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ABSTRACT

In this thesis several aspects of the theory of integrated analysis of musical works
of Lev Abramovich Mazel’ (1907- ) are presented and explicated. These aspects are
dimensions of thematic structures, dynamics, timbre and texture, and melody. Mazel’
segments his theory into different elements of music, presenting conceptions of each
element in light of his integrated analytical method. The examination of these aspects
affords a good cross-section of the entire theory of integrated analysis.

The aspect of dimensions of thematic structures, in some ways the most original,
reflects the structural and analytical tendencies of the theory of integrated analysis.
Mazel”s discussion of dynamics, timbre, and texture is mainly concerned with per-
ception and reflects those tendencies in the theory which examine the very nature
of music as one of the arts. The treatment of melody combines both speculative
and analytical tendencies. For Mazel’ melody represents one of the most important
elements of music.

Integrated analysis represents an important achievement of Soviet theoretical
thought in music. This thesis puts Mazel”s theory of integrated analysis into his-
torical perspective, indicating its origins, its context in Soviet music theorjr, and its
place in Mazel"s overall output.

Mazel”s formulation of the theory of integrated analysis represents only one of
his contributions to Soviet musicological-theoretical thought. He is perhaps the most
important living Soviet music theorist, and this makes a study of his works in the

West all the more relevant.
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INTROD'JCTION

In this thesis aspects of the theory of analysis of perhaps the most influential
living Russian theorist, Lev Abramovich Mazel’ (1907- ) are presented. Mazel"s
theory of analysis is referred to by him and his Soviet contemporaries as integrated
analysis (iselostnyi analiz). It is important to realize that this type of analysis is
not original to Mazel’, but is rather a sort of trend in Soviet music theory begun
by earlier Soviet theorists like Boleslav Yavorsky and Boris Asafiev. This analytical
trend concerns mainly the treatment of music in its entirety, in its whole complex
of elements. Mazel’ has been at the forefront of this trend throughout his career,
being one of the principal exponents of integrated analysis in the Soviet Union. He
is among the most active and prolific Soviet writers on that topic.

Mazel”s book Analysis of Musical Works {1967), on which he collaborated with
Valentin A. Tsukkerman (the other important exponent of integrated analysis in the
Soviel Union), is arguably the most complete statement of a theory of integrated anal-
ysis. That book examines all the theoretical conceptions that underlie an integrated
approach to the analysis of musical works. The chapters of that book which examine
separately the aspects of dimensions of thematic structures, dyr.mics, timbre and
texture, and melody, are presented in this thesis in their entirety. The objective of
this presentation is to examine the kinds of theoretical conceptions that are the basis
for integrated analysis of music as practised by Mazel’, his students, and other music
theorists in the Soviet Union.

Some notions, however, that Mazel’ posits and at times assumes as givens are

from a Western point of view problematic. For instance, his treatment of folk songs as



illustrative of the origins of some musical phenomena—most notably the dimensional-
thematic structures of grouped periodicities that he calls couplet forms (Chapter 2,
Section 3), tonic and dominant elaborations which he refers to as “high” and “low
supports” (Chapter 4, Section 5), and the length and frequency of melodic waves
(Chapter 4, Section 6)—is based on the assumption that the elementary forms of these
phenomena originate from folk music. This assumption suggests a highly disputable
link between folk music and Western art music. The ease with which Mazel’ makes this
link is reflective of his orientation as a Marxist music theorist. The link from a Western
point of view is at best casual and highly problematic. It requires, for instance,
the questionable consideration of folk music repertoires as static and fixed like the
repertoires of Western art music of the modern eras, thus allowing for comparisons and
claims of origin. Such a static view of folk music repertoires ignores their essentially
dynamic and constantly changing nature, obviating the crucial questions of orality
and transmission. For Marxist theorists and musicologists, however, this link between
folk music and art music is politically correct. Moreover, in the context of Russian
art music the validity of this link is perhaps greater than in other Western art musics.

A further note that might add to the clarity of the presentation of Mazel”s ideas
is in a way self-evident, namely that Mazel is a Marxist music theorist whose con-
ceptions of music are thoroughly grounded in Marxist thought. The aspects of his
integrated theory of analysis where Marxist influence is clearest is in his conceptions
of melody and ideas about realistic music. Marxist demands for realism in art clearly
emerge in this notion of realistic music, the basic premise of which is that music
should in some way express profound feelings, lofty ideals, and be able to captivate
a mass audience (Chapter 4, Section 1). Mazel’ views melody as the one element of
music most capable of performing this function.

Another very Marxist idea is apparent in what Mazel’ views as the ultimate ob-
jective of integrated analysis—namely, the uncovering of the connection between the

structure of a musical work and its content (Chapter 1, Section 3). The notion of



content of a musical work originates from Marxist aesthetics and refers to the social
message of the work; it is closely connected with the work’s expressive, stylistic, and
historical aspects. Perhaps the simplest way of describing the Marxist notion of con-
tent of a work of art—and also the most simplistic—is as the social purpose of a work.
For instance, the social purpose of a courtly dance such as a Bourrée or a Saraband
is to entertain the upper classes, or the social purpose of a choral is to serve a social
function in communal worship. These descriptions of the complex idea embodied by
the content of a musical work are at best crude and inadequate. A critical treatment
of this Marxist notion would regnire volumes: I mention it here merely as a note to
my presentation of Mazel”s theory of integrated analysis; the reader should keep in
mind this Marxist notion of content whose deffinition Mazel’ seeks in each musical

work through his integrated analytical method.



CHAPTER ONE:

LEV ABRAMOVICH MAZEL’
AND INTEGRATED ANALYSIS
IN THE CONTEXT OF SOVIET

MUSIC THEORY

SECTION ONE: Lev Abramovich Mazel”s origins in early 20th-Cen-
tury Russian Theoretical Thought in Music !

In the beginning of the 20th-Century in Russia there was a remarkable level of
activity in the field of music theory. A number of highly original theories and sys-
tems for understanding music were being developed by people like Sergey Tancev
(1859-1915), Georgy Catoire (1861- 1926), Georgy Conus (1862-1933), Boleslav Ya-
vorsky (1877-1924), Boris Asafiev (1884-1949), and Nikolai Garbuzov (1880-1955).
The influence of these Russians on later generations of Soviet theorists, and on Lev
Abramovich Mazel’ in particular, varies in importance from theorist to theorist. The
body of theoretical literature, however, that these theorists produced became a refer-
ence point for the younger generations of Soviet theorists, who either chose to build
upon or to take apart the theories of their predecessors. Mazel”s approach was to syn-
thesize the newly created theories into a workable whole. In many respects Mazel”s
integrated analysis is precisely that, a synthesis of the theoretical ideas of the early
20th-Century Russian theorists—although its origins extend further to include some
ideas of important German and English music theorists of this and the previous cen-

turies, 2

LPart of the title of this Section is the same as that of Gordon D. McQuere's book Russian
Theoretical Thought in Music. That book represents the most authoritative English volume on the
subject of Russian music theory, and has been an invaluable tool in my research.

2 According to his acknowledgements in Analysis of Musical Works (1967), Mazel"s theories were

4



Generally speaking, the works of the early 20th-Century Russian theorists were
driven by a desire Lo reduce the study of music to an exact science. This tendency had
its origins in the theories of Riemann, whose influence on 20th-Century Russian music
theory was profound. This influence is most evident in the works of G. Catoire, who
formulated a system of hierarchical metrical organization that reflects Riemann’s the-
ories of form, above all in its conceptions of the motive, phrase, and various structural
units. Mazel’ was a student of G. Catoire. The influences of Riemann on Mazel"s
understanding of form could be traced to Catoire, especially when one considers that
Mazcl' was instrumental in the posthumous publication of Catoire’s Musical Form
(1934).

The result of the scientific tendencies in early 20th-Century Russian music theory
is clearest in works like S. Taneev's Movable Counterpoint in the Strict Style (1909),
in which Taneev devised a fully functional system of mathematical equations for the
analysis and writing of invertible counterpoint. The mention of Taneev is necessary
here not because of his influence on Mazel’ {theory of counterpoint does not figure
prominently in Mazel”s integrated analysis), but because Taneev represents one of
the most important Russian thinkers in the field of music theory, and any discussion
of 20th-Century Russian music theory must include at least a brief mention of his
contributions.

A less successful theory, also reflecting the current scientific tendencies, was con-
structed by G. Conus in his “The metrotechtonic solution to the problems of musical
form (A summary of musical scientific research) (1924),” published in article form
in Muzykel'naia kullura. ® That theory sought to find mathematical proportions

in music by means of measure counting. Although it suffered from inconsistencies,

stimulated by Riemann, Kurth, A.B. Marx, Hugo Leichtentritt and Ebenezer Prout, among others,
3G.D. McQuere, Russian Theoretical Thought in Music (Ann Arbor, Mich.: UMI Research Press,
1983), 367 n.165. [Succeeding references to works by this author will invariably refer to this book.]



metrotechtonicism suggested ways of approaching music that could be fruitful if ap-
plied in a dynamic way. Mazel’ pointed this out in his 1929 article “On metrotech-
tonicism,” when he wrote: “Metrotechtonicism, undoubtedly, enriches our perception
and calls attention to...architectural correlations in musical works...” * The influences
of metrotechtonicism are evident in Mazel”s understanding of dimensions of thematic
structures, above all in the aspect of mathematical proportion they exhibit. Chapter
Two of this thesis presents Mazel”s understanding of dimensions of thematic struc-
tures.

The scientific tendencies in Russian music theory are also reflected in the works of
Boleslav Yavorsky. Yavorsky based his approach to music on the conception of “au-
ditory gravity,” which stood at the centre of his theory of modal rhythm—presented
in Structure of Musical Speech (1908). This theory was characterized by a broader
approach than the theories of Taneev, Catoire, or Conus, for in it Yavorsky attempted
to formulate “a system applying to all music.” ® He was the first Russian theorist to
do so, and his influence on younger Soviet theorists was great. Many of the concep-
tions Yavorsky formulated have became a part of common knowledge in Soviet music
theory. This is evident in Mazel"s exposition of his understanding of melody (Chapter
Four of this thesis) in which he freely uses Yavorsky’s terms ‘moment,’ ‘intonation,’
and ‘connective intonation’ to explain melodic phenomena. The link with Yavorsky's
theories is even more evident in Mazel”s understanding of the ‘gravitational intensity’
of different degrees in a mode, explained in Section Three of Chapter Four.

Boris Asafiev was profoundly influenced by Yavorsky’s theories. In some ways a
more important theorist than Yavorsky, Asafiev developed theories around his own
formulation of Yavorsky’s concept of ‘intonation.” In fact the term ‘intonation’ is
so much associated with Asafiev that its usage in Soviet music theory often signifies

Asafiev’s and not Yavorsky's conceptualization of it. Another influence on Asafiev

1L.A. Mazel’, “O metrotektonizme” [On metrotechtonicism), Proletarskii Muzykant, 1929,
7-8: 54,
$McQuere, 159 n.1.



is the German theorist Ernst Kurth. The 1931 Russian translation by Z. Evald of
Kurth’s Grundlagen des linearen Konirapunkts (1917) was edited and introduced by
Boris Asafiev. & A year following the translation, Mazel’ published an article in the
Muzykal’ni Almanakh, entitled “On the musical theoretical conceptions of Kurth.”
The influence of the German theorist is evident in Asafiev’s Musical Form as a Process
(1930), where the latter’s abstract system of musical operations that revolve around
the idea of ‘intonation,’ is presented. That work is considered by some as the most
significant achievement of Soviet music theory. Certainly its influence in the Soviet
Union is great. Mazel’ hiinself makes frequent reference to this work, sometimes
referring to its author by his pseudonym, Igor Glebov. Asafiev’s influence on Mazel’
is most evident in the latter’s conceptions of melody (see Section Two of Chapter
Four).

As original as Asafiev’s theories, and certainly reflecting the current scientific
trends, were the theories of Nikolai Garbuzov. Garbuzov sought to explain musical
phenomena, harmony in particular, through the study of acoustics. In his The theory
of multi-based modes and chords (1932) he proposed an acoustical theory (based on
the overtone series) for understanding the harmonic language of Scriabin, Stravinsky,
and Prokofiev. Mazel’ tried to apply Garbuzov’s theory in his 1930 article “The A
major Prelude of Chopin in light of the theory of multi-based modes and chords,”
published in Muzykal’noe obrazovanie.

The theorists mentioned thus far were all, as was already stated, driven by a
desire to reduce the study of music to an exact science. This resulted in certain
cases, Conus’s metrotechtonicism being a good example, in a narrowness of outlook
that inevitably led to an intellectual dead end. The younger generation of Soviet
theorists were acutely aware of the intellectual constrictions that the theories of their
predecessors placed on their understanding of music. This was all the more made

evident by the concrete demands of musical analysis. The solution of younger Soviet

SMcQuere, 251 n.32.



theorists such as Mazel’ was to take only those aspects of the new theories which
could serve the concrete purpose of musical analysis. The result in Mazel”s case
was the invention of an integrated theory of analysis inspired by the ideas of earlier

20th-Century Russian theorists.

SECTION TWO: Lev Abramovich Mazel’ (1907 )

Born on May 26th (1907) in Konigsberg, East Prussia (now Kaliningrad), Lev
Abramovich Mazel’ went on to receive his higher education in Moscow, where at the
age of twenty-three he graduated from the mathematics division of the department
of physics and mathematics of Moscow State University. He concurrently completed
the program in composition and theory of music at the Moscow State Conservatory.
Mazel’ chose to continue his studies in music, graduating in 1932 from a fellowship
course under Mikhail-Ivanov Boretsky. The preceding year he already began to teach
at the Conservatory, in the capacity of a lecturer. Along with Victor A. Tsukkerman,
a young fellow theorist-musicologist, Mazel’ gave a course “Theoretical Practicum.” 7
The association thus begun would be crowned three and a half decades later by a joint
statement of a theory of integrated analysis in the 1967 book Analysis of Musical
Works.

By the year 1932 Mazel’ had managed to publish three historical articles dealing
with various theoretical systems. 8 Two of the articles discussed theories of Conus
(“On metrotechtonicism,” 1929) and Garbuzov (“The A major Prelude of Chopin
in light of the theory of multi-based modes and chords,” 1930), both of whom were
mentioned in the previous section. In the same year Mazel’ began teaching single-
handedly a course called “Analysis of Musical Works,” which in later years would
prove a testing ground for his theories of integrated analysis. Daniel V. Zhitomirsky,
Mazel”s student then and now an established Soviet musicologist, remembers Mazel’

as a young theorist.

7D. Zhitomirsky, “Nauka i tayra muziki” [Science and the mystery of music], Sovetskaya muzyka
5(May 1967):34.
8Gee first three entries of the bibliograpby (1929, 1930 a and b).



In L. Mazel™s lectures the delivery was characterized by strict logic and
finesse, often combining liveliness and ease that were sometimes lacking

in his literary texts. °

In 1932 along with his teaching activities, Mazel’ published another article (mentioned
in the previous section) “On the musical theoretical conceptions of Kurth.” This and
his earlier historical articles were compiled into a volume co-authored with Yosif Y.
Ryzhkin Essays on the history of theoretical musicology, published in 1934. The
second volume of this book came out in 1939 and included other historical articles
written in the intervening period. Writing in 1967, Tsukkerman points out that
Essays on the hislory of theoretical musicology is still a standard text for teaching
musical theoretical systems in Soviet Conservatoires. '

The year 1937 was a turning point in Mazel”s career as a young theorist. His status
at the Moscow State Conservatory had changed from lecturer to professor, ! and
his first major work, The F Minor Fantasy of Chopin. An Ezperiment in Analysis,
had been published. This book is invariably mentioned in any discussion of Mazel’
because it represents an impertant achievement in Soviet music theory.!? It was the
first large scale published analysis of its kind in the history of Russian music theory. Its
other merits include a synthesis of existing theoretical systems that were seemingly
irreconcilable in their approaches and the first mention and analytical application
of Mazel”s theory of expressive possibilities. Zhitomirsky points out that such an

analytical application, in its time, had not met with little criticism.

...in the years in which the “Fantasia” appeared, Mazel"s statements on

his methodology were very controversial. .. They disputed. . . the inveterate

8 snexnmax JI. Maseng crporag NOrsMBOCTS B OTTOHEHHOCTR HSJOXERHA OOLRIYHO
COCARHZIOTCE C >KHBOCTIO, HENPHHYXACHHOCTHK, KOTOPHX HIOPOR He XBATAET €ro JANTEep-
aTypuniM TexcraM. [D. Zhitomirsky, “Nauka i tayna muziki,” 36]

19v.A. Tsukkerman, “Verskhina-istochnik” [High source], O1 Lulli do nashikh dnei [From Lully to
our days)], ed. V. Konen (Moscow: Muzyka, 1967), 289.

1ibid., 280. _
1327 good summary of The F Minor Faniasy is provided in a section on Mazel’ of the last chapter
of McQuere’s Russian Theoretical Thought in Music.
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scepticism of conservative theorists who were convinced that discussions
of expressiveness were no more than idle chatter on the subject of music,

and did not deserve the attention of existing science. !3

This controversy did not prevent Mazel’ from receiving the highest honour for The
F Minor Fantasy in the 1937 Congress of Young Scientist, organized by the Soviet
Academy of Sciences. He again received acclaim, along with Yuri N. Tiulin for his A
Study of Harmony (1937), in the 1940 All-Soviet Competition of Musicological Works,
in which Boris Asafiev reviewed Mazel”s book. *

The F Minor Fantasy of Chopin is significant in Mazel"s output because for the
first time he proposed and applied his method of analysis. In his future works dealing
with analysis, he would return to the analytical method proposed in The F Minor
Fantasy and would further a certain aspect of it. But the basic analytical method
proposed in that early work would remain unchanged. Only a few sentences from The

F Minor Fantasy are needed to convince one of this.

The study of separate elements of a musical whole (barmony, melody,
polyphony, meter, timbre, etc.) are, from the musicologist’s viewpoint
only a means for grasping the principles of musical style and of a musical
work as a whole. . . Thus the analysis of a musical work includes the factor
of the synthetic scope of the whole. Expressions such as “analysis of form,”
“musical analysis,” etc., arose only to distinguish the study of a musical
work from its composition—that is, from its musical creation—but not as
the opposite of the analytical scientific method to the synthetic. In con-

nection with this, musicologists sometimes use expressions that appear

13 p rogn DORBNEHER «\PAHTAIEHD METONCNOTEYecKEe BLickasnipanEs JI. Masens
HMENE BeCEMA OCTPYH NONeMAYecKl0 HANpPABICHHOCTS...OEN CHOPRUR...IPOTHB SACTApe/-
Or'0 CKENTHOA3MA TEOPETHKOB KOHCEPBATHBHOIO TOAKS, YSEXKIEHELIX, 4TO PAIrOROpDM ©
BLIPA3RTENLHOCTE—HE Gosiee MeM GONTORHS HO NOBOAY MYSHIKE K BC SACTYXKHBAIOT BEAMAHUX
HacTosweRt Bayku. [Zhitomirsky, “Nauka i tayna muziki,” 35.)

14y A. Tsukkerman, “Verskhina-istochnik,” 280.
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paradoxical (for example, “integrated analysis”). It is considered nec-
essary to state that mechanically understood calculation of interactions
between elements does not solve the problem of unity either—it does not

uncover the whole. %

This passage from the Introduction to The F Minor Fantasy is almost like an in-
troduction to any of Mazel"s later texts on musical analysis. There is evident an
emphasis on considering the whole in the analytical process—on the synthesis—the
ultimate objective of which is to understand the principles of musical style. Thus,
the analytical method proposed in The F Minor Fantasy is integrated analysis, the
theory of which Mazel’ would spend a good part of his career developing. His analyt-
ical background for The F Minor Fantasy is the theories of Catoire (i.e. Riemaan),
Conus, Yavorsky and Kurth. In developing a theory of integrated analysis, Mazel’
sought to provide an analytical background (i.e. theory of analysis) of his own. In
this background the influences of earlier theorists are obvious.

The next important date in Mazel”s career is the year 1940. That year (to use
Tsukkerman’s words) Mazel’ “brilliantly defended” his doctoral dissertation at the
Moscow State Conservatory. !® Written under Mikhail Ivanov-Boretsky, the disser-
taton dealt with The basic principles of melodic structure in a homophonic theme.

Though never published, that work figures prominently in Mazel"s theoretical output.

15 3yyenne OTHENLHRIX B3/eMEHTOB MYSLIKATLHOrO LENOF0 (FADMOHEN, MEIONAKE, HOXH-
domun, MeTpuxd, TeM6pa H T.I.) HpPeACTABILET, ¢ TOMKHE 3PEHHS MYILIKOBEAA JINIUL CPef-
CTBO R/IS OXBAT3 33KOHOMEPHOCTER MYILIKANLEOrO CTHUIS N MY3HKANLHOI'O HPOBSBEACHEN B
menoM. . AHAMH3 MYSHIKAJNLHOI'O IPOM3IREHCHHA BKTIONAeT B cebd, TaxmM obpasoM, MOMeEHT
CHHTETHYECKOD0 OXBATS Ne/NOro. Buipaxerus «apanns dopu», «MysLIKanuHEIE SHANEY» X T.
0. BOIHUKAN NHIL KAX OTIAYAIOUIAC H3YYEHHE MYIHIKAILEOrO OIPORSBEACHRA OT CAMOR KOM-
OOSHUINA, T.e. MYIRIKANLHOr'O TROPYECTBA, HO OTHIOAL He KAK NPOTHBONOCTABNEHHS AHATKTHY-
€CKOIG HAYYHOIO METONIA CHHTETHHeckoMY. MyanxoBenaM OPAXONHTCS B CBA3H € CTHM HH-
oraa yuoTpe6nATh BLIPAXEHES, KAXYIIHECS ¢ NEPROr'O BITJIELA NAPAROKCANLELIME (HAIpEMEp,
€IeNOCTHRIR aHANH3»). CyHTaeM TakKe HeOGXOARMEIM OrOBOPHTE, YTC MEXAHEYECKH HOHH-
MAEMLIE YHET B3aUMOMICACTREL /IeMeHTOR ellle He PeluaeT HIpoSaeMul eAMHCTRES, Be PACKPLIBALT
nenoctEoctH. [L.A. Mazel’, “Fantaziia f-moll Shopena. Opyt analiza” [The F Minor Fantasy of
Chopin. An experiment in analysis], Issledovaniya o Shopene [Chopin Studies] (Moacow: Sovetskii
Kompositor, 1971), 7-8.

18y.A. Tsukkerman, “Verskhina istochnik,” 281.
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Parts of it are used as the main source for the chapter on dimensions of thematic struc-
tures in Analysis of Musical Works (1967), provided in its entirety in Chapter Two
of this thesis. Tsukkerman offers a brief summary of Mazel”s doctoral dissertation in

his 1967 article “High Source.”

That work...is notable for the depth of its general scientific conclusions,
uniting theoretical logic with historical stylistic soundness. In it are uncov-
ered the basic structural principles on which are founded musical themes
of past centuries. It can be boldly asserted that that work, by its rare
structural, even mathematical systematization, and at the same time great
broadness of scope of repertoire, has no equal in world musical theoretical

literature dealing with the problems of musical structure. 7

In 1952 Mazel’ published a book On Melody that draws on his unpublished disserta-
tion. That published work is Mazel”s most complete statement of a theory of melody,
treating the topic within a larger, integrated understanding of music. The chapter
on melody in Aralysis of Musical Works (1967) is in part a summary of On Melody,
and is presented in its entirety in the last chapter of this thesis.

While writing and publishing books and articles on theory and history of theory,
Mazel’ was an active professor at the Moscow State Conservatory. He wrote his
own textbooks for the courses he taught, using the courses in analysis as the testing
ground for the development of his theory of integrated analysis. The 1959 Analysis
of Musical Works is an example of a textbook, part of which presents a theory of
integrated analysis; a large part of it, however, deals with form. The five introductory

chapters present the methodology of analysis, the conceptions of melody, of rhythm

17PaGoTa aTa...3aMeHATeNLHA IO MyGuHe HAYYHOro 06o6iieRua, cCOSARALIOILETO TEOPETRY-
€CKY10 JIOTHKY ¢ BCTOPEKO-CTHAHCTHNECKOR OGECHOBAHHOCTLIO. B Hefl DacKpuLlThl OCHOBHBLIE
CTPYKTYPHLIE 33KOHOMEPHOCTH, H3 KOTODAIX SHXKAYTCA TeMl P MYShike NOCJEAEHEX CTOXETR.
MoxxHO cMeno YTBEPXAaTh, uTo paboTa 9Ta No HeobbYallHO CTPORHORA, DOUTH MATEMATHYECKOR
CHCTEMATHKE B B TO K¢ BpeMA [0 OXBATY IWAPOYAMAIIEro MYILKANLRCTO MATEDRANA He KMeeT
ceGe PABHLIX B MHDOBOR MY3LIKANLHO-TEOPETRUECKOR NRTEPATYDE, mochalteHHOR mpobneman
MYSBIKAJLHEIX CTPYKTYP. (V.A Tsukkerman, “Verskhina istochnik,” 281.)
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and meter, of divisions in music, and of the theme; the period and principles of
musical development are presented in chapter five. These are all elements of music
with which the theory of integrated analysis deals. Because the other ten chapters of
Analysis of Musical Works (1959) present the various musical forms, that beok can
not be regarded as a statement of a theory of integrated analysis. Its introductory
chapters state the fundamental conceptions of the theory of integrated analysis, but
it is essentially a book on form. An expanded version of that book on form is the
1960 Structure of Musical Works. Though the title is different, the contents of these
books is identical, differing only in detail. Clearly, the courses these books were used
for were intended mainly to teach form, though Mazel”s presentation in the texts
included aspects of his integrated analytical method.

In 1967 Mazel’ published the book Analysis of Musical Works, written in collabo-
ration with Victor A. Tsukkerman, who is another Soviet theorist actively researching
the theory of integrated analysis. This book is the most complete statement on the
theory of integrated analysis. The chapters written by Mazel’ (excluding the intro-
ductory chapter) are presented in their entirety in this thesis. According to Valentina
Konen, Analysis of Musical Works (1967) is today a standard textbook for students
of musicology and composition in the Soviet Union. '8 This fact attests to the
widespread acceptance of integrated analysis in that country. The title of the book,
though identical with the 1959 textbook Analysis of Musical Works, does not mean
that the 1967 version is a second edition. The two books differ substantially, The rest
of this thesis will mainly deal with certain chapters from Analysis of Musical Works
(1967), presenting their conceptions as aspects of the theory of integrated analysis.

Besides the books mentioned so far in Mazel”s output, several other works figure
prominently in his career as a theorist. The 1971 Chopin Studies is a compilation
of several earlier works—“The A Major Prelude of Chopir in light of the theory of
multi-based modes and chords” (1930), The F Minor Fantasy of Chopin (1937), and

18V, Konen, “Tsukkerman, Viktor Abramovich,” The New Groves Dictionary of Music and Mu-
sicians, ed. S. Sadie (London: Macmillan Publishers Limited, 1980), XIX: 235.
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“Some compositional traits in Chopin's free forms” (1960)—as well as a new article
“On Chopin’s Melodics.” Mazel’ devoted many years to the study of Chopin’s music.
and many of his theories are in part based on the music of Chopin. For this reason
Chopin Siudies, as a collection, occupies an important place in his output.

Another significant work is The problems of classical harmony (1972). It repre-
sents Mazel”s statement of a theory of harmony within the context of his theory of
integrated analysis. The last work worthy of note is Questions on the analysis of
music; an attempt at bringing together theoretical musicology and aesthetics (1979).
In this book Mazel’ developed separately his theory of expressive possibilities that
represent the final stage of integrated analysis—i.e. the aesthetic consideration in
analysis. Mazel”s theory of expressive possibilities is considered by some as his most
significant “contribution to musicology.” '°

Lev Abramovich Mazel"s prodigious output, and his active involvement in the
teaching of music, have won him an important place in Soviet music theory. Heis very
highly regarded in the Soviet theoretical circles, as this quote from D. Zhitomirsky's

article “Science and the mystery of music” indicates.

In the world of the science of music, Lev Abvamovich Mazel’ is a bright
star, in whom are combined highest culture, universal knowledge, and
brilliant mastery of research and pedagogy. But the main quality and
the one definine his great creative talent, is directed and constructive
intellectual effori. From the very beginning of his research, lectures, and

speeches, L. Mazel’ was seeking, searching, and uncovering new paths. *

Mazel’ occupies an important place in Soviet music theory, and is perhaps the most

19V, Konen, “Mazel’, Lev Abramovich,” The Groves Dictionary of Music and Musicians, ed. S.
Sadie (London: Macmillan Publishers Limited, 1980), XI: 864.

208 yupe Baykm o Mysurke Jles AGpamopmy Masenn gBigeTcK 38e3foff NepBOR BEARUMHLI,
OfHFM H3 TeX B 8TOR O6NACTH, XTO COCPeAOTOYHBAET B Cebe MARBLICINYIO KY/LTYPY, YHuBep-
cannHble 3HaHASL, GJjecTalliee MACTEPCTBO HCC/efoBATeNR X meparora. Ho raasmoe x ompe-
Aensiollee €10 KPYIRA TROPHECKAR TANAET—NOCTOKHEAR COSBAATENLEAR paboTa Mucni. Tloyrn
€ CAMOre HAMAIA AeATenbHOCTH JI. Masens ero HCCNCAOBAHES, CKONH, BRICTYIICHUE BCELOA B
3OHe BCKAEMA, OPOKIAALIBAHAS HOBEIX myTeR. [D. Zhitomirsky, “Nauka i tayna muziki,” 31.)
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influential living music theorist in the U.5.S.R.. The fact that he is the author of
standard textbooks on musical analysis and history of music theory used in Soviet

Conservatoires is only a small indication of the extent of this influence.

SECTION THREE: Integrated Analysis
In the introductory chapter to the 1967 textbook Analysis of Musical Works,
Mazel’ offers a good description of integrated analysis. He always links this description

to the objectives of the course for which the textbook is intended.

The course analysis of musical works presents the science of musical works
in its connection. .. with the content of music; the course teaches the appli-
cation of the givens of that science (supplemented with information from
other disciplines) to the integrated analysis of musical works. . . [scientific]
cognition proceeds from the direct, as yet undifferentiated perception of
a phenomenon as a whole, to the study of its constituent elements, and
then again to the integrated—synthetic— grasp of the phenomenon on a -

higher level. (p. 7)

Attention should be drawn to the stress on synthesis that must follow analysis in
the process of integrating the whole. That aspect, according to Mazel’, differentiates
integrated analysis from other types of analyses. Alsoimportant is Mazel"s conception
of the content of music, the uncovering of which is the ultimate objec.ive of integrated
analysis. By content, he means the social message of a work, which is connected in a

broad way to musical style.

The very conception of integrated analysis is very broad...Such analysis

demands the consideration of a musical work not only as a whole, but

I Kypc aHannaa MYSLIKANTLERIX OPOHSBEACBHA BIJIATALT HAYKY O CTPOCHEN MYSLIKANBHBIX
DpOM3BELEeRNR B €r0...CBE3EX C COASP)KAHHEM MYSWIKH; OH YYRT [PHMeESTs AABHEIE
STOR HAYKH (fOHmONHZeMEle ¢ CBEACHHAMM HS JDYrEX [MCONIUIEH) X UEJOCTHOMY AHANASY
MYSEIKAJILHRIX NpoH3Befenna...[Hayyno| DosEAHEE HAET OT HENOCPeACTBEEHOrO, elle Hexad-
¢epeHINPOBAREON0, NENOCTEOrC BOCOPESTAN SBICHHS X HSYYERRK €ro COCTABHLIX MIEMEHTOB
B 3ATeM CHOBA K NEJN0CTROMY—CHATETHHECKOMY—OXBATY AB/esus Ha Goslee BLICOKOR OCHOBE.
[NOTE: all succeeding quotations from Analysis of Musical Worke (1967) will be followed by a page
number reference from that book.]
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also in its connection with other phenomena—with other works of art
(sometimes not only musical), with the composer’s style or that of a school
of composition, with a defined national musical culture, and finally, with
the general social and historical conditions that produced the given style

and that type of work. (p. 9-10) 2

Mazel"s preoccupation with social and historical conditions reflects a definite Marxist
orientation in his thinking. His theory is in this sense part of a Marxist tradition of
thinking about music.

The goals then of integrated analysis are very broad and have a very definite
orientation toward historical considerations in the process of analysis. However the
concrete demands of analysis require firstly the consideration of the technical aspects
of music. The theory of integrated analysis, as presented in Analysis of Musical
Works, consists mainly of analytical conceptions of such technical aspects of music.
These are concretely referred to as elements of music, with each chapter of the book

being devoted to a particular element.

Above all this course introduces the main aspects of the method of analysis
of musical works. The method remains the same in its fundamentals in
any type of analytical work. .. in as much as in this course it is necessary to
teach all the main elements of music, it includes special sections devoted
to different elements, the study of which is not often separated into an

independent educational discipline. (p. 11)

33Camoe MOEATHE NEJOCTHONO AHAJIN3A BeChMA LIAPOKO. .. TaxoRt AHANMS NPEANONArSET pacc-
MOTpeHAE MY3LIKANLEOTO OPOE3BEACHAM HE TOMLKO KAX KEJIOro, HO N B €ro CymiecTaed-
HEIX CBA3EX ¢ APYTHMHE SBMeHESMHE—C APyTHME XYAOMKECTBCEHALIMH UPOMSBENCHEAME (HMB-
Or0A He TONLKO MYSHLIKANLHLIME), CO CTH/IEM KOMIOSETOPA WIH KOMOOSHTOPCKOR UIXONKL,
¢ ompefiefeAHOR HANHNOEANLHON MYSLIKANLHOR KYIALTYpoll, HaxoHeR, ¢ o6IEME CONMANLHO-
HCTOPAYECKEMEA YCIOBRAME, DOPOARDUIAME JAHHLI CTAIL B TAKOI'O PORA HPOR3PEACHAS,

DMpexne BCeTO »TOT Kypc
SHAKOMET C I'/IaBHEeAIUAMA YePTAMHE MeTOAA AHA/IHSA MYSLIKANLHLIX UpoOEsRenennR. Merop e
OCTASTCK CAMHBIM B CBOER OCHOBE JUIE /M0G0ro THMA AHAMHTHEYECKXOR pPaGOTMl...IOCKONLKY B
3TOM Kypce TPe6yeTcs Yuer BCeX BAXHEQUIEX SACMCHTOB MYSLIKH, B HEM COACPIKATCE chie-
REAMLEbIE PAIfieNkl, NOCBAUICHHLIe PAMIHYHAIM EMCHTAM, B YACTHOCTR TeM, M3yVeHHE KO-
TOpHIX He BhIAENEHO B CAMOCTOSTENbHBIE yye6HLIE ARCIMIUTHESL.
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This refers especially to the discussions of dynamics, timbre, and texture, presented in
Chapter Three of this thesis. These elements of music are rarely discussed separately,
and their independent treatment in Analysis of Musical Works (1967) reflects its
authors’s approach of considering each element of music on its own, thus fulfilling the
demands of analysis in a systematic way. Other elements of music whose discussion
in Analysis of Musical Works is presented in this thesis are dimensions of thematic
structures and melody—respectively presented in Chapters Two and Four. Mazel’
and Tsukkerman, in their attempt to be complete in presenting a theory of integrated
analysis, also discuss separately the elements of meter and rhythm, of harmony, of
divisions in music, and of the period. The presentation of these elements is, however,

beyond the scope of this thesis.

