through the use of acci-

dentals, tone clusters, etc., approach atonalism is the

3Ibid., p. 92.
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sustained-note device. The use of this device as a factor

in the elements of harmony and form has been discussed in

the preceding chapters.

A clear example of the use of this device in the

creation of a toral center is found in the following ex-

ample (#141).

*S G4
11

~fI Vi

Fig. 57. -- A sustained note indicating
a tonal center.

Another device, closely related to the sustained note,

is the ostinato figure. The ostinato in #124 is a swiftly

repeated E-flat,

:~0

___________

Fig. 58. -- Ostinato indicating tonal center

Sometimes a pedal-point is used as the sustained note.

Such is the case in #126.
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Fig. 59. -- Pedal point indicating a
tonal center.

Chromaticism

Bartok's chromaticism is the consequence of
mixed tonality. nevertheless, I would not venture
to call his chromaticism "latent diatonicism," as
one of his critics does, as the tendency of Bar-
tok's music is often undisguisedly chromatic.4

Suite naturally, the generous use of accidental is the

all-ftportant factor in the production of a piece in hro-

matic style, but since Bartok's use of accidentals ias sur-

veyed in the foregoing section, further discussion is un-

necessary.

he first example of chromaticism in the ikrokosmo

is found in #54, a piece entitled "Chroatic." An excerpt

from this opposition appears in the following example.

Fig. 60. -- Chromaticism

4
Ilbid
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Though there is much chromatic movement in the above example,

the hearer retains the feeling of an E-minor tonality, rather

than chromatic tonality since on almost all rest points are

members of the tonic triad in E-minor.

Though the use of chromaticism in the likrokosmos is

not very extensive, there are several (six or seven) good

examples of chromatic style, especially near the end of the

series vihere Bartok felt freer to exhibit his individuality.

The example shown in Figure 61 is a clear illustration

of this later style of chromaticism.

'aIL391 1 1-3

A d

Fig. 61. -- Chromaticism

The Whole-tone Scale

Since Debussy is considered the father of the whole-

tone scale, it is to be expected that any use of the whole-

tone scale by Bartok would have been influenced by the

French master. IHaraszti admits this influence in the fol-

lowing excerpt from his book:

But after he became acquainted with Debussy's
individualization of chords, Ahich steps over the

M
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boundaries of major-minor tonality, . . . he also
began to enlarge the sphere of the functions of
tonality.5

There is not a great use of the whole-tone scale in

the Mikrokosmos, but in the few instances where it does

appear, the device is clearly outlined and indicated. In

one case, #136, the piece, an excerpt of which is given in

the following example, is entitled "Whole-tone Scale."

Fig. 62. -- Whole-tone scale

The Pentatonic Scale

The pentatonic scale is an easily recognizable charac-

teristic of Hungarian folk music, so it naturally appears

in Bartok's writing of the 1.ikrokosmos. The role of this

scale in the folk music of his country is outlined in the

following excerpt from Bartok's own book:

The importance of pentatony in Hungarian peasant
music was first acknowledged by Todaly. He dealt
vith the point at length in his aforementioned work
(The Pentatonic Scale in Hungarian Peasant music) ,
making it clear that three forms of pentatonic scale
are preserved in old Hungarian tunes:

Ibid., p. 91.
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(1) The pure pentatonic scale. [c.f. Figure 63.3
(2) The pentatonic scale in which the second and
sixth degree of the diatonic scale occur, but as
secondary, ornamental tones only.
(3) In certain tunes, whose pentatonic base is
recognizable, these second and sixth degrees oc-
cur as real notes to which a separate syllable is
sung (these notes generally occur on a weak beat,
never at the end of a tune line).

In cases (2) and (3), the second degree will
usually be a' of a-flat', the sixth e'' of e-flat'',
so that the original Dentatonic scale becomes Iorian,
Aeolian, or Phrygian.

The clearest example of the use of the pentatonic

scale in the Yilkrokosmos is in #61, "Pentatonic elody,"

wherein the pure form of the pentatonic scale is used in

the melody.

Fig. 63. Pentatonic melody

In #100, Bartokh shows his individuality while using t.e

pentatonic scale as a basis of his melody. During the course

of the piece, the scale is transposed and altered with t he

insertions of the second and sixth scale steps. This com-

position would be classed in group three of the classifica-

tions in the above quotation.

elaBarto, Hungrian Fol lusic, p.
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Fig. 64. -- Pentatonic melody

In #105, a unique treatment is given by the combination

of two pentatonic scales.

Fig. 65. - Two pentatonic scales combined

Key Signatures and the Correlation of the Signature

to the Actual Tonality of the Piece

In a survey of the individual pieces, in regard to de-

termining common practices and deviations from the conven-

tional (see Appendix C), it was found that Bartok shows a

great preference for using no key signature, but indicating
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the tonal scheme through the use of accidental, In fact,

in 110 cases out of the possible 153, there is no key sig-

nature indicated. A large majority of these pieces are in

neither C-major nor A-minor, but are in some other tonality

(or tonalities) indicated by accidentals,

The frequency of the various conventional signatures

used is shown in Table 2.

TABLE 2

T HE FREQUENCY OF CONVEYTIOYAL SIGNATURES FOUND
IN THE MIKROKOSMOS

Signature Frequency

One sharp *...................... . .. 12
Two sharps .... ***....... .... ,...**...

Three sharps *,.....,..*.......,.... 7
Four sharps * .................. . .... . 6
One flat ................................. 6
Three flats 4........... ........ 4
Two flats *..@......,...o.1,,,,......... 1
Five flats ..*..1...................... I
S ix fl at s . . . . . .. . . , , ,, , , . .
Five sharps *1....#....,......,,,,,,,,,,,. I

Total .. .. *............. ..... 48

Notice the preference for the sharp keys in the above

tabulations. This preference might be explained by the

"key color" advocates on the basis that the sharp keys are

more dry, rugged, and brighter, more clearly reflecting

Bartok's usual pianistic style.

In the whole series, there are only eight appearances

of unconventional signatures. These signatures with their

frequencies are shown in the following table.

'aww"Amomw4w -- -- - - - WAWAVOU



TABLE 3

TUE FREQUENCY OF UNCONVENTIOINAL S IGNATUPS
FOUND IN THE Y -IKRGKOSBIOS

Signature Frequency

C-sharp . ------------............ . .. 3
F-sharp and G-sharp . . . . . 2
C-sharp and G-sharp . ............. I
A-flat ............... ................ I
E-flat ......... .... ...

