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Abstract

Last Wave Reached

Last Wave Reachésla setting of poems by Kay Ryan , U.S. poet laureate, 200®
2010, for three female singers and large chamber ensemble. Ryan writes compact,
intricate miniatures full of unexpected rhymes and alliterations, odd meters , playful
word choices, and penetrating imagery. In this spirit, Last Wave Reacheuhfolds as a
series of distinct musical vignettes, each one evoking a single world of sound. The
language is succinct, and instrumentation varies widely from movement to movement .

Overall, the piece explores themes of repetition, return, finality and (im)permanence.

Register, Harmony, and Phrase Design in WebernOs Op. 24 and Op. 27

Many analyses of WebernOs mature musibave considered pitch-classrelations in
depth, but few authors have explored WebernOs rich use of registrapitch space.
Furthermore, little has been written about the design of indi vidual Webernian phrases.
In ORegister, Harmony, and Phrase Design in WebenOs Op. 24 and Op. 20 | makesteps
towards filling both gaps. In section 1, | focus on the first movement of the Op. 24
Concertg show how Webern groups row forms by trichordal and hexachordal
invariance, and demonstrate that invariant harmony interact s meaningfully with
register to shape the global form of the movement. In section 2, | broaden my scope to
demonstrate that register also plays a crucial role in shaping phrases and creating
cadences throughout Opp. 24 and 27 In addition to intrinsic, pitch-based approactes, |
show that we must consider extrinsicfactors like rhythm, tempo , and articulation to

arrive at a full understanding of WebernOs phrasal technique.
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Part I: Last Wave Reached

for three female singers and large chamber ensemble

Music by Tim Hambourger

Texts by Kay Ryan

Full Score
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Instrumentation

Flute/Piccolo
Clarinet/Bass Clarinet
Alto Saxophone/Soprano Saxophone (player 1)

Tenor Saxophone (player 2)
Trumpet in C (or player may use a trumpet in D at their discretion)

Percussion (1 player)

Prepared Piano/Electric Piano

Soprano (doubling Triangle)
Mezzo-soprano

Alto

Violin/Viola (1 player)

Cello

Note on transpositions

The score is NOT in C. Clarinet and soprano saxophonesound a major second

lower than written. Bass clarinet and tenor saxophone sound a major ninth lower than

written. Alto saxophone sounds a major sixth lower than written. Piccolo sounds an

octave higher than written. Glockenspiel and crotales sound two octaves higher than

written. The trumpet sounds where written.
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Note on amplification

Amplification is optional in Last Wave Reacheshd should be used at the
performersO discretion. If amplification is used, it is advisable to employ an engineer to
adjust levels between movements. In the premiere, the following players were amplified
slightly : all singers, violin/viola, cello, flute (movement 10 only), and prepared piano
(movements 1, 5, 9, and 11 only). Amplified instruments were sent to a stereo output,

with additional monitors for the conductor and the pianist.

Program note

| love Kay RyanOs poems for their compact intricacy, for their quirky sense of
rhythm and pacing, for the way her language rings with sparingly -sprinkled rhymes
and hidden assonances and alliterations. With Ryan a few simple understated sentences
somehow crystallize perfectly into a single vivid image, like stray thoughts that just
need a small nucleus to condense into a meaningful whole. Many of her poems deal
with a sense of repetition or return, of finding yourself again after a long time. In
OChop,0 Rya pits this idea of return against images of finality, singularity, and
(im)permanence. Is Othe last wave reachedO final like an emperorOs guillotine is final? Or
is it like the OlastO of Olast weekO, merely the most recent instance in a series that has no
foreseeable end? In the spirit of RyanOs poetic miniatures, | have writterLast Wave
Reacheas a series of musical miniatures, each one evoking a single world of sound,

sometimes lyrical, sometimes dark, sometimes funny, but almost always strange.!

I iii



Drum map

for any percussion staff with the c3Ieff

Hi-hat Hi-hat Suspended
(foot, closed) (foot, open) Kick drum Floor tom Snare tom
S ! |
~F Vv i H r 1
A 6 = } i
()
Ride cymbal %i-hat (closed) %hat (open) Crash cymbal
=X : X
[
[

I
7 } I

Complete percussion list

Drum set: (kick drum, snare drum, 1 floor tom, 1 suspended tom, hi-hat, ride cymbal,

crash cymbal, 3 woodblocks or templeblocks)

crotales (2 octaves)

glockenspiel

additional kick drum

additional snare drum (optional, eases set changes)
additional hi-hat (optional, eases set changes)

2 additional crash cymbals (optional, eases set changes)
large tam-tam

5 melodic toms

vibraphone

1 additional woodblock

Xiv



Guide to tenor saxophone multiphonics

No. 11. 'Last wave reached' calls for five distinct multiphonics, indicated as dyads with diamond
noteheads. The performer should choose each multiphonic so that 1) it contains at least one pitch of
the notated dyad (within a quarter-tone in either direction) and 2) it fits the timbral characteristics
described below. None of the mutiphonics should be too harsh/dissonant, and all should be
playable over a wide dynamic range. Although I sometimes call for these multiphonics to be of
quite short duration, the preference should be for fingerings that produce the desired timbre over
fingerings that speak easily - an indefinite, barely audible sound is perfectly acceptable for shorter

note values.

Multiphonic notation Consonance/Dissonance Other timbral characteristics
on a scale of 1 (completely
consonant) to 10 (super

dissonant)

1 gentle, soft, whispery, breathy,

tenuous

1 gentle, soft, whispery, breathy,

tenuous

&
&L
@
&L
%
E 4 clearer, sharper, more strident,
%
&
2
&t

but not too much

2 gentle, soft, but a little clearer

3 fairly clear at higher volumes,

whispery when softer



Guide to piano preparation

Last Wave Reachedlls for three different kinds of piano preparations: 1) Some strings need to be
muted by placing a small amount of adhesive putty at either end of the string (just under the hitch
pins at the far end for higher strings, below the capo bar at the close end for lower strings). The
product | used is DAP” BLUESTIK? Reusable Adhesive Putty available at Home Depot (in the
paint section), but other products may work as well. Be sure not to use so much putty that you
flatten the pitch perceptibly. The resulting sound should be softer but should still resonate clearly
and possess definite pitch. 2) | call for some strings to be muted at either the 2nd or a 4th partial
node. As long as you mute precisely at the desired node, this produces a clear "multiphonic" tone
consisting of the specified partial of the original fundamental plus a lower tone flatter than the
original fundamental. This lower tone can be adjusted by altering the amount of putty placed on the
string - the more putty, the lower the tone. The same putty used to mute the strings in number 1 can
be used here, but to lower the original fundamental by more than a whole tone, | recommend using
a denser product. The one | used is Firefly2 EZ Shape? modeling clay available at Michaels arts
and craft stores, but again other products may work equally well. The key is to find products that
lower each string the desired amount without softening the tone too severely. 3) Finally, | call for
some notes to be altered by simultaneoulsy muting those notes near the hitch pins (as in number 1)
and by inserting a penny or dime between the three strings for that note. Adjusting the positioning
of the coin along the length of the strings alters the tuning of the resulting sound: placing the coin
precisely at the second partial node produces a clear multiphonic with harmonic tone and lower
tone similar to number 2. On the other hand, as you move the coin closer to the hitch pins, the
harmonics produced become higher and less definite in pitch and the lower tone moves upward
closer to the original fundamental. Below is a complete chart with all notes to be prepared. For
clarity, | have used the same notation below as in the score and part, representing notes on two
pairs of staves. The lower pair depicts the actual keys to be played/prepared; the top pair shows the

resulting sounds.

XVi



Piano

Pno.

1. Muting at ends of string with BLUESTIK? '

Q> Q> coWwm

Qo< ®» —T

Q> Q> coWwm

Qo< —T

‘ L # E
O P S | I I I I [ [ I
p. oY LA Ni B I I I } } I T I
L PP I 1
st
2 H{IG
TICAT
i 1
’ ' #:I! **************** ;*7*[:#6* i
can vy GG U U R e e 4 0 LR U D
L Gl G U US 78S TE g 0 00 AU ST ST
2 o ] S e s e 1 . s e A — S — 1
O | B LS I I I ! ! I 1 | !
ul — : :
far end of string
1 just below hitch pins
2 # U
H TICAT
i 1
close end of string
below capo bar
2. Muting at 2nd or 4th partial node with BLUESTIK?2 or EZ Shape”
y
O
] { f U
hal hl nu bJ e
FaY | = b - | 2 I
2, LI i 10| NI
o— s . t K
tl 8} b [l
p A
O
b 1.2 e
FaY \ ys =Y 1 Ul
e e 1 | B 1| e 1, ee—" e ——
-7 K”h 8 0] ot ] 1
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2nd partial ~ 4th partial 2nd partial  2nd partial ~ 2nd partial 2nd partial 2nd partial
BLUESTIK? BLUESTIK2 EZ Shape” EZ Shape” EZ Shape” BLUESTIK® BLUESTIK?
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3. Muting at end of string with BLUESTIK? and inserting dime or penny between strings

with higher with higher with higher
indeterminate harmonics  indeterminate harmonics  indeterminate harmonics
S FaY u 'l-l:l“(.j I,l
ol # i ;
u U
n -l
d
) |y
o[
9
Pno.
1]

O s A

p. o 3 41y [
P[— # |
I b ‘
a dime at 2nd partial node dime at far end of string penny at far end of string
y mute just below hitch pins approx. 1 in. below hitch pins  approx. 1.5 in. below hitch pins
g - mute just below hitch pins ~ _mute just below hitch pins

X, -

Ol

Note on the electric piano

The electric piano part should be performed on an 88-key keyboard. For the premiere, a Korg M50
Music Workstation was used. All patches used were factory originals - no individual patches were
edited. However, | did reorder the patches on the M50 so as to facilitate fast patch changes in

performance. In the score and part, | have indicated patches with three identifiers:

1) A 4 digit code, such as 'E127," that is specific to the way | ordered patches for the premiere.