As far as the body of knowledge communicated in this course is concerned,
it...can be characterized as the science of the structure of musical works
and as the connection between the structure and the content of music.
With that are associated some points of view concerning the very nature
of music as one of the arts, and the method of its analysis. Furthermore,
also associated. .. are the study of some important elements of music, and
of their expressive and form-defining roles. With the field of science of
structure of musical works is also connected the study of musical syntax,
syntactic structures, musical thematicism, and general principles of de-
velopment and form-definition in music. . .It is natural that a course thus
conceived is, on the one hand, based on the available information from the
field of historical development of musical language and style, and on the
other hand, is called upon in its turn to facilitate the concrete definition

and further enrichment of that information. (p. 11-2) 2

1Uro e xacaeTCA TOTO KPYTa SEAMEHHR, XOTOPHIR COOCLIACTCK EMEHHO B JAHHOM KypCe,
TO €ro...MOXXHO CXAPAKTEDPHSOBATE KAK HAYKY © CTPOCHHE MYILIKANLHEIX DPOHSBEACHER H ©
CBASIX CTPOCHRA ¢ CONCPXARAEM MYILIKE. Ciona BXORST HEXOTOPELIE HONONKEHMS, OTHOCAIIHEC
X CaMOft IPEPOAE MYSHIKE, KAK OAEOTO HS BEJ0B BCKYCCTBA, H X METORY et aBanusa. Janee, ciona
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Thus the presentation of the theory of integrated analysis in Analysis of Musical
Works (1967) is based on discussions of different elements which comprise music.
The conceptions of dimensions of thematic structures, dynamics, timbre, and tex-
ture, and melody, are presented in the three following Chapters of this thesis. In
the presentation of these elements of music, the different aspecis of the theory of
integrated analysis emerge. On the one hand, the element of dimensions of thematic
structures is fairly technical and reflects analytical tendencies of the theory—those
tendencies of the science of structure of musical works. The discussion of dynamics,
timbre, and texture is mainly concerned with perception and reflects the aspects of
the theory which are concerned with the nature of music as one of the arts. The
treatment of melody in the last chapter is more speculative, with some discussions of
technical aspects of melody—bringing together, as it were, the general characteristics
of the theory (i.e. structural versus speculative) that the presentations of Chapters
Two and Three reveal. Throughout each chapter, the conceptions of each of the el-
ements of music reflect a constant preoccupation with their historical and stylistic
evolution. In this respect, the extent of the repertoire on which these conceptions are
based is important, and, as will be seen, is not always equal. That is, some of the

presented ideas are restricted to particular repertoires.

BXORHT. . . YYeEEE O HEKOTOPIX BAXHERIUHX SAEMEETAX MYSLIKH, 06 HX BLIPSSHTEALHOR N dop-
soobpasyouleit pona. K ofnacTE BaykH o CTPOCRHEE MYSWKAILELLE NPOUIBEACHES OTHOCHTCH
Tak)Ke YYeHEE 0 MYSKKANLHOM CHHTAKCHCE, O CHHTAKCEYECKHX CTPYKTYPAX, O MYSLIKANIRHOM
TeMaTHIMe, 06 O6LIMX DPEENENAX PasBHTHE W $opMOOGPasOBARESA 3 MYysuke. . Ecrecrsenso,
YTO TAK NOHEMaeMLIft KYPC, ¢ OAHON CTOPOHL, 6a3EPYeTCK Ha AMEIOLIAXCE CBACHEREX B obnscTR
HCTOPHYECKCTO PaaBETHE MYSHIXANNHOIO A3LIKA N CTH/CA, € APYTOH Xe CTOPOHL, IPRIBAH, B
CBOKC Ouepefih, COOCOGCTRORATS KOHKPETHISIAKR N JANkHeRIIeMY 060rallleHRIO PTEX CBEJeHEM.
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CHAPTER TWO:
“DIMENSIONS OF THEMATIC
STRUCTURES?” =

Dimensions of thematic structures is a branch of the larger subject of form, In
Analysis of Musical Works (1967) Mazel' treats this larger subject through the dis-
cussion of smaller formal structural units. One such structural unit is the theme, the
systematic dimensions of which are elaborated upon in a whole chapter of that book.
The chapter on dimension of thematic structures is the only published document
in which Mazel’ discusses this topic per se. His unpublished doctoral dissertation,
The basic principles of melodic structure in @ homophonic theme (1940), treated this
topic; it is the main source of the ideas presented in this chapter. ¢ In all of
his other writings Mazel’ always discusses dimensions of thematic structures within
the context of a larger topic. Such, for instance, is his treatment of the subject in
chapter five of the first edition of Analysis of Musical Works (1959), where the main
topics of discussion are the theme and the period. This chapter, including comments
on dimensions of thematic structures, is reprinted in largely the same form in the
1979 edition of Structure of Musical Works. Apart from those two pedagogic texts—
the unpublished doctoral dissertation, and the 1967 edition of Analysis of Musical
Works— Mazel”s writings do not contain any extensive discussions on dimensions of

thematic structures,

35 MacrabHo-TeMaATHEYECKHE CTPYKTYDPH” .
6L.A. Mazel' and V.A. Tsukkerman, Analiz muzikal’nikh proizvedeniy [Analysis of Musical Works]
(Moscow: Muzyka, 1967), 4.
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“SECTION ONE: General understandings of dimensions of thematic
structures” %7

In this opening section Mazel' briefly describes diinensions of thematic structures
and their artistic, structural, and historic origins in music. He ascribes their artistic

basis to the natural tendency in art for proportion.

In musical works, as in works of other arts, there exist proportions between
parts (large as well as small)...Such proportions and relationships form
rhythm in a broad sense of the word, that is, rhythm of a larger scale.

(p. 393) *

Hence proportion, the broad expression of which is rhythm, provides the basis for
dimensions of thematic structures. The proportional changes in such dimensions

constitute development.

Development of dimensions is an aspect of musical development that man-
ifests itself through ordered variation in lengths of segments of a musical
thought (theme), and is closely connected with development of melody,

harmony, etc. (p. 394) °

Mazel’ gives an example of the theme from the opening movement of Bach’s Violin
Concerto in A minor (BWV 1041}, which is illustrative of development in dimensions

of thematic structures.

37ag1, Obutee HORATHE O MaclITAGHO-TEMATEYECKEX CTPYKTYpax”

2B MysLIKanLEOM DPOP3IBCAeHEH, KAK B B BPOMSBAACHHAX ADYTHX RCKYCCTBE, HANRYECTBYET
DpONOPUHOHANLHEOCTD YACTER (60MBLUIXX B MANLIX). . . 3TK NPONOPNAN, COOTHOWEHEN 06pasyloT
PHTM B IIEPOKOM CMBIC]E CAOBA, PETM GOALIIOrO ILIAHS.

¥MacmraGEOe PAIBHTHe—BHJ, MYSLIKAALHOTO PAIBETHS, KOTOPHA NPOSBNNETCE YWepes aa-
KOHOMEpPHBIE U3MeHEHRS BE/INYERLI YACTER MYSLIKATILHOMR MLIC/IR (TeMbI) K TECHO CBA3AH C PAIBX-
TEEM MENOINYMECKHM, rapMOERECKRM M EHEIM.
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Example 1: J.5. Bach, Violin Concerto in A Minor
(BWV 1041), I

He writes

the overall structure 1 + 1 + 2 + 4 is further elaborated by differentiated
inner relationships of segments: the [middle] two-bar phrase contains two
one-beat segments plus a one bar-one, and the concluding four-bar phrase
contains four one-beat segments plus a two-bar one. Here the path from
the opening, short impulses does not extend toward a singing phrase, but
toward an active development of the melodic line, encompassing a broad
range and characterized by intense development (an ascending hidden
voice with widening skips away from the “repelling” intonation of pitches

a-gf-a). (p. 395)

Mazel"s presentation of the dimensions of thematic structure of this Bach theme is
mainly a description of the theme's motivic structure, the main emphasis of which is
the proportion exhibited therein (i.e. 14+1+2+4). It is noteworthy that the numeric

representation of that proportion corresponds to the bar groupings in the theme,

30o61ag cTpyrTYPS 1 + 1 + 2 4+ 4 ewe ocnoxmena anddepeHNAPOBAHHLIME BHYTpPEEHEME
COOTHOLIEHHAMH “acTefl: B [cpenmof] RBYTAXTHOR ¢pase—[Ba MONYTAKTA IIIOC OAHOTAKT, A
B 3ABEpLIAIOIIER YeTHIPEXTAKTHOR (pase—uyeThIpe DONYTAKTS IULOC ABYTAKT. 3heck OYTE O
HAYANLHAIX KOPOTKEX HMMIOY/ALCOB BefeT He X menyuyell ¢pase, a X AXTRBHOMY P3SBEDTLIBAHNIO
MenoAHyecKOd JIHEAHR, OXBATHIBAIOLICH IMMPOKHE NHANASOH H OTAHvAKOMeRcE NHTeHCEBHLIM
pasBuTHeM (BoCXOARINEN CKPRITHIA r'ojioc, €OTTANKHBAHEEY 3BYKOB OT HHTOHAREN 3-g£is-a €
BOSPACTAHEEM CKANKOB NPH OTTANIKABAHAH).
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with the separate motives not being restricted by bar lines, freely overlapping them.
This aspect of proportion in bar orderings of dimensions of thematic structures has
its roots in G.E. Conus’s (1862-1933) metrotechtonicism, which seeks to illustrate
proportion and symmetry in form through the enumeration of “structural cells.”
These are usually, but not always, confined to a single bar. 3! Mazel’ applies this
principle to dimensions of thematic structures. In contrast to Conus, however, he
does not take the dogmatic view that proportion is omnipresent. Morover, he is very
much aware of the motivic structure in themes, and will not designate proportional
divisions if they contradict that structure—something Conus had no qualms about
doing. That was one of the main problems of metrotechtonicism: in ils attempt to
illustrate proportion it often ignored the motivic and thematic divisions in the music.

The motivic relationships in a theme are viewed by Mazel’ as the main generators

of proportional dimensions.

Since the dimensions of thematic structures are engendered by motivic
development, motivic relationships within a theme, these are very essential
to the understanding of the nature of dimensions of thematic structures,

and define some of their main organizational principles. (p. 396) *

Mazel’ sees the aspect of motivic development as an important factor in the historical

evolution of dimensions of motivic structures.

Various highly organized dimensional structures with successive and in-
tensive dimensional development, could become firmly established and
gain wide use only at the beginning of that period in the history of the
art of music, when, firstly, the principle of quadratic structures, combin-
ing possible dimensional development with maximum reciprocal balance

A McQuere, 295,

3[JockonEKy MaclITAGHO-TEMATRYECKHE CTPYKTYPH LOPOXACHL! MOTHBHO-TCMATHYECKAM
PASBRTHEM, MOTHBHO-TEMATHYECKUMHE COOTHOLICHEAMH, 3TH NOCHERHUE OHEHh CYIIECTREHHL
ANS HOHUMAHES HPEPOAM MACWTAGHKIX CTPYKTYP M ONPCACHLIOT HEKOTOpME NX BAXCHLIE
SAKOHCMEDEOCTH.

22



between parts, was firmly crystallized—and, secondly, when the relatively
independent inner logic of motivic development in themes, one aspect of
which appears as development in structural dimensions, acquired greater

significance. (p. 394) ¥

Mazel’ does not specify what period in music history dimensions of thematic struc-
tures appeared in first, but the implication, judging by his citation of Bach, is that
they occurred first in the Baroque. This indefinite historical placement of dimen-
sions of thematic structures concludes Mazel”s brief initial description of this musical

element.

“SECTION TWO: Periodicity”

In this section Mazel® discusses the simplest kind of dimensions of thematic struc-
ture, periodicity. His discussion includes definitions of periodicity and its specific
manifestations as well as its limitations. The section concludes with comments on
the expressive possibilities engendered by periodicity.

Mazel’ defines periodicity as

a structure made up of two or more parts that are equal in dimension,
and essentially similar (mutually corresponding) in melodic and rhythmic
outlines. (p. 396) 3

He sees repetition as the structural basis for periodicity.

3P asmoobpasane B BLICOXOOPraHA3OBAHEEIC MACIITAGHNES CTPYKTYPH ¢ DOCACAOBATEILHRM X
HHTCHCHBHLIM MACLITAGHLIM PASBETACM MOPIH YTBEPABTECA R HOXYYHTE IINPOKOE PACHPOCTPS-
HeRHe, ML HAHMEAL ¢ oUOpefeneHHOrO $TARA HCTOPHE MYSLIKANLHOT'O RCKYCCTBA,— KOT/A,
BO-NCPBLIX, IPOYHO OTKPHCTAIAIOBAICK IPEKIAT KBAJPATHOCTR CTPYKTYP, COULTAOINE BOY-
MOXKHO® MACIITAGHOE DASBETHe ¢ MAKCHMANLHON DSAMMHOR YPABEOBCIICEHOCTLIO UACTER, BO-
BTOPRIX, Koraa npuoSpena Gonsnliuoe 3HAYEHHEe OTHOCHTOILHO CAMOCTOSTEILEAN BEYTPOHERS
JlorAKa MOTHBHO-TEMATHYEeCKOTQ PASBATHL, OAHO# H3 CTOPOH KOTOPOr0 ABILINTCK PAIRMTLIC
MaclITaGHEIE CTPYKTYPSI.

3552, epeopuunocTs”

¥nocrpoenne, cocrosiee BS ABYX MM HECKONLKEX MACTefl, PABELIX DO MacmTaly N B O¢-
HOBHOM CXORHEIX (COOTBETCTBYWIMX APYT IPYTY) O MENOARYECKO-PATMRYECKOMY PRCYHKY.
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Periodicity is based on complete or (more often) modified repetition of
some structure. With that, the number of repetitions, the dimensions

of the repeated structures and their inner organization, can greatly vary.
(p. 396) ¥

As an example that exhibits periodicity, Mazel' quotes the opening eight bars of the
Passionato from Schumann’s Carnavael (Op. 9).
Example 2: R. Schumann, Carnaval (Op. 9)

Passionato

— | T l-f‘q‘m;

| =1 I \_/f | \___'/r \E
> > 5
NulFPs .HTE r_@; N

He has this to say about this theme:

eight similar motives create intensive development that is connected with
a successive widening of skips in the first four motives (with which emerge
two hidden voices that move in contrary motion), beside which the whole

eight bars form a single ascending and descending wave. (p. 398) ¥

The aspects of melodic structure—i.e. skips, hidden voices, direction of motion, and

ascent and descent of melodic waves—will all be dealt with in Chapter Four of this

36[TepmOARYHEOCTS BOIHMXAET Ha OCHOBE TOWHON HAE (YAlle) BHAOAIMEHAEHOR NOBTOPHOCTH
xoxoro-n1260 mocTpoeHRA. IlpE ®TOM KOMEMecTBO NOBTOPERER, MacwiTaGll HOBTOPAEMOro
HOCTPOSHHAR ® €ro PHYTPERHEE CTPOCHEE MOTYT GHITE BECEMA PANTRYHLIMME.

37p0ceMb CXOAHLIX MOTRBOB COIRAIOT METEHCEBHOE PA3BHTHE, CBA3AHHOE C HOCCAOBM TE/ILHAIM
pACIIZPEHMEM CKAYKA B IEPBHIX YeTHPEX MOTHBAX (IPH STOM BOIHEKAET CKPLITOE ABYXTONOCHE

¢ OpOTHBOMOMOXKELIM ABENKEHAEM I'OAOCOB), & KPOME TOrO, RO BCEM BockMUTaKTe OGpasyerca
eMHAK BONHA HADACTAEHSX H CIafa.
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thesis. In general, Mazel™s broad definition of periodicity can include many repeated

structures of which the Schumann melody is but one example.

For instance, a simpler eight-bar period with two similar four-bar phrases
can in itself represent periodicity, for the second four-bar phrase is a modi-
fied repetition of the first. Of course, periodicity also appears in sequential
or sequentially-based structures with any number of links, as well as in

varied repetitions of some turn. (p. 396)

Such broad application of periodicity makes it one of the most common dimensions
of thematic structure. Mazel’ points to its frequent occurrence in folk music as an
indication of its basic nature. As an illustration, a Russian song from a collection by

Rimsky-Korsakov is quoted.

Example 3: Russian Folk Song from a collection by N. Rimsky-

Korsakov
| S "
b % ) | i ) % 1 . 1 1 | % 1 ;% 1 1 1 1
b )| !‘ 1 | 1% 1 1 ) L :'\ I T e |
= e e i e ]
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“& nuer, To-re BY, nto-Go-4Y, HA PO - FA fio-CA = WY

The dimensions of thematic structure of this folk song constitute a very simple form

of periodicity: the repetition of the same motive with slight rhythmic modification.

3Hanpruep, npocTeRWER BOCLMHTAKTHEIA NEPHEOA H3 ABYX CXOMHBIX YeTRIPEXTAXTHLIX
opefsioaeHHA NpefcTasnaeT cobolt NepARORAYHOCTD, H60 BTOPOR YETLIPEXTAKT €CTh BEAORSME-
HeHHOE ROBTOpeHHE HepBoro. [lepAonWNHOCTLIO EBAdeTCH, PASYMCETCHA, M CEKBEHIES A
cexpenneofpaasoe DocTpoeHAe H3 NioGoro MHMCNA 3DeHhed, DABHO XAK N BAPLHPOBAHHLIE HOB-
TOpeERS KoKoro-HM6YRE ofopoTa.
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The element of repetition in periodicity could be viewed as a limiting factor.

Mazel’ sees three limitations as engendered by repetition.
g Y rep

Above all, the possibilities of development are limited, for lack of change
leaves few possibilities for selection in dimensions of a repeated structure;
whereas more intensive development demands the overcoming of the open-
ing, smaller dimensional confines. Furthermore, similar structure in itself
is not predisposed to sufficient closure and completeness in a work, for
repetition (exact or with modification) can theoretically keep on occuring
indefinitely. And finally,...in as much as periodic repetition is a very im-
portant factor of regulated division, a structure that is wholly based on
such repetition is often rendered insufficiently smooth, and has a tendency

to disintegrate into a succession of similar parts. (p. 398)

Despite such limiting properties of repetition, it liberates at the same time other
aspects of the music. As examples, Mazel' mentions the increased role of harmony

and intensification of expressive possibilities that accompany repetition.

Admittedly, quite often factors operate to surmount to a certain degree
the enumerated limitations of periodicity. Thus, harmonic development
in a simple period with two similar phrases—above all in the relationship
between the different cadences of the phrases, in which the half cadence is
answered “at a distance” by the full cadence—fastens the two similar parts
of a period into a sufficiently solid whole. . . Periodicity is [also] capable of

intensifying the expressiveness of a repeated turn. Constant repetition

3%0rparAyeRsl OpexAe BCEro BO3MOXKEOCTA PAIBETEN, MO0 HeRMSMEHHLIM OCTAETCH pas
R36paHHLIA HeGONLILOA MACINTAS HOBTOPAEMOrO NOCPTOCHHES, TOrAA Xak Gonee RATEHCHBHOC
paspaTEe o6LINHO Tpe6yeT NpEORONIEENS NePBOHAMANLELIX HeGOMRUINX MACHITAGHBIX PaMOK.
Janee, moGouRas CTPYKTYPA caMa no ceGe He IPeADACHONATAET K JOCTATOYHOR SAMKHYTOCTE, 3a-
KOHUEEHOCTH TOCTPOCHES, H60 NOATOPHOCTS (TOUEAS B/IM BRACKIMEHEHEAL) MOXKET B OPRELMIIC
ANRThCS HEOIPAHEYEHHC. M HAXOHeNm, DOCKOMLKY...HNEPHOARYECXAS HOBTOPHOCTE ABAXETCA
pakHEAWEM GAKTOPOM YUODHAOHEHHOR PACHICHEHHOCTH, CTPYKTYPA,BCENE]0 OCHOBSHEAY HA
Taxofl HOBTOPHOCTH, 06LIYHO OKa3LIBAETCA HEJOCTATOMHO CARTHOR: B Hell eCTh TEHACHNUR X
pacmany Ea PRA CXOAHEIX YaCTeR,
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of a calm phrase redoubles the calm character of the music, while the
repetition of a sharp, persistent motive, increases and forces the sharpness
of its expression. The eflect of many ostinatos is, in part, based on this.

(p. 402) *°

“SECTION THREE: Grouped periodicities” 4!

In this section Mazel’ continues to discuss the topic of periodicity in dimensions
of thematic structures. Here, however, more complex periodic thematic structures—
grouped periodicities—are considered. Mazel’ presents the main types of groupings
of periodic dimensions of thematic structures, singling out paired periodicities as
the most significant type of grouped periodicities. He ascribes the origins of paired
periodicities to couplet forms in folk music, and concludes the section by linking
the dimensional thematic structures of some polyphonic themes to the same couplet
forms.

Mazel’ offers the following as a definition of grouped periodicities.

[Grouped periodicities] is used to refer to a structure that does not itself
represent periodicity, but consists of two or more parts, each of which
represent periodicity. One has in mind structures of the typea+a+b+ 5,
a+ay + b+ b (two periodicities...), ¢ + a1 + b+ & + ¢ + ¢1 (three
periodicities...), a+a;+b+ b +c+¢; +d+ dy (four periodicities. . .), etc.
Groups in which the actual periodicity does not consist of two, but rather

of more similar elements, as for instance a 4 a3 + a3 + b; + b2 + b3 + b4 can

OITpasna, cunows B pRAOM AccTBYIOT GAXTOPH, B TOf HIN HHOM CTENEHE MPEOLONEBAIOIIHE
HepedMcCHEDRIe YePTH OPPAHEYEHHOCTH, Tak, rapMOEEYeCKOe PASEATHE B IDPOCTOM HepHOAE
HS [BYX MEJCARMECKH CXOEEIX DP¢AIONKeERR, OPH XOTOPOM NCNOBHEEOMY KAZAHCY OTBEYAET
«HA PACCTOSHMH® MONRLIR, CKPenNaeT ABe CXOARLIC YACTH HEPHORA B AOCTATOMEO mpouHOE
nesoe. . . NEPHOAHYHOCTS [Toxe] cOoco5HA YCHIEBATE RLIPASRTENLEOCTS DOBTOPaeMoro ofopoTa.
HeonuoxpaTHad DOBRTOPHOCTH COOKORHOM ¢pasml ycyrylaseT CNOKORHEIA XAPAKTep MYSHIKH,
NOBTOpPEHHE XKe OCTPOre, HACTOHYABOrO MOTHBES YBEJIRVABACT, HATELTACT €0 OCTPYK BLIpASH-
TensuocTh. Ha sToM ocHOBaH, B YacTBOCTH, 9ddekT MHOrEX ostinato.

412£3, I'pynosl nepropaynocTe”
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also be encountered. (p. 402) 42

This definition is fairly technical and requires the reader to keep in mind the definition
of periodicity from the previous section, a definition that extends only to those the-
matic structures whose separate parts are “equal in dimension and essentially similar
in melodic and rhythmic outlines.” (see Section 2 above) Hence, in grouped peri-
odicities, the individual groupings are not necessarily equal in dimension, and will
therefore not form periodicities with respect to each other. In other words, a + a, is
not necessarily equal in dimension to & + b, or ¢ + a1, etc.; but a is equal to a, as
is b to by, ¢ to ¢y, etc., each forming a separate periodicity that can be grouped with
others to form a grouped periodicity.

Each of the mentioned types of periodicities in Mazel”s definition is illustrated by
several musical examples. The most interesting of these are a theme from Mahler’s
Symphony No. 1 (III), illustrating four periodicities, and a Russian song from a

collection by Rimsky-Korsakov, illustrating two periodicities.

Example 4: G. Mahler, Symphony No. I in D Major (1884), i1

The eight-bar theme from Mahler’s Symphony No. 1 (III), quoted from the muted,

double-bass statement of it, is a minor-mode version of the old French song “Frere

2[[pynnn nepHOJEYHOCTeR| HAILIBAETCE CTPYKTYPS, HE ABAKIOWIALCA CPHOREYHOCTLIO, HO
COCTORLIAR 3 AABYX HAH HeCKONABKAX YacTell, KaXIAd B3 XOTOPHIX npeacTapider coboft nepu-
onRYBOCTL, VMe1oTCd B DRy DOCTPOCHES THAA a-+a+b+b, a+a;+b+b) (ase nepuonavnocTs. . ),
a+ay +b+b +c¢+c (TpH nepmopEuHOCTH...), @ + a1 + b+ b + ¢ + 1 + d + dy (weTnipe
NepHONHYHOCTH...) B T.A. BcTpeualorcs M TakEe rpynnl, 8 KOTOPLIX CAMM HEpPHEOLRYAOCTH
COCTAST Ee H3 ABYX, & U3 60/MLUIEro YEC/Aa CXOMHLIX BJIEMCHTOB, HANPHEMEp & + a1 + a7 + o) +
b+ b3 + b4.
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Jacques.” Its grouped periodicities form an a + a + b+ b+ c+ ¢+ d + d structure in
which the dimensions of each of the four periodicities is equal. This, of course, is to
be expected if one considers the original old French song which is a four-part canon
that naturally must have four phrases of equal length. These could be illustrated by

the following formula:

4 4
aja+bjb+ctc+drd

It should be noted that because the adjacent two-bar phrases lack rhythmic and
melodic identity, and furthermore, the adjacent four-bar phrases lack such identity,
the resultant structure is a group of smaller two-bar periodic structures that can not
sum up to larger periodicities; the reason for this is an absence of rhythmic and
melodic identity between the larger two- and four-bar phrases required by definition

of periodicities.

Example 5: Russian Folk Song from a collection by N. Rimsky-

Korsakov

Andantino quasi Allegretto
a

- ——
- 4 y 4 - -:_-l—
.4 1T - i ri -
o r — e ¥ — =
3a—nue—TW -CA, fue - Tesb, 3A- AUE =TV —
_— i
- . .
_9_‘ - L\ - = e v : __.-—_——..___ ; ‘\‘
%——.—. ) — il
‘j rl rr - = rl . r, = 1
o I g
—CRA, Thi an_agu..c,,q, ™y - BA 39~ A0 = ™ - A,
a
== T= —_——
— —  E———— — —
i 4 =y -~ - + rr = ]
)] 14 f 4 14 — 1.4 rd Pt
AL - Bep- HW=—CR, UaMm ~ KA —PAM-YA - tTH —
Allegretto b
ig&‘ N Y -
.4 Y \Y hY — iL‘ '4‘,—"- - v
-~ — — —! x Lt ? a -
r r — 4
—A, Ax TR, ce pa Ry, - ™M — wa,

29



Ae 2 A, 3, A
o 5 - — 'Y 1 Gl . Y Y Y
e —— e —" o 5w
) ? P r p— r
MO T® = AK-aA MA- aAplX Al - Y - e, “TD he
b b
Ao % 5 A
rs 7 ! X x "y — it ' |
4 L] 11—.—L — e .‘—‘—"_.'_'_d
ﬁ ¢ o -
] 7V — , ——— 1
BHE-ay WE BT — KeMTe HE b ACT-§rK oA X e - HbX,

The dimensions of thematic structure of the Russian song taken from a collection
by Rimsky-Korsakov, are more complex than those of Mahler’s version of “Frére
Jacques.” Its periodicities form an a+a+a+ b+ b+b+b structure of two periodicities.
At first sight the two periodicities seem unbalanced, but Mazel' makes a relevant

observation:

... the first periodicity consists of three four-bar phrases, and the second
one, from four three-bar phrases, so that both periodicities are rendered

equally long. (p. 404)

This equality in dimension does not lead Mazel’ io designate the grouping of the
periodicities as itself a periodicity. The term he uses to characterize the resultant
structure is “balance,” saying that “such balance will not always exist.” (p. 404) 44

This Russian song, with its three four-bar repetitions of the first periodicity equal-
ing the four three-bar repctitions of the second periodicity, poses an interesting ques-
tion about the dimensions of the repeated structures within periodicities. How do
these dimensions relate to those of the periodicities themselves? Mazel’ avoids this
question in the Mahler example, but tries to give a partial answer for the Russian
song by saying that the equality in dimensions of its two periodicities is accidental—

“it will not always exist” is all he has to say. He does, however, directly address

43 nepBax DEUOQUMHOCTh COCTOMT M3 3 YETHIPEXTAKTOR, BTOPAL M3 4 TPEXTAKTOB, TAK 4TO
o6e NeEOAAYHOCTHE OKA3LIBAKTCE PABHOBEARKHEME.
1447aK00 YPABAOBEUICHHOCTA MOXKeET B He GuITh.”
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the question of dimensions of grouped periodicities when they change in a systematic
way.

Groups of periodicities in which dimensions of periodicities increase (... ),

will be referred to as ascending; in the contrary case (...), they will be

referred to as descending. (p. 404) 45

He gives examples of both these types of grouped periodicities. For the ascending

grouped periodicities he cites the subject of the Fugue from J.S. Bach’s Fantasy and
Fugue in G Minor (BWV 542).

Example 6: J.5. Bach, Fugue from Fantasy end Fugue tn G Minor

(BWYV 542)
(' . /.._\Jl ,-—'—--...,_)'(,....\
IIl ! ‘[ _:‘\ g | |
) ——"= E - e
=) ( }
- B e W e ———— I —
5 o :."——-—. — ™ S

Here the dimensions of thematic structure are } + 3 + 1+ 1, producing what Mazel’
calls ascending grouped periodicities.

For the descending grouped periodicities he cites a Russian song from a collection
by A.K. Liadov.

“*I'pynny neproguyHocTel, B XOTOpO#l MACIITAS HEPHOARYBOCTER Bo3pacTaeT {...), EasopeM
BOCXOAAIER; B IDOTABOOOIOKEOM CTYYae ( . .)—H.chomuxeﬂ.
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Example 7: Russian Folk Song from a collection by A.K. Liadov

(
Allegretto

o
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Here the dimensions of thematic structure are 242+ 1+1, producing two descending
grouped periodicities.

Both of the cited ascending and descending grouped periodicities are of the type
identified earlier as two periodicities. Mazel' considers that to be the most common
type of grouped periodicities, ascribing particular significance to their variant that he

calls paired periodicities. He sees this variant as originating in folk music.

Very often the structure of double periodicities can be encountered in cou-
plet forms of folk songs of different nations (...) Therein that structure
represents a relatively complete musical whole whose two parts comple-
ment each other in one way or another—answering each other—for which

reason it only follows that such structure is referred to as paired periodic-

ities. (p. 405-6) *®

It should be noted that Mazel”s definition of a folk song is fairly loose and certainly

does not have the specific connotations that its definition has today in the West.*’

48BechMa HacTO BCTPEHAETCS CTPYKTYDPS ARYX IEPHOLMYHOCTER B HADOAHOM MecCHE Pa3sHBIX
Hapopos (...) kKak ¢opMa xynnera...B DORUBELIX ¢AYYALX ITA CTPYKTYPA NPCACTABRAET coboft
OTHOCHTENLHO 3aKOHWEHHOE MYSHLIKATBHNE LEj0e, B ee [Be IOJOBHHL B TOM HAN XHOM OT-
HOIUEENE AOMOAHAIT APYT APYTA, GTEEYAIOT APYT APYTA, B CANY 4ero mopobnyio CTPYKTYPY
€CTECTBEHHOC HA3BATE NAPOR NePHOAMYACCTER,

4TMazel’ takes folk songs to be static objects in his theoretical discussions, ignoring totally the
issues of orality of transmission that in the West must accompany any consideration of folk songs.
Western students of folk music would certainly object to his static treatment of a dynamic phe-
nomenon embodied by the folk song. (see Introduction to this thesis for further discussion)
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The couplet form, however, that he is referring to connotes fairly specifically the
practice in Russian folk songs of repeating a line to form a couplet.

Mazel’ is very careful to point out the distinctness of paired periodicities as a
variant of two periodicities, the former being characterized by structural completeness

that the latter lacks.

...if an a + a; + b + b, structure is found, for instance, irn a sequentially
ascending passage in the development of a sonata, it is not appropriate to
call it paired, as more suitable terms are two periodicities, groups of two

periodicities, etc. (p. 406) 4

The main distinction is structural completeness that a sequential passage by its very
nature lacks.
Mazel’ identifies three types of paired periodicities that have their origins in the

couplet forms of folk songs,

It is possible to distinguish between several types of pairs on the basis of
the relationships between the two periodicities: 1. Complementary pairin
which the second periodicity serves as a complementary answer to the first
one, sometimes providing contrast of different degree to it...2. Varying
pairin which the second periodicity is very akin to the first one, appearing

as its variation. (p. 406-7) *°

Mazel’ gives several examples of either Russian or Ukrainian songs to illustrate each
type of paired periodicity. Besides these he cites themes from the Classical reper-

toire that contain the mentioned paired structures. The theme of the finale from

Secnm CTYPYKTYPA a + Gy ++ b + b BCTPETRTCE, HAIPHEMep, BHYTPH CEXBEETHOrO HADACTAHHA
COHATROR pa3paboTKR, e¢ Henenecoo6pasHo EMEHOBATD TAPOR H CAEAYCT MOBODHE O ABYX TepH-
OARIEOCTAX, TPYTINe N3 ABYX NepHORHYHEOCTER B T. A,

“"Mo>XHO PAITHYNTE HECKONLKO BEAOB AP B 3ABACAMOCTH OT COOTHOINCHES MEX[LY ABYMS
nepHOAHMHOCTAME: 1. OTBeTHAS mApa, OPM KOTOPOR BTODPAN LEPHOAEYHOCTS CAYMNT AONON-
HAWWHEM OTBETOM 0O OTHOLIEHHMIO X Oeppoll, HHOrAS §0Mee MR MeHee 3aMETHO XOHTPACTEPYS
eff...2. BapnanTHad mapa, DpE XOTOPOR BTOPAS NEPROAEYHOCT BECHMA POACTBEHHA IepROR,
mpeacTaBngeT cobofl ee BADRART.
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Tchaikovsky's Symphony No. 5 (Op. 64) is cited as an example of a complementary
paired periodicity.