Total .............................. 8

Naturally, the unusual signatures recorded in the fore-

going table produce unusual scales (e.g., the whole-tone

scale), but in some cases they appear to be used for purely

practical purposes. For instance, in #44, the Piano I part

has a signature of F-sharp and G-sharp. As is seen in the

following example, the tonality is clearly E-major, the

C-sharp and G-sharp not being necessary since these notes

do not appear in the melodic line. (In the accompanying

Piano II part, the C-sharp and G-sharp are indicated.)

Fig. G6. -- Use of
signature.

an unconventional
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Pixed signatures are so uncommon, appearing in only

four instances, that they can hardly be called character-

istic of the Rikrokosmos. Though this type of signature

viould usually be considered a dissonance-producing device,

clever handling by ]Bartok has prevented this sort of result

in every instance. The four mixed signatures are: (1) #44

-- Piano I, F-sharp and G-sharp, Piano II, four sharps;

(2) #70 -- five sharps vs. no signature; (3) #99 -- E-flat

in one voice against F-sharp and G-sharp in the other voice;

(4) #105 -- four sharps vs. no signature.

Generally speaking, signatures seem to matter little

to Bartok, as his very generous use of accidentals tends to

destroy any key sense suggested by the signature. As a

rule, the first and last chords of a piece are not the tonic,

as dictated by the key signature.

In fact, in only thirty-nine instances, out of the 153

pieces, does the composition begin and end in the key (major,

minor or mode) indicated by the signature (see Appendix D).

Though not adhering to this principle as a strict rule,

Bartok usually begins and ends a piece in the same tonality,

even though this final tonality is not one of those (major,

minor or mode) indicated by the signature. Ending on a

tonality a perfect fifth higher than the opening one is a

practice examples of which are found often enough to warrant

its being called a characteristic. His frequent use of a
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closing tonality different from the opening one is another

indication of his perpetual desire for freedom.

See the following table for the evidence of the charac-

teristic relationships of opening and closing tonality.

TABLE 4

T HE FREUEYCY OF EACH RELATE IONSHIP OF OPEITING
TO CLOSING TONALITIES

Relationship Frequency

$ame *--- ------ -. D.. .. ......... 102
Pi fth -- .- -- -- -- --- .. .. .. .. .. 24
Seventh:

linor .---- * -- 9... #........... .. . 6
Lajor* ............. , , . . . .1

Third:
.ajor .. . . . . . . ., . . . . . . 4
Linor ---------... ................. 3

ecord (major) ....-. -............... 6
Sixth.:

L.ajor *----------- *.,,,............ 3
i'nor . 2

t ourth .----. --... --.. ... ...**........ 2
*Only example of a half-step shift.

Bitonality

There is not a very extensive use of bitonality in the

VikrokIosos. In reality, there are only about six composi-

tons in the entire series which have a clearly bitonal

structure.

In the only reference to Bartok's bitonality in his

book, Haraszti says, "By combining ecclesiastical modes and
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admitting dual major-minor tonalities, he arrives at bi-

tonality. , 7

Bearing out Hraraszti's remark, it is found, in a survey

of each piece, that the dual major-minor tonality is the

ost cormon form of Bartok's bitonal i ty. An extremely clear

example of this form is found in #59.

J[A4 -1 1-1

Fig. 67. Bitonality

Probably the most dissonant form of bitonality can be

found in #86, r herein the two keys are separated by the

interval of a tritone, a favorite interval of Bartok.

7Emil Haraszti, Bela Bartok, p. 92.



For other examples of bitonality, see #94, #103 and

#119 in the Likrokosmos.

ko dulations

Again quoting from Haraszti's book,

As it is impossible that the interval of a fifth
should play as important a role in the old (peasant
music) system of tonality as it does in major-minor
dual tonality, the effects of transition from tonic
to dominant which in our musical perception are so
all-important and decisive, lose their significance
withlBartok (in his use of peasant music). He there-
fore discovers new modulatory horizons. . . . His
partiality to accidentals is also an incentive to
experiments in modulation. 8

As pointed out by Haraszti, the influence of neo-

modality and accidentals has greatly enlarged Bartok's

modulatory scheme. In this field, he approaches very near

to absolute freedom from any bonds of conventional rules.

It seems that the modulations are not restricted in any

way, and that a sudden change of tonality without any har-

monic preparation whatsoever is the .iost comnron practice.

For an example of such a sudden change of tonality,

note the example given in Figure 69.

n 27 X 5-6-ro3 J-

Fig. 69. -- Sudden change of tonality

I1bd., pp. 91-93.
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If there is any preparation at all for a modulation,

it is usually a pause -- a purely rhythmic preparation with

no trace of a harmonic modulation leading to the new key.

Such is the case in #96.

Fig. 70. -- Phythmic preparation for a
change of tonality.

Occasionally, a harmonic preparation for a modulation

may be found, but those cases are so rare that the harmonic

preparation for a cadence might be called a negative char-

a.cteristic of the Liikrokosmos.

Cadences

Bartok exhibits almost as much freedo. in his cadence

forms as he did in his modulatory scheme. Often the ending

of a piece is so sudden and surprising that it sounds as

though the player 's hands were torn away from the keyboard

in the middle of a ph.rase.

As noted in Table 4 on page 65, Bartok often ends on

a chord which is a fifth above tie opening tonality. If

the piece has remained in the same tonality throughout, then

the piece seems to end suddenly on the V-chord. As seen in



the table, there are about twenty-four instances of such an

ending, but there are also additional V-chord endings since

he sometimes ends on the V-chord of the tonality of the

last section, even though it is not the same as the opening

tonality. The following example illustrates this point.

Fig. 71. -- Ending on the V-chord

Another device, obviously acquired from the influence

of the ecclesiastical modes, is the "tierce de Piccardi"

ending -- the ending of a minor section with a major tonic

triad of the same tonality. An excellent example of such

a cadence is found in the following excerpt from #71.

Fig. 72. -- A "tierce de Piccardi" ending

There are some cases vvherein the cadences, though not

strictly conventional, are found in the conventional scheme.

Such is the case in #87 and #95.
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35 5 '-g

Fig. 73. -- Cadences

The most characteristic cadence found in the 1Lkro-

kosmos is the mixolydian cadence, V( ).I or VII( ).I, also

a product of Bartokt s use of neo-modality.

LExcellent illustrations of this type of a cadence are

found in the excerpts from #93 and 7#77 in Figure 74.

li. 374k5-6

Fig. 74. -- Cadences

In the latter excerpt above is also an illustration of

the "tierce de Piccardi" ending.

New Scales

Again expressing his desire for freedom for new crea-

tion, Bartok has included sore very unusual new scales in

the Likrokosmos. In almost every case, tbe new scale serves
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only as a basis for the melodic line, the accompaniment

furnishing a more conventional basis.