2) A name, such as 'Direct E.Piano 2,' that corresponds to the factory original name and can be used
to locate the same patch on another Korg M50.

3) A short description, such as ‘(or any electric pno or suitcase pno),' that should be used as a guide

to finding an appropriate patch on a different brand of keyboard.

XViii



Last Wave Reached
Music by Tim Hambourger

Texts by Kay Ryan

1. Almost Without Surface |

OAImost Without SurfaceO from The Niagara River, Grove Press, © 2005

[THE PORTION BELOW IS NOT SET]
Sometimes before

going to sleep a person

senses the give

behind the last given,

almost physically,
like the strain
of plush against

a skin.

The person imagines
a fig or peach,

perhaps a woman or
a deep constellation:

some fathomless

| XiX



fruit.

[THE PORTION BELOW IS SET]
But we are each

that, while we live,

however much

we resist; almost

without surface, barely

contained,

but crazy
as clouds compounding
each other, refusing

to rain.

2. Paired Things

OPaired ThingsO fromFlamingo Watching, Copper Beech Press, © 1994

Who, who had only seen wings,
could extrapolate the

skinny sticks of things

birds use for land,

the backward way they bend,

the silly way they stand?



And who, only studying

birdtracks in the sand,

could think those little forks

had decamped on the wind?

So many paired things seem odd.
Who ever would have dreamed
the broad winged raven of despair
would quit the air and go
bandylegged upon the ground,

a common crow?

3. The Things of the World
"The Things of the World" from Flamingo Watching, Copper Beech Press, ©

1994

Wherever the eye lingers
it finds a hunger.

The things of the world
want us for dinner.

Inside each pebble or leaf
or puddle is a hook.

The appetites of the world
compete to catch a look.

What does this mean

| xXi



and how does it work?
Why aren't rocks complete?
Why isn't green adequate
to green? We aren't gods
whose gaze could save,

but that's how the things

of the world behave.

4. Interlude (instrumental)

5. Almost Without Surface II.

See 1. Almost Without Surface I (above).

6. The Self is Not Portable

“The Self is Not Portable” from The Niagara River, Grove Press, © 2005

The self is not
portable. It
cannot be packed.
It comes sneaking
back to any place
from which it’s

been extracted,

XXil



for it is nothing alone.
It is not an entity.
The ratio of self

to home: one part

in seventy.

7. Blandeur

OBlandeurGrom Say Uncle, Grove Press, © 2000

If it please God,
let less happen.
Even out EarthOs
rondure, flatten
Eiger, blanden
the Grand Canyon.
Make valleys
slightly higher,
widen fissures

to arable land,
remand your
terrible glaciers
and silence

their calving,

halving or doubling

| xXiii



all geographical features
toward the mean.

Unlean against our hearts.
Withdraw your grandeur

from these parts.

8. Swept Up Whole

"Swept Up Whole" from Elephant Rocks, Grove Press, © 1996

You aren't swept up whole,
however it feels. You're
atomized. The wind passes.
You recongeal. It's

a surprise.

9. Almost Without Surface III.

See 1. Almost Without Surface I (above).

10. Sharks” Teeth

"Sharks' Teeth" from The Niagara River, Grove Press, © 2005

Everything contains some
silence. Noise gets

its zest from the

| XXV



small shark's-tooth-
shaped fragments

of rest angled

in it. An hour

of city holds maybe

a minute of these
remnants of a time
when silence reigned,
compact and dangerous
as a shark. Sometimes
a bit of a tall

or fin can still

be sensed in parks.

11. Last Wave Reached

"Chop" from The Niagara RiverGrove Press, © 2005

The bird

walks down

the beach along
the glazed edge
the last wave
reached. His

each step makes

XXV



a perfect stampb
smallish, but as
sharp as an
emperor's chop.
Stride, stride,

goes the emperor
down his wide
mirrored promenade
the sea bows

to repolish.

All texts used with authorOs permission.
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* To conductor:

Wait for percussionist to get set before

cuing downbeat of bar 133. Mezzo leads

tempo in bar 133. Place downbeat of bar

134 with mezzo.

Wait for conductor's cue to start bar 133.

** To mezzo:

Solo, out of time, with lots of ritard. Place

downbeat of bar 134 with conductor.
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9. Almost Without Surface I
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Register, Harmony, and Phrase Design in Webern’s Op. 24 and Op. 27

To this day the reception of Webern’s music is still widely influenced by the
generation of serialist composers, both European and American, who succeeded him.
They are the ones whom we have most to thank for the standard description of his music:
organized, symmetrical, crystalline.' “There is indeed only Debussy whom one can
compare with Webern — in their common tendency to destroy all formal organisation pre-
existing the work itself, in their common recourse to the beauty of sound for its own sake,
in their common elliptical pulverization of the language.... Webern was obsessed with
formal purity to the point of silence.” Frequently, as in this quote from Boulez, this
emphasis on formal purity says as much about the author’s own aesthetic goals as it does
about the substance of Webern’s music.

The Op. 24 Concertq especially its first movement, has often been the focus of
this line of analysis. This is understandable: Webern himself acknowledged that the tone
row for the piece developed out of an attempt to realize in music the symmetries

contained in the Latin acrostic

! See for example Boulez 1958, Pousseur 1958, and Stockhausen 1958. These essays are
from the Webern issue of Die Reihepublished originally in German (Vienna: Universal
Edition, 1955) and republished in English by Theodore Presser Co.

* Boulez 1958, 40 — 41.
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SATOR
AREPO
TENET
OPERA
ROTAS?

Theoutcomeof WebernOsfforts can be seen in figure*He constructis row
out of four (014) trichords such that each successive trichord is refatbeinitial one
via the same OclassicalO operations normally used to relate entire rows Hoiveelve
music and theory. As a consequence, when the row is invertedjreeted, and
retrogradeinverted at the proper transposition levels, rows will result that cottt@in
same four trichords as the original rdwat in some permuted order. \Wan even arrange
these rows in a square very much like the Latin acrostic above (see figure 1b).

Ironically, many of the same commentators wirite so extensively about
WebernOow take comparatively little interest his musical realizationf thatrow.
George Perle writes thadThe opening bars of the Concerto give us the earliest instance
we have of music that tstally organized in terms of serial relatia@But of theentire

piece he writesOOn the whole, however, there is a discrepancy, as with the Trio,

between the powerful integrative potentialities of the row and the composerOs ability to

% Many analyses discuss thagic square. Seerle1971,Smalley1975,andBailey
1991,21D22

* In the figure, as throughout this essay, | follow George Perle in asingd Do system
for naming rowsFor instance Pis the prime form beginning on pc 0, and likewigsthe
inverse form beginning on pc 0. Retrograded forms are named in relation to the
corresponding prime or inverse forms, so thaaRd R$ bothend rather than égin, on
pc 0. See Perle 1971, 5 fn 4.

> Or as Milton Babbitt would have it, OderivedO from. See B2IOI&
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exploit these pentialities® Likewise, Milton Babbitt deeply admires tlymmetrical
construction of the Op. 24 rolit clearly bears a close relation to his own use of
trichordsBbut seems disappointed by the piece its®eVebern does not exploit the
combinatorial properties of this set; he does not create progressioghts@tondary sets
or aggregates, nor does he determine his transpwsiti terms of such properti€s

Since the time of theserialisminfluencedanalysegnanymore recent scholars
have begun tavrestle seriously with the substance of WebernOs n@iisistopher
Hasty, Andrew Mead, Chtigpher Wintle, and most of all Kathryn Bailbgve all made
major contributions in this ve In BaileyOs work in particular one finds a tremendous
urge to embrace the full gamut of WebernOs twelve output in all of its multivalent
formal and contraputal detail. The preseatticle is in manyays an effort to synthesize
and reinterpret aspects of her analyses.

The present essayises out of two related underlying godlke first is to argue
stronglyfor the role of registeas a keyorganizingprinciple in WebernOs mature style.
The second is to wrestle with still unresolved questions concerning phrase design in
WebernOs musiBasic questions still await full answetgiestions such &vhat musical
processesdrive phrases forward in WebernQsit?O andWhat processes conspire t
create moments of closurdgare we even say cadences, in WebernOs0iisiese are
not easy questions, and they will certainly not be put to rest anytime soon. My aim here is

to explore twgossible approachegne ntrinsic and one extrinsi@nd to suggeshat

® Perle1971, 22. Emphasis in original.
’ Babbitt2003 47 fn 25.
8 See Hasty 1988lead1993,Wintle 1982,Bailey 1991, Bailey 1995, and Bailey 1996.
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any successful answer to the questions aloNdave to be flexible enough to embrace
both approachesn all, | hope to show that register and harmony interact meaningfully in
WebernOs music and that bladlve a role to play in the structuring of phrases.