Example 8: P.I. Tchaikovsky, Symphony No. & in E Minor
(Op. 64), IV

Allegro vivace
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The second periodicity of this theme substitutes different pitches for the same rhythm
that appears in the first. This results in the contrast that is specific to paired peri-
odicities.

Tchaikovsky's Meditation (Op. 72) is cited as an example of varying paired peri-

odicities.

Example 9: P.I. Tchaikovsky, Meditation (Op. 72)

The second periodicity in this theme freely inverts the intervalic motives of the first

one.
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Mazel’ concludes this section on grouped periodicities with a brief consideration
of thematic dimensions of polyphcnic themes. He associates the origins of polyphonic
themes with paired periodicities to couplet forms of folk songs. Referring to poly-

phonic themes, he writes

In such circumstances the absence of marked completion and closure in the
structure of paired periodicities is made use of, i.e. its tendency toward
further development is characteristic of polyphonic themes. Essentially, in
folk songs, paired periodicities are but a form of the couplet, demanding

repetition with different text. (p. 412) *°

He ciles a theme from Mozart's Magic Flute as a typical example of continuous

polyphonic structure that has its roots in folk music.

Example 10: W.A. Mozart, Magic Flute (K. 620)

Allegro
I E— gx- T - T - - e ey
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It is important to realize that Mazel’ is using the theme from the Magic Flute only
to make a connection between its dimensions of thematic structure and the couplet
form in folk songs. He is not trying to establish the folk origins of the theme, but
is only pointing out the connection between its continuous polyphonic structure and
the couplet form of folk songs. To think that Mazel’ is making a statement about

Mozart’s music or the Magic Flute in particular, would be a mistake.

598 pakmx cnyuMagx HCODONBIYETCR OTCYCTBHE B CTPYKTYPE Daphl DepHORHMHOCTeR GOMLIION
3AXCHYEHHOCTH, JAMKHYTOCTH, T.€. €€ TATOTCtHEC K JAAlbHeAIIeMY PASBHTHI), CBOSCTICHHOC
nonndongyeckofl Tede. B cywHocTH, B B HapOaHOR NecHE DADA HEPROSEVHOCTER 6CTh JIHUML
dopMa KynneTa, npeAnONArAIOIIEr'D NOBTOPEHRE ¢ RPYTEM TEXCTOM.
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“SECTION FOUR: Suinmation. Progressive summation” 5!

In this section Mazel’ discusses dimensions of thematic structure that, unlike pe-
riodicity, are not based on repetition but rather summation. Summation, as the term
implies, is a process of adding or stacking of thematic dimensions to produce a larger
structure. The dimensions of a structure thus generated relate in a special way to
those of structures that precede it. Structures preceding a summation will often,
but not always, form some kind of a periodicity. Mazel”s discussion of summation
describes the structural principle—its main characteristics, as well as its origins in
literature, poetry, and ultimately the thought process. He offers examples of the main
types of summations, and concludes the section with a discussion of a particular type
of summation, progressive summation.

The following description of summation as a thematic structure is offered.

... the dimensional aspect of this structure consists in the answering of
two or more smaller structures, equal in size, by a larger one that is ap-
prozimately equal to their sum (hence the term “summation”). This struc-
ture can be realized in the domain of two-bar structures (3 + 1 +1,...),
four-bar structures (1 4 1 + 2,...), eight-bar structures (4 +4 + 8,...),
sixteen- or thirtysecond-bar structures..., as well as in the domaine
of non-quadratic structures (for example, 3 + 3 + 6...). Furthermore,
the number of the shorter initial structures can exceed two (for example,
l+3+53+3+2..;242+42+5...). Finally, the summed structure
will not always exactly equal the sum of the initial ones (either exceeding
or not quite equaling it)—what is important is that it be perceived as

answering them...(p. 416)

S1«g4, Cymmuponaune. Ilporpeccepylomee cyMunrpopaHue”

82, MacwiTabHad CTOPOHA BTOR CTPYKTYPHI 3aKJLOHAETCA B TOM, ¥TO [BYM HITH HECKONBKHEM
pABHEIM Do Beanunme Gosee XOPOTKAM NOCTPOSHHAM OTBEUALT OAHO GO/ee LIBTENLHOE,
NPEGNASATENLHO PABHCE EX CYMMMe (OTCIOAS B CAMBIR TEPMEH €CYMMEpoBanme»). CTpyxTypa

BTA MOJNCET DEATHSOBATHCS B NPEENAX ABYTAKTA (% + % + 1,...), vetTmipexTanTa (1 + 1 + 2,...),
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Mazel’ gives several examples of each stated type of summation. Perhaps most rep-
resentative among the examples is a theme from Schubert’s Symphony in C Major

(“The Creat”).

Example 11: F. Schubert, Symphony No. 9 in C Major (“The
Great”), IV

This theme contains what Mazel’ calls a “quadratic” summation—i.e. a structure
each of whose parts is divisible by the number two. Thus, in this theme the third,
summed sixtecn-bar phrase answers the opening periodicity of two eight-bar phrases
(8 + 8 + 16)—all the parts being divisible by 2.

Mazel’ generally considers the quadratic summation te be the most frequent type

of summation.

...the basic and most frequently encountered aspect of this structure
appears as the quadratic (four- , eight- , sixteen-bar) structure, the first

half of which contains two equal (and essentially similar in melodic and

POCEMUTAKTA (2 + 2 + 4, ...), wecTHagnaTu~ RAH TPHALATHABYXTAaKTA..., B Opelenax Hek-
BAApaTROro nocTpoessa (Hanpumep, 3 + 3 + 6...). [flanee, Konu4ecTBO HAYANLHELIX KOPOTKEX
nocTpoenufl MoxkeT 6niTh Gonbwe aByx (HanpuMep, 1 +4+1+142...;2424245...). Haxonren,
CYMMIIpYloUllee NOCTPOeHHe MoXKeT GLITE He TOYHO PABHO CYMMe HauansHbX (1260 mpepbiuas
ee, 1160 He AOCTHIAA)}—BAXKHO UL, YTOSLI ORO BOCHPHHAMANOCH KAK M OTBeqaloUlee. . .
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rhythmic outline) elements, and the second, non-periodic half, of which is

equal to their sum in number of bars. (p. 417) *2

As the initial description of summation indicates, the quadratic summation is only
one type of summation—although it is a frequently encountered one.
Mazel’ points out the tendency for summation in other arts, ultimately linking

this tendency to the thought process.

...for instance, in literary works several short sentences will often be fol-
lowed by a long one; while in [poetic] quatrains, the opening two, divided,
rhyming lines will often be followed by a summed, flowing couplet. .. The
cause from which the great effect of the tendency for summation on the
relationship between similar thematic structures stems, most probably
lies in the connection between that tendency and the general character-
isics of the thought process: the ascertainment of similar facts and the
enumeration of analogous points of view (theses), will naturally tend to-
ward their generalization——summing up of those facts—and together with
the enumeration, in their turn, toward their uuiﬁca.ti;)n into a completely

developed thought. (p. 419-20) 34

In this way Mazel’ links summation as a universal structure to the process of thinking—
the process of arriving at a conclusion on the basis of given facts (i.e. summarizing).
As a consequence of this universality, summation frequently appears in different art

forms, and is especially vital to dimensions of thematic structure in music.

53, . oCcHOBHBIM B BaRGolNee YacTO BCTPEHAIOLAMCE BAROM 9TOR CTPYKTYPHI ABARCTCE XBAZPAT
Hoe (YeThIpex- , BOCHMH- , WECTEAMUATATAKTHOE) HOCTPOCHHE, NCPRAS MONOBEAA KOTOPOro
COMEPIKHT fBA PABHEIX (B B OCHOBOM CXOAHBIX O ME/IOARKO-PRTMEHECKOMY PHCYHKY) S/IEMENTS,
a BTOPAS—HeNepAONEYECKAI—IOOBPAHA N0 KOMAYECTRY TAKTOB PABEA MX CyMMe.

54, Hanpumep, B JIETepATYPHOM NPORSBEfleHEH 33 HECKOJILKEME KOPOTKEME $PasaMu mH-
Orfa CefyeT ANREEAR; B [DOBTEYECKOM) 4 TBOPOCTHIIAR B3 HAYANLHLIX Pa3sACIsHLIX CTEXA
EHOI/A CYMMBPYIOTCS 3aTeM CIETELIM ABycTRIIEEM. . JIpAYERA, DO KOTOPOR TEHACHOEA X CYM-
MEpPOBAEEN HeHCTBYET ¢ ocofofl CHIOR MMMERO OO OTHOIUCHHI X CXOAHAIM HDOCTPOCHREM 3
npefenax TeMs], BEPOSTHO, SAKTIOYALTCH B CBAIE STOR TCHACHUAR € OGLIAME CBOACTBAME MAlL-
ZeHUK: KOHCTATANEA CXORHEIX IIO XAPaKTepY $aKkToB, KepeYAC/ICHAS ARANIOMAYHAIX DONOXEHRM,
TE3NCOB €CTECTREHHO TATrOTeeT X HX 0Gofulenmio, CYMMApPYWIUEeMY TR $axTW N, B CBOK
ovepens, 06LEARERIOLIEMYCA BMECTE ¢ BX HepesBCc/IeHEeM B OHY LeALHYI0 PA3BEPHYTYI0 MAICTE.
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Summations can act in succession to generate development of thematic dimen-

sions.

Sometimes gencral thematic development includes among its qualitative
means the transition from a summed structure that is less vividly ex-

pressed (for example, a + a; + a3b), to a one that is more so (a + a; + B).
(p. 423) %

Mazel’ gives the complete Rondeau from Frangois Couperin’s “Les Moissoneurs” (Sec-

ond Livre de piéces de Clavecin, VI® Ordre), as an example of such a thematic struc-

ture of successive summations.

Example 12: F. Couperin, “Les Moissoneurs” (Second Livre de

piéces de Clavecin, VI® Ordre)
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5*luoraa obuiee paiBuTie TeMbi BKTIONAST B KayecTBe OLHOG HI CPefcTS HOepexon OT Me-

Hee APKO BhIPAXKEHHOR CTPYKTYPRI CYMMUPOBAaEHR (BampEMep, a + a; + a2b) x Gonee spxo
suipaxentoft ( a +a; + B).
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The cited thematic formulae that generate successive summations are realized here
in two “quadratic” phrases overlapping the bar lines: 1+ 1+ 2 equaling a + a, -+ a3b,
and 14+ 1+ 2equaling a +a; + B.

Mazel”s mathematical inclinations are carried even further in his conceptualiza-
tion of progressive summations. Like other types of summations, progressive sum-
mations are the result of dimensional development of thematic structures. Mazel’
identifies two types of progressive summations—arithmetic and geometric—but only

discusses the latter extensively, dismissing the former as structurally unstable.

...arithmetic progression in dimensions of a structure (for instance, two-
bar, three-bar, four-bar)...does not possess enough completeness, being
in theory infinitely long; and at the same time it quickly loses its effect
as the relative difference between adjacent structures sharply diminishes
(two bars are twice as large as a single bar, but three bars are only one

half times as large as two). (p. 417) *®

Such arithmetic progression leads to structural instability, on the basis of which Mazel’
justifies the limitation of his discussion of progressive summations to only those that

he considers structurally stable—i.e. geometric progressive summations: “two-bar,

four-bar, eight-bar.” (p. 417} %7

Various progressive summations appear as double summations, triple sum-
mations, etc. Under double summations is understood a structure in which
a common {onefold) summation is followed by a complete structure equal
in length to everything that preceded; and thus, not only two, but rather
three elements are summed. . . By analogy, triple summation yields the re-

lationship 1 4+-1+2+4 +8 (or L + 3 +1 42+ 4)... Accordingly, in the

56 apmdMeTHyecKad OpOrpeccAs PASMEpOB IOCTPOeHHH (HAUPEMep, ABYTAKT, TPEXTaKT,
YeTHIPEXTAKT). . . He 06/1afaeT LOCTATOMEOR SAKOHYEEROCTIO, B IPHHIANIC MOXKET HPOAG/LKATLCE
HeOrpaEmYeHHO, H B TO ke BpeMs sddexT ee GLICTpO CHAXACTCH, TAK KAK OTHOCHTAMEOE p3-
SMHMME MEXKAY COCSIHEMH MOCTPOSHHAME Pesko yMeHbuaercx (1pyTaxT Bago Sonswe opmo-
TaxTa, HO TPEXTAKT TOJALKO B HOATOPA Pasa 6ONLILE ABYTAKTA).

$7%IBYTaKT, YeTHPEXTAKT, BOCHMETAKT."
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quadruple summation, the relationship 1 + 7 + 1+ 2+ 4 + 8 is formed.
Triple summation, and especially quadruple summation, is a great rarity.

Double summation is used fairly frequently. (p. 433) *®

Hence it can be observed from Mazel”s description of various geometric progressive
summations that the initial structure is always some sort of periodicity that is followed
by a summation; as the successive summations follow, they each result dimensionally
in the sum of all the preceding summations and the opening periodicity. Mazel’ cites
only one example each of triple and quadruple surnmations, the one given here being
a sixteen-bar excerpt from Chopin's Prelude No. § in G Major (Op. 28), bars 12-27,

that contains a quadruple summation.

Exarnple 13: F. Chopin, Prelude No. 8 in G Major (Op. 28)
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The number of examples of double summations Mazel’ cites is far greater. Because

58P a3EOBMAHOCTAME NPOrpPecHPYIOUIEro CYMMHPOBAHHNS SBJILIOTCA ABONHOE CYMMEPOBAEME,
TpolfHOe CYMMUpOBAHUE B T. X. [lof ARONRALIM CYMMBPOBABHEG IOHHMACTCE TAKAS CTPYKTYPA,
B KOTOPOR 33 OSLIYHEIM (ORHOXKDATELIM) CYMMHEPOBAREEM CeyeT ReaLHOE IOCTROCERE, PABHOE
IO OPOTLHEHHIO BCeMY NPERIIecTBYIOWENMY B, TAKEM oGpa3oM, CYMMEpYIOLlee yixe He fua, a
TPHE sJeMeHTA. B mpepenax BochMHTAKTS 8TO AseT cooTHowerme 1 + 1 + 2 + 4., . Aanorasso
TOMY TPOHHOE CYMMHEpOBaHIe AaeT cooTHOmWenRe 1 +1+2+4+8 (mmm 3 +1+1+2+4)...Tpa
YeTECPHOM CYMMHPOBAHHHM COOTBETCTBEHHO ofpasyeTci, HAIPEMED, COOTHOLUCHES % + } +1+
2 + 4 4 8. Tpofioe cyMumpoBan®e, 3 ocoGegRoe YeTBepRGC,—boabimas peaxocTs, [JeoEoE XKe
CYMMHEpOBAHHE OPAMEESETCA IOBOJLHO YACTO.
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such summations are more common, he accordingly devotes greater attention to them,

observing that

double summations are above all found where there are very short open-
ing motives. In those circumstances the first summation is also not dis-
tinguished by significant duration, rendering the second (repeated) sum-
mation all the more appropriate as it answers all three elements. {° One
of the possibilities of simple summation—development of short rhythmie
impulses (or melodic “embryos”) into a more continuous and expanded
line—becomes here the main, the basic, and the most typical possibility.

(p. 436) *9

Among the examples that Mazel’ cites which are illustrative of such possibilities, is a

theme from the second movement of D.F.R. Kuhlau's Sonatina (Op. 55, No.!).

Example 14: D.F.R. Kuhlau, Sonatina (Op. 55, No. 1)

et t it ?4F—F i - r E : |’r"'—'r—+
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The dimensions of thematic structure here overlap the bar lines to form a double

summation 1 4+ 142 4 4.

OThe three elements being the two repeated structures of the opening periodicity and the first
summaticn.

59 nofAOE CyMMEPOBAENE BCTpeMaeTCA NPEXKAE BCEro IPH OHEeHEL KPATKMX HAYANLHLIX MOTH-
BaX. B nopo6HBIX YCIOBHRX HepBoe CYMMEPOBAHUE TOXe He OTHHYAETCE CKOALKO-Babyns sna-
YATEALHOR NPOTAKEHHOCTHIO B OKASLIBAETCS YMECTHLIM BTopoe (IOBTOPHOE) CYMMMpOBAHRE,
OTBeuawllee BCeM TpeM bBeMeBTaM. OOHEA H3 BOIMOXHOCTER NpPOCTOr0 CYMMHDOBAHRE—
PASBHTHE OT KOPOTKAX PHTMEMECKHX EMIY/ILCOB (KIH ¢3aMaTKOB> Menonmu) k Gonee Henpe-
PLIBHOR B pasBepHYTOR JHHEA—CTAROBETCE 3AcCh IaBHOR, OCHOBHOR, Hambonee THMHYHOR
BO3MOXXHOCTBIO.
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Mazel’ concludes this section with a mention of a type of double summation to

which Hugo Riemann ascribed particular significance.

As far as motivic-thematic relations” ps are concerned, sometimes (most
often in simpler cases) the second summation typically begins with a mod-
ified repetition of the first summation, subsequently “carrying it to its con-
clusion.” For instance :i‘;:“‘: I“b:". .. Although, as was stated, double
summations are encountered frequently enough, their frequency of occur-
rence can not nearly compare to that of simple summations. Nevertheless,
Riemann considered the mentioned structure a + @ + ab + abcd to be the
“basic type” of eight-bar phrase. Apparently, Riemann proceeded not
from the frequency of occurrence of that type [of eight-bar phrase], but

rather from the theoretical consideration of optimum continuity, flow, and

successive thematic renewal. (p. 436) ©°

Mazel’ does not provide a reference to any particular work in which Riemann discusses
the basic type of eight-bar phrase, assuming the reader’s familiarity with the theories
of Riemann. ® His mention of Riemann and the latter’s formalization of a somewhat
infrequent thematic structure, reflects a popular view in the Soviet Union of aspects

of Riemann’s theories as overly speculative and “scientific.”

60l1o KacaeTCqd MOTHBHO-TEMATAYECKEX
COOTHOWICHMR, TO MHOPAA (3TO THORYHO ANA DPOCTERIIEX CAYVaeB) BTOPOE CYMMBDOBAHMHE
HAYMEAETCA C BHAOHIMEHEHHOrO IOBTOPEERS PESYALTATS HePBONc CYMMEPOBAHHS, & SATEM ¢/10-
passueaer» ero. Haupumep: §1$31 91949, Xora, xax ymomsryro, asottnoe cymuuposamme
BCTPEMAETCK JOBOJILEOC HACTO, HO BCE XKe 3fiech B¢ MOXeT GhiTh Aaxe OTAANCHHAOrO CPABHEHES €
YACTOTORN NPHEMEHEHHR CYMMHPOBAHMR IpocToro. Bopoyues, PAMAR CYURATAN YIIOMIRYTYIO CTPYK-
TYpY a + a -+ ab + abed «OCEOBHBIM TEODOM>» BOCBMHTATKTA. BramMmo, PEuman mexopmn He H3
YACTOTL! DpHMeHEHEX THOA [BOCKMETAKTS], 8 B3 TEOPETHYECKEX COOSPANEERR 06 yBEIRYCHAR
HeOpepLIBHOCTH, CAIRTHOCTE E O NOCAEACBATENLHOM TeMATHYeCXOM OSHOBICHHH,

81Riemann discusses this topic in the opening section, “Die volle achttaktige Pericde als normatives
Grundschema,” of Chapter Four of System der Musikalische Rhythmik und Metrik (1903).
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“SECTION FIVE: Splitting” 2

In this section Mazel’ discusses dimensions of thematic structure that, in contrast
to summation, use the opposite principle of splitting to generate successive thematic
structures. Mazel’ is careful to point out that the frequency of eccurrence of splitting
is far smaller than that of summation. In fact, he considers splitting to be characteris-
tic of specific genres, by contrast with the universality of summation. His presentation
of splitting leads to this as its final point. Other aspects discussed include an initial
definition of summation, followed by examples of different applications of that princi-
ple. A comparison is undertaken between splitting and summation, bringing out the
relative shortcomings of the former. As well, certain formal properties of splitling as
a thematic structure are discussed.

Mazel’ offers the following definition of splitting.

Splitting is used to refer to a structure in which a larger, flowing structure
is followed by smaller ones, the overall length (sum) of which equals (or
approximately equals) that of the larger structure. In other words, in
contrast to summation, in a splitting structure non-périodicity is followed
by a periodicity: the first part of the structure is non-periodic, the second,
periodic. Most commonly encountered dimensional relationships of this

structure are 24+1+1 or 4 + 2+ 2. (p. 437-8) &

Among the examples illustrative of a splitting structure is a theme from Georges

Bizet's Carmen.

61=gs, Npo6nendue”

§3/1po6nennen HASLIBAGTCR CTPYKTYPa, B KOTOPOR 33 CAETHLIM GO/MLUIMM DOCTPOCHHEM Cie-
AYIOT MeHBKe, 0611a% DPOTIKEHHOCTE (CyMMa) KOTOPLIX paBHa (R NpUGIRIATEALAO PaBHA)
OpOTAKERHOCTY HI4ZABHOro Go/bllero mMOCTPOetHEA. VIHLIMA COBAME, B OPOTHBORONOXK-
HOCTh CYMMMDPOBAHHEIO, B CTPYKTYpe ApoGneHHA 33 HemepHOAHYHOCTHI CHEAYET HepHOREY-
HOCTB: WHepiii 4ACTh NOCTPOLAMA—HeNepEOMEYEcKAd, BTOpaR—nepRogmyeckss. Haubonee
YACTO BCTPCYaOMIAECE MacilT:GHHe COOTHOLWEHAS B BTOR CTPyRTYpe 2+ 1+ 1 mau 4+ 2+ 2.
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Example 15: G. Bizet, Carmen (1875)

molto marcato

This example illustrates the simplest type of dimensional splitting—i.e. a longer

structure being split only once. Further splitting is possible.

The process of splitting can be reiterated when a smaller structure, having
been formed, is in turn itself subjected to further splitting. This leads to
a structure of double splitting 4 + 2 + 1 + 1, in which is easily recognized

the retrograde of double summation. (p. 441) *

Mazel’ cites the opening of Chopin’s Mazurka (Op. 6. No. 3), as an example of
double splitting.

Example 16: F. Chopin, Mazurka (Op. 6, No. 3)

{Vivace]

$4TIponecc gpobaenus MoxxeT §rITh HeOQHOKPATHHIM—OGPAIOBABILECCR MAOE IOCTPOCHHE B
cBO%0 oYepeAs mogBepraeTcd AanbHeReny pponbexmio. BosHEKAeT cTPYXTYpPA RBoftHOr Apob-
nenus 4+ 2+ 1+ 1, B xoTOpoO# nerko ysuaTh o6palleERe IBOMHOrO CYMMEDPOBAHES.
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Other types of elaborations of the splitting structure are associated with the open-

ing phrase.

...elaboration is created, in that case, when the first half appears as a
non-periodic whole; but instead of being flowing, it is structured as either
a summation or a splitting. The structures formed are 142 4 2 4 2,
or ?—‘”Tﬂ + 2 4 2. The first of these is more commonly met with, being
very close in characteristics of genre (principally those of dance) to simple

splitting. .. (p. 441) %

As an example of this first elaborated type of splitting, Mazcl’ quotes a Waltz by

Johann Strauss (Jr.).

Example 17: J. Strauss (Jr.), Waltz
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The dimensions of thematic structure here are the above cited ones: ’—'%'"—7- +2+2

Of the second type of elaborated splitting (i.e. 2t + 2 4 2), Mazel’ states that

The second structure is especially interesting in the sense that it yields

twofold splitting: as a whole and within the first half. Because of this, the

65, . .ycnoXKHeHHe CO3AECTCR B TOM Cilyuae, XOLfa HephaS NOJNOBHHA LUPEACTABAKeT cobom
menbHYI0, HeNepnoyRyEylo, HO He CIATHYI0 HACTh, 3 HMMeBO—IOCTPOCHA KAK CYMMEDOBAHEE
g apobneEme. O6pasyiorcs crpykrypw 112 4 2 42 g Z1tl 4 2 4 2, [lepras us mEX
BCTpEuaeTCR ualle ¥ oveHh Gnamska oGmYHOMY ApPoGNeHHI0 O XKABPOBOMY 0GMHKY (rnaBumEum
06pa3oM—TaHNEBANTBHEOCTS). . .
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expressive possibilities of splitting emerge in a very clear way. (p. 442) 8

A Polka by M.A. Balakirev is cited as an example of such twofold splitting.

Example 18: M.A. Balakirev, Polka

—— =

b

The dimensions of thematic structure of this Polka are smaller than those Mazel’ cites
1.1
in explaining the two-fold structure of splitting. They are l—+§13- +1+1.
As was stated, Mazel’ considers the frequency of occurrence of splitting to be far

smaller than that of summation. He attributes this to three main factors.

Firstly, the structure of summation (for instance, 1 + 1 + 2) can be, and
often is repeated many times in a row. .. The structure of splitting (for in-
stance, 24141} is rarely repeated more than two or three times. . . Secondly,
summation can be found in all different dimensions, while the frequency
of application of splitting sharply declines with the increase in dimensions
of a structure (already the structure 16 + 8 + 8 is found very rarely, while
8 + 8 + 16 is fairly common)... Thirdly, the structure of summation is
applied with far more intensity than the structure of splitting: one fre-
quently finds a structure of summation in which its separate parts (the
opening similar structures or the summed part) are also organized accord-
ing to the principle of summation. While the examples of simultaneous
application of splitting, both in total and in part, are on the other hand
rare. (p. 443-4)

$6Bropad cTPYXTYpa npeAcTaBafeT 0co60R RETEpeC B TOM CMLIC/E, YTO AT APOGACHNE B0k
AXO: B IEJIOM U BHYTPM DepBOA YacTH. Biaronapd sToMy BLIpaskiTe/bHLIC BOSMOXKHOCTH Apob-
JIeHESL BLICTYNAIOT 0cOGEHEO ABCTBEHHO, '

$"Bo-nepBLIX, CTPYKTYPa CYMMEPOBARES (BATPHMED, 1+ 1+2) MoxKeT SKITh HOBTOPCHA B YACTO
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Also noteworthy is Mazel”s reference to splitting structures that play a role in

closure.

A splitting structure is sometimes rendered the second half of a closed
st ucture. .. Such splitting. .., concluding the preceding structure, can be
called a “half” structural cadence, by contrasting analogy with summa-

tion, which appears often in the role of a “full” structural cadence. (p. 447) %

This analogy with harmonic cadences emphasizes the difference between splitting
and summation when serving the role of ending a thematic structure: splitting lacks
completion that is naturally associated with the structure of summation.

In conclusion, Mazel’ points out that splitting is more or less limited to genres in

which its specific dimensional properties are used.

If summation provides the natural possibility of movement from short,
metrorhythmic impulses toward a more complete line, then splitiing rep-
resents the opposite possibility. And that possibility of development, di-
rected toward the accentuation of rhythmic moments (i.e. short, simi-
lar impulses), is very essential to dance. The splitting structure is espe-
cially widespread in waltzes: the opening structure, after which follow—
as if by inertia—short motives, lends itself to exposing the sliding na-

ture of dance...The splitting structure is also widespread in polkas and

HOBTOPKETCK MHOI'O Pa3 MoApAx, . . CTPYKTYpa ke Apobneand (sanpamep, 2+1+1) peaxo nosTo-
paercs Sonee ABYX H/H TPeX pas...Bo-bTOPLIX, CYMMHEPOBAHHE YACTO DCTPEUACTCS B CAMAIX Pa-
SIEYERIX MacliTabax, TOPAA KaX YACTOTA NpAMEeHeHUR APOGNeARS BeChbMa PEIKO NAJALT BMecCTe
¢ Bo3pacTaHREeM MaciuTaba mocTpoeHEX (y:Ke CTPYXTYpa 16 + 8 -+ 8 BeTpeUaeTCK OMEHM peaxo,
Toraa xax 8+8+ 16—naocTaTouREo 4acTo). . . B-TPeTLRX, CTPYKTYPA CYMMHEPORARES OPHMERSETCE
HOCpABEEHEO NATeHCHBHee CTPYKTYPH ApobneHEs: HeoGRIYaMBO 4ACTO BCTPEHYACTCA TaXad
CTPYKTYPA CYMMNDOBAERS, B KOTOPOf OTACNLHEIE e¢ YACTH (HAYANLHLIE CXOAMbie HOCTPOCHRA
HIE CYMMEDYIOYIIAZ MACTE) TOXKe OpPAHMSOBAHAI 0 OPZHIENY cyMMupoBanud. [Ipmmepst xe
OAHOBPEMEHHOr 0 IPUMEHEERS APO6ICHES H B DeNOM H B er'0 YacTAX, Ha0G0poT, peAxH.

S8CrpyxTypa Apo6neHHES HHCTAA OKA3LIBAETCH CTPYKTYPOR BTOPOR LOJOBMHEL 3AKOHYEHHOrO
noctpoeRHA. .. Taxoe ApoGnesse. .., 3asepliaoniee OpeALICCTRYIONUCE NOCTPOCHAE, MOXKHO HAY-
PATH €HOJORRHAHLIMS CTPYKTYPELIM KaQaHCOM RO 06pATHOR aHAJIONEE ¢ CYMMUPOBAHEEM, MACTO
BLICTYIIAIOLIMM B POJIH ¢OCJEOrOY CTPYKTYPHOIO KAJAHCA.
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mazurkas. .. (p. 448) *°

Mazel”s conception of general uses of the dimensional thematic structure of splitting
reflects that aspect of the theory of integrated amalysis which seeks to “facilitate
the concrete definition and further enrichment” of existing information about the
historical development of musical language and style (see p. 15 of thesis for Mazel™s

description of goals of integrated analysis).

“SECTION SIX: Splitting with closure” ™

In this section Mazel’ presents a dimensional therratic structure that combines the
earlier discussed splitting and summation to produce splitting with closure. Contrary
to what its name suggests, this thematic structure has closer links with summation
than with splitting. Mazel™s presentation begins with this point. He goes on to dis-
cuss the commonest manifestations of this structure, singling out the classical type
of splitting with closure as particularly frequent. He sees splitting with closure as
an embodiment of logical development of musical thought, identifying four distinct
stages in this process. Also discussed are different forms of splitting with closure:
non-quadratic splitting with closure, “centered” splitting with closure, and different
types of progressive splitting with closure. Of particular interest is the last of these
structures. Mazel' mentions two Preludes by Chopin and Skriabin that in themselves
represent complete dimensional thematic structures of progressive splitting with clo-
sure. To see complete pieces that are structured around the thematic principles Mazel’
presents is particularly enlightening. His discussion of splitting with closure concludes

with the mention of these Preludes.

$9Benn ecnn CYMMEDOBAHEE naet
&CTECTBEHHYI0 BO3MOMKEOCL RBE)KEHAN 0T XOPOTKEX METPCPERTMEYCCKAX HMIIYILCOB K Gonee
gensHoR JXHEM, TO ApoGneHEe NpeAcTABRacT OGPATEYH BOIMONKHOCTS. A 3Ta BOIMOXEOCTE
PA3BATHR, HANPABACEEOTO X NOAY¢PKABAHHIO PETMEYECKOrO MOMEHTS (T.¢. XOPOTKEX CXOAHLIX
HMMOYNLCOB), BECMa CYLeCTBeHEA ANK TaHna. OcobeRHO PACHPOCTPAHEHS CTPYKTYPS apobnenns
B BANBCAX: HAUATLHOE UEALEOE IOCTPOCHHE, 32 KOTOPAM KaK 6Ll 10 HHEPIME CACAYIOT KOPOTKHEE
MOTHBRL, 61AronpUATCTEYET BLIARICHAIC CKOMLSKLLER IEPKOCTH TARUS. . .Crons xe pacupocTpa-
HeHA CTPYKTYPA Apob/IeERA B IONLKAX B MASYPKaX...

70ugs, Npobnenne ¢ 3aMBIKARAEM”

49



The most important element of the structure of splitting with closure, in Mazel”s
view, is the summation which concludes the structure, that is, closes it. Mazel'
therefore begins the section with a discussion of summation and those of its properties

that are made the greatest use of in splitting with closure.

...if the authentic cadence can serve as the “starting point” (“the im-
pulse of motion™), as well as the close of motion, then by analogy the
structure of summation can also be a form of initial presentation of a
musical thought (in all its different dimensions), as well as a form of its
conclusion—in itself a type of structural (or syntactic) cadence...In as
much as the syntactic cadence is rendered, in that way, one of the im-
portant means of concluding a thought, summation—in the role of such a
cadence—can follow a structure that has any number of different designs
and dimensions. Thus, it not infrequently appears after a flowing four-bar
phrase and gives the resulting whole a high degree of structural comple-
tion. As a result, a structure with dimensional relationships of the type,
for instance, 441414 2—where the opening structure and the “cadence”

are of equal length—is formed. (p. 451-2) ™

Mazel’ cites an example from the repertoire with those exact dimensions of thematic

structure. It is the opening theme of the third movement from Beethoven's Sonata
for Piano No. 4 in E b Major (Op. 7).