Illustrations of the new scales with their sources are

as follows:

11:4* 0T 6CRLE

Aig. 75. -- rew scales in the 'ikrolkosmos

In conclusion, it must be said that lBartokh, in his

scheme of tonality, follows the same general idea which he

pursues in all other elements of his style. Supreme free-

don is sought only to the point reached without losing sight

of certain 'asic fundamentals upon vhich to base his in-

dividu lity.



CHAPTER VI

The study of the melodic aspect of any style is ex-

tremely interesting and enlightening. It also is of an

elusive nature, however, because there are few objective

measurements to be made in dealing with this aspect of

style. The investigator tmst play the role of an observer

-- an onlooker watching a parade of very unusual and highly

individualistic practices in the structure of the melodic

scheme.

Such is the case in the study of the stylistic aspects

of the melodic structure of the Mjkroko9mos. And in watch-

ing this particular parade of melodic treatment, one sees,

more clearly than in any other aspect of Bartok's style,

evidences both of the great influence of Hungarian folk

music and of the composer's unique individualism.

In the likrokosmoe, only in a few instances has melody,

in the strictest sense of the word, been given the role of

the most important element in a composition. In its most

characteristic function, it plays "second fiddle" to rhyth-

mic, harmonic, or contrapuntal interest.

72
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It is an interesting and unusual fact that, after an

individual melodic analysis of each piece, it is found that

the pieces can be grouped into four general classifications.

These four classifications are:

1. Contrapuntal style.

2. Recitative style (the type of piece wherein the

melody is stated in a positive, forceful manner, both hands

playing the same theme at an interval of one, two, or three

octaves with no accompanying material; that is, none except

possibly a sustained note or chord in one or two cases).

3. Melody with accompaniment.

4. Resultant melody (those pieces wherein there is no

clear melodic material and the only traces of such are al-

most disguised in rhythmic and harmonic figuration).

A frequency tabulation of these four classifications,

in addition to frequency tabulations of melodic style, is

found in Table 5.1

As is seen in Table 5, Bartok's most frequently used

stylistic form of writing in the ilkrokosmos is the contra-

puntal form. In some cases, tbis style takes the form of

conventionally strict canon or fugue; however, it usually

assumes the form of free counterpoint in the development

The results from the first book of the series have
been omitted from Table 5 since the composer, dealing mostly
in pedagogical values, was not able to reflect much creative-
ness in the construction of those pieces in the first book.
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of a theme type of idiom, most often utilizing two voices

(in a few rare instances, three or four voices).

TABLE 5

THE FREQUECY OF EACH MELODIC TYPE FOUND
IN THE 4IKROKOSMCS*

Type Frequency

Contrapuntal style:
Step-wise melody .................... 23

Angular melody ...................... 5
Mixture of both types ............... 11

Recitative style:
Step-wise melody .................... 11
Angular melody ...................... 5
Mixture of both types ............... 4

Melody with accompaniment:
Step-wise melody.................... 21
Angular melody ...................... 8
Mixture of both types ............... 4

Resultant melody ....................... 22

*Two selections, #128 and #143, were not
classified in this table because they contained
nearly equal portions of each of the four styles.

Next in frequency of use comes the melody with accom-

paniment style of presentation. Quite naturally, one would

expect to find, and does find, extensive evidence of folk-

song influence in this type of writing. In every case, how-

ever, Bartok disguises the melody in exciting individualistic

devices such as those described in the chapters on rhythm,

harmony, and tonality (e.g., rhythmic variation, cross rela-

tion, altered notes, etc.).

Table 5 is clear evidence of Bartok's preference for

the flowing, step-wise type of melody. In fact, a prevalence

- , 4,gr..m - - - - d;, , - -- .1 -1;1-1-1 1, 'UN
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of this style is noted in seventy-four out of the ninety-two

pieces containing clear melodic material. This fact seems

unusual in that these pieces spring from the "ultra-modern"

period, of which angularity is a characteristic.

Even though the angular type of melody is used in a

comparatively few pieces, one can find instances of extreme

angularity. A lucid example of such is found in #106, an

excerpt of which follows.

I:M to 1-3

Fig. 76. -- Extreme angularity of melodic
line.

On the other hand, pieces containing an extremely step-

wise melodic line are found -- for example, #150:

,XE_ 3 f

Fig. 77. -- Extremely step-wise melodic
line.

In the pieces classified as "mixture of both types" in

Table 5 on page 74, there are two types of mixtures. First,

WAOM-lz: 1 , -- ". , yA -*, 6a& . ., -,.-
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there are those pieces in which two contrasting melodies

appear -- one angular and one step-wise. Secondly, in some

pieces, definite traces of both angularity and step-wise

style appear in one long melodic line. The traces of each

style are so clear in these instances that it would seem

unfair to sacrifice the recognition of one style in order

to classify the piece in the opposite style.

A good example of the first type of mixture is found

in #58,

Fig. 78. -- A mixture of angular and step-
wise melodic lines.

An equally clear example of the second type of mixture

of angular and step-rise movement of the melodic line appears

in #40.

Fig. 79. -- A mixture of angular and step-
wise movement in a melodic line.
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It was also surprising to find, in this music, the

usually very symmetrical rhythmic balance of the melodic

line. It appears that the petulant, fretful feeling of

unrepose, vhich is the average listener's first impression,

is produced in the accompanying figures rather than in the

melody itself.

In almost every case where the melody is heard alone,

the folk-song-like phraseology balance of antecedent and

consequence is evidenced. The most frequently used note

values used in the melodic rhythm of the likrokosmos are

combinations of quarter- and eighth-notes; half-, quarter-

and eighth-notes; and quarter-, eighth- and sixteenth-notes.

The use of the dotted-eighth- and sixteenth-note pattern is

very rare, although augmented note values, in the form of

dotted-quarters and eighth-notes in slow tempo and cantabile

style, are utilized quite frequently. For interesting

rhythmic treatments of the melodic line, see the following

examples.

Bartok uses the interest-catching device of introducing

triplets into duple meter quite frequently. Such is the

case in #88.

Fig. 80. -- Triplets

_____
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Other devices of variation introduced into the melodic

line are syncopation, sudden sharp staccato, octaves, em-

bellishments and turns (e.g., #148).

Fig. 81. -- Embellishments

Use of melodic embellishments, such as mordents, turns,

etc., is quite unusual in the Mikrokosmos, and it is an

interesting fact that in only two or three instances in the

entire series does Bartok introduce a trill.

An especially interesting and unique melodic treatment

is found in the second dance in Bulgarian rhythm (#149),

wherein the melody is presented in a breathless, expressivo-

staccato style.