Consequently, two rathepntrasting sections followl he first is an angsis of
the entirety of Op. 24fiocusing on the close relationship between harmony and register.
We will see evidence not only thé/ebern's control of register this workis conscious,
but even more that registend harmony interact in meaningful ways with each other and
with the phrase structure of the movem&yie will see hat in this movementimportant
harmonic eventand ponounced changes fagister generallgoincide withone another
Al of this will provide strong evidence for registed®@ganizing role a4 global level

In the second section | will tackle the issughbfase design more directly Here, |
will turn my attention to the local level of individual phrasesaddition to Op. 24, | will
considerexamples from the Op. 2ariations for Piano. Key questions will include,
(how canwe describe the anatomy of a single Webernian pR@esedQvhat role does
register play in that descriptio®We will begin withintrinsic approaches that focus on
pitch relations. Where these prove insufficient, we @olhsider possiblextrinsic
approaches that focus more on OsurfaceO features such asoartitiealacement of
rests and tempo indications likez. or a tempo. Sometimes, the extrinsic and intrinsic
will reinforce each othericely. We will see other examples in whitlseems almost as
if tempoindicationsand the likehave beemnposed on a pitch domain that is indifferent
to them.Row structure will play an ambivalent role hdPéirase boundaries often do

align with the boundaries between rows, but they just as often dBaratlel with the
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row structure we will find amlmost overwhlmingly richworld of microscopic pitch
details and often these seem to be the true deternsivaphrase structure.

In both sections symmetry will make a frequent appearakbéde WebernOs
musicwasnot apparenthassymmaerical orassystenatic asPerle andBabbittmay have
wished symmetries, both horizontal and tieal, still abound For horizontal symmetry,
one need tolook no further than Op. 27/ movement in which evergw statement
constitutes a palindrom&leanwhile, both outer movements of Op. 24 begin and end
with vertically symmetrical pitch constellations, and Op. 27/ii is vertically symmetrical in
its entirety about A4. We will sethermore local examples. Thereliven be cases in
which symmetry seems to act as an organizing principle, at least over the course of
several measurek this way, my use of vertical symmetry will recall in certain ways the
work of Jonathan Bernard on Bart—k and 8&f-But wherea8ernad has
demonstrated the role wértical symmetras an organizing principle at the level of
entire movements, | am aware of no example in WebernOs music of vertical symmetry
playing such a global role (Op. 27/ii not withstanding).

Finally, in what fdlows I will rely heavily on the concept ofragistral
constellation| mean by this, more or less, an assignment of all twelve pitch classes to a
stable position in pitch spad& other words, a registral constellation is a fully voiced

twelve-note chod. For instance, in the firfive bars of Op. 24/iall twelve pitch classes

® When | speak of vertical symmetry, | do not just mean sonorities that are symmetrical
as a collection of pitclelassegqsuch as the Op. 24 row). Many writers of all stripes have
noted these at great length already. | mean more specifically structurasethattically
symmetrical in their registral placementgiich space.

19See br instance Bernard 1981, Bernard 2003, and Bernard 2008.
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make two appearances, and in each case the second appearance is in the same registral
position as the first. We can summarize this by saying that the first five bars of the
movenent occupy a single registral constellat{sae figure 17 belowlIt will become

clearer as we proceed just what functions registral constellations serve. In some ways,

they act like another layer of harmony operating in parallel with a pieceOs rowrstruct

(=

In the analysi®f Op. 24/ithat followsl will take a parametric ggoach. | will
show that row topograplly harmony, and register each play an independentrrole i
shaping the flow of the musté.Yet these three parameters also conspire to ceeate
single unified sense of motion over the course of the movemnethis approach | am
indebted taChristopher Hasty: ORather than regarding any domain as privileged, we may
instead focus our attention on ttesultof the interaction of all domains, tha, on the
more general issue of musical articulation or rhythithenbroadest sense of the tefh

First we mustspend a little more time with WebernOs iblae row exhibits no
inversional or retrogressive symmetry, and thus each of the 48 rows shtvemnatrix
in figure 2 is unique, with no repetitions of entire row forms. Nonethdlessow does
exhibit a great deal éhternal symmetry. As | said above, each of the rowOs four discrete

trichords belongs to setass (014), and each of its discreéxachords presents a

" The phrase is Kathryn Bailey8se Bailey 1991.

12 Bailey refers to tis kind of independence as theoBalgnment & constituent

elements.8Ghe sees Op. 24 as the first of WebernOs works in which nonalignment plays a
prominent role. Bailey 1991, 183.

% Hasty 1988, 285.
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complete hexatonic collection (014589). As a result many forms of the row bear a strong
resemblance to one another in terms of pitch-class content at the trichordal and
hexachordal levels.

Because Webern’s surface writing so strongly emphasizes trichordal units, the
most audible row invariance relations are those concerning the division of the row into
discrete trichords or discrete hexachords. Two rows are trichordally relatedif their four
discrete trichords share the same pitch-class content (figure 3). Two trichordally related
rows may present the same four trichords with the internal order of pitches within
trichords unchanged but with the order of the trichords within the row altered in some
fashion (figure 3a). Or the four trichords may appear in the same order, but with their
internal pitch orders reversed (figure 3b). Figure 4 lists all of the various possibilities and
shows in each case a convenient code describing the relation’s effect upon (in order) the
row’s hexachords, trichords within hexachords, and individual notes within trichords. I
have also provided formulas to show which pairs of row forms exhibit each relation.'*

Two of these seven trichordal relations deserve special mention here. Figure 5a
shows two -++related rows, R¢ and I;. These rows are identical apart from a reversal of
their two discrete hexachords. The first hexachord of Rg is identical to the second
hexachord of I; and vice versa. This creates the possibility of eliding the two rows such

that they share an entire hexachord, something that Webern exploits on multiple

' 1t is important to emphasize that the seven trichordal invariance relations listed in
figure 4 are specific to the Op. 24 row. A different row might admit more or fewer
trichordal relations between its various forms. Many rows do not admit any beyond the
trivial ---.

! 123



occasiongfor instance in mmLl3D 17 (figure 5b). Notice that in addition to elidingsR
and kin the winds and strings in the example Welsso elideswo other-++ related
rows, k and Rj, in the piano. The result is not an exact palindrome of pitches but rather
two palindromes of hexachords, stacked the one on top of the other. Notice that Webern
repeats the first hexachord of each palimde in register. This decision helps clarify the
palindromes and strengthens the sense that the entire excerpt forms a single unit.

A second relation that deserves mentiofts Two ++- related rows have the
same corresponding trichords; the only défere is the order of individual pitches within
trichords. This is precisely the relation that so many commentators have pointed out
between P, and R} at the opening of the movemenéé€figure 3b above anfigure 17
below). The same relation recupstween i and L, just before the end of the movement
in bars 6367 (see figure 16 belowAnother result is that twe+- related rows are
indistinguishable if one verticalizes each of the rowsO four discrete trichords. So for
instance it is impossiblto decide whether the row in the piano in measur&240is R
or I, (figure 6. This same ambiguity recurs a few more times in the piano part. It is most
prominent in the final measure of the piece, where the entire ensemble joins in a
verticalized saitement of FRI¢ (see figure 16 below

As there are seven different trichordal invariance relations in total, each of
WebernOs 48 different rows is trichordally related to seven others. Consequently we can
divide the 48 rows into six families of eightws each (seven variants plus the original),
with all of the rows in each family trichordally related to one anoffigure 7shows all

six of thesdrichord areas | have assigned each area a number based on one of the two P
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forms that it ontains. For istance trichorcrea 0 (henderth TAp) contains i, TA;
contains B, etc.

These trichordireas are quite analogous to the harmonic OareasO that David
Lewin posits in his work on Schoenbérgn both cases small families of rows are held
together by similarities in internal segmental pitch class content. We will seleewvhet
Webern uses these trichaaceas in a way reminiscent of tonality, as Lewin suggests in
the case of Schoenberg. If wertuwrur attention back to figure 1b we can see that the four
rows shown, together with their retrogrades, in fact fornchdrdarea (TA). The
concept of trichordrea ighusintimately bound up with the questionrofv symmetry,
and given this it is renable to suppose that Webern may ever baen aware of these
trichordareas as harmonic units.

If each trichordarea idike a large nuclear family of closely related rows, rows
that arenexachordally relateare like distant cousins, for these rowsndd share
common trichords but only common hexachords. Tha&wis rows are hexachordally
related if their two discrete hexachords share the sameqtitsh conten'® As with the
trichordal invariance relation, two hexachordally related rows may present
hexachords in the same erar in reverse order (figurg.8

Recall that each discrete hexachord of WebernOs row presents a complete
hexatonic (014589) collection. Because of the transpositional and inversional symmetries

of that collection there aronly four distinct hexatonic scales: H&XO, 1, 4, 5, 8, 9],

15 For the clearest exposition deewin 1968,1 B15. Also see Lewin 1967a and Lewin
1967h.
1 This is of course just another way of saying that the rows are hexachordally invariant.
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HEX;»[1,2,5,6,9,10], HEX,3[2, 3, 6,7, 10, 11], and HEX34[3, 4, 7, 8, 11, 0]. Note
that these four pc collections fall into two pairs of complementary sets: HEX ;
complements HEX; 3 and HEX, » complements HEX 4. There are thus only two different
hexachord areas for the Op. 24 row. Members of TA, TA,, and TA4 all juxtapose HEX »
and HEX; 4, whereas members of TA |, TA3, and TAs juxtapose HEX,; and HEX; 3. We
can easily find the members of each hexachord area if we return to figure 7. The first,
evenhexachord area is on the left whereas the second, oddarea is on the right.'"” We can
quickly determine the hexachord area of a given row form from its name/transposition
number. For prime and retrograde forms an even transposition number indicates that the
row form itself is even and an odd transposition number indicates that the row form is
odd. For inverse and retrograde inverse forms this relationship is reversed. So for
example Py and RI; are both even whereas Rs and I, are both odd.