71 ,.ecn¥ aBTeHTHecKER® oSopoT cnocofeH CAYXATL H CHAMANLHLIM TOAUKOMD (€CHM-
OynLCOM ABHKEHHA), M 3aMblKanHeM [ABRXKCHRES, TO AHANOTMYHLIM O6pPA3OM CTPYKTYPA CYM-
MEDOBAHES TOXE MOXKET GLITh M GOPMOA HAYANLHOPO RIOXKEHES MYSLIKANLHOM MLCAN (B

CAaMBEIX Pa3IHMYHBIX fe MaclITabax), @ ¢opuoft ec 3aBeplueHAI—CBOEr0 POSA _CTPYKTYPHRIM
(unm cEATaKCHYeCKE:,,) KanancoM. .. JlockomsKy cEATAKCAYCCKHASR KANAHC OKAILIBASTCS, TAKAM

o6paioM, OLBHEM H3 BAXKHRIX CPeACTB 3ABCPIICHRS MLICIH, CYMMEpPOBAHHO—B DOJN TSKOrO
KafaHCa—MOXKET C/IEfOBATh 38 NOCTPOSHEEM Juobofl, caMoR paspooSpajnodl CTPYXTYPM N pa-
anEvELIX MacmiTabos. Tak, cHO HepefkxO MOSBIZETCK 33 CIARATHRIM YeTHIPEXTAXTOM K IpH-
AAeT POSHEKAOLIEMY menoMy GonbLwWylo cTeOeRh CTPYKTYPHOR 3AKOHWCHHOCTH, B pesymatare
06pa3yIoTCA HOCTPOERUS ¢ MACIITAGHEIMA COOTHOWEENAMA, HANpUMeD, ToIa 4+ 1+ 1 + 2, rae
HAMAJLHOS NOCTPOSHHAE H CKAJAHCY PABHO/IATLILHEL
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Example 19: L. van Beethoven, Sonata for Piano No. 4 in Eb
Major (Op. 7), III

Allegro

Commenting on the last four bars of this example, Mazel’ writes

the splitting (one-bar phrases) is followed by a two-bar phrase that sums
the one-bar phrases and at the same time closes off the whole eight bars
(without the last two bars the structure would represent a splitting for-
mation, lacking to a high degree in, as was already pointed out, wholeness
and completion): on that is based the described structure that is called

splitting with closure, (p. 452) ™

Thus with the help of the Beethoven theme, Mazel’ defines the dimensions of thematic
structure that he calls splitting with closure. The main thing to be noted is that two
structures of equal dimensions are involved, the second one being a summation of
which the opening periodicity forms a splitting structure with the first half of the

whole. Mazel’ considers a variation on such a structure to be particularly common.

Incomparably more frequent, however, than the just examined type of
splitting with closure, is another type in which the opening half is not
a whole structure (for instance, a four-bar phrase), but a periodicity (for
instance, 242). That yields dimensional relationships of 242-+1+142 (or
correspondingly 4+4+2+2+4, 1+1+3+1+1, etc.). Similar relationships

723a ppobnenneM (OREOTAKTH) CEAYET ABYTAKT, CYMMEDYIOIRZR OLHOTAKTH R BMECTE C TeM
SAMBIKAIOUINA Bech BOCHMATAKT (663 MOCACAHET0 ABYTAKTS TOCTPOCHAE IPEACTABLIO 6K CTPYX-
TYpy ApobneHREA, He 0GMARAKIULYI0, K3K YKe CKa3aHO, SOABUION CTENeHbIO NEILHACCTH K 3ABep-
UIEHHOCTH): HA 5TOM OCHOBAHUE ONACAHEAS CTPYKTYPa HASHIBASTCE Apo6aenme ¢ SAMLIKARHEEM,
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represent in themselves the most frequent, so to speak, classical type of

splitting with closure. (p. 453) ™

Among the examples Mazel’ cites of such dimensions of thematic structure is the

eight-bar theme from the Rondo finale of Beethoven'’s Sonata for Piano No. 11, in
By Major (Op.22).

Example 20: L. van Beethoven, Sonata for Piano No. 1! in Bb
Major (Op. 22), IV

Allegretto

T3HecpaBHeRHO Yallle, OFHAKO, 4YeM TONLKO 4TO PACCMOTPEHHLIA BEJ ApoSneHEE ¢ 3a-
MLIKAHAeM, BCTPEYaeTcs APYrofl, NPA KOTOPOM NEpPAS NONOBHHA HpeicTanider coboft me
nensHoe nocTpoeHde (HANPAMEp, YELIPEXTAKT), & DepUOANYHOCTE (HampuMep, 2 + 2). 310 gaer
Macurrabuple cooTHoweHRS 2+2+1+142, 1+1+1+441 a1 n.). loxobure cooTROMIERNS

OpeAcTaBAKIOT coSoft Harbonee pacApocTAREHHLIR, TAK CKasaTh, KAACCHYSCKHA BuA ApobacHux
¢ SAMBLIKAHHEM,
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This theme is based on a dimensional thematic structure that Mazel’ calls classical
splitting with closure: 24+ 2+ 1+ 1 + 2. The dual nature of this structure—i.e.
possibility of being perceived as either a summation or as a splitting with closure—is

also evident in this theme.

Periodicity to a large extent requires the response to be a non-periodic
structure. If the latter happens to be continuous, then the whole results
in a common type of summation (for example, 2 + 2 4 4); but if the
response is itself a structure of summation (1 + 1 + 2—in the role of a
structural cadence), then the whole results in a classical type of splitting
with closure (2+ 241+ 1+ 2). This type [of splitting with closure] could
by the same token be viewed as a particularization of, or as a special sort
of summation—namely as a summation in which the summed part in turn

represents a structure of summation. (p. 454) ™

The opening periodicity (i.e. 2+42) of the Beethoven theme is answered by a 14142

T{lepEOAHYHOCTS K€ B SHANHTENLHOR Mepe TpeSyeT OTREUAIOIIErc eR HEDEPHOMRYECKOr'o
nocrtpoenud. Ecna® sto nocnepnee GyReT eQMHERIM, TO B HENOM BOSHHKHET OGMUHLIA Buj
CYMMApPOBAHKS (uanpumep, 2 + 2 4+ 4), ecAR 3Ke OTBeuAKOIIEe NOCPTOCHAE CAMO DPEACTABANET
coboit CTPYKTYPY cyMMuposaBEs {1 + 1 + 2—B PONE CTPYKTYPHOI'O KALAHCA), TO B HEIOM
o6pasyeTcd KAaccHYecKHN Buf ApobnenEs ¢ samuikaEmex (24 2+ 1+ 1+ 2). ot sup [npob-
JEHES € 3AMLIKANKEM| MOXKHO, TAKMM OGPa30M, PACCMATPHEBATS TAKNKE XKAX ACTATHIANNIO BaH
0co6y10 PA3HOBMAHOCTS CYMMEPOBSHEA—HMEHHO KAK TAKOE CYMMEPOBAHEE, B KOTOPOM

CYMMHPYWOILIAS YACTh, B ¢BOK OMepeab, DPeACTARNAET CTPYKTYDPY CYMMBPOBAHEN,
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structure that Mazel’ calls a “structural” or “syntactic cadence.” The continous six-
teenth note four-bar phrase concluding the theme makes up this “syntactic cadence.”
This concluding four-bar phrase can also be viewed as dimensionally uniform (i.e. 4),
in which case the resulting structure of the whole is 2+2+4 (i.e. summation) instead
of 2424141 +2 (i.e. classical splitting with closure). The dimensions of thematic
structure of the Beethoven theme lend themselves readily to being interpreted both
ways, clearly illustrating the ambiguity inherent in a classical splitting with closure.

Mazel’ accordingly states that

“Such a type of splitting with closure could be designatednot as 2 + 2+ 1 + 1 + 2,

but rather as 242+ ... (p. 454) °

Having examined splitting with closure, with an emphasis on its most common ma-
nifestation—the classical splitting with closure—Mazel’ goes on to discuss the main

potentials of the structure.

The structure of splitting with closure possesses extremely rich possibil-
ities. On the one hand, it, as is evident from the afore said, is close to
summation: it directly contains the structure of summation in its second
half (the moment of splitting, itself, plus the final closure), beside which
the whole second {non-periodic) half in a more general way sums (unifies)
the opening similar structures. 1® On the other hand, the structure of
splitting with closure, in contrast to summation alone, includes a moment
of splitting—dimensional compression, quickening of breath—and that de-
termines such possibilities as summation in an every day (narrow) sense
lacks. Essentially, the structure of splitting with closure combines many
aspects of structures of summation and splitting, with the characteris-

tics of summation being uppermost. Specifically, splitting with closure

784 Taxod BEf, POGTIEERS C 3AMEIKAHESM MOXKHO 66170 Okl o6osHaunTs Be 24+ 2+ 14142, a,
manpumep, 2+ 2 + 17ig- -

OMazel’ is assuming a classical splitting with closure in which the opening half is a periodicity
and not a single whale.
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is characterized Ly greater completeness and closure than is surnmation,

and belongs among the few most universal structures. (p. 455)

Mazel’ attributes this universality of splitting with closure to its very nature, it being
in his view the embodiment of the logic of structural development in music. He shares
this view with Boris Asafiev who considered the aeba form (a classical splitting with
closure) to be the most basic generator of musical structures. 7 Mazel’ actually
identifies four distinct stages of musical development that are directly reflected in the

dimensions of thematic structure of splitting with closure.

...in the structure of splitting with closure, the basic stages in the logical
development of musical thought are usually very clear—stages which have
more general significance and are also realized in far greater dimensions,
right up to those of large musical forms. .. These stages are the following:
1. The initial statement of the main idea (the main seed). Applied to
the common type of splitting with closure it is the opening structure (for
example, a two-bar phrase of a 2+2-+1+4142 structure). 2. Corfirmation,
consolidation of the idea (seed) in the listener’s consciousness, possibly
with some development (exact or modified repetition of the idea, seed in
the given example of a two-bar phrase). 3. Development proper (in the

given case of the moment of splitting, one-bar phrases). 4. Conclusion (in

76CrpykTYpa ApoGNeHRA ¢ 3aMLIKAHHEM 0671a/3eT YPEIDLIHAREO GOMATHIME BOSMOMKHOCTIME.
C onHOA CTOPOHEI, OHA, KAX BHAHO HS CKA3BHHOrO, G/H3KA CYMMEDOBAHHIO: OHa ReIOCPem-
CTBEHHO COAEPXKUT CTPYKTYPY CYMMBPOBAHER BO BTOPOR CBOSR ONOBHEHE (CAMBIR MOMEHT Apob-
NeHRK MIIOC mOC/AeAYIOlee IAMEIKARMAE), & KDOME TOr'0, BCd BTOPAL (HenepROLA ECKAL) HOIOBAES
B HeXOoTOPOM Sonee obiteM cMBICNe CyMMEpPYeT (06 LeRAELET) BAYANLELIE CXONKLIE IOCTPOCHAL,
C npyroft ke cTOPOUK, CTPYKTYPa APOGNEeHHE ¢ 3AMLIKAREEM BKJIOMAET, B OT/IHYHE OT cob-
CTBEHHO CYMMUPOBAHHA, TAKIKE H MOMEHT poGNEARS, COKATES MACINTAGOB, YHAILCHRN ARIXAHHS,
A BTOC OUpeflenseT TAKEE BOSMOXXHOCTH, KaKHX JHIUIEHO CYMMEDOBAHHE B OGLIMEOM (TecHOM)
cubiciae. B cyuwHoeT cTpYKTYpa Apob/IcEHA ¢ SAMLIKAHREM COYETAET MHOrHE CRORCTEA CTPYRTYD
CYMMMpPOBAHMA B ApobNeHRS NPR BEAYIUEH PONH CBORCTBE CTPYKTYPH CyMMEpPOBAEES. B uact-
HOCTH, Apobiennte ¢ 3aMbIKAHMEM OTARYAETCA CTONb 2Ke GOMLLION SABEPUICRHOCTHIO, SAMKHY-
TOCTBIO, KAK CYMMHDOBAHHE, B OPEHALICKAT K HBCAY CTPYKTYP Hanboliee YHEBEPCATLELIX.

"Mazel’, L.A., and Tsukkerman, V.A. Analiz muzikal’nikh proizvedeniy [Analysis of Musical
Works). (Moscow: Muzyka, 1967), 459 n.2. '
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the given case, closure following splitting). (p. 457-8) ™

Mazel’ ascribes particular significance to the third stage in this four-stage process of

musical development.

The third quarter of the form has very great significance. In it is found the
point of the golden section; the whole third quarter should be considered
as “a zone of the golden section;” the culmination of a structure or of a
complete form is often placed there...Not infrequently are alterations of
every sort associated with development found in the third quarter of a

structure. (p. 458) ™

Following this discussion of the structural characteristics of the basic and the
“classical” types of splitting with closure, Mazel’ proceeds to a consideration of other
types of splitting with closure. All the ones considered so far were, in Mazel”s termi-
nology, “quadratic”—i.e. consisting of two halves that are dimensionally equal, the
dimensions representing values that are multiples of two. Mazel’ directs his consider-
ation to non-quadratic splittings with closure in which the dimensions of either the
first or the second half, or the moment of splitting, are modified in such a way as to
disturb the quadratic equality but still maintain the overall structure of a splitting
with closure. Thus, he cites an example of a theme in which the opening half is a non-

quadratic periodicity (dimensions 3 + 3) that is contrasted by a quadratic second

78, . .OpH CTPYKTYp ApOGNeRMR ¢ 3aMbIKaHEBEeM OGLI4YHO OYCHb UCHE! OCHOBHLIE BTAILI JIOrHY-
eCKOr'0 Ppa3BepThIBaHHA MY3HIKANLHOM MLICTE—OTALOLI, HMeloute Gonee obues smavenue
H peanmsyWl{uecsd TaK>Ke B ropasno GoamluEx MacuitTabax, BOIOT: A0 Macwrabos xpyn-
BBIX MYSHIKANEHELIX Gopw...DTanost a71d cnepyowme: 1. Havannmoe manoxenme ocHOoRHON
umulcn® (ocHOBHOrO 3epHa). IlpaMeEATensEO X OGHIMAOMY BERY ApPobACHNR ¢ SaMuIKAHHCM
8TO HayajqbLHOE NOCTPOeHWe (Hanpmuep, REYTAKT OpR cTpyxType 2 + 2+ 1+ 1+ 2). 2.
TTonTeepknenne, saxpennenne Muicnu (3epHa) B COSEAHAR CTYIUATENS C BOIMOXHLIM HEXOTO-
PLIM pa3BUTHeM (TOYEOE HAH BUAOHIMeHeHHOE DOBTOPEHEE MBICIH, 3¢pPHA, B AHHOM Clyuae
gpyTaxTa). 3. CobcTBeHHO paseuTHe (paspaboTka, B JAHHOM Cyuae MOMEHT fpo6neHus, onmo-
taxTil). 4. 3aBepuienne (b AAHHOM cAy4Hae SaMBIKaHMe Hocse Apobnenns).

793navyeHne TPeTheR MeTBepTH (OPMLI BeChMa BEAMKXO. B Hefl HAXOAHTCA TOYKA 30/i0-
TOrO ceYeHHA; BCA Ke TPeThd YeTBEPTh MO/UKHA DPACCMATPUBATLRCH XAK «30HS 30ROTOrO
CeMCHEA; SAECH 4aCTO PACHONOMKEHA KYNLMMHAIHA IOCTPOGHES MM RenbHOM ¢opmul...B
TpeTHefl YeTBEPTH NOCTPOSHHS HEPEAKO BCTPEHAKTCA BCAKOro POAA HIMCECHMA, CBAAHHLIC C

EBSBHTHEM.
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half (dimensions 2 4+ 2 + 4)—the overall structure resultingin 3 + 3+2+2+4. The
example is a theme taken from a patriotic song by Nikolai Yakovievich Miaskovsky,

entitled “Soviet Wings.” The song's obvious intent is to inspire the Soviet aeroplane

industry. 89

Example 21: N.Y. Miaskovsky, “Soviet Wings”

Another example illustrates a splitting with closure in which the opening pe-
riodicity is quadratic (dimensions 2 + 2), followed by a non-quadratic summation
(dimensions 1 4 1 + 3), resultingina 2+2+1 + 1 + 3 structure. This example
is theme two of the second movement of Beethoven’s Symphony No.5 (Op. 67).

Example 22: L. van Beethoven, Symphony No. 5 in C Minor

(Op. 67), I
( ) C
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**The words approximately read: “Wings glitteringly polished, // Our planes surge upwards. //
In our aero era, // Our planes surge upwards!”
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Yet another example illustrates a non-quadratic modification of the moment of
splitting (dimensions 1 + 1 + 1) to yield a 24241 + 1 + 1+ 2 structure. This
example is the subject of Shostakovich’s Fugue in Fy Minor from 24 Preludes and
Fugues (Op. 87).

Example 23: D. Shostakovich, Fugue in F} Minor from 2{ Pre-
ludes and Fugues (Op. 87)
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Beside these non-quadratic modifications of the basic structure of splitting with

closure, Mazel’ discusses an interesting structure that he names “centered splitting.”
One also comes across a wholly different type of non-quadratic splitting
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with closure, one in which the first part is not a periodicity but a uni-
form struciure...One has in mind, for instance, a 2 + 1 + 1 + 2 structure
that could be called “centered splitting”. ..Such a structure combines cer-
tain aspects of symmetry. However, it is less dynamic, for the structure

preceding the splitting lacks consolidating repetition. (p. 465) *

This type of splitting with closure is different from the basic one in that it does not
have two equal halves. Rather, its first part is a phrase that is dimensionally equal
to the last phrase of the whole, resulting in a structure that is “centered” around the
moment of splitting. Mazel’ does not directly cite any examples, but points the reader
to various themes in the repertoire that have such dimensions of thematic structure.
One of these is the first period of the finale of Haydn's Sonata for Piano in C Major
(Hob. XVI: 48), in which both the antecedent and the consequent have a centered
splitting structureof 2+ 14142,

Example 24: F.J. Haydn, Sonata for Pianoe in C Major
(Hob. XVI: 48)

Consequent 2 1 1 2

i M e i s ~Setadl: .
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81B¢crpeyaloTcs M coBceM HELIE CAYYaR HEXBAAPATHOTO APOGNeRHS ¢ SAMLIKAHEEM-—
TaKHe, B XOTOPLIX Neppai YacTh OpeRcTaBaieT cofof He NepHOAHYHOCTh, A& MHEIEHOE
mocTpoenne. . .MueeTck B BEAY, EanpEuep, cTpyRTYpa 2 4+ 1 + 1 4 2, X0oTOPYI0 MOXHO Has-
BaTh ¢apoGienne p neaTpes...3Ta CTPYKTYPa coOveTaeT ReKOTOPble CBOACTDA CHMMeTpEA. OHa,
OAHAKO, McHee QUHAMHUYHA, HGO Depen ApobleEEEM OTCYTCTRYET 3aKpeLNdNlnee NOBTOPeHHS
HAYaJBHOrO NOCTPOEHNUS,
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Antecedent

2 1 1 2
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Presto g
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The last type of splitting with closure that Mazel’ presents is progressive split-
ting with closure. In Sections Four and Five progressive summation and splitting
(respectively) were discussed. Like those structures, progressive splitting with clo-
sure generates succeeding phrases by applying “progressively” a dimensional-thematic

principle.

The principle of these structures is one and the same as that of the so far
considered simple (singlet®) splittings with closure, except that it is carried
one or more steps further. In simple splitting with closure, the second half
is a summation. But in double splitting with closure, the second half of
the structure itself represents a simple splitting with closure; or, in other
words, that “last quarter” of the structure that in a simple splitting with
closure is an indivisible whole (the closure), is rendered a structure of
summation in double splitting. For the role of closure, in double splitting
with closure (of quadratic structures), only “the last eight” of the whole is
made use of. The classical proportions in a double splitting with closure

are the following:

4+4 + 242 + 141 + 2
Opening First Second Closure
Periodicity Splitting Splitting
The main difference from the simple splitting with closure consisis in the

presence of progressive splitting, progressive compression, which intensifies

%Single as opposed to the progressive double, triple, etc., splittings with closure.
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the effect of simple splitting with closure, and possesses added dynamic

possibilities. (p. 465-6) 82

As an example of a double splitting with closure, having the exact dimensions of the-
maltic structure mentioned, Mazel’ cites the opening twelve bars of Scriabin’s Prelude

No. 8 in F§ Minor (Op. 11).

Example 25: A. Scriabin, Prelude No. 8 in F§ Minor (Op. 11)
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cresc.

82[Ipaunmn 5TUX CTPYKTYP TOT Ke, YTO B B PACCMOTPEHHOM IPOCTOM (op,noxpnmou) apob-
NeEHE ¢ 3AMEIKAEHEM, HO OH OPOBORATCA O/HOR HJIH HECKOJHKHMME CTYDCHIMH [ANLiIe, B
oSrqHOM APOG/IEENE ¢ 3AMLKAHEEM BTOPAR NMOJOBREA NOCTPOSHRA OPEeRcTABNAeT cobof cyM-
Mmpopanue. [Ipm apofiHOM Xe ApoGneEER © 3aMLIKAEHeM BTOPaf HOMOBREA IOCTDOSHES
caMa SBAHeTCH NPOCTHIM HpobieHHEEM ¢ 3aMBIKAEMEM HNIEH—HHLIMA CACBAMA—TA «DOCHELEILS
JeTBePTL?® HOCTPOCHES, KOTOpax npR oSLIUEOM APOSIeHAR ¢ 3AMEIKAREEM NpeIcTABNLEeT cobont
HepACWICHHEMOE Lenoe (3aMuIKAHKE), OKASKIBAETCS OPH ABORHOM APOGICHEH CTPYKTYPOR CYyM-
MHUpPOBAHHE. 33MLIKAHHEM JKe CAYXKUT OPHE ABOREOM APoSNeHMN ¢ 3AMBIKAEREM (B KBAJDATHRIX
CTPYKTYPAX) NUILL «IOCASAHAS BOCLMAL» DOCTPoeHRL. Knaccayeckre nponopnmEa B CTPYKTYpe
LBORHEOrO RpobNeHns ¢ 3aAMAIKAHREM CNIeAYIONLRe:

444 + 242 + 1+1 + 2
HavaIbHaR neppoe BTOPOS SAMBLIKAHEE
nepHOSHYHEOCT:  Apobnerne Apolnenne

Tnasnoe orngyue ot ofniuBoro ppobaeHUd ¢ SAMBIKAHHMeM 3aK/IOHAETCH HMCHHO B HAIHYHH
gporpeccRpYRUIeTo ApoSneHEA, POrpecCHPYIOLIETO CHATHEN, UTo ycrnmrpaeT sddext obuunOoro

Lpo6aeEns M obnagseT NONONHATENBELIME ARHAMBYECKAME BOIMOXKHOCTIMA,
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The two four-bar phrases of the opening periodicity each have a structure of summa-
tion of 1+ 1 + 2 that, however, is Lot so pronounced because of the Allegro agitato
tempo, and the melodic shape that unifies each phrase.

By far the most fascinating dimensions of thematic structure discussed in this sec-
tion are the triple and quadruple splittings with closure. Their presentation concludes

the section, with Mazel’ treating these structures as rarities or as addenda.

Triple, and even more so quadruple, splitting with closure is, by nature,
very rare. On the one hand, in these structures, the closure is, as a rule,
very small by comparison with the string of diminishing periodicities,
and can not be counterbalancing (for instance, in a thirty-two bar struc-
ture with a quadruple splitting with closure formation, the diminishing
groups of periodicities comprise 31 bars, to which a single bar serves as
a closure). On the other hand, in manifold splitting (as in, for instance,
manifold sequencing) there can appear elements of a certain inertia and
repetitiveness. Sometimes in manifold splitting with closure, the closing
structure broadens out so that it can fulfil its function to a greater degree.

(p. 468)

83Tpostaoe K¢, & TeM Gonee yeTnepEOE Apobenne BCTPEYALTCR, ECTECTBECAHO, MBOrO pexke. B
PTHX CTPYKTYPaX, ¢ OLHOR CTOPORLI, KAK IPaPUIC, SAMEIKAHHE CARLIKOM MAJI0 0O CPARHEHHI C
PAOOM yMeHLIIAIOLLZEXCE NEPHOARYEOCTER H He MOXKET eMY OPOTHBOCTOATS (saopEMep, » Tpua-
ATEABYXTAXTHOM NOCTPOCEHE CTPYKTYPLL YeTBEPEOro APOCICHRAA ¢ 3aMLIKARNEM HRCXOANIICR
Fpynne OepHOAHYHOCTER, SAHMMaOW et 31 TaKT, OTBEHACT ORHOTAKTHOS saumxanue). C apyroa
K¢ CTOPOHL!, NPA MHOFOKPaTHOM ApOGReHHH {XaX M, HANPHMCH, OPH MHOTOKPATHOM CeKBEH-
IAPOBAHEE) MOT'YT NOABHTLCA YEPTH HEKOTOPOR HHEPTHOCTH, ARTOMATAYHOCTH. Heorpa ope
MHOrOXpPATHOM ApoGNeANY ¢ 3aMEIKAHHMeM 3AMBIKAIOLIeE NOCTPOCHAE PACIIEPAETCH, BabLl oHO B
Somuilelt cTened® MO0 BHUICARKETSH CBON GYHKIEIO.
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In the two examples Mazel’ mentions of triple and quadruple splitting with closure,
both contain such broadened out, conclusive structures. Neither of the examples is
actually cited, but Mazel’ does give their dimensions of thematic structure, Chopin’s
Prelude No. 18 in F Minor (Op. £28) is pointed out as an example of a triple splitting
with closure, the closure being broadened. What is particularly fascinating about
this example is that the whole Prelude is based on the structure of triple splitting

with closure. Its dimensions of thematic structure are the following:
lld2 o L2 4 W2 L M3 41 414141424 4—broadening. *

The entire Prelude is cited in Appendix I.

Scriabin’s Prelude in Gf Minor (Op. 16, No.2) is mentioned by Mazel’ as an
example of quadruple splitting with closure. Like the Chopin Prelude, it is also
entirely composed around a progressive splitting with closure, in this case quadruple
splitting with closure. The dimensions of thematic structure of the Skriabin Prelude

are

2.2.?.1.2 + 2.2.?.1.2 t4+4+1+1+4 % + % +1+ b—broadening.

The whole Prelude is cited in Appendix II.

%1n the printed thematic dimensions in Analysis of Musical Works (1967), p. 468, the broadening
is assigned 5 measures, which is either Mazel”s mistake or his printer’s, as that thematic dimension
would make the entire Prelude twenty two bars long, exceeding its actual length by a whole bar.
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“SECTION SEVEN: Several other structures” 5

In this section Mazel’ discusses two types of structures that he associates with
structural symmetry. He accordingly calls these structures half-symmetry (or “chain
structure” and “advancing structure”) and full symmetry (or just symmetry). lle
argues for what he regards to be the folk origins of symmetrical formations in music,
closing off the section with a brief mention of structures that can be generated by
symmetrical orderings of summation, splitting, and progressive summation. These
Jast types of structures he refers to as mixed.

Mazel’ describes in the following way the type of structure he calls half-symmetry.

Effectively, the structure abb,c is often found in initial statements of a
theme, as for instance in the first phrase of a period with a repeated
structure. Development in this structure is based on the second half tak-
ing off from the element with which the first concluded, and only then
“advancing” further to the new element...In accordance with the afore
said, the described structure can be called a chain structure or advaacing

structure (and the genera! principle—advancing principle). (p. 470-1) *

Among the examples Mazel’ cites of themes governed by such “advancing principles,”

is the Andante mosso theme from Tchaikovsky's Symphony No. 5 (Op. 64).

85487, HekoTophle APYT'#e CTPYKTYPH”

86 [lefcTBATENBEO, CTPYKTYpa abbic Bepeaxo BCTpeqaercs B HAYANLHOM HINIOXKCHAM TeMAMI,
EaOpHEMED B IIEPEOM IPEA/I0KEHUE IEPHO/A IOBTOPEOr cTPoeRES. PassuTue » 9TOR CTPyKRTYPE
OCHOBAHO Ha TOM, 4YTO BTODAR IONOBEEA KAK Gl OTTANKHBACTCS OT TOTC dileMeHTA (UAE «3anc-
nngeTcA» 32 TOT DIEMERT), KAKAM SAKOHYH/IACE IEPBAR, B IUIUL SATeM «OPOABUracTCA> AANLILE,
AABAS HOBAIR BeMeNT. .. OOECEIBAEMYI0 CTPYKTYPY MOXHO B COOTBETCTBME CO CKASAHHLIM Has-
BATH OENOYHOH CTPYKTYPOR MR CTPYKTYPOR OIPOARBRKEHHA (n ofmf NpuANAT—NPAHIMNINIOM
OPORBEIKEHHR ).
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Example 26: P.I. Tchaikovsky, Symphony No. 5§ (Op. 64), II

Andante mosso

L & » i

Mazel”s reasoning in calling the abbc thematic structure a half-symmetry is the

following.

Since one of the strongest means of concluding a structure is recapitulatory
return of the initial element, element ¢ often has certain kinship with
element a, and can be viewed as a {ree “response” to it... However, it is
understandable that full symmetry abb,a, possesses, under other similar
circumstances, greater sense of closure and completeness. In connection
with this, it is appropriate to refer to the advancing structure abb,e (if
one has in mind possibilities of development and its concluding result) as

half-symmetry. (p. 473) %

Mazel' relates the structures he calls half-symmetry (i.e. abbic) and symmetry (i.e.
abbya,) by illustrating their function in the opening period of Mozart’s Rondo in A
Minor (K. 511).

87[Tocxonbky OAHMM M3 CE/IbHEALIEX CPeACTEa 3aBEPLICHEAS CTPYKTYPH ABNLeTCE penpHs-
HO¢ BOSBpalleHMe HAMANLHOrO BJEMENTa, BAEMEHET (c) HHOrAA HMeeT HEKOTOPOe POACTBO ¢
sAcMeRTOM (a) ¥ MOXKeT paCCMATPRBATECE KAK cBOGORHLIR «oTBeT» Ha Hero. . JlonsTro, opnaxo,
410 nonuad cuMMeTpus abb;a; ofnanaeT, OPE NPOYUX PABHAIX YCIOBEAX, ellle GONbIeR SaMKHY-
TOCTHI0, 3aBEPIIEAROCTLIO. B CBAIR CO CKa3aHHALIM CTPYKTYPA NpoApmikeHud (abb)c) ecTecTeRHO
HAIBATL (eCTH MMeEThb B BHRY He cnoco6 PASBETES, & €ro 3AKORYEGHERIR PEIYNLTAT) Takke
nonycAMMeTpHen.
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Example 27: W.A. Mozart, Rondo in A Minor (K. 511)

Andasnte
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In the same way that half-symmetry can serve as a response to a less com-
plete structure of splitting, so symmetry can by analogy, as one among
a number of more complete structures, serve as a response to a half-
symmetry. For instance, in the opening eight-bar period of Mozart’s
Rondo in A Minor, the opening phrase concludes with a half-cadence
and represents a structure of a half-symmetry (abbc...), and the sec-
ond one ends with a full-cadence and has a structure of a full-symmetry
(abbya,...). In other words, the harmonic relationship of the phrases is

supported here by the corresponding structural relationships. (p. 472) 88

88[Tono6B0 TOMY, KAK HOMYCHMMETDPHS MOXET CHYXKHTH 3ABEPLIAICILAM OTBETOM HA MeHee
SAMKHYTYIO CTPYKTYPY APOG/CHESR, TAK B CEMMETPES MOXKET 8HATOTMYHLIM 06pa3IOM, B KAYECTRE
eue Sonee SaMKHYTOR CTPYKTYPHI, OTBedaTh Ha HmonycEMMerpmio, Hanpasep, » HavanbuoM
BOCHMATAKTHOM HEPHOAE NS-MAROPHOro poHAC MOLapTa mepBoe Dpe/IoKEeHUE SAKAHHEBACTCA
HOMCBRHHMIM KAZaHCOM M IPEACTABNAET CTPYKTYPY monycuMerpum {abbic...), s mTopoe sa-
XAHYABAETCH NOMHLIM KAJAHCOM R HMeeT CTPYKTYPY DomHOR cuMMerpum (abbyay...). Makne
CROBAMH, F'APMOBKYECKOEe COOTEOLICHKE UPEAJIOXKeHNR HOANEPKAHO 3AECh COOTBETCTBCHHLIMU
CTPYKTYPELIMH COOTEOUICHEAMH.
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This example supports Mazel”s understanding of demensions of thematic structures
in a clear way. While at times the structures he defines might seem contrived (as for
instance, the progressive summation, or progressive splitting with closure) if they are
supported by other aspects of the music, their justification is that much stronger.
The example of the opening theme from Dimitri Borisovich Kabalevsky’s Sonatina
(Op. 13, No. 1) cited by Mazel’ is noteworthy in this respect. It illustrates the
support of the dimensions of thematic structure by the underlying motivic connections
in the music: the structure of symmetry (abba,) is embedded within a progressive

summation (} + 7 +1+2+4).

Example 28: C.B. Kabalevsky, Sonatine (Op. 18, No. 1)

(=X} ( ) ) )
a

Let us note that [here] the motivic-thematic symmetry combines with
dimensional summation, for elements a and b are stated separately in the

first half, and together in the second one. (p. 473) ®°

The reason the two elements sound “separate™ and then “together” is because of their
motivic structure. Element a is staccato and element & is more flowing, producing
the effect of separation in the ab succession, and unity in the ba one.

An interesting reference is made to symmetrical phenomena in architecture and
music, and to our perception of each. Mazel links the frequency of occurrence of

musical symmetry to this.

83ameranM, uTo [3aech] MOTHBHO-TEMATRYECKAS CRMMETPHES COUETAETCS ¢ MACIITAGERIM cyM-
MApPOBAHHEEM, nbo sneMeHThH @ b | b NAHLI B nepnon OONOBHHE NDOCTPOCRAR pa3jieiiLBO, & BO n'ropoa

CANTHO.
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If “right” and “left” directions in space are equal in principle, and therefore
symmetry in architecture (as well as in design) is completely ordinary, by
no means are the “preceding” and the “following” in time equal; therefore
the change of order in succession of two elements (especially so immediatly
after their initial statement) produces a special, particular, somewhat odd
effect. .. Also, it is understandable that symmetrical structure is found far

less frequently than periodic repetition of two elements abab. (p. 473) *°

To support this argument, Mazel’ cites two different statements of a theme from the
first Movement (Presto alla tedesca) of Beethoven’s Sonata for Piano No. 25 in
G Major (Op. 79).