Fig. 82. -- Expressivo-staccato style
of melody.
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Another type of melodic variation is the shifting of

the melody from one voice to another. In some cases, the

same accompanying material is shifted to the alternate

register, and in other instances, the accompaniment appears

in entirely new rhythmic, harmonic and tonal dress. Of

course, in those pieces of contrapuntal style, the melody

alternates continually between the two voices, or appears

in both simultaneously.

For an example of the shift-of-register device, see

the following excerpt from #45:

Fig. 83. Change of register

"To counterbalance melodic atonality, Bartok captures

the tonality with the chords of the accompaniment. He also

favors tritones which he uses without any kind of prepara-

tion,"2

In agreement with the above quotation from Haraszti's

book, it was found, in the individual analysis, that the

2Emil Haraszti, Bela Bartok, p. 93.
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intervals of a fourth, a third and a tritone are the most

important intervals in the light of melodic leaps. Of the

three, the skip of a fourth is most frequently used. This

is probably accounted for by considering the sol-do relation-

ship in the major-minor tonal scheme of much of the influen-

tial folk music.

An interesting treatment of the interval of a fourth

as a basis of melodic material is found in #146, where there

is progression of fourths in the same direction, in addition

to angular movement of fourths.

Fig. 84. -- The skip of a fourth in the
melodic line.

The saume treatment, this time utilizing thirds, is

noted in the arpeggio-inspired material in #103.

.Ir iA- 3

Fig. 85. -- The skip of a third in the
melodic line.

Ilk . W , , -
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Although four-note and three-note leaps permeate the

melodic material in the Mikrokosmos, the melodies retain

their flowing, linear characteristics by virtue of the fact

that these leaps appear in the midst of diatonic of step.-

wise passages, and progress in the same direction as their

surrounding material. Such leaps are exemplified in the

following excerpt from #143.

Fig. 86. -- Four-note and three-note leaps
combined.

The importance of the tritone in harmonic structure

has already been presented, but in the light of leaps of

the augmented fourth in the melodic line, it assumes even

greater meaning in the light of Bartok's style. This

device, along with chromaticism, unique use of accidentals,

and cross relationship with accompanying material, accounts

for most of the melodic dissonance encountered in the music.

Haraszti relates that the tritone achieved a place of unique

importance in Bartok's music. It certainly is the most

important feature of the following excerpt from #72.
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Fig. 87. -- Tritones in the melodic line

The interval of a sixth is extremely rare in the melodic

material of the )ikrokosmos. The appearance of the interval

of a fifth is quite frequent, especially in inversions of

melodic material, where it takes the place of the fourth.

The melodic leap of a major or minor seventh is very

unusual, most frequently appearing, along with sudden accents,

sudden changes of direction, and surprising accidentals, as

a humor-producing device. Such is the case in "Merry Andrewt"

#139.

Fig. 88. -- Sudden changes of direction

Another good illustration of such use is found in Figure 33

on page 33.

In conclusion, it is probably best said of the melodic

material of the Yiikrokosmos that smooth, flowing, lyric,
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step-wise melodies contrast with some fierce, sharp, angular

lines to produce unique, always-interesting contours vibch

never fail to show Bartok's own individuality in the midst

of the influence of the Hungarian folk music that he loves

so fervidly.
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CHAPTER VII

SUIJJY AND CONCLUSIONS

Summary

A brief review of the material covered in this stylis-

tic analysis of Bartok's Mikrokosmos is presented in the

following outline.

I. Rhythm

A. The folk-song influence upon the rhythmic element
in the Mikrokosmos

1. Bartok's own classification of Hungarian
folk-song rhythms

2. The use of actual folk-tune rhythms in the
music

B. Factors in the rhythmic treatment of the music
L. Rhythmic variation of a figure
2. Syncopation
3. Frequency of use of the different meters
4. Unusual time signatures

II. Harmony

A. Bartok's individualism as evidenced in the har-
monic scheme of the kikrokosmos

L. The use of conventional chords
2. Relative amounts of chordal and linear mate-

rial
B. Devices used as a basis of the harmonic structure

l. Parallelism
2.a Ostinato
3. Sustained notes
4. Shrinking-e)panding device
5. Altered notes
6. Tone clusters

84
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III. Form

A. The strong influence of conventional forms in
the Li krokosmos

B. Phraseology
1. As an important key to sectional division
2. Lost frequently used phrase lengths and

combinations -- txo-, three- and four-bar
C. Table and discussion of conventional forms used
D. Devices used to indicate phrase and sectional

division
1. The pause or held-note
2. Change of material
3. Change of treatment of material
4. Change of chord or register
5. Change of a sustained note
6. Change of melody
7. Rests
8. Change of style
9. Cadences

IV. Tonality

A. Influential factors upon the tonal structure of
the Likrokosmos

1. Debussy
2. Ecclesiastical modes
3. Peasant music

B. Important factors in Bartok's tonal scheme
1. Ieo-moodality
2. The use of accidentals
3. Devices creating a tona' center

a. Sustained notes
b. Ostinato
c. Pedal point

4. Chromaticism
5. The whole-tone scale
6. The pentatonic scale
7. Key signatures

a. Conventional signatures
b. Unconventional signatures
c. Eixed signatures
d. The relationship of opening and closing

tonalities
e. The relationship of the key signature

to the actual tonality of the piece
8. Bitonality
9. Hodulations

10. Cadences
'l. Lew scales

I gam",t-4 -4p,4., . -1- ;Rggmg, - - -- *e,+-,:,,'--,'ll', ,
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V. Melody

A. The strong folk-music influence upon melody
B. Classification of the four types of melodic

treatment
1. Contrapuntal style
2. Recitative style
3. Yelody with accompaniment
4. Resultant melody

C. Structural factors in the melodic element
1. Relative importance of angular and step-wise

melody
2. The balance of phraseology
3. The rhythmic element in melodic structure
4. Melodic embellishments
5. Other devices of melodic variation
6. Relative importance of the different inter-

vals as used in melodic line

Conclusions

Bartok, in his writing of the aikrokosmos, reveals his

striving for the eternal ideal of his life -- freedom from

the bonds of conventionality for the unique expression of

his own magnificent, individualistic musical language.

Inspired by a consul ate love for his native lungary,

her people and her art, he seeks the expression of those

same emotions that rage in the souls of the earthy Gypsy

peasants Whose music so deeply and sincerely tells of the

trials and struggles involved in the building of a nation-

ality.

Each element of style in 1his music reflects Bartok's

ideal of unrestricted self-expression. Interesting indi-

vidual lines and interesting effects of the whole are pre-

dominantly the general rhythmic characteristics of the music

- --
++
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in the Mikrokosmos. The harmonic scheme, slightly more

dissonant than consonant, is based upon a series of semi-

measurable devices which serve as the foundation upon which

Bartok places his temple of creative genius. His system of

harmony both condenses and enlarges the harmonic sphere.