Figure 9a presents three different hexachordally related rows (one from each of
the three odd trichord areas). Besides containing the same discrete hexachords, these
rows also share a number of adjacent ic 1 dyads. In fact, each row contains five of the six
dyads marked “Collection A” in figure 9b.'® Odd rows always contain dyads from
collection A and even rows dyads from collection B. This is simply because of the
hexatonic scales involved (figure 9c). We will see below that Webern often treats these ic

1 adjacencies motivically. This provides a strong audible connection between rows of the

"7 The terms even and odd refer merely to the index number for the included trichord
areas. The even hexachord area includes all those trichord area with an even index
number (TAy, TA,, and TA4) and likewise for the odd hexachord area.

'8 In each case the sixth dyad is present as well, but not as an adjacency. Compare for
instance the seventh and twelfth pitches of Py;.
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same hexachord area and an equally audible disconnect between rows from different
hexachord areas.

Figure 10depictsevery row statement in the movement and labels kaik
trichord and hexachorateas.*® Overlapping OstastepO boxes indicate elided rows (see
for instance bars 1B17, which were discussed above). Even from a cursory glance at
the figure we can sdbat Webern uses a claaw-topographicabpposition to structure
the moverent: in bars D10, 24D 25, 45D49, and 669, the piano and the rest of the
ensemble either alternateraplete row statements work together to express a single
complete sitement of the row. These moments represent periddpagraphical
stability in as much as only one row unfolds at a time throughout the entire instrumental
texture. The bars in between these represent mometagagfraphicalnstability as the
ensemblgresentsnultiple overlapping rows at once. In these sections the piano acts as
an independent player separate from the rest of the ensemble. Tellingly, it is in these
unstable concertante passages that Webern most frequently elides rows. In bar 26 for
instance the piano begins a chain of elisions that stretches uninterrupted all the way into
measure 45. This is accompanied by long (though broken) chains of elisions in the rest of
the ensemble.

Figurel10 reveals several important properties of the movenienbegin with
Webern is clearly selective in his choice of trichord area.i$Ae most common with

TAo, TA1, and TA following close behind. TAand TA are in distant fifth and sixth

9 The number in the top right corner of each row box represents its trichord area. The
shading of each box represents its hexachord area.
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places.?° By favoring certain trichord areas, Webern in effect faa@rtain (014)
trichords over others. This lends a uniformity and consistency to the movement above
and beynd the consistency intrinsic WebernOs singiainded reliance on (014) as the
base harmony. Furthermore, we can see that in several instances an entire passage of
music will be dominated overwhelmingly by just one or two trichord areas. In a3 1
it is TAs, which appears six seq@de times. TAand TA;, the only other trichord areas
present in the passage, combine for only five appearances. In H223 Hhd 5562
TA; dominates and TAfollows in second. On the other hand from measure 42 until
measure 50 the only trichord asda appear are ToAand TA;. Again this lends a strong
consistency and stability to these passages, which becomes quite audible in relation to
passages that combine different trichord (and hexachord) areas more freely.

Stepping back, we can divide the mmant loosely into three sections according
to WebernOs reliance on spedifixachord areas. In bar®23the emphasis falls
overwhelmingly on odd rows, which outnumber evews two to oneln bars 24949
the emphasis falls even more overwhelminglyhis other direction. Here even rows
outnumler odd almost three to orfé@nally, from the entrance of T:An measure 50 until
the end of the movement odd rows again receive more attention, but even rows also make
a strong showing, particularly during theinterrupted stretch of TAn bas 63D68.

Again, there may be some question as to whether all of these harmonic shifts are

audible. Indeed, are the hexachord areas themselves audible harmoni®loisfse,

20 The exact number of instances arep, A1, TA D11, TA D3, TA; D5, TA, D13,
and TAD11.
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this dependargelyon who exactly is listeing and on how familiar the listener is with

the movementFor most listeners, including myself, what will be more readily audible

than the hexachord areas themselves is the formal contrast between moments of (relative)

hexachorearea stability and momenof instability. Bars 5, 17923, 24D29, 42D49,

55D62, and 668 all represent passages of hexaclawea stability. In these passages

a single hexachord area dominatasaatretch of several measuveish at most one or

two row statementgdm the rival hexachord area. We can see that all of these passages

of stability come either towards the beginning or towards the end of one of the large

harmonic sections | outlined above. That is, Webern tends to mark his harmonic

transitions by intensying the harmonic cohesion on each side of the transition. This

makes those ansitions, from odd to even revat bar 24 for instance, all the more

audible. Understandably it is towards the middle of each large harmonic section that

Webern allows his rowlmices to become more haphazard, cluttered, and ambiguous.
On the surfaceWVebernOs motivic treatment of ic 1 adjacencies provides a strong

audible marker for shifts in hexachord area. Consider the shift at Ifieon24

predominance of odd rows to a pradonance of even ongfgure 11a). Locally, R; and

P; in bars 22023 are both odd/hereas Rlin bars 23825 is even. Figure blreduces

these four barto a number of prominent ic 1 dyads that populate the musical texture.

Webern voices these dyaalternately as major sevenths or as minor ninths. The shift at

the end of measure 25 from dyads belonging to collection A to those from colBEtion

21 Refer again to figure 9b.
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is quite audible, especially when Webern holds the affected pitches in register across the
harmonic boundary. This is true of A3, C4, D4, and C#5.%2

Just the opposite happens in measures 40 — 45 of the piano (figure 12). This
passage occupies the second half of a chain of four elided even row statements in the
piano that stretches from measure 35 through measure 45.> Webern strengthens the sense
of harmonic continuity in the excerpt by foregrounding a sequence of ten ic 1 dyads that
forms a near palindrome. As these are even rows all of the dyads come from collection
B.** Webern articulates each dyad as a grace-note pick-up figure, and he holds each dyad
fixed in register throughout the passage. It is interesting that Webern creates a near
palindrome in the audible musical surface where none exists in the underlying row
design. The result is a subtle interplay of register, harmony, rhythm, and gesture. I have
already discussed another similar use of registral repetition to reinforce harmonic
continuity in the case of the hexachordal elisions of measures 13 — 17 (figure 5b).

At other times Webern singles out short dyadic motives in a way that seems more
idiosyncratic or even whimsical. In bars 31 — 32 (figure 13a) the repetition of pc 3 and pc
11 in register creates a sense of musical continuity (and a short five-note palindrome)
when in fact the harmony is shifting down a transposition level from P, to Po.> He
repeats this same trick when the harmony shifts down a further transposition level to Py,

in measures 34 — 35 (figure 13b).

?2 ] have marked these registral relations in figure 11b.

2 The rows rise by two transposition levels each time: R, then Rg, Ry, and Ry.
** Lower case letters in figure 15 correspond to those in figure 12b.

> And thus also shifting from the odd hexachord area to the even.
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The above examples all demonstrate WebernOs local use of registral repetitions
create musical continuities that may either reinforce or complicate prevailing harmonic
continuities. But register also plays a more global role in the shaping of the movement.
Figure 14 outlines the entire movement and showpé#icentage of notesathare
Ofixed@n each bar. By fixednote, | mean a nothatappears in the same register as the
most recenpreviousappearance of that pitch class anywhere in the instrumental texture.
A notethathas changed register since its last appearamuatfixed.?® Thus as a first
approximationthe higher the percentage of fixed natea given barthe higher the
registral stability. Four passages standfourh the figure bars 1D5, 42D 48, and 6P
68 are all highly stable, with fixedote percentageat or near 100% (and always above
70%). In contrast bars 1923 represent the most extended passage of registral instability.
Here the fixeehote percentage drops below 35% for five consecutive measures. In
between these four passages the music is ordess mixed registrally, and fixatte
percentages fluctuate rapidly between numbers above and below 50%.

Figurel5 coordinates this registral information with my previous discussion of
row topographyand harmony. By and large, these three parametiadependent, in
that they do not align precisely with one another. But it is clear nonetheless that they do
reinforce each other and contribute in tandem to a unified discourse of stability and

instability that organizes the entire movement.

26 By this definition the notes of the first row statement, in ba$8lare strictly

speaking neither fixed nor unfixed, since there can be no prior point of comparison for
any of those pitch classes. | havesén to consider these notes fixed, since | would
argue that we hear the beginning of the movement as intrinsically stable until Webern
gives us conflicting information to suggest otherwise.
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And on occasion two of the three parameters will change in unison. The harmonic
shift at measure 6 (from the odd Rl to the even RI;;) is accompanied by a clear increase
in registral instability. This relationship is repeated at the end of the movement. Webern
keeps the register fixed for three successive statements of TA4 in measures 63 — 68, and
then changes register suddenly for the final shift back to the odd TAs. By coordinating
registral and harmonic activity in these last seven measures, Webern is able to bring the
movement to a strong close.”” Of course, rhythm and articulation also play a role.
Following the rhythmic palindrome of mm. 63 — 67, Webern increases the level of
rhythmic activity with three consecutive beats of sixteenth notes in mm. 67 — 68. There is
then a dramatic pause before the delivery of the final three chords, all marked sff with
staccato accents and all delivered at a sharply slower tempo (figure 16).**

Row topography, harmony, and register are thus independent, yet reinforcing.
Together they mark three passages as particularly stable: the beginning, mm. 1 — 5, the
end, mm. 63 — 68, and also the passage in mm. 45 — 49. To these three we may add

measures 24 — 25. Here topographical and harmonic stability align, but without the added

" We will see Webern use a similar technique elsewhere. See my discussion of registral
punctuationdelow.