Example 29a: L.' van Beethoven, Sonata for Piano No. 25 in G
Major (Op. 79), I, Exposition

Presto alla tedesca

S0Bcam «neBasd» ¥ «OpaBas» CTOPOHL! B OPOCTPAECTEE B OPHMHNUNE PABHOIPABHLI H NOSTOMY
CHMMeTPHE B APXUTEKTYDE (KaK # B opHAMeHTe) BIoNHE OGLIMES, TO «OPEALIAYULCED K €loC/e
AYIolee» BO BpeMeHMH OTHIONL He PABHONPABHEI H IOBTOMY H3MCHEHHC HOPALKA CNeA0BAHHS
RBYX snemeAToB {0COGeHHO cpasy e DOC/E EX IePBOHAYANLEOrO H3710}KeHMR) DPOEIBOANAT OC-
o6uft, cnenuduuecknt, HeckoALKO BeobuvEbIA 8¢dexT. . . [londTHo TAKKE, YTO CHMMETPUYHAR

CTPYKTYPa BCTPEYaeTCH HECDABHEHHO pexe, YeM IepHOARYECKAR DOBTOPHOCTh ABYX BIIEMEHTOB
abab.
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Example 29b: L. van Beethove, Sonata for Piano No. 25 in G
Major (Op. 79}, I, Coda
a b 4 b

! )( ) ( X —)

[Presto alla tedesca]
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In the first statement, the theme is structured around a symmetry, while in the second,

it is structured around a periodicity. Mazel’ states that

To directly feel the difference between these structures (in part, the more
comrmon character of periodicity and the somewhat odd character of sym-
metry), it is enough to compare the symmetrical theme by Beethoven. .. with

its periodic variant stated in the Coda of the Presto. (p. 473) #

Like the theme of the Kabalevsky Sonatine, this Beethoven theme has an a motive
that is staccato, and a & one that is flowing. The succession of the motives in a
structure of symmetry (abbja;) places the staccato motives on the outside of the
theme, and the flowing ones in the middle. This produces a symmetrically closed
sounding structure. In the periodicity of the theme’s variant, stated in the Coda,
the contrasting motives alternate (aba,;), giving the variant a feeling of interruption
that emphasizes the periodic structure, a structure that, incidentally, is far simpler
than the symmetry. Mazel”s reference to the periodicity as “more common,” and
the symmetry as “somewhat odd,” really refers to our perception of the structures of
periodicity and symmetry: periodicity is simple and straightforward, while symmetry

is more elaborate and complex.

*1Yro6ul HenocpencTBENHEE OLYTHTS PASIRYEe BTEX CTPYKTYP (B YacTHOCTH, Gomee oGk
YEBIR XapaKkTep IEPHOAMYHOCTE H HECKONLKO HeOGRIYELIN XAPAKTEp CAMMETPHEE), IOCTATONED
CPABHET: CUMMETPHYHYIO TeMy Berxosena. ..c NepROARMHEIM ee BAPHAHTOM, SBYHAULIHM B KOAE
Toro »xke Presto,
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Mazel’ regards the origins of symmetry, like those of many musical phenomena he

discusses, as being traceable to folk music.

Symmetry has deep roots in the folk art of music. .. Admittedly, in Rus-
sian folk music freely interpreted intonational or rhythmic symmetry is
incomparably more frequent than the one discussed in this section—the
strict symmetry that is motivically and thematically consistent, and pro-
duces an abbya; structure...However, in Hungarian folk music, for in-
stance, clearly expressed structures of symmetry are far more character-

istic. (p. 473-4) %2

A Hungarian song from a Collection of Folk Songs by Bartok and Kodaly is cited,

illustrating the structure of strict symmetry.

Example 30: Hungarian folk song from Collection of Folk Songs
by Bartok and Kodaly
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To conclude this section Mazel’ presents several structures that are the result of
symmetrical combinations of basic dimensions of thematic structure presented earlier

(i.e. of summation, of splitting, of progressive summation, and of periodicity).

93CumueTpua MMeeT TNYGOKHe KOPHE B HAPOJHOM MYSHIKANLEOM HckyccTme...Ilpa»aa, B
pycxoff HAPORHOR MYSLIKE HeCPaBHeHHO Malle BCTPevaeTc® cBoGOHO TPAKTyeMAS MHTOHA-
OHOHHAY ENE DHTMH4YeCKAS CHMMeTpHS, HexXenH ONUCHIBAGMaZ B PTOM naparpage CTpoOro
BLUIEPIKAHEAY MOTHBHO-TEMATHEYECKSd CHMMETPESA, AAlOWAL CTPYKTYPY abbia;...Onmaxo, Ha
IpEMEp, A/1L BEATePCKON HAPORHOR MY3hIKM SCHO BHIPAXERHAL CTPYKTYPA CHMMETPHE B BLICLICH
¢TeneHH XapaKTepHa.
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...in the domain of dimensions of thematic structures, symmetry can find
many expressions, principally in such structures which are appropriately
called mized, i.e. combining the different basic types of structures already

discussed. {p. 474} %°

The first of such “mixed” structures Mazel' mentions is a summation followed by a
splitting.
...a structure of summation (for instance, 1 + 1+ 1) can be followed by a
structure of splitting (14} + 1), thus forming a mixed structure in which

the whole results in dimensional symmetry (3 +3+1+1+ 3+ 1) thatis

sometimes supported by motivic and thematic symmetry...(p. 474) ®

The reader is directed to the subject of J.S. Bach'’s Fugue in G Major, No. 15 of
the second book of The Well-tempered Clavier; this subject is based on the exact

symmetrical dimensions mentioned above.

Example 31: J.S. Bach, Fugue in G Major, WTC II, 15
(BWYV 884)

s
; : T%mﬁ

The motivic symmetry here is clearly reflected in the dimensional symmetry.
Another “mixed” structure Mazel' mentions is in a sense a structural inversion of

the previous one.

93 p o6nacTH MaCIUTAGHO-TEMATHYECKHX CTPYKTY CHMMETPHS MOXKeT HAXOLATEL BCEBOSMOXK-
Hhle HELIE BRIPAXKCHHSA, PNMABHRIM O06pa3oM B TAKEX CTPYKTYPAX, KOTOphIE €CTECTBEHHO Ha3-
BATE ARHLIMH, T.6. CONOCTABAIOUIMMHE PASTUYHEIE H3 PACCMOTPEHHBIX OCHONERIX THIOB
CTPYKTYPhL

5433 cTPYKTYpoOR cyMMEpoBarks (EampeMep, 1-+1+1) Moxker cnenosaTs crpyxTypa Apobaenzs
(1+4+1), a Torna B o6pasylomencd cMewEROR CTPYKTYPE NeslOr0 BOIERKALT MacurTabHad coE-
metpnz (1 +4+1414 1+ 1), unorna nopnepxmEsaeras CAMMETPHER MOTREHO-TEMATRNECKOR. . .
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On the other hand, a structure of splitting (2+1+1) is far more frequently
followed by a summation (1 + 1 + 2), that besides, as a whole, yields
dimensional symmetry: 241+ 1+ 141+ 2. In the first cight bars of

Chopin’s Mazurka (Op. 59, No. 8)...that structure is connected with a

ab
2+

;’ + :’ + :’ + ‘1’ + "2‘, which produces considerable and agitated development.

(p. 474) **

siz-fold repetition (in the form of a free sequence) of a single motive

Example 32: F. Chopin, Mazurke (Op. 59, No. §)

Like Bach’s subject of the G Major Fugue, this Chopin theme contains close motivic
aud dimensional interaction, the theme’s motivic structure being mirrored by its
dimensional structure.

The last “mixed” structure Mazel' mentions can more correctly be considered
as symmetrical than mixed. It combines a progressive summation with a periodicity,
where both structures are equal in dimension and together form two halves of a single

mixed structure. Mazel' writes

%5 Mgoro Yame, Bao60poT, 3a cTPYKTYpoft apobnenas (2+ 1+ 1) cnepyer cyMumpoBanue (1+
1 + 2), 4TO B NenOM ABET OOATH-TAKH MaciITabHYI0 CHMMETPHIO: 24141+14+1+2. B

nepBoM BochbMETaKTe Ma3ypKH Illonera op. §9 N 3...8Ta cTPYKTYpPa CBA3aHA ¢ LWICCTRKPATHEIM

nosTopeRReM (B GopMe CBOGO/EOR CeKBERNMH) OLHONO MOTHBA ",' + : + : + : + : + "'; ) YTO ApeT

Gonpuioe ¥ B3ROJIHOBAROE Pa3BHTHE.
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From among other mixed structures, let us name those based on the prin-
ciple of consoclidation of dimensions, for instance. .. % + % +14+24+2+42

(Chopin, Prelude No. 3, opening). (p. 474-5) %

Example 33: F. Chopin, Prelude No. 8 in G Major (Op. 28)
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In the opening theme of the Chopin Prelude No. 3 in G Major (Op. 28), the
beginning progressive summation reaches a two-bar sum that is “consolidated,” in
Mazel™s words, by a periodicity of two two-bar phrases. As a whole, the overall
dimensions of thematic structure here do not exhibit symmetry. Mazel”s mention of
this Prelude is intended to provide an example of possible “mixed” structures that

can result from various orderings of basic dimensinns of thematic structure,

“SECTION EIGHT: Some general remarks and additions. Historical for-
mation and development of basic dimensions of thematic structure” %
In the concluding Section of the Chapter on dimensions of thematic structure,

Mazel’ takes a broader view of the whole topic under investigation. He states that

93 ApYTHX CMEWAHHLIX CTPYKTYD Ha30BeM CTPYKTYPH, OCHOBAHELIE HA NPHELNENE SaKpe-
DAeARS AOCTHIUYTOrO Macluraba, HAOpAMEp. . } +4+4+1+2+2+2 (Uonen, Ilpemonas Ne 3,
Bauano).

974g8. Hexoropuie obobiuenns ® gonmonmenEns. McTopEueckoe GOpMHpPOBAHEE M PASBHTHE
OCHOBHEIX MACMITAGHO-TEMATHMECKHEX CTPYKTYD"
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The various structures described in the preceding scctions permit a more
general classification that reduces the diversity of examined structures to

a very few basic types. (p. 475) %

The way Mazel’ goes about presenting such a more general classification is to identify
two basic tendencies that govern motivic and dimensional structures. Consideration
of the two basic tendencies allows him to posit a general classification of dimensions of
thematic structures. In addition to this, he bricfly considers criteria for establishing
similarity between adjacent structures—something that is vital to his general classi-
fication. He concludes the section by considering the historical context of dimensions
of thematic structures.

The two basic tendencies governing thematic structures that Mazel’ identifics, are
periodicity and its opposite—non-periodicity, or the overcoming of periodicity. He

states that

in the realm of motivic and dimensional structure of a homophonic theme,
certain very general inner principles are operative—principles based on the
combination and interaction of two contrary tendencies...the tendency
for periodicily is one of the basic structural tendencies of a homophonic
melody, theme. . .side by side with the tendency for periodicity, inherent to
homophonic thematicism, exists also the opposite tendency for overcoming

periodicity. (p. 475-6) ®°

A note on Mazel”s reference to a homophonic theme (as opposed to polyphonic, or

any other type of theme) is necessary. Mazel”s conceptions of dimensions of thematic

980nmcaEnkle B OpeALAYUIHX Daparpagax paagoo6pasmnle CTPYKTYPH! fomyckawT x Gonee
oGyl KNACCEUKALMIO, CBOAALULYI0 BCe MHOroobpasue PacCMOTPEHHLIX CTPYKTYP K BechMa
EeMHCTHM OCHOBHBIM THOSM.

99p o6nacTE MOTHBHOR H MAacwiTaGHOR CTPYKTYPW roMopoHHOS TeMbl AGHCTBYeT HeXo-
Topag BechMa ofulas BHYTPeHESS 3aKOHOMEPEOCTh, OCHOBAHIAX HA COMETAHHH H B33a-
AMOEACTBEH ABYX NPOTUBONOJOMKALIX TEHACHOHA...TEeHICBNHA X NCPROLMYHOCTH—OAHA M3
OCHOBHEIX TeH[EEN¥S CTPYKTYPH roModoHHOR Memopgum, TeMnl,..Hapagy c¢ TemaeHumeR’ x
IepHOREYEOCTE, FOMODOHHOMY TEMATH3IMY NPHCYUA H DPOTEBONONOXHAY TeHACHIUK—K
Ipecno/eHRI0 NePHOARHHOCTH.
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structures are largely based on music in which there is a single theme or melody with
accompaniment. Occasionally he extends his conceptions to include for instance,
subjects of fugues (see Examples 6, 23, and 31); but in those cases he treats such
themes as homophonic ones, not considering their contrapuntal possibilities—in a
sense, taking those themes out of their contrapuntal contexts to use them to illustrate
dimensions of thematic structures inherent to homophonic themes.

Having identified the two motivic and dimensional tendencies of homophonic
themes, Mazel’ discusses each one further. About the tendency for periodicity he

states that

It represents a diffusion over a longer stretch of a regular pulse, regular
meter, which itself represents a type of periodicity. Meter is closely linked
with the temporal aspect of music, with the regulated flow of “musical
time,” and essentially appears as its unit of measurement. Periodicity
is a diffusion of metric inertia over the related dimensions of thematic

structure. (p. 475-6) 190

This abstract conception of periodicity is contrasted by a more specific one of the

opposite tendency for non-periodicity.

[Non-periodicity] is connected with the tendency for overcoming divisions,
for creating whole, flowing, more broadly developed structures. The struc-
ture of summation serves as the simplest manifestation of this tendency,

for its non-periodic, summed part, as it were, overcomes the established

19901a npepcrasnser cofolt pacopocTpaReRNe Ha
Gonmulee NPOTHXKeHME DABHOMEPHON NYNbCAUNH, PABHOMEPHOrO METpA, KOTODHIR TAKAE mpefi-
ctanngeT coboft cBoero pojs mepHOSUYHOCTH, MeTp TeCcHO CBS3AH ¢ BpeMeHHOD opEpoRof
MYSRIKH, C YOOPAAOUEHHEIM TeYeHHHEM ¢MYSLIKATLHOTO BPEMEHHEA> M, B CYLIHOCTH, ABAAETCK
ero maMepuTenes. [lepuonuynocTs ecTh pacnpocTpaieHne MeTPAYECKOM HEEPIEE Ea MacIUTAGo-
TeMATHNECKEE COOTHOLIEHNS,
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initial periodicity, the whole being rendered non-periodic, i.e. not consist-

ing of similar parts as a whole. (p. 476) '*

Having identified the two basic tendencies, Mazel’ relates them in what he calls a

mechanism of structural development.

Both described tendencies are structurally inherent in homophonic the-
maticism. With that, the tendency for periodicity appears with greater
force than that of non-periodicity. . . The tendency for overcoming perio-
dicity—for greater flow, for completeness, and development—manifests
itself with much more directness when it follows a periodic structure. In
that way, the effect of both tendencies, in the most typical cases, is fac-
tually realized, as it were, by turns; and that defines the very mechanism

of structural development of a homophonic theme. (p. 476) %

Mazel’ sees this mechanism as most clearly operative in the opening of Scriabin’s
Prelude No. 8 in Fj Minor (Op. 11), discussed in Section Six of this Chapter, where

it was used in illustrating a structure of double splitting with closure. '®

[That] mechanism can be easily traced through the sixteen bars cited
above, in the example [of Scriabin’s Prelude No. 8 in FY Minor (Op. 11)}.
The initial one-bar motive is repeated. A periodic two-bar phrase results,

to which a whole, non-periodic two-bar phrase responds. The periodicity

101[HeneproRH4BOCTE] CBASLIMAGTCA ¢ TeRAeHNAeld K OPEOAO/NERUI0 PACHICHERHOCTH, K CO3-
ZAHMIO NeNLHEIX, cIMTHLIX, GoNee MUPOKO Pa3BepHYTEIX nocTpoenua. [IpocTeREM npossne-
EReM BTON TeHAeHNMY CAYXKUT CTPYKTYPa CYMMHDPOBAHMA, B KOTOPOR HEICpPHOARYECKAR CYM-
MApYIOIla% YacTh Kax Gbl IpeojoneBaeT YCTAHOBEBLIYIOCE HAYANLEYIO NEPMOAMYHOCTE M BCA
CTPYKTYPa OKa3LIBaeTcH HelepPUOfH4ecKOR, T.¢, He COCTOMT NENHKOM M3 INOAHKIX YACTEN.

10206e onECAHHBle TeHAGHIUE BEYTPeHHe OpPHCYIE roModoHOMY TeMATHIMY. Mpr
STOM TeHHEHOHMS K NePHMOLUMHOCTH CRJbHee NPOSBANETCE IO OTHOIICHHIO X NOCTPOCHENM
HemepEofmyeckuM. . . TeHAeHTRA ke K DPEORONEHMIO NEPHOARKECCTH, K GoMLIICR CANTHOCTH,
ReJLEOCTH, PA3BEPHYTOCK IPOABNAETCR CH/IbHEE BCEro HENOCPLACTBEHHO NOICE NEPHOLHYECKOro
noctpoenad. Taxum o6pasom, B HauGonee THOHYHLIX CIY4YaAX ACACTBAC obeux TepaeHnulL dax-
TEYeCKA PeANR3YeTCR Kak 6hI TOOYEPEAEO, H HTO ONpe/eides CAMLIA MEXAHAIM DASBEPTLIBARHL
CTPYKTYDH roModOHHOR TeMEL

103The whole of Example 25 is reprinted here (footnote cont’d on next page).
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having been overcome, a non-periodic four-bar phrase is formed. It is
repeated and that creates a periodic eight-bar phrase. The periodicity
requires overcoming, so the following eight-bar phrase is non-periodic (in
ita sccond half there is an overcoming of periodicity, for the structure of the
eight bars is a splitting with closure). As a result, a non-periodic sixteen-
bar structure is formed (double splitting with closure}, following which
the tendency for periodicity again emerges: the repetition of the whole

sixteen-bar phrase (second phrase of the period) begins. (p. 477) 1™

The existence of the two contrasting structural tendencies and of the structural
mechanism in which they interact, leads Mazel’ to suggest a general classification of

dimensions of thernatic structure.

There are two types of structures—periodic and non-periodic. . . Thus, we

Example 25: A. Scriabin, Prelude No. 8 in FY Minor (Op. 11)
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194[31o7] Mexanu3M Nerko OpocneAKTh BA UECTRANNATATAKTS, IPEBEACHACM BLILIE B OPHMEpe
[ppenmionnit Cxpabana, op. 11 Ne 8]. Hauannumgt ongoTakTHLIZ MOTHD NOBTOPeH. Bosarx nepa-
ONMYECKHA IBYTAKT, eMY OTBEYAET ABYTAKT NEeNLHMR, Hemeproamyeckrit. IlepaogrusocTs mpe-
oponeHa, o6palyeTca HemepHogHOYecKHA ueThIpexTakT. OR NoBTOpAeTCH, H BTO COIAET HepH-
ogMyecKnfl BOCHMUTAKT. [lepuoauunocTs TpebyeT NpeooseHnd, X CAeAYIOLIER BOCEMATAXT—
HenepHOANYEH (B HeM CAMOM H PO BTOpOﬂ ero OoJIOBHHE ¢CTh HEEOROHGHHGI OEPROARYHROCTD,
260 CTPYKTYPa BOCHMETaKTa—Apobnenue ¢ saAMEIKAHHEM), B pesynnTaTe y:ke BOIHAX BelNepH-
OfMYECKHA WeCTHAAUATETAKT (ABOAHOE ApobeHne ¢ SAMEIKAHEEM), 8 3ATeM ONAThE 3CTYHOALT B
CBON OPaBA TeHAEHNUS K NEPRHOAUYHOCTH: HAYHHAETCS DOBTOPEHHE BCEro WIECTHANUATETAKTA
(sTopoe mpepnoxenne nepuona).
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will designate as periodic those structures that are either completely inade
up of similar parts (periodicity proper, periodicity in a narrow sense), or
are made-up in total of several sections, each of which consists completely
of similar parts (grouped pericodicities or periodicity in a broad sense). We
will refer to all other structuves as non-periodic. Otherwise, among non-
periodic structures belong those that are not wholly made up of similar
parts and at the same time, are not made up in total of several sections,

each of which consists completely of similar parts. (p. 480) %

The main distinction between periodic and non-periodic types of the suggested clas-
sification is similarity between parts (in whole or in part) of a structure. Because of
this emphasis on similarity, Mazel’ considers separately the criteria for establishing

whether adjacent parts of a thematic structure are similar.

In connection with this, some analysis of the understanding of motivic
similarity is necessary. It is possible to conclude that if a melodic structure
consists of two rhythmically identical halves in which the direction of
motion of the melody (up or down) is the same at the corresponding
points of those halves, then that structure is uneguivocally periodic, and
its halves are unequivocally similar. However, that sufficient condition for

similarity is not always enough. (p. 484) 1

105per, ABa THNA CTPYKTYP—MepUofHYecKMe ¥ HelepdopdHeckme...lTak, mepmogmveckEMu
MBI HA30BeM IOCTPOERNA, THGO MeTUKOM COCTOAUINE B3 CXOAHAIX YacTelt (coBcTBEHHO MepHOAMY-
HOCTb, HEPECAMYEOCTL B TECHOM CMEICHe), 160 NONBOCTHIC COCTOSIME 3 HECKO/ILXEX pajne-
1103, KaXARG B3 KOTOPHIX ME/IMKOM COCTORT X3 CXOAHAIX YacTelt (Fpynna mepuogaunEOCTER, Iie-
PHOLEYEOCTS B IIKPOKoM cMbicie). Bce ocTanbBLIe DOCTPOCHES HA3OBEM HeNEPHMORMYECKEMH.
Hraye ropops, X EemepHOAMYecKEM OTHOCATCE NOCTPOEHMA, He COCTOSILAC MEAHKOM M3 CXOf-
HEIX vWacTe® H B TO Xe BpeMsf HE COCTOKLLEE HOJEOCThIC M$ HECKONLKHUX PASAENOB, KAXALIA Xy
KOTOPLIX NEMEKOM COCTOMT M3 CXOAHLIX YacTefl.

1068 cpaam ¢ 3THM HeoGXOfMM HEKOTOPHIl AHANHA CaMOr0 OOHSTMA MOTHBHOR cXOf-
BoCTH. MOXKHO YTBepA#(QaTh, WTO €CIH MEJOAUYecKoe NMOCTPOeHHE COCTOMT M3 ABYX PHT-
MEYECKE TOMIESCTBEHHBIX NOJIOBUH, NpHYeM EANPABJICHEE OBAXCEAX MeloAuH (BREpX HIm
BEH3) B DETMMYECKH COOTBETCTBEEHLIX TOYKAX BTHX NOJOBHH OAMHAKOBO, TO HOCTPOCHHE
6esycnoBEO NEPHONMYHO, a erv NONOBMAL GesycioBHO cxofHH. ORHAKO €TO AOCTATOHHO

YCIOBRE CXOQHOCTH HE BCErja ABAACTCH HeoOXOQMMBIM,
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To illustrate the point Mazel’ uses the theme of the opening movement of Mozart’s

Symphony No. {0 in G Minor (K. 550).

Example 34: W.A. Mozart, Symphony No. 40 in G Minor (K.

550), I
Allegro molto o~
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In rhythmic uniformity of motives, it is also necessary to take into account
the melodic outline. Thus in the example [of Mozart’s Symphony in G
Minor| there are in total four rhythmically identical two-bar phrases. With
that, though the whole eight-bar phrase is periodic (consisting of tweo
similar four-bar phrases), each of the four-bar phrases is non-periodic,
because the melodic outline of their two bar phrases differs sharply, being
at the same time joined to form a single melodic whole: the preparation
of a skip, the skip and its completion. It is self-evident that rhythmic
identity alone of adjacent structures is not always sufficient for them to

be perceived as similar. (p. 484-5) 197

Mazel”s conceptions of melody and melodic structures that surface here in the men-

tion of the melodic outline and its constituent preparation of a skip, the skip and its

197Ipa pATMBUecKOM ke enEEoo5palmHE MOTHBOB Heo6XOAAMO NPEEMMATL BO BHEMAHHE
TaKXKe H MenoaMueckmft pucynox. Tak, » npmmepe [cEMdommst g-moll Monapra] RanEmo
yeTHIpe PHTMHMECKH TOXKAECTBEHALIE ABYTAKTHRE dpassl. Ho npm sTOM, XOTH BECH BOCLMBTAKT
DepEOABUEHR (COCTOMT M3 ABYX CXOAHAIX YeTHIPEXTAKTOB), KAMALIA E3 YETLIPEXTAKTOB Hele-
pHOAEYcH, H6O MeJOOHMYEeCKMRA PECYHOK JBYX ¢$pa3 pesko Huinmuyen B obe sTa $passl, BMecTe
P34THIE, 0GPAIYIOT eANHOE MENOAHYECKOE Nefoe: PACKAMKY, CKAYOX B 3anongerne. Camo cobont
pasyaeeTcs, YTO U PHTMHYECKOE TOMXALCTHO COCEAHAX NOCTPOCNHN 3¢ Beeraa HeoGXonuMO AL
BOCOPHATEA BX KaK CXOAHLIX.
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completion, are considered in greater detail in Chapter Four of this thesis. The dis-
cussion of criteria for similarity between adjacent parts of a structure—i.e. identity of
rhythmic and melodic motives—concludes the presentation of a general classification
of dimensions of thematic structures.

To end this section and this whole Chapter, Mazel’ offers a few general obser-
vations on the historical context for dimensions of thematic structurcs. He states

that

The process of historical development of Classical thematicism is closely
linked with the gradual achievement of supremacy in themes of structures
that can combine in the best way balance, just proportion, and closure,

with intensive development. (p. 489) 1%

The period in history in which such structures did acquire supremacy, Mazel’ considers
to be the Classical period. He points out, however, the origins of some dimensions of
thematic structures in earlier periods. Referring to Bach's music as one of the sources

of the dimensional thematic structure of splitting with closure, Mazel’ writes

...the period of a developing type, characteristic of Bach, in which after
the initial nucleus (often non-periodic) follow many sequential divisions
and a cadence...such a period is one of the sources of splitting with

closure, and not only the simple type, but also the double one. (p. 488) %

Along with Bach’s music, Mazel’ mentions the music of Scarlatti and Haydn as sources

of some basic dimensions of thematic structures.

Although the dimensionally developed structures (summation, splitting,

splitting with closure) of the classical type are encountered frequently

198[[ponece HCTOPHYECKOTO PASBUTHS KIACCHYECKOTO TEMATHIMA TECHO CBI3AH ¢ NOCTELCHHAIM
3ABOEBAHHEM I'OCIONCTEA TEMY CTPYKTYPaMHE, KOTOPhIe HARAYKIIUME 06pa30M MOTYT COMETATD
CTPORBOCTD, YPABHOBEUIEHHOCTD, 33MKEYTOCTS C HETCHCHBHLIM PASBATHCM.

108 yapaxrTepHOM An4 Baxa mepuose TEOA Pa3seprThIBAHAY, TAC 38 HAVANLHLIM AADOM
(alile HemepROAMYHLIM) CIEAYIOT MHOMOYHC/ICHERIE CEKBCBTRbIC OTWICHEHUT B KAQALC. . . TAKHE
OePHOX—ONMH > MCTOKOB APOG/EHEA ¢ 3aMEIKAEMEM B OPHTOM HE TOALKO OPOCTOro, HO X
ABORHOIO.
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enough in Scarlatti and early Haydn, yet they still do not clearly predom-
inate over other structures. Periodic repetition of a short motive or phrase,
concluded by a cadence, plays a great role. The number of such repetitions
can vary considerably: there can be only two, with the cadence...yielding
an aab structure, or there can be (especially in Scarlatti) up to nine or

ten repetitions. (p. 486) °

As an example of such repetition that concludes with a cadence, Mazel’ cites an

excerpt from Scarlatti’s Sonata No. 29.

Example 35: D. Scarlatti, Sonata No. 29 in D Major

[Presto] a 3!
A : A A N
- - LY — 18 : el bl
e e T e
- 1 )y =
v P h cresc. ! r
3y 3 b
b L‘ y - )T L
-~ p— Y - 7z T
o ' r.r r . —
I dim 4

Also cited is an excerpt from the Minuet of Haydn’s Symphony No. 102 in By Major,
illustrating the typical repetition of phrases that concludes in a cadence. In this

excerpt the motivic dimensions are reflected on the larger level of phrases: esg @ Jﬂ/ .
A A B

110y Ckapnarry u pantnero [altfEa ocEORHEIE MACIITaGHO Pa3BETHE CTPYKTYPH (CYMMEpPOBAE-
HEe, apobnienie, gpobnenye ¢ 3aMBIKARMEM) B EX KJACCHYECKOM BHEA¢ XOT4 H BCTPEHAOTCH
ROCTATOYHO YACO, HO elie He HMeloT SBROTO I'VIaBeHCTBA, NPeobAafaEusi Baj APYTHEME CTPYK-
TypaME. OrpoMHYI0 DOJb UIpaeT NepHOAHYECKAS HOBTOPHOCH KOPOTKOrO MOTHBA HUIH $pa3nl,
SaMKHYTag kapatcoM. KonuuecTso mosTopeRast MoskeT GLITH NPE BTOM OYeHL PAVIHYHRIM: EX
MOXeT OhiTh, HAIPHMED, BCETO fiBa, ¥ TOrAA KafsHC...[aeT CTPYKTYPY aab, HO Moxer 6uITh,
HanpoTHB, (ocoGendo y CkapiaTTi) Ro KeBATH—/AECATH,
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Example 36: F.J. Haydn, Symphony No. 102 in B Major
(Hob. I: 102), 111
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Having identified the several sources of particular dimensions of thematic structures—

j.e. splitting with closure from Bach, and summation from Scarlatti and Haydn—

Mazel’ states that

without their support in homophonic thematicism, with its clear differen-
tiation of motivic repetition (exact or modified) and non-repetition, clear
and successive dimensional-thematic development and its corresponding
“crystallized” structures would not have gained great prevalence and supreme
importance. Hence, it is natural that in music that is not based on, or
is not strongly based on the principles of homophonic thematicism, the

role of the regularities examined in this chapter will be far less significant.
(p. 489) M

1116eg onoph! HA MOMOGOHHBIA TEMATH3IM, C €ro ACHARIM DASNEWMEM MEXALY MOTHBEHOM HOD-
TOPDHOCTLIO (TO"!HOH HIHR BH,[[OE:!HCHCHHDH) H HeNOBTOPHOCTHI), HETKOC H HOCNeAOBATENILHOC
MACIITAGHO-TEMATHYECKOS PaIBUTHE M COOTRETCTBYIOLULHE eMY CKPHCTANNRUYECKHE» CTPYKTYDH
ge Morna Gul mpMOGpEecTH WHPOKOTO PACOPOCTPAEERMA ¥ IABeHCTRYlOLLero suavenuk. Ec-
TECTBCHHC INOSTOMY, MTO B MY3blKe, HE CBR3AHHOA ¢C OPEHOEBOAME - Hl.OtbOIIHOI"O TeMATRIMS,
ponnb HIYHEeHHBIX B STOU Irnape SSKOHOMEPHOCTCn ropazgo MeHblle.
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This statement suggests the restriction of presented conceptions to only that reper-

toire in which homophonic thematicism is fully developed.

Mazel™s conceptions of dimensions of thematic structures reveal that aspect of the
theory of integrated analysis which is concerned with the structure of musical works.
The mathematical aspects of his conceptions reveal influences of Conus’s metrotech-
tonicism. Moreover, Mazel”s ideas, though original in the systematic presentation of
the structures he discusses, have their roots in the theories of Riemann. Riemann’s
conceptions of meter and metric analysis laid the groundwork for Mazel’ systematized
formulation of dimensions of thematic structures.

The last section of this chapter brings together all the discussed dimensions of
themnatic structures into two basic types, periodic and non-periodic. Periodicity,
grouped periodicities, summation and splitting, and their progressive variants, and
different splittings with closure, can all be viewed as manifestations of the two basic
structural tendencies of periodicity and its overcoming, i.e. non-periodicity. Thus,
despite the seeming complexity of some of the presented structures, it is possible
to reduce each one of them to these two basic tendencies governing homophonic
thematicism.

Mazel”s insistence on the term homophonic thematicism and the foundation of his
conceptions in the repertoire in which homophonic thematicism had fully developed
are noteworthy. Though he points to folk origins of some dimensional-thematic struc-

tures, periodicity in particular, many of the structures he discusses can 6nly be found
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in music of the Classical period. This restriction to a particular repertoire has impor-
tant implications for integrated analysis, for it limits any analytical consideration of
dimensions of thematic structures to music that has strong links with the Classical
period. It would be inappropriate to analyze dimensions of thematic structures in
music that is not based on homophonic thematicism.

The origins of Mazel"s conceptions of dimensions of thematic structures, it should
be noted, extend beyond the musical repertoire. He regards the whole phemonemon
of such structures as a reflection of the tendency in art for proportion (sce Section
One of this chapter). Moreover, Mazel’ extends this further in Section Four of the
chapter, where he views the dimensional structure of summation as an embodiment of
the human thought process, a process that is reflected in arts other than music—i.e.
literature and poetry. And in Section Six, he associates the structure of splitting with
closure with the logic inherent in the process of musical development, identifying four
stages in this process: one, the opening structure, two, confirmation and consolidation
of the idea, three, development proper, and four, conclusion. Such extramusical origins
of dimensions of thematic structures reflect the ideal of the theory of integrated
analysis to consider musical works in their broadest possible context. This ideal,
however, is weakened to a certain extent by the limitation of conceptions of dimensions

of thematic structures to a single repertoire, the Classical repertoire.
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CHAPTER THREE:

«ON THE EXPRESSIVE AND

FORM-DEFINING ROLES OF

DYNAMICS, TIMBRE, AND
MUSICAL TEXTURE?” =

The chapter on dynamics, timbre, and musicai texture in Analysis of Musical
Works (1967) is Mazel”s only extensive treatment of these elements in the context
of an integrated analytical framework. This chapter is presented here in its entirety.
In all his other writings Mazel’ treats dynamics, timbre, and musical texture within
a discussion of a broader topic, never treating any one element separately. The most
attention he devotes to any of the three, excluding the chapter presented here, isin a
brief discussion of musical texture in the 1979 edition of Structure of Musical Works.
This discussion is to be found in the introductory section of a chapter (Chapter IV) on
divisions in music, and mainly looks at texture in that context. The brief, three-page
discussion (p. 131-3) illustrates how the change from a homophonic texture to one
of parallel octaves, in the middle section of Chopin’s Nocturne in C Minor (Op. 48),
effects a formal change.