After destroying almost all preconceived harmonic struc-

tures, he seeks to devise some new tonal center and funda-

mental tone which correspond to the normal function of tonic

and donimant.

Again, in the element of form, Bartok has incorporated

some conventional ideas to serve as the skeleton of his

highly-individualized formal structure, yet, as Haraszti

relates, "his forms are dynamic rather than static; change-

able rather than rigid."1  Truly, he has both "condensed

and enriched musical form." This description is also true

of his tonal scheme. In this element also, supreme freedom

is sought only to the point reached without losing sight of

certain conventional basic foundations upon which to base

his individualistic expression.

Of Bartok's melody, it must be restated that smooth,

flowing, lyric, step-wise melodies contrast with some

fierce, sharp, angles to produce unique, always-interesting

contours which never fail to show his own individuality

1Emil Haraezti, Bela Bartok, p. 94.



in the midst of the influence of the Hungarian folk music

that he loves so deeply.

It is the investigator's sincere hope that from this

study there may be gained a deeper, clearer insight into

the style of tnhe musical art of this century. There is no

other reason for its existence.

And may it open new fields for investigation, both in

the general field of modern music and in the specific field

of Bartok's music, for, truly, Bela Bartok's art is a per-

fect microcosm of the art of the twentieth century, inter-

woven vith the tremendous originality of the composer's own

musical language -- a language rooted in the glorious tradi-

tion of his people.
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XPPITDIX A

FT$QUECY OF USE OF THE DIFFERENT METERS

IN THE IIKROKOS1kOS

Book I

Duple meter: -- 26 times' - tire; and1

Thnlemete: , ~- 4-I time

Triple meter: -- 6times; -- 1 time; and 64--) time.

2ix2 :

Duple meter:

Triple meter:

Compound meter:

Idixed meters:

4
4 --

3
4--

4

#41

#55

#60

Book II

8 times; 2 times; and a -- 6 times.
2

65 times; and g -- 4 times.

-- 1 time.

6 9 6
a 8 8'

2 3
4 4'

2 1 2
-- 22 2'

Book

4Durple meter: -- 8 times;

4
Triple meter* --4times;0

0

III

2-- times; and -7 times.

and -- 2 times.
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kixed meters: #71 -- 2

#75 -- 4

#77 -- 2
4

#81 -- 4

#82 -- 7

#87 -- 4

#93 -- 44

#93 -- 24

#9 4 -- 2
4

3

3
4

3
4

4

2323 232
2 2 2 2 2 2 W

2
4.

232
4 4 4'

2
4.

2 3 9 2 ' .

4.

3 4
4 40

3232353
4 4 4 4 4 8 40

3 2 3
4 4 4 4 4 4 4 4 4 4 4 4 40

Book IV

Duple meter: -- 4 times; and -- I time.

Triple meter: -- 3 times; 6 1 time; and - time.

Compound meter: -- 1 time; and -I time.

kixed meters: #ioo~~ 3 5 3 5 35 3 5 3 5 3 5 Vie ees8#0 M4 8 8 8 8 8 8 8 8 8 8 8 8S

#102v-- 3 2 3 2 3 2 3
4 4 4 4 4 4 40

#1039-- 9832 786888 8 P . 88

#104 --



92

#105 --

#109-- 6 4 6,848

#111 -- 3 5 3 5 3.
4 4 4 4 4*

#112 -- 2 3 20
4 4 4

#114 4 3 4
4 4 4

#117 -- 4 5 4
4 4 4

#120 -- 5 3 4
'4 2 4

#121 -- 3 4 534 4
#11a m24 4

3 4
2 4'

Book V

343 34 4 4 4 4 4'

34 3
2 4 2'

5 4 3 4 3 4 3 4 5 4,
4424442444

4546434564
4 44 4414 4 444

Duple meter: -- 5 times; and -- 6 times.

Kixed meters: #125 -- 3 2 3 2 3
4 4 4 4 4

#126 2 3 3 5 2 3 3 5 2 3 3 5 2
4 4 8 8 4 4 8 8 4 4 8 8 4

3 3 5 23 3 5 6
4 8 8 4 4 8 8 6'

#127 -- 4 2 4 2 4 2 4 2 44 4 4 4 4 4 4 4 4'

#128 -- 2 3 2 3 2
4 4 4 4 4

#129 -- 2 2
4 2

.1 . , -in _11- 1 - -;644AIFW jaw' ' ,-- palipow,
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#132 -- 9 6
8 8

#133--5 4
4 4

#136 -- 2 3
4 4

#137 -- 2 3
4 4

9
8*

5 44 4
4 44 4 4

2
4

'2

4

323
444

#138--2 3
44

323

4 4 4 4*

3 2 3 2 3 2 3 2 3 2
4 4 4 4 4 4 4 4 4 4

4 4 8 8 8'

2
4

Book VI

Thple meter:2A -- - time.

Compound meter:5 4213, 21 13, 3+343, 2+2t2+3,

34+2 -- 1 time each.

ixed meters: #140a-- 3 2 3 5
8 4 8 8

35 23
8 48

35 35
88 8

#141 -- 2 5 3 2
-T4 418448

3 2 5 3
4 4 8 8

4 8 8 8 88 8 8 4

8 8 4 8 88 88 8

8 8 8 8 8 8 8'

3 2 5 2 3 2 3 2 3

4 8 8 4 4 4 4 8 4

533535352
8 8 4 8 4 8 4 8 4

001WORDWHOW A



#142 -- 3 2
4 4

#143 -- 2 1
4 4

#144 -- 4 2
4 4

#145 -- 4 5
4 4

#147 -- a 4 5
4 4

5 2 3 2 3 2 3 2 5 2*
4 4 4 4 4 4 4 4 4 4'

2
4'

4.
4 5 4 .3 4 5 4 7) 4 7) 4.
4 24 24 24 24 24'

4 44 4 4 2 4
4444

34p 4*



APPENDIX B

A BRIEF ANALYSIS OF THE FORAL STRUCTURE OF

EACH P IECE IN THE IKROKOSMOS

1. Two-phrase period: Ant.(1-4), Con.(-a)*

3-) "(7-12)
4. " """ (1-4) " (5-8)
5. A(1-3), A(4-6), 33(7-10), A(l1-13). Divisions indicated

by rhythmic change.
6. Two-phrase period: Ant.(1-4), Con.(5-9)
7.i "t " "1 "1 (1-?) " (8-14)
8. tt t " (1.8) " (9-16)

." " "t " 1-7) " (8-14)
10. A(-6), A'(7-12), B(13-18), A'(19-24). Divisions indi-

cated by change of chord and chan e of rhythms.
11. Two two-phrase periods: (A) Ant .1-4), Con.(5-a);