** How one interprets the final measure of the movement also has a bearing on the
question of whether trichord areas operate in a way reminiscent of tonal key areas. The
astute reader may have noticed from figure 10 that TAs is both the first and the last
trichord area of the movement. For some, this could constitute evidence that TAjs is the
“tonic” or “home” trichord area of the movement. Those interested in this line of analysis
may be encouraged to learn that TAs also ends Op. 24/iii. Despite this, I have my doubts
about the tonal analogy here. For one, TAs occurs elsewhere in the interior of Op. 24/i
without, [ would argue, the importance normally associated with a return to the tonic.
Furthermore, I would argue that in its local context the final measure of the movement
sounds much more like a departure awayrom TA, than a return toTAs. We will have
space to consider this question again below.
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support of registral stabilityThis segmentation of the moveméitg nicely withKathryn
BaileyOs formal artlematicanalysis.?® By and large passages that | have marked as
unstable correspond with BeyOs second theme, and stable passages correspond with the
music that Bailg calls alternately the openittigeme or the ritornelld&so Bailey

identifies mm. 4949 as the recapitulation of the opening theme. For Bailey the final
presentation of this thesrbegins precisely in m. 68he moment of stability in mn24D

25 also takes on significance BaileyOs sonafarm analysisshe locates measure 26 as

the beginning of the develomnt, and treats measuresi225 as an extended cadence to

the movemerds exposition.

We have thus seen that an analysis based only on the three parameters of row
topography, invariant harmony, and register arrives at much the same segmentation of
Op. 24/i as an analysis based on melodic theme types, texture, and artictitzeidit
however, is not perfect. We have identified measuf@$ s stable, but Bailey&sening
theme occupies measure®10. Likewise we have identified mm. 6&8 as stable, but
Bailey naturally sees the final statement of theme 1 extendingrfro®3 right to the end
of the movement in m. 69. heee with BaileyOs segmentatiomoth cased.analyze
mm. 1D10 and mm. 6®69 agphrases below.Measures 449 are also slightly
problematic. In terms of row topography, these measures areralnati, but in terms
of harmony we should begin the phrase not in m. 45iihtthe statement of the even
rows R, and R two and half bars earlier. This is where register woulce hes/begin the

phrase as welmeasures 4648 continue the registrabnstellation of mm. 444

29 Bailey 1991, 17989 and 349.
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(beginning with the clarinet D5 in m. 4But register would also have us end the phrase
in m. 48, since by the daweat of m. 49 Webern sgarting to shift registers again.

To be more precise about the boundaries of ouraausegments, or perhaps it is
safe to begin calling them phrases now, we are going to have to adopt other analytical
tools. Our techigue so far suffers from a naggimgprecision: while we have said a
great deal about/en Webern chooses to shift fromenregistral constellation to another,
we have said almost nothing abeuiar registral constellations Webern prefers and even
less aboutviy he shoud choose to use one registral constellation in place of andtteer.
will start to unpack these questionddwe First, we must introduce some theory

regarding phrases.

N

In Phrase Rhythm in Tonal Music, William Rothstein never presents a single concise
definition of Ophrase,O but he is quite explicit that for him a phrase must have a clear
direction and goalJf there is no tonal motion, there is no phrase.3° Or, as he quotes
Peter Westergaard: OA phrase,O

1. establishes one set of pitches and then
2. moves to a second set of pitches in such a way that
a. we expect those pitches
b. we have some sense of when they araiatmooccur, and
c. once they have occurred we know the phrase has gotten where itOs going
and that no further pitches are needed to completghhese. >

%0 Rothstein1989, 5 Emphasis imriginal.
31 Westergaard 975, 311Quoted in Rothsteit989 4.
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A passage that merely prolongs a single harmony may be a subset of a phrase, but for
Rothstein and Westergaard it cannot count as a complete phrase unto itself. Another way
to put this is thah phrase must lead to some kind of a cadence

Rothstein igalking strictly about tonal musicometheless, his and WestergaardOs
formulations are both useftdr us hereOf course, @ applytheir ideas to Webern we
have to decidevhat, in WebernOs pdenal idiom, could possibly fulfilthe role of
"tonal motion" in RothsteinOs maximlore simply, how does Webecneate cadence$?
would argue that there is reingle answer to this question. Webern does not employ any
one cadential technique to the exclusion of all others. Rather, his tecbhhayugs from
contextto context This is not to say that one cannot extrapolate certain trends or
tendencies from movement to movement and piece to piece, only that these trends seldom
apply universally to all (or even the vast majority of) phraBegardless, even as
cadenial details change, | will take Rothsteinésl and reserve the term OphrdeeO
those musical units that present a complete progression (whether harmonic, remistral,
structural,or otherwise).

Consider for instance the first ten bar<gd. 24/i(figure 17). Bars 1D5 present a
single twelvetone chord that is symmetrical in pitch space around F5IR#ars 6©8
this symmetry is unsettled by a new succession of pitch structures, each of which is
vertically symmetrical in its own right. In barahd the first two notesf bar 7, Webern
contracts the tessituraward to give us another symmetrical row statement. But
begnning with the third note of m. 7 through the end oBmit is hexachords, and not

full row statements, that are symmedit. The register expandsitward in these bars, but
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unevenly so: the highest note G6 of bas 8lso thenighest note of mnil B5, where as
the lowest note D4 of n& is one tone lower thahe lowest note E4 of mm.D5. After
this fragmentation a senseafler is restored when the registral space contragesh
again and the opening sonorigturns in the piano in barseal0.

Does this mean barsE110 (excluding the trumpet entrance in the last eigbte
of m. 10) do indeed constitute a phrabe/®uld argueyes.Webern clearly estabhges an
opening sonority in mnil B5. Bars @8 disrupt this sonority, and bar©d.0restore it
Significantly, the piano partfanm. 910 presents an exact retrograde, by trichord, of
the opening row statement of the movement, m®31The finalpiano chord of m. 10
literally completesa return to the beginning of tiheovement.?

My analysisof this phraseleliberatelyrecalls thebeginningcontinuingend
paradigm that informs, in various wayise work ofmany recent theorists ofassical and
romanticform, among them William Caplin, Kofi Agawu, and JaSeftmalfeldt.>®
Indeed,one can easilgssign Caplinesque formal functionghe segrents of thephrase.
In CaplinOs terminology, mmBb carrypresentatiorfunction These measures
introduce the basic idea (understood melodically and harmonically/registrally) of the
phrase (mm. B3) and themepeatthis basic idea (mm.85). Therepsdition is key for

Caplinsinceit helpsto establishthe basic idea in the listenerOs ear. B&8 carry

32 |n classifying mm. P10 as a single phrase, my analysis differs slightly from that of
Kathryn Bailey, who discerns a phrase boundary between mm. 5 and 6. On my reading,
mm. 1D5 would prgerly be consideredsulphrase rather than a phrase since these
measures contain no harmonic or registral motion whatsoever. Likewise, 0. 6

would fail to qualify as a complete phrase since the cadence in 240 &nly makes

sense as a return inagon to the music of mm. ®5. See Bailey 1991, 1719389.

33 SeeCaplin 1998, Agawu 1991, and Schmalfeldt 2010.
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continuationfunctionand clearly exemplify both of CaplinOs defining characteristics for
this function:Gragmentation a reduction in the size of the [melodic] units; &admonic
acceleration an increase in the rate of harmonic [and, for us, registratbe.G* Finally
bars9 B 10 exhibitcadentialfunction. This is actually the biggest stretch of thesthr
functions,since for Caplircadential function depends crucially on the presence of a tonal
cadenceNonetheless, the sensereturn describedbovewould seem tauffice.*

It should be said that this phrase is uncommonly elegant and that most phrases in
this repetoire could not be adapted Rothstein€and CaplinOs criteria quite so easily.
We will consider various counterexamples shortly. Still, lest we think that the phrase
aboveis entirely an outlienyve shouldexamine another relatively straightforward
example

Measured D18 of Op. 27/i form the first of the movementOs three-Ergle
sections in an overall ABAO forifhese three sections are clearly separfated one
anotherby long pauses. The end of Basection is marked withré. and the beginning
of each subsequent section witteenpo The B section is also clearly distinguished from

the A and AO sections by a sharp increase in rhythmic activity and dynamic range.

34 Caplin199§ 10.

% caplin introduces presentation, continuation, and cadential functions in his discussion
of sentence structure. As he pgeds, each new formal type receives its own

characteristic set of formal functions. Nonetheless, these sentential functions are in many
ways the most basic. They will mostly suffice for us here. See CEQ8§ 9D 12.
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This A section, mm. 1 — 18, forms as a single large phrase composed of four
constituent subphrases (figure 18).*° Each of these subphrases consists of a single
palindrome, and each one occupies a complete statement of two rows, with the elision of
at most a single note between row statements. The first subphrase, mm. 1 — 7, is the only
one of the four in which all pitches remain fixed in register for the duration of the
subphrase. Henceforth I will call any such palindrome registrally stable and any
palindrome in which any pitches change register as they retrogress registrally unstable.
From its outset, the second subphrase, mm. 8 — 10, occupies a different registral
constellation from the first. Indeed, not one of the pitches sounding in m. 8 was heard in
mm. 1 — 7. Further, during the second subphrase one pitch, G#4, changes register to G#3
in the retrogression. There is thus a perceptible increase in the rate of registral change as
the music progresses from the first to the second subphrase.