Mazel”s seeming neglect of dynamics, timbre and musical texture in his writings
stems from his view of these elements as being simpler and not subject to a definite
system of relationships, as for instance are modes, harmony, and polyphony. Hence
in his integrated presentation of musical elements, he regards dynamics, timbre, and
texture as secondary in importance to those elements that are subject to organized

systems of relationships. The discussions of dynamics, timbre, and texture in Analysis

11260 pirpasuTensHOR M GopMOOEPAIYIOLIER POAK AMHAMMKY, TeMEPS, JaKTYPL"
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of Musical Works (1967), reflect Mazel”s attempt at completeness in treating a theory

of integrated analysis.

“SECTION ONE: Preliminary remarks” 3

In the opening section of the chapter, Mazel’ discusses the role in music of dy-

namics, timbre, and texture. He first considers sound and its components.

... Tour physical properties of sound—pitch, duration, loudness, and timbre—
are made use of in music in principally different forms. The pitch of sound
is the basis of the inner organization of music as a sonic art...By anal-
ogy, since a musical work unfolds through time, an enormous role is played
in its inner organization by temporal relationships...On the other hand,
loudness and timbre, though they have very great expressive and form-
defining significance, do not play so great and independent a role in the

actual organization of 2 musical work. (p. 310) 4

Hence Mazel' argues that loudness and timbre constitute two of the four physical
properties of sound, and notes that in music they do not have the same sort of
evolved systems of rclationships as the other two properties, pitch and duration.

Mazel’ explains this as follows.

Effectively, timbres are qualitatively varied and lend themselves to near
descriptive references, but do not allow for quantitative comparison and,
moreover, precise measurement. On the other hand, loudness of sound

does allow for such quantitative comparison, but in music is restricted to

11321, IpespapATeNLEL! 3aMeqauna”

114, yeTnipe ¢E3UYECKHX CBORCTBA SHYKA-—BLICOTS, JJIATENLEOCTD, MPOMKOCTE B TeMbp—
BCUONBIYIOTCE B MY3nlKe NPHEOROEANLAO pasnAvHLIM obpasoM.  BricoTa apyxa ects
OCHOBA BHYTPeHHER OPraHH3anUE MY3ILIKHE KAK 3BYKOBOI'O HCKYCCTBA. . . AHAJIOPHYELIM 00pasoM,
OOCKOALKY MY3hlKaJlIbHOe fpOM3BEfeHHE PA3BEPTLIBACTCA BO BPeMEHH, CIPOMHAYIC POk B €ro
BHYTPeHBER OpraHR3aniil UIPAIOT COOTEOLICRRY BpeMennne. . .HaoGopoT, rpouxocts u TeMbp,
XOTHE OHH EMelOT oveHb Gonsiioe PupasaTensHoe A ¢opMoobpasyloliee sHaueHHe, He MIpaloT
cTonb GONLUIOR B CAMOCTOATENLHON POJIE B CaMOR CPrARESALMH MYSLIXANLHOT'O NPOMSBEACHRA.
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(designated by) very few qualities of loudness, the fine nuances being left

to the discretion and feeling of the performer. (p. 310-1) '*®

Because of this relative imprecision of timbre and loudness, they do not lend them-
selves individually to exact comparison which is a prerequisite for a system of rela-
tionships: “changes in timbre and dynamic nuances in their frequency of occurrence
cannot be compared with changes in pitch and duration.” (p. 311) '8

In music in which timbre and dynamics are subject, however, to a system of

relationships, Mazel’ sees a disintegration of a crucial element of music—melody.

Unchanging timbre and continuity (i.e. gradualness and not suddenness)
of possible dynamic variations are associated with the few most elemen-
tary factors uniting melody (or at the very least each of its phrases).
Systematic violation of this norm leads to a disintegration of melody, and
is realized in the so called pointillist (“dotted”) music in which each sound

of a succession must be perceived as an independent “whole.” (p. 311) 17

By characterizing systematic treatment of timbre and dynamics as contributing to
the disintegration of melody, Mazel’ dismisses any type of music which employs such
techniques. The music to which he is referring is obviously that of the Viennese
Twelve-tone Composers and their followers. He does not specifically state so, but
the terms “pointillist” and succession (also translatable from Russian as “tone row”),

and above all the reference to complete independence of each sound in a succession,

18 lepcTEATENEHO, TeMEDBI—KauecTBeEHO pa3sHoobpasHnl, HO ROOYCKAKT CKOpee oOMHCca-
TenpHEIC XAPaKTePHCTHKH, HeXXelM KOMAHecTBeHHLle CPaBHeHMd H—TeM Gosjee—rouibie
asmepenas. Hao6opoT, rpoMKOCTS SBYKa fonycKaeT HMEHHO KONHYECTBCHHLIE CPABHCHUN, HO
B My3hIXe QHKCHDYIOTCR (0603HAYAIOTCA) NYIL OYeHb HEMHOMOYKCICHILIE IPOMKOCTHME KaY-
ecTBa, a Gonee TOHKKE OTTEHKH NPeAOCTABAKIOTCS YCMOTPEEHIO H YYBCTBY BCOONHRTENS,

16%cyemnl TeMbpa B AMEAMHMECKEX OTTEHKOD [0 CHOCR YACTOTE He MOLYT HATH B CpARHelue
€O CMCHAME BLICOTHE! ¥ JTETENLHOCTA.”

WK yucay manbonee sneMeATApHEIX GaxTOPOB, 06beAHHKIOUIEX MeNOARIO (HIH 0O Kpafned
Mepe cc KAXIY1o dpasy), OTHOCHTCH ef@HLIA TeMbp B HeOPEPLIBHOCTL (T.e. HOCTENCRHOCTE,
a He BHESANIHOCTS) BO3MOXKHEIX H3MeHeHRA AEHaMAKE. CHCTeMaTHYecKoe EapylucHEe ®TOR
HOPMBI BEfeT K Pacnajy MeNofEHE, OCYLISCTBRBIUEMYCE B TAK HASBIBACMOR OyaHTAIACTCKOM
(¢TouewmOn») My3hike, FAie KaXKAbIA 3BYK HOC/IENOBATENLHOCTH [O/KER BOCHPAHMMATLCE KAK
CAMOCTOSTENLEAR «IEILHOCTLY,
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all indicate the Viennese Twelve-tone School and their followers, as being the ones
he is implicating with the disintegration of melody. Melody is in Mazel”s view one
of, if not the most important element of music. His attention to dimensions of the-
matic structures of homophonic themes reflects this to a certain extent, being mostly
concerned with the dimensional aspect of melody. The next and last Chapter of
this thesis deals with melody alone, and will further indicate the significance Mazel’
attributes to melody as one of the most crucial elements of music.

Timbre and dynamics, as well as texture, zre considered by Mazel’ as surface
phenomena, and as having significant roles in the immediate expressive effect of music,

but with less important structural roles than pitch or rhythm.

On the whole, the timbral and especially dynamic aspects of music...are
perceived very directly, as if forming the outermost “physical” layer of
the musical sonic fabric. With this is connected texture which in contrast
to timbre and dynamics does not present itself as an element of music,
but shares with them the mentioned ezternal most, physically material
layer, with which is interwoven (and through which is at the same time
realized) one or another melodic, rhythmic, harmonic, and polyphonic

inner organization of a work. (p. 311) 118

Mazel”s exclusion of texture from among the musical elements is noteworthy. He
explaius ihis view in the opening chapter of Analysis of Musical Works (1967), in
which he finds fault with the term ‘element’ when used to refer to mode, melody,

tempo, meter, rhythm, harmony, etc.

Specifically, the very designation of them namely as “elements” is not

1188 penom TemGpoBas M 0CoGERHO AUBAMHYECKAS CTOPOEA MYSLIKH. . . BOCHPEERMAETCA OHEHE
HemocpeacTPeHHo, 00pasys kak 6m Hamboflee DHEIIHWE, «TeleCHRIft» CIOR MY3nIKANBLHO-
ssyxopoft Tkagm. Ciopa ke NpPAMBIKAET E TaKa® CTOPOES MY3HKH, Kak ¢axTypa, He
ABNLAIGIIANCK, B OTARYHE OT TeMbpa ¥ AEEAMEKH, COGCTEEHHO DJeMEETOM MYSRIKH, HO BXORMIAL
BMecTe C HAMA B TOT YIOMARYTHIR Goslee «BHEINHHAY TENECHO-MATEPRANBHEIA C/I0R, 34 KOTOPHM
xpoercs {HE B KOTOPOM B TO JKe BpeMs peanHayeTcd) TA HIH HHAS MEJIOAAYecKax BEYTPEEEAL
OPraHE3IATMSA OpPUHIBEACHUN,
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equally rightful in different cases (sometimes it would follow to talk of, for

instance, “aspects” of music). (p. 29) ?

The word “element” implies equality (structural, expressive, and otherwise), which
Mazel’ wishes to point out as not being the case between dynamics and melody, for
instance. The two do not nearly have an equal role in the organization of a work.
Thus timbre and dynamics, being two of the physical properties of sound, can be
considered as elements; but texture, not being a physical property of sound, does not

constitute an element and should more properly be understood as an aspect of music.

“SECTION TWO: Dynamics” 1%

Mazel”s discussion of dynamics is fairly wide ranging. It touches on several topics:
psycho-acoustic effects of dynamics, the role of dynamics in performance, their role in
development and in musical form, and a historical view of uses of dynamics in different
styles and musical eras. From among these topics, the most rclevant one to integrated
analysis is the role of dynamics in development and in musical form. The other topics
discussed qualify and support Mazel”s analytical conceptions. Some relevant stylistic
questions are considered in the historical survey of the uses of dynamics.

The discussion of psycho-acoustic effects of dynamics is fairly concise and includes

the most obvious effects.

Loud sounds, with other condiiions being equal, have a greater eflect on
the nervous system; they arouse and excite more than quiet ones. .. Hence,
intensification of sound is often connected with increase in tension, and
weakening with attenuation and calming. .. Also it is quite understandable
that intensification is associatzd with nearing of the source of sound, and
weakening with its going farther away. .. On the other hand, a quiet, mys-

terious rustle is equally capable of arousing attention in man and beast,

llsB jyacTHOCTH, CAMO OGOSBa‘IeﬂHe HX HMeHHO K3K <&jleMeHTOB» He OAlHBAXKOBO IDABOMEPHO B
DAMTHYHLIX CHIYYASX (HHOTA CNeR0aaNc 611 MOBOPHTh, HAZPEMEP, O €CTOPOHAX> MYysLiKa).
120419, Iumamuxa”
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as a possible sign of danger that indicates a concealed foe. (p. 312) '*!

These main psycho-acoustic effects are essential to the expressive possibilities of dy-
namics. Being aware of the particular psycho-acoustic effect of a dynamic allows for
a clearer understanding of its expressive possibilities. This is particularly relevant as
the expressive effect of dynamics, in Mazel"s view, is dependant on other aspects of

music, and rarely functions alone.

For instance, the rises and falls in loudness of sound within a melody indi-
rectly form that development; they are an important means of expression
and in large part rather organically attend melodic development, which is

defined in essence by its other aspects (p. 313) 122

Hence the “form-defining” and “expressive” role of dynamics in melody, as an ex-
ample, is closely connected with the other aspects of melody, i.e. melodic motion,
melodic waves, its modal and harmonic structure, etc. This dependence of dynamics
in its role in music is apt, given that dynamics are only one of the four physical prop-
erties of sound—the other three being pitch, duration, and timbre. As Mazel’ points
out in the previous Section, dynamics, along with timbre, have a subservient role to
pitch and duration in the organization of sound in music.

However, despite their structural dependence and subservience, dynamics are per-
ceived by the listener in a very direct way. For this reason they have an important

expressive role in performance. Mazel”s comments on this are noteworthy.

121\ pomxue SBYKH OPH OPOYHX PABHLIX YCHAOBHAX CRILHEE BOSKEHCTBYOT HA HEPBHYI0 CHCTEMY,
Gonsiwee pocGYXKABIOT, PAAPANKAIOT, HEMKEIA THAXME. .. YCANeHRe 38YKa obuuHO CBA3LIBAETCH
OOSTOMY ¢ EAPACTAHMEM HANDAMeHHN, a ocaabienHe—C SATYXAHHEM, YcToKoeHEEM, . . JloRaTHO
TaXKe, Y4TO YCHJIEEHE NerKo ACCONMEPYETCH ¢ NPREANIKEHEeM HCTOYEAKA IBYKA, oc/abieEne—
¢ ynanenmeM...C apyrofi cTOpoHH, OAEAKC, TEXHE, TARHCTBEHHLIA IIOpOX crnocoben mac-
TODAMKHBATE YENOREKS M SKMBOTHAIX, KAK BOSMOSHLIN IPASHAK OUACHOCTH, CBEACTENLCTBO O
HPHTAHBIKEMCH Bpare.

13%Hanpamep, BapacTanua B CHAAL! CHMLI SBYKa BEYTPE Memoaad, SYAYHE BAXKHEIM CPEICTBOM
BLIPASHTENLHOCTH, BCE XKe B GONLILAHCTRBE CRYYAEB CKOPee OPraEEYECKM CONYTCTBYIOT PAsBH-
THIO MCJIOLRH, ONPEAENAeMOMY B OCHOBHOM APYTHMH e¢ CTOPOHAMME, HeJKe/IE HENOCPEACTRCHHO

QDEHBEZET TO Pa3BMTHE.
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Effectively, musical dynamics are one of the most important tools in the
hands of the musician performer. ..t is noteworthy that tempo, like dy-
namics, belongs amoug the most directly operative factors of musical ex-
pression and at the same time least organized ones. There does not exist
an interrupted, graded scale of tempos, and the performer can therefore
vary tempo (whereas, for instance, he/she cannot vary tonality, il being
strictly prescribed by musical notation). The mazimum number of possi-
bilities are permitted to the performer precisely in the realm of dynamics.

(p. 313-4) 1%

Mazel”s view of dynamics and tempo as being the least organized, most variable, and
most direct “factors of musical expression” reflects his preoccupation with interpre-
tation in his integrated analytical approach. Among the most expressive elements
in the actual interpretation of a musical work, according to him, are dynamics and
tempo—the effect of dynamics being more direct than that of tempo. However, in
the structural organization of a musical work, the analytical interpretation of which
integrated analysis seeks to define, tempo and dynamics have a subservient role.
This subservience of dynamics does not, however, mean that they have no struc-
tural role. Mazel’ sees the structural role of dynamics as vital to musical expression,

especially in increases and decreases of dramatic tension.

Even if dynamics often do not appear. . . as the sole or principal means, and
only accompany pitch, rhythmic, textural, and harmonic intensification,
they are nevertheless indispensable: without that elementary “guide,”

other means of intensification could not properly exert their influence,

133 [JeRcTBATENEHO, MY3hIKajdLHad REHAMEKA—BTO OHO H3 BAaXKHEeHIIEX OPYAHS B pyxax
MYSHIKAHTA-ECHONHHTENA. . . 3aMETAM, YTO TEMI, KaK B AUHAMHKA, NPEEAIEAKKT K {HCAY HAK-
Gonee HeNnocpeACTBEHAO AEACTRYIOMEAX (PAKTOPOB MYySKIKANIHOR BLIPASATENLHOCT K B TO Xe¢ Bpe-
MR Hi:aMeHee OPraHM30BARELIX. HeT mpepblnnofl, CTYIEHYTOR IMKATA! TEMIOB, B WCOONANTENL
MOKET NOSTOMY BApLRpPOBATH TeMO (a, HANPEMED, BAPLUPOBATE TOHANLHOCTE HE MOXET—OHA
CTPOro MpeANHCAHA HOTHEIM TeKCTOM). MakcHM3IbHOE ke KONHYECTBO BADHAHTOB HCLONHE-
TN, MOMET AONYCKATE HMEHHO B 051aCTH fEHAMUKY,
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and would to a large extent be limited and constrained in their expressive

effect. (p. 314) 1%

Mazel’ in fact sces the role of dynamic intensification as a general phenomenon in

certain forms.

...in a great number of repeated forms development is in large part based
on a single dynamic increase: the opening section is characterized by a
quiet or medium sonority, the middle one contains the increase, and the
repeat is forte {of course, with this the texture is often intensified)...In
short, dynamic profile of a musical form, which as a rule is very easily
perceived by the listener, should constantly be considered in the field of

analysis...(p. 317) 12*

Hence Mazel’ sees dynamic change as broadly connected with musical development.
More specifically, he sees dynamics as playing a role in division in music. They serve
to clarify formal divisions, especially “when other factors, for whatever reason, do
not provide this relationship with definite enough results.” (p. 315) !% An excerpt
illustrative of such a role of dynamics is cited from the Allegretto of Shostakovich's
Trio (Op. 67). Mazel’ regards the formal division in this passage as indicated by

dynamic change.

124[TycTs AMHAMEKA OSLINHO B He ABNAETCA. . . iBECTBEHELIM, EUIR MIABERIM CPEACTBOM, & JIHIIH
CONYTCTBYET HAPACTAHMIO BhICOTHOMY, PETMHEYECKOMY, $aKTYPEOMY, rapMOERYECKOMY, HO OHA
HeobxopuMa: 6es BTOrO BAEMEHTEZPHOrO «COYTHEKAS APYTHe CPeACTEA HAPACTAHHA HE CMOrYT
ROnNXKBUM o6pasoM BO3XLHCTBOBATh, OKAXKYTCH B SEAUHTENRHOR Mepe OUPAHHNEHHLIMHE H CKO-
BAHELIMM B CBOEM BhlpasyTeasHoM sddexTe.

135 p GonbluoM Yucne penpH3aLIX GopM CKBOSHOE PASRATAE BO MHEOTOM OCHOBAHO HA eRHOM
REHAMMYECKOM HAPACTAHHHE: HAUANLHLIA PAS/leN XapaKTepHsyeTCs TEXOR NN YMepeHHOit 3By Y-
HOCTRIO, CPEfHNT CONEPHKUT KADACTAHME, PeNpRsA HAeT dopre (pasymeercs, PR »ToM OGKIYEO
ycRnmBaeTCS B GaKTypa)...CnopoM, AHHAMAYECKAR NPOdHAb MYSHIKANBEOR QOPMEI, KOTOPLIR,
KAK IPaBRIIO, IET'KO BOCOPHHHUMALTCH CNYILATeNeM, DOCTOSHHAC A0/XKEH EAXOARTLCK B HoJe BH-
HMAEHSA AHAJIASHPYIOLLETO. ..

136eyorga npyrie ¢AKTOPH moueMy-TE6o He JAIOT B BTOM OTHOUICHEN AOCTATOMHO ONpERc-
JICHHOI'O pesyibTaTA.”
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Example 37: D. Shostakovich, Trio (Op. 67), I

[Allegretto]
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The whole episode, containing two statements of a fourteen-bar theme,
occurs in the tonic harmony of C Minor. The opening of the second
statement at has a new dynamic nuance (piano). Without this
nuance the listener could perceive the opening of the second statement as

beginning two bars earlier. (p. 316) ¥

127Bacs, anA30/, COACPKALUINA ABA TPOBEALHAN HeTHPHAANATA-TAKTHOR TEMHEI, HALT HA TOHMY-
¢cxoOR rapMOHEA 20 MEEOPA. Hauano aToporo nposeaeHus oTMeyeHO HOBOR NEGPOR TAPTETYPL
R HOBHIM [HHAMHYECKEM OTTenkoM (pianoc). He 6yas sToro oTremxa, cayusaTexs Mor Gul
BOCOPEHHEMATS Ha4aJl0 BTOPOro NpoReAecHAS APYTAKTOM PaHbILE.
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This example illustrates the type of structural role dynamics can play in formal divi-
sions. From an analytical perspective, this aspect of Mazel"s discussion of dynamics
is most relevant to their integrated understanding.

His discussion of dynamics per se concludes with brief references to the use of
dynamics in different styles and eras. Because of their brevity these references are
ﬂot much more than generalizations, but they do further explain Mazel”s reasoning in
the formulation of analytical conceptions—i.e. the historical apsect of his analytical
method. His reference to the role of dynamics in 19th and 20th century music is

interesting.

The importance of dynamics (as well as timnbre) grew even morein the XIX
and XX centuries. For instance, loud dynamics began to play a significant
role in various kinds of fundamental reorganizations (transformations) of
one or another theme within a work, along with every sort of representative
effect, the number and diversity of which increased considerably. At the
same time it is impossible not to point out the abuse of dynamic effects in
modern music, and the advancement of such effects (along with timbral
ones) to primary importance at the expense of melody and other richer,

more refined and profounder means of musical expression. (p. 318-9) 128

Mazel”s reference to modern music is not specific. The abuses of dynamic effects
he points to can not therefore be linked to any particular music, but seem to be, in
Mazel"s view, part of a modernist trend to undermine melody and other “more refined
and profounder means of musical expression,” in favour of dynamics and timbre. This

view was already expressed in the introductory Section to this Chapter, where Mazel’

138Eme Gomee BO3pocNO SHavehme JEHAMEKH (KAK B rTeMGpa) B Mysiixe XIX m XX sexos.
Hanpusep, r'poMKOCTHAA LAHAMUKA CTANA AFPATH 3HAYMHTENLHYIO POk B PASHOTO POAA KOpeH-
HLIX opeobpasoBanuAx ('rpancq;opuanuﬂx) OLHOA B TOR Xe¢ TeMb BHYTPH OpOH3BelcHRAN, PABHO
KAK H BO BCEBOIMOXKHLIX H306pasuTensHEIX bhdexTax, XonmuecTBo M pASHOOGDA3HE XOTOPLIX
BeckMa yBenuuunoch. Henbad B To jke Bpesd He yKA3aTh Ha 3JI0yHoTpeS/eHREe ATHEAMBYECKEME
sdpexTaME B MONEPHHCTCKOA MYShIKe, BA BEIIBEXXeHRe TAKEX sddexToB (BMecTe ¢ TeMbpo-
WYMOBLAIME) HA NePBLIR NNaK B yuep6 Menoann & ApyruM Gonee GOPATEIM, TORKHM X PAySOKHM
CpeacTBAM MEI3BIKANEEOR BEIDASATENBHOCTH.
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pointed to the disintegration of melody in pointillist music (implying by this term

the Viennese Twelve-tone School and its followers).

“SECTION THREE: Timbre” !?°

Mazel’ regards timbre as an aspect of music that is even less organized than
dynamics. Therefore his discussion, as he points out at the end of this section, “can
only give a general presentation of the wealth of functions of timbre.” (p. 330) !* In
large part, however, he sees the role of timbre as connected with the dramatic aspect
of music. His discussion elaborates mainly this point, beginning with general ideas
about timbre, and proceeding to a consideration of its role in the dramatic aspect of
musical works. He concludes the section with a mention of the form-defining role of
timbre, which, like that of dynamics, facilitates divisions in music.

Among the general ideas about timbre that Mazel’ discusses at the outset are

ways of defining timbres.

...timbres, in contrast to dynamic nuances, can not be set out in a single
line according to one kind of qualitative characteristic. The character
of different musical timbres is defined with the help of descriptions in
which an important role is played by likening with all possible sounds,
as well as silent phenomena of the outside world (for example, whistling,
bell-like, nasal timbres, etc., as well as those that are bright, dull, warm,
cold, rich, dry, dense, etc.)...It is evident from the very role of likening
in the descriptive characteristics of timbre, how great the representative
possibilities of that element of music are. And indeed, the different kinds
of sound imitations in music are often realized with a very active role
of timbre (for example, in Beethoven’s Pastoral Symphony the singing of
the nightingale is represented by the sounds of the flute, the quail—by the

sounds of the oboe, the cuckooing of the cuckoo bird—by the sounds of the

138%53, Tembp”
130800y naTs NRWE camoe obuiee npepcTapnenne o6 GoratcTae GyEKOEA TeMOpa.”
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clarinet, and in Rimsky-Korsakov's The Golden Cockerel, the cockerel’s

voice is represented by the muted trumpet). (p. 319) 13!

The descriptive characteristic of timbre makes it one of the most directly perceived
elements of music. At the same time, because it can only be defined in descriptive
terms, it is not amenable to a system of relationships of the sort that governs pitch
or rhythm. As an illustration of this Mazel’ cites the displacement of a timbre in
different versions of a work, in which the structure of the particular work is largely

left intact.

...orchestral works are also published in editions for piano from which it
is possible to gather a fairly complete idea of many essential aspects of
the music—an idea that is comparable to that provided by a black and
white reproduction of a painting (from here comes the analogy of timbre

in music and color in painting). (p. 320) 1%

To justify further the analogy between color and timbre, Mazel’ points out that “the
German for timbre is Klangfarbe, i.e. the sound color.” (p. 320) 13
The expressive properties of timbre also figure prominently in the dramatic aspect

of musical works. Mazel’ links the dramatic function of timbre with thematicism.

131 | remBpni, B OTMHYME OT AEHAMHYECKEX OTTEEKOB, He MOryTh OHTL pacmonoikenn B
OfHY NEHAI0 0O KaAKOMY-HUSYIL ONHOMY KOJEYECTBERHOMY MPHIHAKY, XADAKTEP PAMIHUHLIX
MYSHIKANBHRIX TeMGpOP ONpefendeTcs IPH NOMOUIE ONACARNR, B XOTOPHIX SHANHTEALEYK POh
Arpaet ynono6neHne BCEBOIMONKELIM IBYHAHEAM, 8 TAKXKE H HESBYKOBWIM ABJICHAAM BHEIIAErO
MHDA (unnpnuep, TemGp CRECTAIPI, IBEHRUIAR, MHYCABMA H T.1., HO TAKXE H CROTHLIR, Ma-
TOBBI, TEN/LINA, XONORHELR, COMHLIR, CyXoft, rycToRf B T.0.)Yxe B3 camoft ponu ynogobaexas
B ONHCATENLHMX XaPAKTePUCTEKAX TeMOpoB PEAHL! OIPOMERE R306pa3SHTENLHLIS BOSMOXHOCTH
9TOTO WICMeHTa MY3RIKH. ¥ neRcTPUTeNLHO, PA3EOro POSA SBYKONOAPAMKAHES B MYsMxe obL-
YHO OCYIISCTBILAIOTCA IPY BechMa AKTHBHOM YHACTHE Tem6pa (Hanpmaep, B IIacTOpaNLHOR CHM-
¢ouni BerxoBeEa nenne cononba R306paXkeHO SBYKAME (IeRTH, Mepenena—ssyxaMu roox, a
KYKOBAHHE KYKYUIXH—SBYKAMH KIapHeTa, B «30/I0T0M HeTyluxey Pusmcxoro-Kopcaxosa ronoe
nerywxa Bsobpaxaer TpyGa ¢ cypauHOR).

132 opkecTpOBHIE NPOX3BEACRHEA MIAATCS B B KIABEPAX, DO KOTODHM MOXHO COCTABHTS
cefe nOBONLEO HOJBEOE OpPEACTAB/MeHHMe 06 MHOIMX CYIECTBCHHRIX CTOPOHAX MYSKIKE—
RPeACTABIERHEe, CPARHMMOE C TeM, KOTOPO® /iseT HeNBETHAS PeNPORYKNAS O XaprTHide (oTciona
SEAJTOTHS MeX/Y TeMOPOM B MYSLIKe B OBETOM B XKRABOMACH).

134TTo-gemenxn Tembp-Klangfarbe, T.e. oxpacka spyka.”
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...the meaning of timbre in the overall “dramatic composition” of a work
appears mainly in two aspects. One of them consists of a firm connec-
tion between defined thematic material and some timbral characteristic
as an inalicnable part of the structure...The second aspect of timbral
drama is connected with the development of a structure through the al-

teration of the timbral aspect of the same themein its various appearances.

(p. 321-2) 134

Mazel’ elaborates each of these aspects of timbral drama in their connection with
thematicism. The first of these aspects makes great use of the descriptive property
of timbre by associating a timbre with specific thematic material. This association

results in a timbral-thematic phenomenon that Mazel’ calls ‘Leittimbre.’

...a timbre that is connected with some structural characteristic is re-
ferred to as Leittimbre, by analogy with Leitmotiv in opera. The principal
realm in which Leittimbral characteristics are applied is precisely in opera
(let us mention, for instance, the role of the bassoon and the clarinet in
its lowest register in the characterization of Grafina from Tchaikovsky’s
The Queen of Spades, or the role of the flute in the characterization of the

Snow Maiden in Rimsky-Korsakov's opera with the same title). (p. 321)
135

Such ‘Leittimbral’ association is different from the previously mentioned sound imi-

tation, in that it includes various themes as part of a group of ‘Leittimbral,’ thematic

1M spauens Tembpa ana ofmef «apaMaTYpran» OPOHSBCACHNA NPOSBILETCE OPEHMYLL-
eCTPeAHO B ABYX acnexTax. OnuH U3 HOX 3aXJI04AETCK B HPOYHOM 3aKpell/IcHUH 33 oIpeae/eH-
HBIM TEMATHYECKHEM MATEPHAJIOM HeKOTOpOR TeMGpOBOf XapaKTEPHCTHUKH KAK HEOThEMACMOA
yeprit obpasa...J[pyroft acnexkt TeMGpoboll APaMATYPrEH CBA3AH C PAIDMTHCM oSpasa nocpep-
CTBOM RaMeHeEHMA TeMbpoBroro oSnuKa OAHOY M TOR XKe TeMhl NPH &¢ PAMIHYHLIX NPoSB/ICHHAX.

135 rembp, 3aKpenesanIA sa EeKOTOPLIM c6pasHEIM xapax-
TepoM, Ba3hBAETCH NeATTeMOPOM—I0 AHANOMEM ¢ /IEATMOTEBOM B onepe. OcuoBaas obnacts
IPEMeHERRE NeATTeMOPOBLIX XapaKTEPHCTEK—BTO TOXE ONepa (BCIOMEMM, HAIPHMED, poikL
Tem6pa $ATOTA H KJAPHETa B HA3KOM PErECTDE A4 XAPAKTCDMCTHKHE rpadand ¥3 o Tuxopon
AAMBI» HafKOBCKOrO EIH ponb GaeATH B xapaxTepucTuxe CHErYPOuxXH B OLHOMMCHOR omepe
Pamcexoro-Kopcakosa).
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material. That is why it is not restricted only to operatic genres.

...in symphonic works fundamental connections between timbre and a
defined structural realm are encountered in a more general way. For ex-
ample, it is generally knowr that in the first movement of Tchaikovsky's
6th Symphony, the sound of the brass is associated with the element of

fate, and that of strings, with the universe of human feelings. (p. 321) 138

Hence such abstract connection is more specific to symphonic ‘Leittimbre,’ in which
timbral characterization is associated with ideas, rather than actual characters, as in
opera.

The second aspect of the connection between theme and timbre in drama of music
is found in changes of timbre when themes or motives are repeated. The descriptive
characteristic of timbre also plays a role in such conditions: “its changes allow to a
higher degree the uncovering of different aspects of a structure, the increase in its
expression.” (p. 322) 3" The change in timbre when a theme of a motive is repeated,
changes the ‘color’ of the repeated pitches, thus expanding the expressive possibilities
of a given theme or motive. Of the many examples that Mazel’ discusses, perhaps

the most illustrative is a reorchestrated motive from Ravel's Rapsodie espagnole.

In the following example from Ravel's Rapsodie espagnole the transfer of
the same motive from english horn to flute (in its low register), and then
clarinet, embodies a gradual darkening, fading of color of the motive.

(p. 323) 138

136 3 cumdoRAEMEcKUX OpOHIBeReHALIX BeTpeyaeTci—B Gosee o6obmennon popMe—npouHas
cBa3b TeMOpa ¢ onpegeneHHEoR obpasHoit chepoft. OOiler3BECTES, HATpHEMED, YTO B I YacTh 6-
A camdorEn YanKOBCKOro 3BYHaHHEE MeHLIX MHCTPYMEHTOB ACCONMAPYeTcE ¢ obpasamu poxa,
CTPYHHRIX—C MEPOM YeJIOBEHECKHX YYBCTB.

137%¢p0 mameHCHBS B BHICUICH CTeOeHRE COOCOGCTRYIOT PACKPRITHIO PANIRUALIX CTOPOR obpasa,
DOBLILIEHAIY €r'G BKCOpeccin.”

138 cnenyroutem npumepe us <Mcoamckoft pancogEms Papens mocneacBaTenLEAX HEPeIAvuA
TOr'o ke MOTZEBA OT aHDJIMACKOTO POXKA K ¢nefiTe (B e¢ HASKOM PEIHCTPE) B SATEM KIADPHETY
BOLJIOLALT NOCTENEEECE NOTeMHEHEE, NOCTYKHEHEE KOJOPETA MOTHBA.
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Example 38: M. Ravel, Rapsodie espagnole (1907)

Cor angl. (et Velles)
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The same type of reorchestration occurs in another of Ravel's orchestral works in

which, however, the whole theme (as opposed to just a motive) is reorchestrated.

...Ravel’s Bolero {is] entirely based on the variation in timbre, dynamics
and texture of a single theme. With that, dynamic volume changes very
slowly, creating a gradual increase from the beginning to the end of the
piece, while the timbral shifts form skips (though sometimes small), and
are directly perceived by the listener in transitions to each new variation.
In that way the different role of timbre and dynamics, “through the effect”
of the work, is closely tied with the actual nature of those elements: a uni-

form line of gquantitative change (dynamics) and great qualitative variety

(timbre). (p. 323-4) 13

Thus through the example of Bolero, Mazel’ defii:es the comparative roles of dynamics
and timbre as quantitative and qualitative. While this implies a basic contrast in the
effect of the two, the structural role of dynamics and timbre is essentially identical.

Both serve in clarifying divisions in music.