(B) Ant. 9-12), Con.(13-16)
12. A(1-4), AI(5-8), B(9-12), Aft(13-18)
13. A(1-4), A(s-a), B(9-12}, A''(13-16)
14. A(1-5), A'(6-10), 3(11-14), A''(15-18)
15. A(1-3), A'(4-6), B(7-10), A(ll-13)
16. A a(1-5) b(6-8), B a( u1) b(13-15), A' a'(16-19)

b'(20-22)
17. A(1-4), A'(5-8), B(9-12), A(13-16)
18. Two-phrase period: Ant.(1-5), Con.(6-10)

19. " " " " (1-6) "(-3
20. " " " " (1-8) " (9-16)
21. " " " (i-a) " (9-16)
22 " " " (-) " 16)
23. " " " "(1-6) 1" (7-12)
24. A(1-8), B(9-16), A(17-?4)
25. A(-i1), A 20ll-c), A(21-34) , A'(3-46). Divisions

indicated by change of register and change of material.
26. A(1-3), A'(4-6), B(7-10), A(1i-16). Divisions indi-

cated by change of key.
27. Two-phrase period: Ant.(1-7), Con.(8-14)
28. "' " " (1-7) " (8-14)
29. " "If" f (1-,7) " (8-14)

*Abbreviations: "Ant." means "Antecedent"; "Con.," Con-
sequent"; "Dev.," "Development"; "Trans.," "Transition";
"Intro.," "Introduction." The numbers in parentheses are
measure numbers.
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30. A(x-8), B(9-16), A(17-24). Divisions indicated by change
of chord.

31. Two two-phrase periods: (A) Ant.(1-4), Con.(5-8);
(B) Ant.(1-12), Con,(13-16)

32. Two-phrase period: Ant.(1-7), Con.(8-14)
330 A(1-4), B(5-8), A(9-15)
34. Division in phraseology (Canon)
35. A(-6), A'(7-11), B(12-17), A''(18-27). Divisions indi-

cated by change of key and change of rhythm.
36. Division in phraseology (Fantasia style)
37. Division in phraseology (Canon)
38. Two-phrase period: Ant.(1-4), Con.(5-8)
39. "t "t"I "f (1-5) " (6-11)
40. A(1-9), B(10-21), A'(22-31)
41. Theme, Variations and Development -- A(1-4), A'(5-7),

Dev.(8-14)
42. A(1-8), B(9-16), Trans.(17-20), A(2l-28), B(29-39)
43, A(1-2), A'(3-4), B(5-6), A''(7-8)
44. A(1-4), B(5-8), A'(9-10), B'(11-12), Coda(13-16)
45. T ete and Variations
46. Two-phrase period: Ant.(1-14), Con.(15-28)
47. A(1.7), A'(5-8), (9-12), A''(1m-18)
48. Intro.(l-2), A(3-6), A'(7-id), Trans.(11-12), B(13-16),

3'(17-), A''(21-28), Coda(29-33)
49. Tzo-phrase period: Ant.(1-5), Con.(6-10)
50. A(1-9), A'(5-8), B(9-1?), A''(13-18)
51. A(1-9), B(10-18), A(19-26), B(27-33)
5.2. Two-phrase period: \nt.(1-4), Con.(5-S)
53. A(1-8), Al(9-_16), B(17-24), B'(25-32)
54. i(1-3), A'(4-6), B(7-8), A(-11)
55. Theme and Variations -- A(l-8), A'(9-16), A''(17-,3)
56. Tho-phrase period: Ant.(1-6), Con.(7-12)
57. A(1-6), A'(7-l2), B(13-20), A''(21-26), B'(27-34),

A'''(35-44)
58. A(1-7), B(8-14), A'(15-19)
59. Division in phraseology (Fantasia style)
60. Theme and Variations -- A(1-8), A'(9-17), Trans.(18-20),

A''(21-29), Coda(30-33)
61. Theme and Variations -- Intro.(1-3), A(4-15), Trans.

(16-17), A'(18-29), Coda(30-35).
62. Division in phraseology Etude type)
63. " " " Fantasia style)
64. Theme and Development -- A(1-8}, Dev.(9-23)
65. Intro.(1-4), A(5-9OL), A'(10-14), B(1,5-18), A''(19-23),

Coda(2p4-27)
66. Theme and Variations -- A(l-6), A'(7-12), A''(l3-l8),

I'''(19-25), Coda(26-30)
67. Two-phrase period: Ant.(1-8), Con.(9-16)
68. A(l-2), A'(3-4), B(5-6), A''(7-8), C(9-12), Coda(13-15)
69. Theme and Variation -- A(l-18), A'(19-35), Coca(36-39)
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70 . A(1-4) , B( 5-9) , A' (10 -13) ,B '(14-18) , Co da(19 -24)
71. Theme and Variations -- A(1-l5), A'(16-27), A''(28-35),

Coda(36-38)
72, A(1-8), B(9-16), A(17-24)
73. Theme, Variation and Development -- A(1-8), A'(9-16),

Dev.(17-29)
74. Theme and Variation -- Intro.(1-4), A(5-l2), Trans.(13),

A'(14-21), Trans.(22-23), A''(94-31), Coda(32-34)
75. A a(1-4) a'(5-8), B(9-14), Trans.(15-18), A a''(19-22)

a'''(23-30)
76. Theme and Variation -- Intro.(1-), A(4-ll), A'(1p-20)
77. A(1-4), A'(5-8), 1(9-12), A'(13-17)
78. Theme and Variations -- A(1-8), A'(9-16), Trans.(l7-19),

A''(20-30)
79. A(1-4), A'(5-8), B(9-12), A''(13-17)
80. Theme and Variations -- A(1-4), A'(5-8), A'(9-12),

A'''(13-16), Coda(17-22)
81. Theme, Variation and Development -- A(1-7), A i(8-14),

Dev. (15-35
82. A(1-4), B(5-16), 0(17-25)
83. A(1-7), B(8-12), Coda(13-18)
84. Intro.(1-3), A(4-7), AI(8-11), Trans.(-1, B(14-20) ,

A''(21-25), Coda(26-28)
85, Division in phraseology (Etude type)
86. A(1-4), A'(5-8), B(9-18), C(19-26 , Coda(27-36)
87. Theme and Variations -- A a(1-3) a'(4-6) b(7-8) b'(9-10)

a(ll-13) b(14-15) b'(16-l7) a(18-20), A'(21-40),
A' '(41-67)

88. Theme and Development -- A(1-3), B(4-9), Dev.(10-32)
89. A(1-9), B(9-14), C(14-21)
90. A(1-4), A'(5-8), B(9-12?), B'(13-16), Trans.(1?-18),