This trend accelerates dramatically in the third subphrase, mm. 11 — 15, in which
only four pitches retrogress in the same register in which they progress. This creates a
small registrally stable palindrome in the midst of a larger registrally unstable one. In

terms of pitch-class content, this subphrase is identical to the first. And yet in terms of

3% Once again, my analysis emphasizes larger units than that of Kathryn Bailey. She
identifies each of these four segments as a complete phrase. This analysis accords well
with musical intuition, since each of the segments is set off by rests, and with row
structure. Nonetheless, in the spirit of Rothstein I prefer to reserve the term phrase for the
entire passage, mm. 1 — 18, since it is only in the full passage that a complete registral
progression is stated. Bailey is further compelled to identify each of my subphrases as a
phrase since on her reading mm. 1 — 7 constitute the first theme of the movement and
mm. 8 — 10 the second theme. Without necessarily contradicting her analysis, my reading
emphasizes the harmonic unity of the entire passage. See Bailey 1991, 189 — 94.
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pitch content the two could not contrast more.”” While not vertically symmetrical, the
first subphrase is staid and registrally contained. The third subphrase, on the other hand,
executes a dramatic downward sweep from B5 in m. 11 to G2 in m. 14. This alone should
offer a lesson in the importance of register as an independent parameter.

The fourth subphrase, mm. 15 — 18, is nearly identical, note for note, to the
second. Unlike the third subphrase, which only repeats subphrase one in pitch class
content, the fourth subphrase repeats subphrase two in register. The only alterations are a
slight rhythmic compression in m. 16 and the indication of a ritardando and diminuendo
in mm. 17 — 18. After the registral instability of subphrase three, these measures represent
a return to relative registral calm.

There is thus a progression from registral stability to registral instability and back
again over the course of the entire passage. This motion parallels the overall contour of
the phrase. Subphrase 1 sits the lowest of the four, spanning 31 semitones from A2 to ES.
Subphrase 2 moves upward and spans 33 semitones from C3 up to AS5. Subphrase 3 is the
clear climax of the entire phrase. It spans a full 40 semitones, and the B5 and G2 that
frame the beginning and end of the subphrase are respectively the highest and lowest
pitches of the entire phrase. Subphrase 4 contracts the registral space inward again.

The passage thus executes an expanding-then-contracting registral shape, and the
registral constellations of the individual subphrases change according to an abcb plan. 1
would argue that these shapes together consitute a strong enough musical progression to

qualify the entire passage as a phrase.

37 Their rhythms are also quite different; see below.
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There is also a rhythmic sense of acceleration and deceleration over the course of
the phrase, though the peak of rhythmic activity does not align with the registral peak in
m. 11. Subphrase 1 consists of four statements of an underlying rhythmic ostinato lasting
five sixteenth notes (figure 19a). In this ostinato the two hands each make two attacks in
a legato gesture, and the two hands never attack simultaneously. The result is a stately
succession of gestures that closely matches the registral constraint of these measures. In
subphrase 2 the rhythmic intensity increases. There is once again a rhythmic ostinato, but
this time it lasts only three sixteenths (figure 19b). Whereas the ostinato in subphrase 1
begins with a sixteenth note of rest, there is an attack on every sixteenth note of
subphrase 2. Further, in each repetition of the ostinato there is one simultaneous attack by
both hands. Subphrase 3 uses the same ostinato as subphrase 2. It shifts the ostinato
relative to the barline and presents four, rather than three, statements, but otherwise the
two subphrases are rhythmically identical.

At the beginning of the fourth subphrase, in mm. 15 — 17, the rhythmic activity
increases again (figure 19¢). Now successive statements of the ostinato overlap by a
sixteenth note so that the rhythm repeats every two sixteenths. Measure 16 consists of
three successive simultaneous attacks by both hands. Instead of a stately succession of
gestures we hear a three- or four-note chord on every sixteenth note. Then, in m. 17,
things suddenly decelerate. The second sixteenth of m. 17 is silent, the first moment of
rest in the middle of a subphrase since subphrase one. The remainder of mm. 17 — 18
present one isolated statement of the ostinato with another rest following. Furthermore,

there is a ritE. marking over all of mm. 17 — 18 before a tempomarking in m. 19 to start
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the B section. Measure 16 is thus the rhythmic climax of the entire phrase. The
deceleration in mm. 17 — 18 mitigates, but hardly balances, the long acceleration that has
come before. This is actually a very typical rhythmic profile for Webern. Many phrases
execute a long acceleration before ending with a pause and a short decelerating gesture.
In this case, I would argue that even though this rhythmic profile does not align perfectly
with the registral profile described above, the two still reinforce each other and mutually
contribute to the sense that by m. 18 a cadence has been completed.

As above, we can easily assign Caplinesque formal functions to the segments of
this phrase. The most straightforward function is continuation. We have already seen that
mm. 8 — 17 execute an increase in the rate of registral change, an increase in the rate of
rhythmic activity, and a shortening of the melodic units involved. All match Caplin’s
definition of continuation function perfectly. Naturally mm. 1 — 7 should carry
presentation function. These measures provide the registral starting point for the phrase to
come and introduce the basic melodic and rhythmic ideas that will dominate that phrase.
Furthermore, mm. 4 — 7 (beginning with the third sixteenth of m. 4) offer an exact repeat
of mm. 1 — 4 (ending with the first sixteenth of m. 4), so long as we tolerate repeats in
retrograde This repetition is important registrally; mm. 1 — 4 contain every pitch class,
but it is only after m. 7, when we have heard each of these pitches repeated in register,
that we can say we have heard a stable registral constellation. Of course, this stability is
immediately undermined in m. 8.

This leaves cadential function for mm. 17 — 18 (beginning properly with the third

sixteenth of m. 17). In one way, this is natural since we have already seen that these
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measures execute the deceleration that brings the phrase to a close. But is there a way to
understand the cadential function of mm. 17 — 18 in terms of pitch content? After all, all
of mm. 15 — 18 represent a return to registral stability after the instability of mm. 11 — 15.
What distinguishes mm. 17 — 18?

I have two thoughts about this: first, mm. 17 — 18 echo m. 10 exactly. Mm. 15 —
17 do echo mm. 8 — 9, but with the difference that the C3 of m. 8 and the D4-G#4-C#5
chord of m. 9 have been condensed into a single chord in the second sixteenth note of m.
16. This gives subphrase 2 and subphrase 4 different shapes. Subphrase 2 is balanced.
Measure 9 does not necessarily sound like an exact palindrome, both because G# changes
registers and because, as Bailey puts it, “notes... are handled in such a way that the
coincidence of parts is not the same going into and out of the centre” of the palindrome.*®
But measure 10 does sound like an exact retrograde of m. 8. This balance is missing in
subphrase 4. The subphrase is front heavy, and measures 17 — 18 may recall m. 10 more
than they do mm. 15 — 16. All of this means that mm. 17 — 18 create a stronger sense of
return than mm. 15 — 17 do. Another way to think of this is to ask how the entire phrase
would sound if one were to end at the C# of m. 17, without the concluding three attacks. I
would suggest incomplete.

My second thought has to do with vertical symmetry. This phrase and mm. 1 — 10
of Op. 24/i differ markedly in their treatment of vertical symmetry. The Op. 24 example
proceeds from and to a vertically symmetrical registral constellation. In the Op. 27

example, not one row statement occupies a vertically symmetrical registral constellation.

3 Bailey 1991, 109 — 10.
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And yet, the music of mm. 8, 10, andB18is vertically symmetrical, even these bars
stateonly ahexachordand not a complete rowf we accepthat vertical symmetries can
act as harmonic goals in WebernOs music, then it seems plausinelude that the
verticalsymmetry of mm. 1B 18 (again excluding the C#5 on the downbeat of m. 17)
contributes to those measuresO cadential functionsyfhimetry is absent from mm. 15
D17 precisely because of the same change in chord construction degoiet

We have now seen two phrases in which a progression to and from registral
stability seems to be a main driving force. These phrases end more or less where they
begin.The Op. 27 examplés more complex in this regatdan the example from Op. 24,
but everhere there is a strong sense of return. It may not be a coincidence that both of
these phrases stand at the beginnings of their respective works. We will see presently that
not all of WebernOs phrases follow such a balanced arc; strangely, it will @ Hroas
the ends of movements that make this clear.

We have alreadgbserved howat the end oOp. 24/j Webern holdsll pitches
fixed in register and harmortiroughout mm. 6® 68 before shifting suddenly to a new

registral constellation and harmonytire inal bar of the movement, m. 69 (figuze).*

39 Of course, as an exact echo of m. 10, mnP 18 are also an exact retrograde of m. 8.
This suggests the possibility of a different analysis of these eighteen measures that posits
not one butwo phrases, the first occupying mmbZX and the second occupying mnb 8

18. | find this reading a plausible alternative to the one | have advanced above.
Ultimately, which reading one prefers may depend on which registral processes one finds
more conviging: progressions from stability to instability and back again, or

progressions to and from vertically symmetrical pitch constellations specifically.