139.Fonepos Pasens [ecTs] Bcemeno ocHosamBOe Ha TemGpono-puEAMEYeCKE-GAKTYPHOM
BAPLAPOBAEEE OAROR TeMEl [IpH 5TOM IPOMKOCTHAN AMHAMHKA MIMCHECTCS OMeHbL MEJJICHHO,
CO3lABAS IOCTeNeHEOe HEapacTaHAE OT HAYaJa DLeckl X KOHIY, TeMGponLie ke cMernl 0Gpasyror
cxauxm {OycTh REOrAA HeGonnuiMe) B HEDOCPeACTBCHHO BOCOPHHMMAIOTC CAYMIATENEM NpPK
mepexofie X KaaoR cieayioued papanum. Taxum ofpasoMd, pasnayHax pons TeMbpa »
€CKBOIHOM AERCTBEH® NpOX3BeleHEL TCHO CBA3AHA S/6Ch € CAMOft IPAPOAOR BTHX SNEMEHTOB:
efZHAS JIMHHS KONHMYeCTBEHHOro MaMeHeHZM (AmEaMuxa) B Gonbwoe pasmoolpasue EayecTp
{reutp).
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Mazel’ concludes this section with an example that illustrates the structural, or
‘form-defining’ role of timbre. The thematic dimensions of the cited theme from the
opening movement of Shostakovich’s Symphony No. 9, ere delineated by timbral
divisions.

Example 39: D. Shostakovich, Symphony No. 9 (Op. 70), I

Allegro
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The thematically uniform opening sixteen bars of the main part represent
a structure with thematic dimensions of splitting with closure: 4+4+2+
2 4+ 3. In similar cases “the third quarter of the form™ (here the eighth
bar) often provides some kind of renewal or change, despite absence of
motivic contrast. It is expressed firstly in the actual structure (the fact
of division—two similar two bars instead of whole four bars}...In the
example under discussion, the moment of splitting (2+2) is separated with
the help of timbre: in the first, second, and final phrases, only the strings
are heard, while in the third phrase (24 2) the melody is given to the solo

flute. That creates a sort of refreshing contrast; as a consequence, the final
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statement of the melody in the strings suggests a “timbral recapitulation”
that, along with the element of thematic recapitulation {of the second

phrase), greatly emphasizes the closure and completeness of the whole.

(p. 329-30) 10

The reader is already thoroughly familiar with the dimensional thematic structure of
splitting with closure (Chapter Two, Section Six), of which this Shostakovich theme is
an example. The main interest in this example is the moment of splitting, which is re-
orchestrated, thus emphasizing that part of the splitting with closure, and illustrating

the form-defining role of change of timbre.

“SECTION FOUR: Texture” !

As mentioned in Section one of this Chapter, texture is the only one of the three
aspects of music discussed in the chapter that Mazel’ discussed per se before Analysis
of Musical Works (1967). It is a topic around which another Soviet theorist, Yury
Nikolaevich Tiulin (1893-1978), constructed a whole theory. '4* Mazel”s under-
standing of texture reflects Tiulin's influence, particularly in the basic definition of
texture. His discussion of texture in this section can be divided into essentially three
broad categories: definitions of texture, classifications of different textures, and roles
of texture in music.

Mazel”s definitions of texture emphasize the vertical property of that aspect of

music.

140Te\tarHYECKE OfHOPOAHBIR EaMaALELIA MIECTHALNATHTAKT IAABHOA DAPTHH OPEACTABIACT
MACLITAGHO-TEMATEHECKYIO CTPYKTYPY Apobnenus ¢ sambixanueM: 4 +4+ 2+ 2+ 3. B nopo6-
HLIX CTyuaiX «TPeThd 4eTBepTs GopMul» (3Aech TPeTHR UeTHPEXTAKT) 06LIMHO faeT, Hec-
MOTPS HA OTCYCTBUE MOTUBHOrO KOBTPACTa, HEXOTCPOe 06HOBIC R Me, MaMenenue. OHO BLIPANKELD
Lpexke Bcero B caMoft cTPYKTYpe (bakT apobaenns—/ABa CXOAXAIX ABYTAKTA BMECTO UEALHOTO
ueTLIpexTAKTa). .. B pa3bupaemom mpEMepe MoMenT npobnenns (2 + 2) Buigenen npm moMoms
TeMGpa: B O€PBOM, BTOPOM ¥ HOCHeAHEM MOCTPOCHEAX 3BYMAT TONLKO CTPYHELIE, B TPETLEM
xe yeThipexTakTe (2 + 2) Menopms mopyueEa conupyloweR ¢aeAre. ITO CO3NACT HEXOTOPLIA
OCBEXKAKULLERA KOHTPACT, 3 KpoMe TOr0, coobigaeT DOCACAYIONLeR Nepeate MEIOER CKPRIOKAM
XAPAKTep «TeMGpOBOR PenpHakly, YTC BMECTE C SJEMEHTOM TEMATHYECKOR penpEsbl {sToporo
YEeTHLIPEXTAKTA) BeCbMa YCRINBAET IAMKHYTOCTS, 3aBEpIICHHOCTS KEJI0r0.

llegy, SakTypa’

142McQuere, 346.
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“The character, interconnection and function of simultaneously unfolding

components of a work or a fragment of it, are called texture.” (p. 331) 14

The key words in this broad definition are “simultaneously unfolding components,”
which in more concrete terms refer to the number of voices sounding simultaneously.
The aspect of Mazel”s definition of texture that reflects Tiulin’s influence, is the

attempt at relating the simultaneous and successive dimensions of music.

...the relationship between form and texiure resembles the relationship
between melodic succession of pitches and their simultaneous harmonic

combination. (p. 333) '

Tiulin's theory divides texture, or “the musical sound fabric,” into melody and har-
mony, each of which in turn is subdivided into rhythm and melos,!*® and modal and
phonic functions. ' Tiulin's conception of texture thus includes a horizontal ele-
ment in the domain of melody. Mazel’ does not extend the definition of texture to
that domain, but connects the relationship of texture to form (which relates succes-
sive occurrences), with that of melody to harmony. Mazel”s view of texture is thus
more general than Tiulin’s, in that it assigns in a broad way the connections between
simultaneous occurrences to texture, countering the broad succesive occurrences of
form.

This view leads Mazel’ to classify textures in a way that is similar to various

classifications of form.

The general systematization of texture differentiates textures above all as
single-voiced or multi-voice. .. There are two types of multi-voiced ones:
polyphoniced and homophonic (besides them there also exists the het-

erophonic type in which all voices rhythmically vary one and the same

143eXapaxTep, COOTHOWIEHRe B JYHKNEE OfEOBPEMEHHO PASBEDTHBAMUIMXCE KOMOOHEHTOB
npoH3BefeBHUSL AN er'0 OTPHIBKA | HaskiBaloTcs daxTypos.”

144, . oTmowene MexkAY opMoft & daxTYPOR HANOMAHAST OTHOLCHHS MEKLY METONRYECKOR
HOCNEefOBATENLEOCTHIO TOHOB H BX Of\EOBPEMEHELIM PADPMOHEYECKHM COMETAHAEM.

145Gee Section 1 of Chapter 4 for a discussion of the term melos.

146McQuere, 347,
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melody). Polyphony,. .., is further divided into imitative and non-imitative. .. The
homophonic type, also known as homophonic-harmonic, is further divided
into strict chordal style and purely homophonic in which the harmonic

accompaniment is clearly separated from the melody. (p. 340) 7

This classification of textures identifies the possible types of simultaneous combina-
tions of voices. Mazel’ is careful to point out that some combinations of voices can

contain two types of textures at once. Such types of textures he calls two-leveled.

There exist, of course, a large number of mixed types of textures (for
example, a number of voices form a harmonic accompaniment, and the
others, a polyphonic fabric, either imitational or contrasting). It is par-
ticularly important to consider, regardless of the adduced classification,
whether a texture contains one or two levels, or whether it is one-leveled.

(p. 340) 148

Mazel’ sees two-leveled texture as common to lyrical music: “clear differentiation of
two levels, connected with maximum delineation of melody, is common, for instance,
to many forms of lyrical music...” (p. 341) **° By lyrical music, Mazel’ only means
the type of music in which the melody and accompaninment are clearly differentiated.
His use of the term here is not more specific than that.

Mazel’ sees the role of texture in music as specific to certain genres.

4706uag cHcTeMaTHKa OaKTYpH paanEyaeT npexae Bcero $axTypy OAHOroJOCHYIO
H MROTOTONOCHYI...MHOroronoce amaeT AB3 OCBOBHBIX CKNIafa: HONHGOHHYeCKRA K
roModoHERIA (KpoMeé EHX, CyWlecTsyeT elle FeTepodoHHLIZ cKknaj-—NpR KOTOPOM Bce
ronoca PETMREYECKH BaDbHDYKT OHY H TY XKe ocnonyg. IMonadonus,..., mogpasgenserca
Ha HMHETAIMOEHYI0 M HEMMHTAOMOHEYIO...[oMoGORHELIA, AW, KAK ero clie HAILBAKT,
FoMoQOHHO-TADMOBHYECKHA, CKaJ B cOBCTBCHEC rOMOQOHHLIR, IPE KOTOPOM MCHO BLIIEILETCA
MeMOAEE E FapMOERYECKOE CONPOBOXICHEAE,

MBCyinecTByeT, PasyMeeTcA, OPPOMHOE KOMHYECTBO CMELARALIX BEAROB GAKTYPL (aaopmmep,
4aCTH IOIOCOB 06Pa3yeT FAPMOHEYECKYI0 TKAED, HMHTANHOEHYIO HIH KOHTPACTHYW). BaxHo, »
YACTHOCTH, HE3ABECHAMO OT OPHBENEHEHEOR rIACCHPEKALKME, YMHTLIBATEL, COACPIKET MM daxTypa
Oepsslft @ BTOPON NJIAHLI MIA M€ OHA OHONNAHOBA.

Mbagopag nuddepeHnsanns ABYX NNAHOB, CBA3AHHAR ¢ MAKCAMANGHEIM BLIIC/ICHHEM MENOAMH,
CROf#i¢TBEHHA, HATPUMEP, MHOrMM 06pasnaM AUPRYECKO MyshIka. . "
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Many types of texture are closely connected with certain genres, with
their basic character. Such, for example, are forms of accompaniment
in some dances. Those forms provide a stimulus for motion, which in
certain cases, if the accompaniment contains a rhythmic figure that is
characteristic in the given dance, even prompt the very nature of that
motion (bolero, polonaise, tango, habanera). .. After all, texture (at times,
accompaniment~“the texture of accompaniment”) often contains the most

persistent and generalized aspects of a genre. (p. 334) 1%

Other roles of texture that Mazel® identifies are related to form. He sees change

in texture as playing a significant role in formal divisions.

One and the same texture (i.e. one and the same number of voices with the
same functions, same character of motion, figuration, etc.) often remains
through the extent of a more or less significant passage, and appears as one
of the constant factors defining the character of musical expression of that
passage. Hence it is natural that in such circumstances infrequent and
defined change in texture often signifies the beginning of a new structure,
of a new part in a form. That, in large part, defines the form-defining

importance of texture. (p. 332) %1

Hence, texture shares a similar form-defining role with dynamics and timbre—i.e.

in facilitating formal divisions. However, it also has the capacity to play the exact

180 Mporue TEOB! HaXTYPh! TECBO CRI3AHLI C ONpefe/IeHELIME XAHPAME, ¢ HX OCHOBHLIM XADAK-
repoM. TaKOBRI, HaUpuMep, $OPMEI BKKOMMAHEMEHTa B ECXOTCPHIX Tammax. STz GopMml
[AIOT CTHEMYJI QBHMEHHA, & B Ciydae, ec/AE CONDOBOXACHEE CONCPKET XADAKTECPHYW AIK
ABHHOIO TAHLNA PUTMEueckylo GHIYpPY, AadXe HOACKASHIBAIOT CAMLIA THN STOrC ABIDKEHEN
(6onepo, monones, Tanro, xabauepa). . . PaKTYpa 3Ke (B YACTHOCTH, AKKOMIAHEMCRT—¢DAKTYPS
CONPORCKACHEN?) YACTO KOHNMEHTPHpyeT B cebe maunGonee crTofkme M obobmalommEe MepThl
JAHpS.

1810pga u Ta e $axTypa (T.e. ORHO B TO e KOMAYECTRO MONOCOB ¢ TEMHE Xke HX (yEKIREME,
TeM K€ XAPAKTEpOM f[bHMKeHid, QHrYPAanER H T.K.) HACTO COXDARAETCS Ha DPOTIKEHHA
Gonee H/IN MeHee SHAUHTENLHOrC OTPLIBKA B SBI4eTCA OAHAM X3S [IOCTOXHHELX $axTopON, onpe-
ACNLIOUWEX XAPAKTEP MYSHIKANLHOR BRIPASHTENLHOCTH STOrC OTPhEKA. EcTecTneHHO Takxe,
NTO OpR TAKHX YCNOBMAX pe3kaf B onpefiefeHEaS cMeHa GakTyphl oOLINHO OSHAUAET HAYANO
HOBOFO HOCTPOSHNE, HOBOro pasaena GopMuE. STHM BO MHOrOM oopefiengerca dopuoobpasyomee
sEaveBEe QaxTypH.
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opposite form-defining role—i.e. it brings about formal divisions. Mazel’ uses the

sonata form to illustrate this point.

It is possible to illustrate that sometimes the approach of a theme in
recapitulations of sonatas is realized at first only through textural-dynamic
means (and that provides full artistic effect}, and approach of a tonality

(i.e. the transition to the main tonality) only follows. (p. 337) '*2

With this presentation of definitions, classifications, and roles of texture, Mazels

discussion concludes.

Mazel”s presentation of his conceptions of dynamics, timbre, and texture, reflects
that aspect of the theory of integrated analysis which is concerned with the nature
of music as one of the arts. Mazel’ points out the secondary structural importance of
these elements in terms of the complex of elements which comprise music. His ideas
on dynamics, timbre, and texture emphasize their basic defining qualities. He sces
dynamics as one of the most directly perceived elements of music. Timbre possesses
similar qualities, but cannot be defined in as concrete way as dynamics. Being actual
physical properties of sound, dynamics and timbre have vital expressive and form-
defining roles in music.

Mazel’ argues that texture, since it is not an easily quantifiable physical property

of sound, does not have the immediate expressive effect that dynamics and timbre

183[JoxasATE LA, ¥TO HHOIAA cOHKEHEE TEM B COEATHBIX PElIPHIAX OCYLIECTBIAETCS CEAYANS
TOALKO GAKTYPHO-AEHAMUYECKAME CPeCTBAME (u BTO HOJIEONCEHLIA XYAOMKeCTBCHHLIA mbel:'r),
a ToRANLHOE C6MMKeRMe (T.6. NepeXop B [IaBRYI0 TOHAJILHOCTR) CEAYET Ho3nHeeE.
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do. Texture, according to him, has structural significance because it defines the
overall make-up of the combinations of sounding voices. Changes in texture can have
form-defining functions like dynamic and timbral changes, and can delineate formal
divisions.

Mazel”s view that in modern music dynamics and timbre usurp the roles of more
structurally important elements, is noteworthy. His negative view of music that ele-
vates dynamics and timbre to levels of higher structural importance reflects rejection
of such music. In the theory of integrated analysis, this rejection narrows the scope

of repertoire to which such analysis can be applied.
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CHAPTER FOUR:
“MELODIKA”

As Mazel’ points out in the Introduction to his 1967 edition of Analysis of Musical
Works (p. 5), the material of the chapter on melody is in large part based on his
previous works On Melody (1952) and Structure of Musical Works (1960). His treat-
ment of the subject of melody is most detailed in On Melody, and receives at least a
chapter in each of his textbooks intended for instruction of musical form (Structure
of Musical Works, 1960-1st ed., 1979-2nd ed.) and integrated analysis (Analysis of
Musical Works, 1959, 1967). The Melodika chapter from Analysis of Musical Works
(1967) is Mazel"s discussion of melody presented here.

The recurring themes in his various treatments of the subject of melody are note-
worthy. They all include the delineation of a broad conception of melody, a discussion
of the modal structure of melody, and an exposition of the expressive possibilities of
the shape of a melodic line. All of these are topics Mazel’ would have expected
his analysis students to master before attempting analytical consideration of specific
melodies. In the chapter on melody in the first edition of Analysis of Musical Works
(1959), Mazel’ devotes three sections to the subject, dividing these according to the
three stated areas. A similar presentation is printed in the first edition of Structure
of Musical Works (1960), with the addition of a fourth section that discusses the
connection between the shape of a melodic line and the modal aspect of melody. This
chapter appears in similar form in the second edition of Structure of Musical Works
(1979).

The most extensive treatment of the subject of melody in Mazel”s course text-

books appears in the 1967 edition of Analysis of Musical Works, the chapter presented
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here. This chapter is a condensation of On Melody. It contains, in effect, a summary
of each chapter of that book, reduced to one section. It should be noted, however,
that this chapter excludes a large section of On Melody, in which the melodic styles
of Bach, Beethoven, Chopin, Glinka, Tchaikovsky, Rachmaninoff, and several Soviet
composers are treated. Mazel”s unpublished Doctoral Dissertation, Basic Principles
of Melodic Structure in a Homophonic Theme (1940), is also a source of material for

this chapter, as well as for his other discussions on melody.

“SECTION ONE: The role of melodic principles in music. The meaning

of terms ‘melody,’ ‘melos,’ and ‘melodika’ 153

The leading role of melody, and melodic principles in music, is gener-
ally known. It is characteristic that often in common usage, music is
identified with melody ... Classical composers such as Mozart, Glinka,
and Rachmaninoff repeatedly expressed themselves on the importance of
melody. .. It is only natural that the struggle for the further development
of a realistic music, is to a large extent a struggle for a vivid, expressive
melody, without which music is unable to express loftier feelings, ideas,
profound experiences, or to capture a mass audience. And by the same to-
ken, the decadent corruption of music by every sort of anti-realistic trend,
is closely related to the disintegration of melody, and the rejection of it.

(P- 41) 154

Mazel”s view that music needs to express lofty ideals, and at the same time capture

183551, Ponb Menogu4ecKOro HAMANA B MYSHIKC. SHAUCERE TCPMHHOB CMENOAHLP, CMEOCH,
adenoaExa» "

184Benyutag pons MenofuM, MeTOARYECKOT0 HAHANA B MY3hike obuensnecTHa. XapaxTepHO, 4TO
HHOrAS o6LIYHOE cIIOBOYTIOTPebeHHe KAK 651 OTOMKASCTBAALT MYSHIKY ¢ MesiofiHenR. . . 3EaYeHHE
MeTOAER HEONEOKPATHO NOAYEPKHBANA B CBOHX BHRICKASKIBAHHAX KOMOOIETOPH-KABCCEKH,
aanpaMep MonapT, 'nunxa, Paxmarunon. EcTercTBeRRO, 4To Gopsba sa mamnmeftures pasps-
THE PEANRCTHYECKOR MYSLIKH €CTh B SEAYHTEILHOR Mepe Soph6a 3a SPKYK , BHEYATAKIOWLYIO
Me/IONHI0, BHE KOTOPOR MY3ILIKA He MOXKET BRIPASHATh SOJABILRE YYBCTBA, HAeH, rayGoxae
OePeXXHBAHHEA, CNOCOOHEIE 3AXBATATL Macchl caywartenell. U maoGopor, mexamentexoe pa-
37103 eHRe MYSKIKH, BCCBOIMOXKHLIC AHTHPEATACTEYECKAE TeYCHRA TECHO CBASAHLI C PACHALOM
MeNOAE, € OTKAIOM OT Hee.
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a mass audience, reflects his Marxist views on art. The terms realistic versus anti-
realistic music, are Marxist definitions. It is noteworthy that Mazel’ brings to bear
Marxist views in defining the role of melodic principles in music. Instances of Marx-
ist influence can be found throughout his theoretical writings. The inspiration for
Mazel”s book On Melody, as an example, was a directive from the “First All-Soviet
Congress of Soviet Composers” held in 1948 in Moscow, in which the Marxist goals of
Soviet musicology were defined. One of these goals was the furthering of ‘the science
of melody.’

Another example of Marxist influence in Mazel”s works can be found in his theory
of expressive possibilities of musical means, discussed briefly in section five of the
introductory chapter to Analysis of Musical Works (1967), and at length in Questions
on the analysis of music: an altempt at bringing together musicology and aesthetics
(1979). This theory proposes a Marxist approach of relating the ‘means’ to the
‘content’ of a work of art. The ‘means’ refer to the particulars of a work, which in
music are the notes, the rhythms, the instrumentation, the dynamics, etc., whereas
the ‘content’ refers to the social message of a work of art. Mazel’ also identifies
‘content’ in music with genre and style, which he considers to be embodiments of the
social role of music. Melody, in this context, is only one of the ‘means’ of music.

In order to illustrate the role of melodic principles in music, Mazel’ discusses the

origin and the various uses of the word melody.

The origin of the word ‘melody’ is the ancient Greek word uchos (melos),
which refers to ‘song.’ Its usage has different meanings ...It is possible

to separate three groups of meanings of the word ‘melody’ . (p. 41)'%

The three groups of meanings that Mazel’ discusses can be characterized as broad

understandings of melody. The first refers to the most literal meaning.

185Cnono «MeNoOfMA» OPOMCXOMUT OT APEBHOrPevecKoro ucho (Menoc), UTo OSHAYSET «mec-
Ha». OHO ynorpebngeTcd B pasMHYELIX 3HAYeHHUAX. . . MOMHO PRIEIETL TPH PPYINOL! SHAHCHHR
CTIOBS €MEIOALS.
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“...melody—the musical thought expressed in a single voice”1%

Mazel”s use of the words musical thought to characterize melody implies a more
general phenomenon than only the statement of a theme or motive in a single voice.
The meaning of melody to which he refers implies the musical thought of a whole
work expressed in a single voice. Such a broad understanding, he argues, has led to

a new definition of melody in Soviet musicology.

This definition has been extended by Soviet musicologists to counterbal-
ance the previous, purely formal definition of melody as a succession of
sounds of different pitch. Such a new definition presupposes two basic
possibilities: 1) a single-voiced musical thought as a musical whole ...; 2)

the main voice of a multi-voiced musical thought. (p. 42)'%7

The novel aspect of the definition, from a Western point of view, is the broader
understanding of melody as a musical thought that embodies a whole work. The
second group of meanings of the word melody Mazel’ discusses is part of the ‘purely

formal’ definition of melody referred to above.

...under melody is understood that element of music which is constituted
by changes in pitch (or more broadly speaking, the relationships between
such changes) in a single-voiced succession of sounds . .. specifically, how-
ever, it is impossible to conceive of only ‘changes in height’, separately
from rhythmic relationships, from dynamics, from timbre. Melody, as an
element of music, can only theoretically be separated from the musical

whole. (p. 42) %8

186« menogus—My3blKanbHas MBICAE, BHIPaXkeHHAN B OfHOM rojuoce.”

157310 onpenenenite BEIABUHYTO COPETCKHAMEA MYSLIKOBEaME B NPOTEBOBEC MPEXKHEMY YHCTO
dopuansHoMy OLpEeneNeRno Menoaus Kax nocne-
ROBATE/LEOCTHE SBYKOB PasHOM BHICOTHI. IIpHBencHEOE HOBOE ONpEfC/eHEE MOAPASYMEBALT ABE
OCHOBHEIE BO3MOXCHOCTR: 1) OfIHOrONIOCHYIO MYSHLIKAJNIBHYIO MEIC/Ih KAK MYSLIKANEHOE IENOE. . .
2) TnannLI PONOC MHOTOTONOCHON MYSBIKANBEOR MLICIH,

188 noa Menoaued NOHEMAIOT BNeMEHT MYSHIKE, NPEACTARIKIOWAR cOGOR

110



Mazel”s insistence on the musical whole points to the synthetic tendency that under-
lies his whole integrated approach to analysis. He insists that any separation of an
element of music from the whole must be understood in its proper context of analysis.
He points to this in his initial explanation of integrated analysis, when he writes that
analysis does not imply “the opposition (within theoretical study) of analytical and
synthetical approaches...Both these approaches represent two aspects of the same
method...” (p. 7) '° Hence, the theoretical abstraction that is the second meaning
of the word melody is in Mazel”s opinion a necessary part of the analytical process.

He further explains the ‘purely formal’ definition of melody:

...the changes in height of a single-voiced succession of sounds in a musical
work, have two aspects: modal relationships and melodic outlines. The
first of these aspects is connected with the modal function of sounds and
intervals ...The second aspect is made up of the distribution of, and
the relationship between (in a single-voiced succession of sounds) changes

in height, looked at from the point of view of length and direction ..."
(p. 43) 160 '

These two aspects of melody are in many ways self-evident. Mazel’ points them out for
his analysis students as reference points in the analytical process. He sees, however,
a difference in the two aspects of changes in height of a single-voiced succession of

sounds for the overall understanding of melody.

BLICOTHLIE HaMeHeRHS (HJu- -UXpPe—BLICOTHLIE COOTHOUNIEHAR) B OAHOIONOCHOR NOC/IEAOBA-
TeNILBEOCTHE 3BYKOB...B MaCTROCTH, HEBOIMOXHO HpeRCTABATh cele peannHOE HCHOAHEHHE
ORHEX J/IMIIb «RLICOTHLIX H3MEHEHHMA» BHE BpEMEHHLIX COOTHOUICHMA, BHE RMHAMHKN, TeM-
6pa. Menopmio, Kak BileMeHT MY3KIKA, MOXHO BLIASAHTh M3 MYSLHIKANLHOIO UEAOTO TOMEKC
TeOpeTHYECKH,

1894 pe mpoTmBOnOCTABNERME (RHYTPH TEOPETUYECKOTO ESYUEHHUA ) AHATHTEHECKOrO IOAXORA
CHATETHYECKOMY . ..08a 9TH NORXORA MOMMKEL! GBITh ABYMRX CTOPOHAMH €AHHOro MeToOAA ..."

160 prrcoTAnie HaMe-
HeHRE B OECrOJOCHONR MOCHEN0BATENLHOCTR 3BYXOB MYSHKANLHOIO HPOM3BESeHUE MMEIOT fiBe
CTOPOHKI: JIAJOBLIE COOTEOIIEHMA B MeTOARYCKEA PHCYBOK. [lepBag M3 8THX CTOPOH CRI3AHA C
$YHKDAAME 3BYKOB ¥ EHTEPBa/oB B Jaf0TOHANLEOCTH. .. BTOPAR CTOPOHA mpeacTABNRET coGoR
pacmpepe/icHue ¥ cOOTHOUIeHUE (B OHOr0/0CHOR NOCAEAOBATENLHOCTH 3BYKOB) BRICOTHLIX H3Me-
HeHRZl, PACCMATPHBAEMLIX ¢ TOMKR 3peHNS HX BEJTHYeHH! H HAIDABJICHHA.
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Melody, as an clement of music, includes in a general sense both aspects
of changes in height [of sound] ; in a specific sepse, it includes only the

second one—i.e. melodic shape and the melodic line. (p. 43)'

He qualifies this view with a statement that “tonal organization is not only based on
melody, but to a no lesser extent on harmony.” (p. 43)'%? Because of this more general
property of tonal organization, the narrower sense of melody excludes this aspect of
‘modal relationships,’ considering pitch successions outside of their harmonic impli-
cations and only taking note of the resultant melodic shapes. Such a distinction does
border on semantics. However, it should be considered within the context of Mazel"s
attempt to illustrate the role of melodic principles in music through a discussion of

the various meanings of the word “melody.”

...the third group of meanings of the word “melody”] ...is connected
with a general understanding of melody as a melodic principle in music—
melodiousness, tunefulness. Such an understanding does not reduce melody
to an element (even though tunef:lness depends not so much on height
relationships, but on rhythmic and other ones as well), or a mere single-

voiced succession of sounds. (p. 42)'®*

For Mazel’, this third group of meanings is in some ways the most essential because

it takes into account expressive aspects of melody.

“...the third group of meanings suggests melodiousness and tunefulness

as definable aesthetic qualities ...” (p. 44)4

161 Menopus, xax sneMenT MYSEIKH, B MIEPOKOM CMBIC/E OXBATLIP4ET O6€ BTH CTOPOHM! BLICOT
HBLIX HaMCcECHHR [3nyxon]; B ¥3KOM CMBICIE—TOJILKO BTOPYH?, T.. MEJIOOHYECKHN PACYHOK HAR
MeIONHYECKYI0 NIRERIO.

162« . peRcTAMe MAROTOHANLHOR OPraHEIALMM PACIPOCTPAHASTCS He TONLKO HA MEJOAHIO, HO
H B He MeEblIel cTeOeHR HA PapMOHHIO.”

163 . .TpeTss rpyunma sEauenEft [cnOBO Menoanls)...cBAsaHs ¢ O5OGLISHELIM NOHAMAHEEM
MEJIONHE KAK MENOANYECKOrO Ha4a/la MY3BIKH, ME/ICAEYHOCTE, IEBYeCTHE. JTO NORAMAHNE He
CBORHTCA K3 MeNOAKK XaK siaeMeHTy (260 meBy4ecTh SABECHT Ee TONLXO OT BRICOTHEIX, HO K OT
PHTMEYECKEX H HHLIX COOTHOLIHAR) HMR KAK OAHOrOJOCHOR HOC/EAOBATEALHOCTE SBYKOB.

1644, . .TpeThE rpynna spavenn@ NMPeNNONATAST MENOAAYHOCTL, IEBYHECTh KAK ONpeacieHHOS
PCTETHYECKOE XavecTRO ... "

112



Mazel’ does not define these acsthetic qualities in terms more specific than ‘melodi-
ousness’ or ‘tunefulness.” While he does consider this group of meanings to be crucial
to the understanding of the role of melodic principles in music, they have relatively
small relevance to analysis. The closest Mazel’ comes to defining this meaning ol
melody in concrete analytical terms, is to call it “the melodic verse of music.”'®®
(p. 44)

Because there exist so many meanings for the word melody, Mazel’ discusses

several other words that refer to melody in a more specific sense. These are ‘melos’

and ‘melodika.’

The term ‘melos’, derived from the mentioned ancient Greek word, was

introduced to musicology approximately fifty years ago, concurrently in

Russia (by B. Asafiev) and abroad. (p. 45)'¢

Boris Asafiev uses this word in his Musical form as a Process (1930) to refer to the
continuous, dynamic process of musical development, of which he considers melody
to be one of the most vital aspects.’®” Asafiev, the editor of the 1931 translation
into Russian of Ernst Kurth's Grundlagen des linearen Kontrapunkts (1917), was
strongly influenced in the formulation of his idea of ‘melos’ by the German theorist’s
conception of ‘tonal streams.” Kurth strongly identified ‘Melodik’ (“the expression of
absolute melody”) with the notion of ‘tonal streams,’ writing in Die Vorausselzungen
der theoretischen Harmonik und der tonalen Darstellungssysteme. “Melody, as a
most general and primal concept, represents a path of motion over which a tone, as

an imaginary body, travels.” 168

16540 TORHYECKOR CTHXH MY3LIKK”

166TepMAE MeoC, TOYHO BOCHPOMIBOAAUEA YIOMRHYTOE rpeyeckoe ¢oBo, 6w BBefeH B
MYSEIKOIHAHHE OKOJO COPOKa NeT Ha33j, IOYTH OfHOBpeMeHHO B Poccuu (B. Acadsen) u
sapy6exoum. [While Mazel' does say that the term ‘melos’ has come into use in Western musi-
cology, sometimes in the thirtics, the Grove’s does not record any musicological use for this word.]

167McQuere defines Asafiev’s concept of ‘melos’ as “the linear aspect of music. Melody is the
instance of ‘melos’ which includes ‘the quantity and function of melodic formation.’” (382)

1684djs Melodie als aligemeinster und urspriinglichster Begriff stellt eine Bewegungsatrecke dar,
die der Ton, als Koérper vorgestellt, durchliuft.” [E. Kurth, Die Voraussetzungen der theoretischen
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Mazel”s explanation of ‘melos’ stresses the dynamic musical processes that idea

embodies.

...in the understanding of ‘melos’ is especially stressed the song-like con-
tinuity of melodic development, its emotionally spontaneous impulse, its
dynamic process, and not melodic design in its completion and branching

out of the musical thought. (p. 45)'%®

Contextually, however, in discussing melody, Mazel’ mentions ‘melos’ as an example
of an aspect of melody, conceived of by another theorist.
The last word whose meaning Mazel’ discusses is ‘melodika,’ the word with which

he entitled this chapter.

...the term [melodika] has two basic meanings. One of those [is] ... the
totality of all properties of melody, such as type, genre, style, charac-
ter, etc....The second one is the study of melody, the science of melody.

(P- 45)170

Given this explanation, it is easy to understand the reason why Mazel’ would call a

chapter in which he proposes a theoretical understanding of melody, ‘melodika.’

“SECTION TWO: The nature of melody. The main aspects of melody”!"
In the previous section Mazel’ explained the role of melodic principles through a
discussion of the various meanings of the word melody. In continuing the explanation

of his understanding of melody, he still uses the word as a vehicle for conveying his

Harmonik und der tonalen Darstellungssysteme (Miinchen: Musikverlag Emil Katzbichler, 1913),
62.)

165, ,.» DNOHATHE Menoca COENUANLHO AKNEHTHPYETCE NeCEHEAS HENPEPLIBHOCTH MeEJOmMY-
eCXOI'0 DAIBETHH, €ro CTHXHARO-dMONEOHAJLHEIA EMOYILE, IPONECCYATIbHO-REHAMEMECKAR
CTOPOHA, & He OPOPMICHHOCTh MENOAMHE B 3AKCOHWERHYI M OTTPAHEMEEHYI0 MYSLIKANLEYIO
MBICTB,

170, repM=zH [MenonuKa) uMeeT ABA OCEOBERIX 3HAYeERS. OnHO RS HEX [ecTh). ..BCK
COBOKYTIHOCTh B oblIie CBONRCTEA METORAR XKaxoro-1ub0 pofa, XAHpPa, CTRIIL, XapAKTepa B T. X.
... BTOpOe sSHAYEHHE CTIOBA «MENORAKAI—YHEHEE O MEJIOANHE, HAYKA O MEJIOLZH.