A''(19-22), Coda(23-26)
91. Theme and Development
92. Theme and Development
93, A(1-3), A'(4-6), B(7-10), 0(11-16)
94. Theme and Development
95. Theme and Variation -- A(ant.1-2, con.3-4), A'(5-8),

A''(9-12), A'''(13-16)
96. Division in phraseology (Etude type)
97. Theme, Variations and Development -- Intro. (1-2), A(3-9),

At(10-15), Dev.(16-27), A''(28-37)
98. A(1-6), A0(7-12), B(13-20), B'(21-28)
99. A(1-4), A'(5-8), B (9-14), 9 ( -9,Coda(20-23)

100. A(1-31, A'(4-6), 1(7-10), A''(1l-13), A'''(14-16),
Coda(l7-24)

101. Theme, Variation and Development -- A(1-5), A'(6-ll),
Dev. (12-44)

102. Theme and Variations
103. A(1-18), B(19-28), A(29-44). Division indicated by

contrasting tempi and style.

1, -40 1 -4--wavow4gw.



104. A(1-6), A'(7-12), 1(13-19), B'(20-25)
105. Theme and Development -- A(1-9), Dev.(10-38), A(39-47)
106. A(l-8), B(9-18), A'l(19-1), B1(-28-37), A(38-45)
107. A(1-7), B(8-15), A'(16-23), 3'(24-31), Coda(32)
108. A(1-11)9, B(12-19)1, A(20-33)
109. A(1-11), B(12-20), A(20-43)

110. A(1-20), B(21-29), A(30-46), B(47-56), A(57-73)
111. Division in phraseology (Fantasia style)
112. A a(1-8) a'(9-16) dev.(17-31), B(2-44), A dev.(45-60)
113. Intro.(1-3), Ant.(4-13), Con.(14-23), Coda(24-29)
114. A(1-2), B(3-8), A(9-10)B, 3'(11-16), A'(17-19)
115. A(1-4), AI(5-8), B(9-12), B(13-16), A"(17-22),

AIII(23-32)
116. Theme and Variations -- Intro.(1-7), A(8-15), A'(16-24),

Trans.(24-?7), A''(28-35), Coda(36-43)
117. Theme and Development
118. Theme and Development
119. Theme (rhythmic) and Development
120. Division in phraseology (Etude type)
121. Theme and Development
122. Theme, Variations and Development
123. "" " it

124. Division in phraseology (Fantasia style)
125. Theme and Devel moment
126. A(l20), B(21-35
127. Theme and Variations -- Intro.(1-2), A a(3-4) b(5-7)

b'(8-10) a(11-12), Trans. (13-15), A'(16-25), Coda (26 -28)
128. Intro.(1-4), A(5-27), B(28-46), TPrans.(47-50), A(51l--),~

Coda(62-66)
129. Division in phraseology (Etude tyre)
130. There and Variations -- A ant.(1-6 ) con.(?-14),

f'(15-28), A'' con.(29-36)
131. Division in phraseology (Etude type)
132, Theme and Development
133. Division in phraseology (Fantasia style)
134. I "i (Etude type)
135. "1 "t"I(E tu d etyp e)
136. Theme, Variation and Development -- A(1-6)9, A(7-12),

B(13-19), Dev.(20-29), 3'(30-36), A''(37-42),
Dev .( 43-6 3) , Al" '(64-69) , Alt' '(70-7 5) , Co da(76-8,3)

137. A(1-16), B(17-38), C(39-64)
138. Intro.(1-3), A(4-27), B(28-51), A(52-77)
139. Theme, Variation and Development
140. A a(1-7) b(8-12) a'(13-18) b'(19-23), Dev.(24-51),

Ba(52-57) a'(58-64), A a(65-71) b(72-82)
141. A ant.(1-3) con.(4-7), A'(8-14), B(15-22), A''(23~09),

C(3o-'z9), A'''(40-46), D(47-62), A''''(63-69), Dev. and
Coda(70-82)

142. Division in phraseology (Fantasia style)
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143. Intro.(1-5), A(6-24), Trans.(25-29), B(30-45),
Trans.(46-49), A'(50-66), Coda(67-80)

144. Division in phraseology (Fantasia style)
145. Division in phraseology (Canon)
146. A intro. (1-,0, (-7 ,trans. (17-3-9), a'(2-2P8),

trans.(?9-31), b(32-36), b'(37-42), dev.(43-57),
trans.(58-59), c(60-67), c'(68-73), dev.(74-80)
B(81-125) -- Fantasia style
A(126-152)
Coda(153-170)

147. Division in phraseology (Fantasia style)
148. Theme, Variation and Development
149,. A(1-,7), A' (8-15) , B (16-23), A' ' (r24-34) ,j1-3 (7,5-44),

B''(45-54), A(55-64)
150, A(1-4), B(5-22),A(2-),'314,A'4-5,

B'1'( 59-73), A'''(79-94)
151. Theme, Variation and Development
152. A(1-8), Tran s.(9-10) , B(11-15) , C(16-24), A (25-30 ),

Trans. (31-34), B'(35-48)
153. A(1-24), 3(25-45), A(46-97). Division indicated by

change of style.



APPENDIX c

OCCURi.RICES OF CO V TTIOrAL, NTC01VENTIONAL, AND IXED
SIGNATURES IN THE MIKIROKOSMOS

No o f Piece Conventional Unconventional llixed

1-7-
8
91

10
11-14

15
16-23

94
25
26

27-36
37
38
39
40
41
42
4'3
44

45
46
47

48-49
50
51

52-56
57

58-59
60

61-62
63

64-65
66
67
68
69

space)
0

1 sharp (1st
0

0
1 sharp

0
3 sharps

2 sharps
0
0

2 sharps
1 flat
3 sharps

0
(a) 0; (b) 1

3 flats
0

1 sharp
0

5 flats
0

3 sharps; 0;
4 sharps

0
4 sharps

0
1 sharp

0
2 sharps

0
2 sharps

0

100

a-flat

c-sharp

c-sharp

f-shiarp ; g-sharp;
Piano I

c-sharp

Piano I:
f-sharp,
g -sharp;

Piano II:
4 sharps

fl at
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0CCURREN.CES OF SIGNATURES -- (Continued)