“0 Both of the relevant registral constellations are vertically symmetrical. The two are also
related motrically. Webern voices the constellation of m. 69 as two symmetrical
hexachords -8-5-3-8. These hexachords extend sonoriti&s®B3 and 35-3-8 that are
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Measure 69 also sits significantly lower than mm. 63 — 68: the entire measure spans a full
33 semitones, from G3 to E6; the final chord alone spans 27 semitones, from G3 up to
BDbS5. This is the archetype of what we will call registral punctuation: a prolonged
passage of pronounced registral stability is followed suddenly by a short burst of registral
instability, usually but not always describing a downward shift in register, marking the
end of a piece or movement. We will see more examples shortly.

Now, there is every reason to consider measures 63 — 69 a complete phrase. As
already noted, these measures strongly recall the opening of the movement. They stand
apart registrally, texturally, timbrally, and harmonically from the preceding measures.
And Webern marks m. 63 wieder etwas lebhaft, ending a poco string. section that began
inm. 57.

Still, in light of the theory of phrase that we have only just begun to flesh out,
these measures are problematic. In the previous two examples, we more or less equated
“cadence” with “return to the starting harmony/registral constellation.” This seems
defensible in light of the analogy with tonality. But in our new example Webern departs
from his starting harmony without ever returning. If we are to accept the cadential
function of m. 69, as it seems we must, then we must accept that sometimes a cadence in
Webern is not a return to the starting harmony but just the opposite, a sudden and final

departure.”!

embedded in the constellation of mm. 63 — 68. Traces of these sonorities and the related
sonorities 3-5-3 and 3-5-3-5-3 can be found in every movement of Op. 24.

*! There is one other possibility in this case. As we saw above, it is possible to analyze
TAs as the “tonic” harmony of the movement. So maybe it is mm. 63 — 68 that are the
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Theother formalfunctiors also becomproblematic in this phrase. If we
temporarily ignore harmony and register and focus instead only on rhythm and melodic
segmentation, then there is no difficulty. Measure® 63 restate the opening meladi
ard rhythmic theme of the movement in retrograde; measurB6s5only up to the
downbeat of m. 67)epeat this material, this time in its original orientation. We can thus
easily assign mm. 6867 presentation functioMeasures 668 (excluding the
downbeat of m. 67) obviously introduce shorter melodic fragments; these measures carry
continuation function. Finally, m. 69 withsiheavilyaccented chords carries cadential
function. But with harmony and register reintroduced this analysis loses miish of
credibility. Measures 6868, which we assigned continuation function, offer no new
harmonic/registral material whatsoever. In light of this it seems more reasonable to assign
all of mm. 63D68 presentation function. But then we are left with ag@hwith no
continuation function. Or maybe m. 69 performs a hybrid of continuation and cadential
function. Such hybrids are at home in CaplinOs work; still, is this arsalior them?
Perhapshe most practicadolution, especially in light of the othexamples to follow, is
to introduce a newegistral punctuatiorfunction as a subspecies of cadential function.

On this reading, mm. 6868 would all expressome version of presentation function

departure and m. 684t is the final return. | am skeptical of this analysis for three
reasons: 1) it presppses that we somehow OremembBéras a quasionic harmony

and hear it as such when it finally returns. | find this doubtful. 2) It postulates a phrase
that startsn media res. The analogy would be of a final phrase in a tonal work starting on
the dominant. This is not impossible, but it does seem to suggest that one might not be
analyzing the phrase correctly. 3) Perhaps most damningly, the analysis fails to explain
the other examples of the same registral punctuation technique discussed below.
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and m. 69 would perform registral punctuation function. This may seem ad hoc, but it
does do justice to the frequency of the technique.

Figure 21 provides a registral reduction of the sixth and final variation of Op.
27/iii.** In m. 56 four new pitches help to distinguish the beginning of Variation 6 from
the preceding Variation 5. The most notable is the low Eb2, which not only begins the
variation but is the lowest note heard since the C#2 of m. 14. Most of the variation, mm.
56 — 63, is structured as four successive row statements arranged in palindromic pairs,
first P3 and R3, then 14 and Rl4. Both palindromes are of the registrally stable variety, but
they do not occupy the same registral constellations as one another. In mm. 56 — 59 the
total sounding ambitus spans 45 semitones, from Eb2 up to C6. In mm. 60 — 61, Webern
introduces four new pitches, and the overall ambitus of mm. 60 — 63 (up to the downbeat
of m. 63) is lower than that of mm. 56 — 59, spanning only 34 semitones from C2 up to
Bb4. The C2 of m. 61 is the lowest note of the entire piece so far. Beginning with the last
chord of m. 62, Webern elides another statement of R3, and we return to the registral
constellation of mm. 56 — 59. Up to this point, we have thus had a very balanced
progression away from and back towards the registral constellation of mm. 56 — 59.

The registral punctuation begins in m. 65. In mm. 65 — 66 Webern suddenly
introduces nine new pitches, and the ambitus shifts downward dramatically. Tellingly, the

low B1 that sounds in the last chord is the lowest pitch of the entire piece. In all, mm. 65

2T am following Bailey’s naming convention here. Since the first section of the

movement, mm. 1 — 12, in no way acts as the harmonic or melodic basis for any of the
“variations” that follow, Bailey chooses to call this section not the theme but rather the
first variation. The next section becomes the second variation, etc. This contradicts the
numbering in the 1979 Universal Edition print of the score. See Bailey 1991, 207 — 15.
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D66 span 34 semitones, from B1 up . Ahe downward movement of mm. B%6 can
be seen as both a continuation and an acceleration/intensification of the downward
movement wenave already seen from m. 56 to6h.** As in the Op. 24 example,
harmony also playskeyrole here. The first five row statements of the variation, mm. 56
D64, present rows that are all hexachordally invariant from one another. The final row,
I3, mmM.64 D66, does not share this invarian€ais shift is quite analogous to the
harmonic shift in the last bar of Op4/i.** As with the Op. 24 example, in this case the
harmonic shift aligns perfectly with the shift in register.

Op. 27/iprovides anothesubtler exampléfigure 2. We have already
considered mm. D18 indetail The closing AO section of the movement). 37D54,
repeats the rhythm of mm£118 nearlyexactly.* Yet this section does not repeain. 1
D18 in pitchor pitch classontentLike mm. 118, mm. 354 consist of four
subphrases, each a palindrome. But unlike mB18, in mm. 354 each subphrase

states a unique pair of rows, and each occupies itsiowe registral constellation.

*3In fact, the constellation of mm. &466 is almost an exact transposition down one
semitone of the constellation of mm.B62. The only discrepancy is the Eb2 of m. 64,
which arise from the elision ofs/and k.

4 Using hexachordal invariance as a guide, one can group all transformations of the Op.
27 row into six hexachord areas. Within each hexachord area, all rows are hexachordally
invariant. These areas function much as trichord and hexachord areas do inl@th&4
language of hexachord areas, mmEd®! all occupy one hexachord area and mnb 65

66 shift to another. An analysis of Op. 27 by hexachord areas reveals several interesting
interrelations between harmony and register, much as in Op. 24. Therspace for a

full exploration of these ideas here.

%> The hands swap roles, and the closing section has a stronger final chord than the
opening section.
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This results in the two sections hagivery different registral outline$hings
start out similarlyLike mm. 1D10, mm. 346 presena registrally stable palindrome
in a restrained registral constellation. These measures span 25 semitones from F3 up to
F#5.Next measureg44b46,like measure8 B10and measures ¥518, are stable
except for the shifting of one pitch class. In this case, C moves from C5 to C4 in m. 45.
These measures span 21 semitones from G#3 up &tdring with the third subphrase
of mm. 37D54, howeverthings start to change. Like mrh1 D15, this subphrase is the
most registrally active of the entire closing section. Unlike mnb 15, its overall
registral contour is not from high to low but from the middle register outwahis.
subphrase achieves bath lowest pitch, A2, and its highest pitch, C#6, in the same
measure, m. 50. This C#6 ties for the highest pitch yet heard in the movement; this is its
first appearance since m. 34. The final subphnase. 51054, like measuresiB10,
measures 1B18,and measures 4346, is again registrally stable except for the shifting
of F from F5 to F4 in measure 52. But unlike the fourth subphrase of #i8,1this
subphrase does not return to the middle register of the instrument but stays in the
sopranino egister achieved at the end of m. B&pan21 semitones from F#4 up to
Eb6. This Eb6, heard in measures 52 and 54, is the highest pitch of the movement.
Thus, whilemm. 118 reach their high point at roughly the halfway mark before
descending badio centermm. 37D54 reach their high point just three bars from the end
of the movementConsidered as a unit unto themselves, mmb 54 are fairly stable
registrally; again, only one pitch class changes register over the course of these bars. But

consdered in relation to the preceding subphrases, these measuegt angely
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unstable. They represent an unprepared move into the highest register of the movement
with no compensating return down. Thus | would analyze the entirety of mBb4@s
a regisral punctuation (beginning with the third sixteenth of m. $@)s punctuation
differs from thoseconsideredibove in that 1) the final punctuatiement occupieiur
and a half bars and contaites distinct attacksmaking it the longest example y&) the
preceding measures, while stable in relation to the closing punctuation, are still fairly
active registrally, and)3his is an ascendingtreer than a descending example.

We find ourselves in a strange position. We can say with some confidence that
sometimes, especially at the beginnings of movements, Webern creatdsegriat
harmonic motion by introducing a stable registral constellation, increasing the rate of
registral and rhythmic change dramatically, and then moving back towards registral
stability. We can say with equal confidence that at other times, especially at the ends of
movements, Webern creates gdaikcted harmonic motion using precisely the opposite
means. Namely, he introduces a stable or graduaftyngfregistral constellatin and
then jumps suddenly to a contrasting constellation in a strong final gesture. How can the
second technique make semiotic sense in the presence of the first? One features departure
and return, the other a seemingly incomplete progression of depaidoee The fact that
the registral punctuation technique seems to mark endings in particular only makes it
more of a puzzle, since endings are where one would most expect to find strong
cadencesTo make all of this messier still, Webern does not nadlrif his endings with

registral punctuatiom single prominent example will suffice here.
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The final section of Op. 24/iii, m. 56D 70, occupiesa single vertically
symmretrical registral constellatiospanning 2%emitones.*® Significantly, this
constellatbn is an exact transposition, down 17 semitones, of the constellation that
occupies mm. 6868 of Op. 24/(figure 23. No punctuating harmonic or registral shift
ends thesecton, ror is there any developed sense of departure and r&tuefifteen
barsprolong a single harmonWebern does not even alter the grouping of pitches over
the course of the passage; the entire section reiterates just four chdrdsyemirg of a
(014) trichord (figure 2%

Webern constructs the entire passage as one kimgippme of trichords.
Adopting the labels of figure4, the ordering is

dcbadcdabadcdabadcdabadcdabcd(figure 25.
It is important to emphasize that this is a palindromeioords, not ofpitches. For
instance the viola line FBG DEb of mm. 61D62 returns in the violin in mm. @768 in
the same order, not retrograded as in a true palindrome of pitchbis largescale
palindromealsocontains several instances of the shorter palindraheesanda b a,
each one lasting approximately one to two bahgse palindromes cut across

instrumental groupings. Kathryn Bailey has also pointedh®upalindromes

“ Bailey analyzes this section as the final variation in a theme and variations form.
Bailey 1991, 20D6.

150



badcdabcdabadgandbadcdabnmm. 58 -60, 63— 65, and 68 — 70
respectively. These palindromes preserve instrumentation; each consists of a central
trichord in the non-piano group flanked on each side by three piano chords.’

With the same four chords repeating in a complex pattern of nested palindromes,
the overall impression of the passage is very much one of harmonic stasis. And yet
Webern does provide a kind of textural punctuation to end the piece. In mm. 56 — 68,
Webern partitions the piano and the non-piano group by material type: the piano presents
only block chords whereas the non-piano group presents only overlapping three note
lines. But in m. 69 we get a block chord in the winds, followed by another in m. 70.
These chords are the first time since m. 27 that more than two non-piano instruments
have sounded simultaneously. Marked sff, they provide a strong conclusion to the piece.

I would argue that these chords play a function very much like that of registral
punctuation above, namely, articulating the close of the movement. Indeed, the final bars
of Op. 24/i and of Op. 24/iii are almost identical texturally. The only difference between
the two is that m. 69 of Op. 24/i represents a registral and harmonic shift relative to the
preceding measures while m. 70 of Op. 24/iii does not. Maybe this difference is not
actually as significant as it might seem.

We have mainly been pursuing intrinsic, pitch-oriented approaches to phrase
analysis. But the Op. 24/iii example strongly suggests that sometimes in Webern’s music
textural cues can give rise to phrase structure in the absence of any sort of harmonic

motion whatsoever. We have seen something similar at least twice already. In our

7 Bailey 1991, 206.
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analysis of Op. 27/i, mm. 818, our decision about where precisely to locate cadential
function had more to do with the placement of rests and tengpkings than with pitch
relations.And in our analysis of the final phrase of Op. 24/ offered two readings, one
based primarily on pitch and register and based primarily on rhythmiaformation.
These readings probaliyave about equal relevaniethe passagédo not want to

throw away our pitctbased analyses; thelearly show that registral progressions are
one tool in WebernOs cadential arséat without various forms daéxtrinsicanalysis,
certain phrases, such as mmEsB0 of Op. 24ii, will remain inexplicable to us.

Does this meathatthere is no hope for anything like a theory of Webernian
phrase design? If one requires such a theory to possess a stegleoatipassing
definition of cadence based exclusively on pitch structhien probablyes But this is
probably an unrealististandardo begin with. There is nenetonal cadence, but rather a
proliferation of typed perfect authentic, imperfect authentic, half, decepgte
Identification of these types depends nat jon pitch structure but on rhythm, harmonic
rhythm, melodic fragmentation, and a host of other contextual CagsinOs and
RothsteinOs theories are full of detailed descriptions of specific phrase types,
classifications of exceptions, and analysis ikdtighly contextand styledependent.

Viewing the problem in this light, we are actually well on our way. We have
identified three coherent paradigms for Webernian phrases: there is the balanced
departureandreturn paradigm, the imbalanced registnahgtuation paradigm, and the
lacking-in-harmoniemotion/extrinsicallydriven paradigmWe are now in a position to

go looking for other phrases matching these paradigms.awalso ask new questions
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like Qloes the departw@ndreturn paradigm dy happenat movement openings?0 and
Qloes registral punctuation ever mark the ends it$ other than whole movements?0
And of course, we can still propose new paradigms where thiese prove insufficient.

We are also equipped with a number of extrinsic features than often mark
WebernOs phrase endinfysrisk stating the obvious, many of WebernOs phrases end
with ritardandos. This is true of the opening and closing phrases of Op. 24/i and Op. 27/i
and the sing phrase of Op. 27/iii. We have seen that many of WebernOs phrases end
with a falling contour. This is true of all of the phrases we have analyzed with the partial
exception of the closing phrase of Qf/i.*® We have seen that many of WebernOs
phrase end with punctuating chords. This is true of the opening and closing phrases of
Op. 241, the closing phrase of Op. 24/iii, and to a lesser extent the closing phrases of Op.
27/i and Op. 27/iii. Last but not least we have seen that many of Webern®s phdas
with apause precedingshortfinal gesture. This is true of all of the phrases we have
analyzed with the partial exception of the closing phrase o2jii.*° These extrinsic
features can be enormously helpful in identifying phrase boundasesshen other
harmonic determiners of phrase structure are present. And, as we have seen in Op. 24/iii,
when harmonic determiners are absent thegasic features arerucial

It is thusessentiathat we consider extrinsic and intrinsic approaches to phrase

structure side by side. Only by considering the two together can we begin to capture the

“8 This phrase does end with a falling contour in its final measure, but the final four and a
half measures of the phrase represent a pronouisealative to the preceding

measures.

9 This phrase does end with a pause before its final chord, but the pause is only a quarter
note long, and pauses of equal length occur regularly throughout the phrase.
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full range of WebernOs phrasal techniiegistral analysis is vitab this undertaking.

At the level of individual phrasesegistral constellations shape the progression towards
cadenceand often provide the strongest audible marker that a cadence has in fact
occurred At a global level, register and harmony are coaidid with row topography
thematic materialand texture to articulate the phrase structures of entire movements.
Indeed, no study dfarmonyin WebernOs mature style is complete without a study of
register It is only by understanding threay both parameters interact wihe another

and with extrinsic factors like articulation, tempo, and timing that we can understand how

Webern builds phrases and, out of them, movements.
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Figure 2. The Op. 24 matrix
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- + +l reverses hexachords, preserves order within each hexachord" 4! $9&!" (s
! ! ! ! ! ! ! ! ! ! (VR fam

+ - +! maintains hexachords, reverses trichords within each hexachogt$&!" .. !
! preserves order within trichords ! ! ! ! (' DYE (44!

+ + -1 preservesiexachords and trichords, reverses order withinleach ! $/&!" (4!

! trichord ! ! ! ! ! ! ! (V! 4!

!

- - +! reverses trichord order, preserves order within trichords " APVE G
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|

- + -1 reverses hexachords, maintains trichords within Hexald "SB!y !
! reverses order within trichords ! ! ! ! "SB! !
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+- -1 maintains hexachords, reverses order within hexachords " A SVBN !
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OCodestn the left represerachrelatior effect upon a rowOs discrete hexachords,
discrete trichords within hexachords, and notes within trichardbat order So for

instance the relationt reverses a rowOs discrete hexachords (the first minus), preserves
the order of trichords within hexachords (the plus in the middle), and reverses the order
of notes within trichords (the final minugjhe formulae on the right include a variable n
that reoresents any possible row form indexmber(0 ©11). Addition and substraction

are performed mod 12. So for instangesR++ related to Rl and+-+ related to R The
relation--- is trivial in thatit merely relates a given row form to its retrogrdulé,| have
included it for the sake of completeness.

Figure 4. Trichordal invariancelations
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Figure 6.ConcertoOp. 24/i, piano, mm. 20 b 21

158



TAo: Po B 11 Iz TA1: P1L P7 I2 I8

R Rs Rl1 RI7 R Rz Ri2 RIg
TA2: P2 B3 I3 g TA3: P3 B 14 lo

R Rs RI3 Rlg R Ro Rz Rlio
TAg: P4 Pio Is h1 TAs: Ps Pi1 s o

R Rio RIs Rl11 R Ri1 Rls Rlp
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a. ConcertoOp. 24/i, mm. 22 — 25
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b. ConcertoOp. 24/i, mm. 22 — 25, reduction
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Figure 11. Odd-to-even transition, ConcertoOp. 24/i, mm. 22 — 25
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Figure 22 Variations for Piano Op. 27/i, mm. 37 B 54

171



a. Op. 24/i, mm. 63 b 68 b. Op. 24/iii, mm. 56 b 70
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Figure 23. Comparison of registral constellations
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Figure 24. (014) voicings in Op. 24/iii, mm. 56 B 70
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