No. of Piece Conventional Unconventional J MUxixed

70

71

76
77
78
79
80
81
82
83

84
85-88

89
90-92

903
94
95
96
97
98
99

100-103
104
105

106-110
111

112-113
114

115-116
117
118
119
120
121
122

12 3-125
126
127

1 flat
0

1 sharp
1 flat

0
1 sharp
4 flats

0
I sharp

0
3 sharps

0

I
3
2
I
1
1

0
sharp
flats
sharps
sharp
sharp
flat

0
2 sharps

0
3,sharps

0
2 sharps

0
1 sharp

0
4 sharps

0
3 sharps

1 sharp - 0
0

1 flat
2 shares

c-sharp; g-sharp

e-flat;
f- sharp,
g -sharp

4

sharps

e-flat
f - sharp,
g -sharp

0
4 sharps
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OCCURURECES OF SIGYATURMS -. (Continued)

ho. of Piece Conventional Unconventional Ixed

12 8-130 0
131 6 flats

132-136 0
137 2 sharps

138-139 0
140-153 0



APPENDIX D

TIHE RELATIONSHIP OF OPETIFTG TO1ALITIES TO CLOSING
TOALITIES FOIJT IN TIE IYROKOSV.0S*

Signature Opening Closing
o. Implies Tonality Tonality Relationship

1
2(a)
2(b)
3
4
5
6
7
8
9

10
11
12
143
14
15
16
17
18
19
20
21
22
23
24
25
26
27
28
29
30
31
32
33
34
35
36
37
38

0
0
0
0
0
0
0
0

I sharp
0

a-flat
0
0
0
0

1 sharp
0
0
0
0
0
0
0
0
0

c-sharp
2 sharps

0
0
0
0
0
0
0
0

0
0

2 sharpsa

C
C
a
d
C
a
G
e
e
C
d
F
d
C
d
G
d
C
d
a
G
a
d
d
D
Ab
D

G
e

d
d
G
e

a
F

a)
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C
C
a
6
C
a
G
e
e
C

G

C

C
C
6
C
G
a
C

A
C

e
G
d
a)
a)
e
C
a
C
a)

same
came
same
same
same
same
same
same
same
same
same

1 step alone
same
same
same
5th

Minor 7th
same
same

linor 7th
same
same

Minor 7th
same
same
same
5th
same

Major 6th
same
5th
same
same
5th
same
same
same
same
same
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RELATIONSHIP OF TONALITIES -- (Continued)

Signature Opening Closing
No. Implies Tonality Tonality Relationship

mommo m-m" "-"w- -w I- - a4 1 -1 -- - - -- - - - - m Ot m -- -- fa a

39
40
41
42
43(a)
43(b)
44

45
46
47
48
49
50
51
52
53
54
55
56
57
58
59
60
61
62
63
64(a)
64(b)
65,
66
67
63
6 9
70

71
72
73
74
75
76

1 flat
3 sharps
c-sharp

0
0

1 flat
f-sharp and

g-sharp
3 flats

0
1 sharp

0
0

c-sharp
5 flats

0
0
0
0
0

3 sharps
0
0

4 sharps
0
0
0
0
0
0

2 sharp s
0

2 sharps;

0
1 flat

0
0
0
0

1 sharp

F
E
G
a
d
g
E

f
2"
a
G
C
A

D-flat
G
C

F
a
D
g
F
A
C

G an d g
F- sharp

a

G
a
D
G
D

d
G
C

D

F
B
G

d
g

G-sharp

A-flat
b
a
d
C
A

A-flat
G
d

F
a
A
d
c

C
A

F- sharp
G
C
d
G
a
D
G
D

d
G
G

D
D

same
5th
same
5th
same
same

lajor 3rd

Vinor 3rd
5th
same
5th
same
same
5th
same

lajor 2nd
same
same
same
5th
5th
5th
5th
same

Lajor 2nd
same

lfinor 7th
Vifnor 6th

same
same
san, e
same
same
same

same
same
5th
same

Iajor 2nd
same
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RELATIONSHIP OF TOALITIES.- (Continued)

io. Signature Opening Closing
Iplies Tonality Tonality Relationsbip

.- -- 1+Swmfw

77
78
79
80
81
82
83
84
85
86

87
88
89

90
1

92
93)
94
S5
96
97
98
00

100
101
102
103
104
105

106
107
108
109
110
111
112
113

1 flat
0

1 sharp
3 flats

0
1 sharp

0
3 sharps

0
0

0
0

C-sharp and
G-sharp

0
0
0

1-sharp
flats
sharp s

1 sharp
1 Sharp
1 flat

E-flat
f-sharp and
g-sharpo

0
0
0
0

4 sharp s
0
0
0
0
0

3sha rp s
0
0

9:

G
E
E
c
G
D
G

G

F.-sharp
D
d
A

g

D'
DCP

E
G
C

2: Fsharp
C

A
C( )
Itc~c

G
c
D
GCP

F
c

a
?

a
D

c-sharp

G
f-sharp

d
C

C- h a p

same
Same
same
same
4th
same
5th
same
same
same

Major 2nd
Major Snd

same

same

same
s ame

same
same

Viajor 3rd
IV jjor 2nd

same

same
t

same
.nth3
same

Minor 3rd

r

same
Yinor 5th
vino r 3rd
'ajor 3rd
5th
same
5th

C(?)

G
c
D
G
e
G
c

A

D
E

f-sharp
G
d'

-sh arp
c
a
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RELATIONSHIP OF TONALITIES -- (Continued)

Signature Opening Closing
No. Implies Tonality Tonality Relationship

- - - -w"m"E."-

114
115
116
117
118
119
120
121
122
12
124
125
126
127
128
12 9
130
131
132
133
134
135
136
137
138
139
140
141
142
143
144
145 (a
145(b)
146
147
148
149
150
151
152
153

2 sharps
0
0

1 sharp
0

4 sharp s
0

37 sh ar-a
0
0
0
0

1 flat
2 sharps

0
0
0

6 flats
0
0
0
0
0

2 sharps
0
0
0
0
0
0
0
0
0
0
0
0
0
0
0
0
0

B
G
F
D
d
A

C
D

cE-flat
C
C
b
G
I

C
G-flat

G
G
C
F
C
E
G
F
a

b-flat
G

D-f lat

D
f- sharp

D
E
E
C
E
C
Ac

B
G

d'

CE

ci?
C
D
c( )
c
at
G
C
B
G
E
C

E-flat
G
G
C
F
a
D
G
C
a

b-flat
G

D
f- sharp

D
E
E

AC
cA

C - shar p

-.I #AMK * OOONO-"LMSM SONMMM - -I -- woows__w I _ L. M.do.-_ tam
lower-case

same
same
5th
same

Minor 7th
5th
s ame
same
rame(?)
same
5th
5th
same
s ame
same
same
same

Major 6th
same
same
same
same

majorr 6th
finor 7th
same
5th
same
same
same

lajor 7th

same
same
s ame
same
same
sane
4 th
s ame

Fbjor 3rd
sc<!fne

*Capital letters indicate major tonalities;
letters indicate minor tonalities.
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