171a¢9, Ipapoaa Menopun. BaskHeiiune cTOPOHL! MenopRR"
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ideas. This time, instead of concentrating on the word melody itself, he discusses the

spoken word and draws analogics between it and melody.

...melody, like the art of music in its entirety, has an intonational nature.
This means that the expressiveness of melody, its ability to embody man’s
feelings and ideas, his emotional states in an artistic way, is to a large
extent based on the same general suppositions as the expressiveness of
intonation of the spoken word ...melodic turns, like intonations of the
spoken word, acquire the character of exclamations, asseriions, questions,

answers, sighs. (p. 45-6) 172

The analogy between the spoken word and melody, and music in general, is not
original to Mazel’. Russian 20th-Century theorists have been constantly preoccupied
with this analogy and the formulation of theories based on it. The earliest example is
Boleslav Yavorsky's theory of modal rhythm, put forth in his The Structure of Musical
Speech (1908). While the spoken word is a vital inspiration for Yavorsky'’s theory, the
central idea of modal rhythm is the conception of ‘auditory gravity’ embodied in the
behaviour of the tritone. In its attempt to propose a “system applying to all music,”
modal rhythm is in many ways the sort of dogmatic, scientifically inclined theory
against which Mazel”s integrated analysis is a reaction. Sergey Protopopov also
developed theories based on the analogy between the spoken word and music. His The
Elements of Musical Speech (1930-31) was a further development of Yavorsky’s theory
of modal rhythm, and was in fact written under Yavorsky's supervision (Yavorsky

having been Protopopov’s mentor). ™

172 yienomms, K8K ¥ MY3BIKANTLHOE BCKYCCTBO B NEJIOM, HMéeT HHTOHATROHH YW HpEpoay. Jrto
SHAMHAT, YTO BLIPA3HTENLHOCTE MENOAKH, 6 CROCOGHOCTS XYROMKECTREHHO BOMNOIIATE YYRCTRA
B MBICILE MeJOBEKS, ero AylIeBELIe NPHIKEHNS OCHOBAHA BO MHEOIOM HA Telll K¢ IPCRANOCHNKAX,
YTO E BRIPASATENLEOCTb KHTOHADAA JKEBOR Pevd. ..MelTofuYeckAe 060POTH MOryT, HOR0GHO
HATOHANHAM CIOBeCEON DeuM, NpHOGPETATL X3pAXTEp BOCKIHOAHXK, YTECPAJICHHS, BOOPOCS,
OTECTa, BIOXA.

173\ cQuere considers Protopopov’s The Elements of Musical Speech to be the only “reasonably
complete” explanation of the theory of modal rhythm. (112)
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The theories of Boris Asafiev are more relevant to Mazel”s treatment of the anal-
ogy between the spoken word and music. Asafiev’s Intonation (1947) is a classic of
Soviet music theory. Its influence on Mazel’ is unquestionable. [ntonation is Asafiev’s
formulation of an understanding of music that is based on ideas about human speech.

McQuere offers a definition for Asafiev’s conception of ‘intonation.’

Broadly, [intonation is] any kind of human communication by means of
sound. Intonation in music is distinguished from intonation in speech
by the use of intervals. Rhythmic intonation (ritmo-intonatsiia), as in
chant, closely allies pitches and words. True musical intonation, poten-
tially or actually independent of words, is the communicative essence of
some musical structure, linking composer and listener through the medium
of performance. In a narrow sense it may be an identifiable fragment that
coincides with a motive, but is not a structural unit. It may also be an
entire section of a work. An intonation reflects an environment and era

that created it, and may also have some value as an image. '™

Mazel”s use of the word ‘intonation’ implies all of these things. His reference to
the analogy of the spoken word, in this sense, is part of a theoretical tradition.
His reference to the intonational nature of melody is a reference to the whole sum
of meanings that ‘intonation’ (intonatsiia) is understood to have in Russian music
theory. In the immediate discussion of melody as one of the elements of music,
Mazel’ uses the analogy of the spoken word as a foil for properties of melody that he

wishes to demonstrate to students of integrated analysis.

...for example, in each concrete instance of a medium tempo which under-
goes change through acceleration or deceleration, there are attributable
intonational and dynamic cadences at the end of a phrase, which consti-

tute the very role and character of divisions into phrases and into other

174ibid., 382.
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segments (this has allowed for the possibility of applying in musicology

such concepts and terms as phrase, sentence, period, caesura, foot). (p.

46) 175

The analogy of word formations and their structures is at the root of Mazel”s under-
standing of divisions in music—a topic to which a whole chapter of Analysis of Musical
Works (1967) is devoted. Here he attributes intonational and dynamic properties of
speech to melodic accelerandos and ritardandos.

Mazel’ contrasts intonation of speech and music.

Intonations of speech have a sliding, glissando-like character. On the other
hand, musical intonation of necessity produces a modally based system of
“scale-degrees” of fixed and differentiable heights ...tonal organization
[is] that specific basis which separates intonation in music from that in
speech. Deviation from this basis leads to the falling apart of melody and
of the art of music. (p. 47-8) !"®

This explanation is mainly Mazel”s presentation of Asafiev’s understanding of intona-
tion. Mazel’ does concentrate more on tonal organization as thz basis for differentiat-
ing musical and speech intonatioz, in contrast to Asafiev, who sees the interval as the
basis for differentiation. For Mazel’ the interval is more an element with expressive

possibilities, than a basis for differentiating intonation in music and speech.

Intervals in themselves possess only expressive possibilities. For instance,

reference to the quality of active resolution of the ascending perfect fourth,

178 ganpEMep Ha/lZYME B Ka)XAOM KOHKPETHOM Cny4ae E2KCTOPOrO CPEMEro TeMIa, OT Ko-
TOPOro AENATCR OTKAOHEEUA—YCKOPEHUS B SaME/JICHAS; CIO/I3 XKe OTHOCKTCA MHTOHANHOHELIE
H QEEAMEYECKHE CIafb! K KOHLY (pas, A3 B Ponb B XAPAKTEP CAMOR PACY/IeHEHHOCTR 8BS (pasul
B ApyrHe pa3nens! (9To ¥ 06YCNOBHIO BOIMOXKHOCTh DPHMEHEHAL B MY3IBIKOIHARUM TAKUX DOHLI-
ATEf B TepMEHOB, kak ¢paia, npeanoxenue, nepHon, NeIypa, ¢cTona).

17 {proHANAR pPeul HOCAT CKONb3ALMA, TIRCCAEARPYIOLAR XAPAKTED.

HaobopoT, MY3LIKATLHOE MRTOEHMpOBaERHe neobxonzmo BLIPAGATLIBACT HA JNaN0TOHANRHOR
OCHOBe TY HIE HEYI0 CTYNeHYATYIO® cHcTeMy OMKCHPOBARERIX ¥ am¢depennmpoau-
HLIX BaICOT;. ..MafOTOHANLHAR OPraHE3aqUI—Ta CHeNHHUYECCKAS OCHOBA, KOTOPAN OTAHYaeT
MYSLIKANIbROE HETOHMpPOBaHMe OT pedenoro. OTka3 OT sTOfl OCHOBL NPHBOJMT K pacuany
MeSOQRH, PACIAAY MY3bIKAILHOTO HCKYCCTBA.
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is often made. In practice this is only one of the expressive possibilities of
this interval. It is realized if the perfect fourth is clearly set apart, tending
from the dominant toward the tonic, and from an upbeat to a2 downbeat

...(p. 47) 177

Mazel”s insistence on understanding intervals within the context of their expressive
possibilities, and not within their role of differentiating intonation in speech and
music, is consistent with his integrated analytical approach. He views all elements
of music (one of which is intervals) as having different “expressive possibilities” that
are dependant on their context for their expressive effect. Mazel’ points out that
the expressive possibilities of melodic intonation are enhanced by rhythmic and tonal

organization.

Strict tonal and rhythmic organization of melody is not a “shackle” on its
expressiveness: on the contrary, such high degree of organization serves as
a richer source of diverse musical expression itself, which greatly exceeds
the expressive possibilities of speech intonation (“the melody of words™).

(P. 48) 178

In pointing out the role of tonal and rhythmic organization in expressiveness of
melody, Mazel’ is stating the obvious. His aim, however, is to contrast this orga-
nization in melodic intonation with its absence in speech intonation.

To conclude this section on the nature and main aspects of melody, Mazel’ offers
a quizzical example that exposes the importance in melody of tonal and rhythmic

organization.

1" Ynreppant ke caMp no cefe o67afaiorT AHIIE BHIPASATENLELIME BOIMONCHOCTAME.
Haopusep, REOrAa roBopsAT 06 AKTHBHOM, PElIETeALHOM XAPAKTepe MHTEPBAJIA BOCXOAMIIeRt
KBApPTH. B AeRCTBATE/LHOCTH XKe 5TO JIHIUL OARA B3 BHIPAIATE/NLHRIX BOIMOXKHOCTER AAHHOIO
EHTepBAna. Peanumayercd oHa, €CIM XBADTA SCHO BEIReNeHA, HANDABJNCHA OT ROMHHARTHI X
TOHHKE H OT SATAKTA K CHILHOM Jone. ..

178Crporas nagoBag B PHTMEYECKAA OPraHUSANMA MeJOARA—bTO He €OKOBLI» AJIL &€ BEpAsSH-
TeNLHOCTH: HaobopoT, BLICOKAR CTeNeNh OPrAEEIOBAHEOCTH CAYXKET GOraTeRUIAM BCTOYHHEKOM
caMOfl pasHooGpazHOfl MYy3mIKaNLHOU BHIPASETEALHOCTH, RAJNEKO IPEBOCXORAILCE BLIpA3H-
TenpHEIC BOIMOUIEOCTH peyeBhlX HETOHADHR—¢MENOARE PEUEY,
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It is easy to convince oneself that a melody performed quietly or loudly by
a voice or any instrument will be recognized by the listener as that par-
ticular melody, assuming the pitch and rhythmic (tempo, rhythm, meter)
relationships are preserved. On the other hand, if the pitch or rhythmic
relationships (or even both at the same time) of sound are essentially
altered—with timbre, loudness, and register remaining intact—this will
render a melody perfectly unrecognizable. From this it can be seen that

the main role in melody is played by pitch and rhythm. (p. 48) '"®

Thus, in Mazel”s integrated theoretical framework of understanding melody, the ele-
ments that constitute it are subject to a hierarchy at the top of which are pitch and

rhythm.

“SECTION THREE: Modal and modal-harmonic aspects of melody” '8

Mazel”s discussion of the modal and modal-harmonic aspects of melody touches
on three topics. The first topic he discusses is different modes, their national origins,
colour, tension as engendered by particular scale degrees, and the role of change of
mode in melodic development. The second topic he discusses are particular inter-
vals and interval formations. Under this topic he discusses ‘hidden’ (i.e. filled out)
intervals and ‘connective’ intonation (i.e. compound melody). The third topic he
discusses is the specific role of harmonization and ways in which it defines function
of notes in a melody, providing consonant support or generating dissonance.

Mazel’ begins the discussion of the first topic with these words.

Modal aspects of melody are often connected with elements of national

character. Thus in Russian folk melody, characteristic elements are change

179]Jerxo y6eqATHCH, YTO MeTONKA, ECIO/HEHAAS THXO HIN IPOMKO, PONOCOM MR HA MoGoM
EECTPYMCHTE, YSHASTCA CAYLIATeNeM KaK TA K¢ MeJIOARSA, €CNH COXpaHeHW Ges MiMeHeHHA
PHICOTHEIC H BpeMenHLle (TeMI, PUTM, MeTP) cooTHOlWeHRA, M Ha06OpOT: ecnd CYLECTBEHHO
MSMEHETE BLICOTHEIE E/IH BpeMeEHLIe OTHOLIEHHS IBYKoR ( a Tem Gonee K T¢ M APYTHE BMecTe),
TO ;axe ODH COXpaHeHHER TemGpa, FPOMKOCTH, PerBCTPa, C10c06a HCIONHEHEN Y3HATS, OUpe-
HENHTH MEORMIO KAK TY e SyfieT COBeplIeHHO HEBOIMOXKHO. OTCIONA BEAHO, ¥TO MMARAYI0 POk
B MeJOARHE HFPAKT BHCOTHAN M BPEMEEHAS CTOPOHEL.

180mg3, JIanoBaq | JafOrAPMOHHYECKAN CTOPOHA MIIORHU"
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of mode (especially of the type based on superimposition of the major and
the parallel minor), pentatonicism. .., elements of Mixolydian, Derian,
Phrygian modes, and the natural minor. In Ukrainian folk song one often
finds the harmonic minor, as well as the harmonic minor with a raised scale
degree four. This last mode is also characteristic of Hungarian folk music,
as well as (including a number of other modes containing the augmented

second) of music of many Eastern people. (p. 49-50) 1%

From these general statements, Mazel’ proceeds to discuss specific examples, one of
which is a Ukrainian song that uses the harmonic minor with a raised scale degree

four. He precedes this example with a statement that

...in Ukrainian song a characteristic melodic turn in the minor mode is
often made use of—namely, the descending stepwise motion toward the
leading note, where the motion is arrested or continued by a downward

leap of a third to the fifth degree of the mode. (p. 50) 182

This melodic turn occurs in bars 6-7 of this Ukrainian song.

181 nanoBoR CTOPOHOR OMEHB HAaCTO CBA3AHH! YEPTL! HAMEOHANLHOTO CBOCOGPASES MenOARH.
Tax, HanpmMep, LMK PYCCKOR HapOLROR MENOAMKH...XaPAKTEpHB! YepPTHl JALOBOX mepeMeH-
HOcTH (OCOGEEEC TOTO €€ TUIA, KOTOPEIZ OCHOBAH HA CONOCTABICHEH MAJXKOPa B DapadnenbHOTC
MEEHOpA), NEHTATORMKH. .., SIeMeHTh MEKCOMMIMACKOro, AOPHACKOro, ¢PRrARCKOro NAACH,
HaTYPANBHLIR MHHOP. B yxpaunckoR EapojHOf MeCHe MaCTO BCTPEUAETCH MAPMOHAYECKHR ME-
HOP, 8 TaKiKe MapMOHMUYeCKWR MUHOP ¢ RopenueEECOR |V cTymemnlo. JTOT HOCHENERE Jaan
XAPAKTEPEH B [715 BEHTepCKOft HAPOLHOR MY3BIKH, DABHO kaX (HAPRRY ¢ APYTHME JANAME,
CONEPAKALLEMY YBeNueHHble CEXYRAL) B A/S MYSHIKR PS0A BOCTOMHLIX HAPOROB.

182 nns yKPAMHCXOR DecHH BechMa XapPAKTEPHO, B YACHOCTH, HCIONLIOBAHEE OMpPeAe/IeHHOTO
060])01‘. FapMOHHYECKOI'O MMHOpA, HMEHHO HHECXOZKULErO DOCTYNCHHOTO APHMXCHAN K BBOAHOMY
TOHY ¢ GCTAHOBKOf HA HeM MJM ¢ DepeXOROM Ha TepPouK BHHS X KBRETEOMY TOHY Jala.
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Example 40: Ukrainian Song from the Collection Ukrainian Folk
Song (1936)
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Mazel’ points out several other melodic peculiarities characteristic of Ukrainian folk
melodies: “...for example the final cadence with a downward leap of a sixth to the
leading tone that resolves; or the beginning with a held high fifth degree (with the
exclamation in the text), a beginning which is also characteristic of Russian song.”
(p. 50-1)'83

Mazel’ points out that no single aspect of melody, as for instance the modal aspect,
contributes to its national character, “but rather the whole complex of aspects (...},
even though the role of modes and modal turns in this complex of aspects, in the
majority of cases, is great, for 2 mode in itself represents the historical summary of the
basic organization of sounds of a musical work.” (p. 51) ® This view echoes Asafiev’s
contention that “the prevalence...of one interval in some period or genre {such as
the sixth in some types of nineteenth-century opera)...is the result of intonational
selection.”® In a way this similarity underscores Mazel”s and Asafiev’s different

views of ‘intonation,’ for Asafiev above all sees ‘intonation’ as being specific to the

183« mampmaMep 3aK/MIONUTeNLHEIZ KAAAEC ¢ NajeHHeM HA CEKCTY K BBOLHOMY TOHY N ero
HOCHERYIOLEM PaspellicHHeM MR HAYAMO C ROATOro BLCOKOrO KBUATOBOrO TOHS (IPR BOCKIN-
OAHER B TEKCTe), Ha4aso, XapsKTepHOe B A/8 PyccKofl mecHd.”

184 & » ;meOM KOMINEKCE IPHIHAKOS (. ..), HO posh NaAa H THOMYHRIX JaR0BLIX 060poTOR B
PTOM KOMILIEKCE B SOMBIIMECTBE clIy4aeB GLIBAET OMeHh BEnHKa, BGO Naj mpemncTaniser cobolt
HCTOPEYECKH CIUTANBIBIOUIIOCH. . . OCEOBY OPrAHK3ANHY 35YKOB MYShIKATILHOrO IPOU3BEALHRA."

185McQuere, 237.
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“environment and era that created it.”!%¢ Mazel’ ascribes historical properties to
modes, while Asafiev does the same for intervals—these two elements being the basis
on which each in turn differentiates intonation in speech and music. Their historical
views of these elements really refer to ‘intonations’ that are characteristic of a historic
period or genre—modes and intervals being only parts of such ‘intonations.’
Mazel™s discussion of modes proceeds to the consideration of the expressive charac-
ter they impart to melody. The analytical understanding of this expressive character,

according to him, must take into account two properties:

1) the modal tension of the sounds and intervals of a melody, the re-
lationship between the modally stable and unstable sounds, the degree
of gravitational intensity of one or the other sound in, or segment of a
melody; 2) the modal coloration (the modal hue) of melody—brighter

(major) or darker (minor). (p. 51) 187

Regarding the first property contributing to the expressive character of modes, Mazel’
states “that amid the many means which contribute to the intensification of tension,
the role of modal means is prominent.” (p. 51)!® To illustrate this he cites several
examples, one of which is the opening phrase of Schumann’s Dichterliche No. 7 (“Ich

grolle nicht™).

186ibid.

187]) namoRag HampAXKEHHOCTh 3IBYKOB H HHTEPBAZIOB MEJOIMH, COOTHOUICHHE JIafOBO-
YCTORMHBLIX M HEYCTORYMBLIX SBYKOB, CTelleHh HHTEHCHEBHOCTH TATOTEHHS TeX HJIM HMHBRIX
SBYXOB BJIH OTPe3KOB MEJNOAMY; 2) 1aR0Ba% OKPACKa (1aR0BLI KONOPET) Menopma—Gonee cheT
nax (Gonee Maxkopnras) uau Gonee TemEas (Gonee MEROPHAL).

188¢ . wro cpe;M pa3NBYHBIX CPeACTB, HEpefAaOLIEX YCHNGHH HANDAXKEEHSK, BARHYIO POib
HPpAIOT ® JALCEBIE CPencTBa.”
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Example 41: R. Schumann, Dichterlicbe No. 7 (Op. {8), “Ich
grolle nicht”

aNicht su schnell , L
o i b 1'% b i ) h Y -
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Ich grol-le nicht, und wenn das Herz auch bricht,

His comments about this example are that “the highest note occurs at the same
time as the one with strongest modal relationship, with most gravitational intensity.
Essential to the expressiveness of the melody is that this note (lowered scale degree
six) imparts to the major elements of the minor mode, creating a ‘note of bitterness.’ "
(p. 51) '8 The altered scale degree six (producing a mode mixture) s, in this instance,
a perfect example of what Mazel’ calls ‘gravitational intensification.’ Scale degree six
in major lacks the ‘gravitational intensity’ that the melody requires at this point, and
that the minor scale degree six provides.

In discussing the second property of modes which contributes to the expressive
character of melody, Mazel' mentions the coloration of the pentatonic mode. Ie
considers modal coloration to be based on intervals between individual scale degrees,
stating “that pentatonic melodies (and melodic turns), are devoid of sharp semitone
tensions. . . The combination of calm and brightness are the basic expressive possibil-
ities of the pentatonic mode.” (p. 51) ¥
Mazel”s discussion of modes per se concludes with a reference to the role of change

of mode in melodic development.

189%  caMLIt BEICOKHE 3BYK ABNAETCR BMecTe ¢ TeM H Haubonee OCTPLIM B NAROBOM OT-
HOILICHHE, HARGOTee RETEHCHAHO TArOTEIOMM, CYLIECTBERHO A4 BLIPAIHTEALHOCTE MEJORHH,
yro »ToT 3BYK ( VI HU3KaA cTYOEH:) BHOCHT B M3)KOPHYIO MEJIOAHIO BCMeHT MUHODS, xax 6l
CHOTY TOpedH».

190%y10 menTaTORRLIE MeTORHE (3 MenOQUYECKEE 06OPOTRI), MRLICHRbIE OCTPLIX HOMYTOHOBLIX
TaroTennd. . .CoueTanne e NOXOR H NPOCBETICHHOCTE—OCHOBHAS BLIPA3MTENLHA BOSMOLI-
HOCTb MAXOPHOX IEeHTATOHUKH."
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“Melodic development, even essential change of a musical idea, is of-
ten (and sometimes wholly) based on modal, tonal, and modal-harmonic

means.” (p. 53) !

This idea is self-evident to a certain extent. Mazel”s mention of it is however necessary
in a discussion of the topic of modes and their context in an integrated analytical
consideration of melody.

The second important topic Mazel’ touches on in his discussion of the modal and
modal-harmonic aspects of melody is intervals and intervallic formations. He begins
this topic by stating that “modal relationships are often defined by one or another
characteristically expressive melodic moment.” (p. 53) ® Mazel’ understands inter-
vals to be examples of expressive melodic moments. The term ‘moment’ is traditional
in Russian theory and was first defined by Yavorsky. McQuere explains Yavorsky’s

understanding of the concept of ‘moment.’

One part of a systemic or modal gravitation, a “moment.” The term also
appears as “modal moment” [ladovyi moment} , in which sense it means
something very similar to “function,” that is, the role a tone or sonor-
ity plays in relation to the mode. The “collective moment” [soedinnenyi

moment] is the combination of all the unstable tones of a mode. 1%

Mazel"s use of the term ‘moment’ in the context of his discussion of intervals includes
aspects of this definition. It is important not to confuse the Russian use of the term
‘moment’ with the one that in the West has been applied to form—i.e. moment
form as for instance understood by Karlheinz Stockhausen: “Forms in which the

concentration on the now—on each now—makes, as it were, vertical slices which cut

191PpasppTHE MeENOQMM, Rake KOPeHHOE, KAMECTBEHHOE HIMEHEEHRE MysnIxannHOro ofipasa
Bepenko B SHAMHTEJALHOR Mepe (8 MHOIRA BCENENO) OCHOBAHO HA JANOBBIX, RANOTORANBHAIX,
MAQOrapMOHHYECKHX CPEACTRAX,

192%1an0BLIE COOTHOLIEHUS HEPEOKO ONPEAe/ ST Te MR HHbIE XapaKTepHO-BLIDASHTEILHELIC
MOMCHTH! Menoanu.”

1930\ cQuere, 380.
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across horizontal time experience ...” ¥ The ‘moment’ in moment form is obviously
a far more abstract idea than the ‘moment’ to which Yavorsky refers in his theory of
‘modal rhythm,’ and which Mazel’ takes up in a discussion of intervallic formations.

Mazel' emphasizes the expressive, melodic element of moments, giving examples
of uses of specific intervals in various melodic fragments that have both expressive and
modal significance. He points out that “even the simplest interval of the minor third,
when it clearly defines the minor mode, can be understood as a characteristically
expressive interval of many minor melodies.” (p. 53) ' As an example he cites a

Tchaikovsky song in which a descending minor third is filled out by a passing note.

Example 42: P.I. Tchaikovsky, “Alone again”

[Andante mossol]

A e —— . b e -
< ¢
) ri ra ri
il r ( T r ' r
Cwo - BA, KK Dl ke O = Sian

Mazel’ also cites the use of a diminished seventh in Bach's fugal subject of the
Fugue in A Minor from The Well Tempered Clavier (Book II). This example ia pre-
ceded by a statement on how “in many short Bach themes in the minor mode...an
important role is played by the modally characteristic interval of a diminished sev-

enth.” (p. 53) %

194C, Hasty, “On the Problem of Succession and Continuity in Twentieth-Century Music,” Music
Theory Specirum (1986}, 8:60 n.5.

1968c 001181 OGLIYHLIZ MATEPBAN MANOR TepOHUH, eCIM OH ACHO ONPEAENIeT MHHOPHRIR Jaf,
MOJXKET DACCMATDHBATECA KaK XapaKTePHO-BIDAIMTENLEBIR MHTEPBAN MHOIMX MUHOPHRIX
MenopmEf.”

196e5, MHOTHX KOPOTKMX MMWHODHBIX TeMaX Daxa...Go/buly10 PpONb HIrpaeT JapoBo-
XADaKTepELIZ HHTEPBA/ YMEHBIUEHHOR cenTuMuL.”

125



Example 43: J.S. Bach, Fugue in A Minor, WTC II, 20

(BWV 890)
F X o+
e

This interval and its inversion (i.e. the augmented second) occur characteristically
between the scale degrees six and seven of the harmonic minor mode. In Mazel™s
nomenclature these scale degrees would be described as full of ‘gravitational intensity,’
and in Yavorsky's theory of modal rhythm, as elements in the ‘collective moment’ (i.e.
“the combination of all the unstable tones of a mode”).

Mazel' notes that “intervals also possess some expressive possibilities that are
independent of their specific position in a mode.” (p. £5) *" He links such expressive

possibilities to the degree of consonance or dissonance engendered by an interval.

...regardless of the position in a mode in which such intonations occur,
the consonance of an octave intonation and the...harmonic implication
of the sixth intonation greatly differentiate them from the near to them

in size, dissonant intonation of a major seventh. (p. 55) 1%

Mazel’ considers this differentiation to be based on, above all, expressive criteria.
To conclude his discussion of the topic of intervals, Mazel’ mentions two common
intervallic formations: ‘hidden’ (i.e. filled out) intervals, and ‘connective intonations’

(i.e. compound melody). He defines ‘hidden’ intervals thus:

An interval which is referred to in this manner is spanned though also

197%y1o RHTEPBATHI O6NAAAKT HEKOTOPEIME BLIDA3HTENBELIME BOSMOKHEOCTAME TAKKE H HES2-
BHCHMO OT CBOEro KOHKPETHOro NafOTOEATLEONO NONOXKeRAd."

198 xOHCOHAHTEOCTb OKTABHOQ MHTOHALEH X...rapMOERYECKAS HANOMHEHHOCTh CEXCTOBOM
AATONANEE BEChMA OTAMYANT HX OT GAESKOf HM OO BelIHYRHE ANCCOBARTHOR EHTOHAIEH
GonMoA CenTHEMEI OpA Ni060M JIAgoROM IO/O0XKEERH STEX HATOHANNI.
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close, but not neighbouring (not adjacent) in the sense of a succession in

time of sounds in a melody...(p. 55) ¥

Among the several examples he gives is the Allegro con brio theme of the opening

Movement of Beethoven's Symphony No. 1 (Op. 21).

Example 44: L. van Beethoven, Symphony No. 1 in C Major

(Op. 21), I
g;\llcgro con ?rio
o e— ———
Y - g —_ g * - — g &+ & — g *
v v TS T3l v T

The ‘hidden’ interval is the perfect fourth G3-C4. Mazel’ points out that “centex-
tually, hidden intervals do not have any less significance in the expressiveness of a
melody than explicit ones do.” (p. 55)

His discussion of intervals ends with a reference to ‘connective intonations,’ which

is a term first coined by Yavorsky. ** Mazel’ defines the phenomenon thus:

Often modal relationships can unite melodic moments occuring over com-
paratively longer spans. Thus, a modally unstable sound (for example the

leading tone) can resolve into a stable one over several bars. (p. 55)**

Several examples of ‘connective intonations' are cited, one of which is the final ca-

dence of the Theme and opening Variation (bars 6-9) from Beethoven’s Thirly-two

199Tax HagniBaeTCR METepDaN, 06pasyeMut XOT B GIMIKHMH, HO He COCCAHEMN (He cMex-
HEIME) B CMBICHC BpeMEeHHOR NOCNe/0BATEALHOCTH SBYKAMA MENORHM. . .

200%cy pLITEIC RATEPBALI BMEIOT 3/ech He MeHbllIee IHAYCHNE NS BLIPASRTENLHOCTE MENOHH,
HexceId BATEPBANk! SBHbIE.”

201 McQuere offers the following definition for Yavorsky’s understanding of this phenomenon: “An
intonation whose second moment, iLs resolution, is delayed until after some intervening intonations.”
(380)

202fgorna MafOBLIE CBA3M MOrYT O6LeAHERTh MOMCHTL! MENOLAH, HAXOAALMECS HA CPABHR-
TensEO GOMBLUIOM PACCTOSHHE. Tax, 7afoBO-HEYCTORYHBLIA SBYX (HANpEMep, BBOAHKIR TOH)
MOJXKeT PA3PEIUETECA B YCTOAUHBLIA Yepe3 HeCKONLKO TaKTOB.
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Vartations in C Minor,

Example 45: L. van Beethoven, Thirty-two Variations in C Mi-
nor (WoQ 80)

PAllegretto] o ccecccecemammannana
------ b Tt L. L,
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Mazel’ connects the high bA5 in the top register (scale degree six) to the G5 three bars
later, thus implying that it only resolves at the occurrence of that particular G5 (bar
9). His placement of the resolution in bar 9, rather than in bar 7 on the G4 following an
octave transfer, seems to imply some form of prolongation of a pitch over intervening
pitches. It does not nesessarily imply the prolongation of a harmony over intervening
harmonies, however, for in that case in the given example the Subdominant would be
prolonged over the perfect cadence that follows. In this sense ‘connective intonations’
refer strictly to successive intervallic phenomena, and do not necessarily take into
consideration the underlying functional harmonies.

The third topic that Mazel’ touches on in his discussion of the modal and modal-
harmonic aspects of melody is harmonization and ways in which it defines the function

of notes in a melody. He opens his discussion of this topic by stating that

less frequent changes of harmony serve to give greater breadth to a musical
thought. A single harmony is capable, to a certain extent, of unifying into

a whole a melodic segment which comes under its influence. (p. 56)%%

1036once peAKRE CMEHLI PAPMOHHAHR CJIYXaT Gojlee WHPOKOMY ALIXARMIO MY3ILIKANLHOMR MBICIR.
Opna rapMoBES coocoSHA 0 HEKOTOPO CTeNCHH o0peIHHETh COOTBETCTBYIOIIAR elt oTpesok
MeJIONHE B eREEOE leNoe.
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As an example, he cites the opening theme of the Allegro of Beethoven’s Leonore

Overture—a theme which is harmonized by a tonic pedal.

Example 46: L. van Beethoven, Leonore OCuverture No. 3

(Op. 72)

y

]
A

L ]
b

His comments on this example are as follows.

Thus the...eight-bar melody could have in itself been understood and
harmonized as the melody of a period with an imperfect cadence at the
end of bar four, and a perfect one at the end of bar eight. In such a case it
would have sounded far more broken up, divided, less broad, than it does
in the original, where the entire eight-bar melody is unified by a tonic

pedal. (p. 56) 2%

Mazel’ regards harmony as one of the main elements of division in music. Its ability
to divide musical ideas is countered by an equal capacity to unify them. Thus,

in this Beethoven theme, harmony has a unifying effect which is caused, as Mazel’

304Tax, MeJOARL. .. BOCKMUTAKTA caMa 0o cebe uoria 6l 6L1TL HORATA B TapMOHHIOBAHA KAK
MeloIRa nepnona ¢ DOJIOBMHHLIM KaJlAEZOM B KOHOE ﬂepBOPO He'rupex'rax'u H NOJIHRIM B XKOHOE
sToporo. B aToM cayuae oma ssyuana 6u1 ropasao Gonee npoGHo, pacuseEeAH0, MeHee IHPOKO,
YeM B ODETHHANE, IAe BCK BOCHMUTAKTHAR MeNOoARK o6LefuaeHA OLHOR TORKYECKOR MaApHOMEER.
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points out, mainly by the absence of divisive harmonic devices (i.e. cadences) in the
harmonization.
Another property of harmonization of a melody is its definition of the function of

the notes of a melody.

... harmony often imparts to melody such relationships which do not di-
rectly follow from the modal implication of the sounds in a melody. With
this is connected the gravitation of non-chord sounds toward those con-

tained in a chord—above all, the gravitation of suspensions. (p. 57)%%

Mazel’ mentions suspensions (zaderzheniy) as main examples of the gravitations
of non-chord sounds toward those that are part of a chord. The Russian word
zaderzhaniy, however, does not only refer to the suspension (i.e. a note that is pre-
pared, suspended and resolved through descending melodic motion), but also to other
dissonant harmonic phenomena that are generated by non-chord sounds—e.g. dia-
tonic and chromatic neighbouring and passing notes. In an example he gives of a five
bar excerpt from Wagner’s Tristan und Isolde, the melody contains a lower chromatic
neighbour (bars 1-2), an unprepared 6-5 suspension (bar 2), and a string of sus-
pensions (bars 2-5) with chromatic lower neighbours preceding each resolution—all
of which Mazel’ refers to as zaderzhaniy. In the inner voices of the ‘harmonization’
there are chromatic passing and lower neighbour note motives which occur within a

voice-leading framework of chromatic inflections of the tonic and dominant harmeonies.

205, papMOHESA YACTO CO3ZAET B MENOAHH TAKHE COOTHOUICHNS, XOTOPbI¢ HEOCPEACTREHHO B3
NIAJOBOTO 3HAYEHAS IBYKOB MENOAY He BLITeKsioT. Cloa OTHOCATCH TArOTEHAS HEAKKOP/AOBLIX
SBYKOB K AXKOPAOBLIM, NIpeX/ie BCEro TArOTSHAS 33ACPKAHMA,
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Example 47: R. Wagner, Tristan und Isolde (1865)

[Langsami
_’_.—-—"—-—u—__\ X
— W W g —

- (x) {
NP ! " t P
%ﬁz ~ ———— e e e e s
& - T oy

- ! \-.zL— 1 o | r m] r Y b 3
! il ] nulE ! h
o R T e T2 S o = i%
T \..._./l"‘ = = r— 2

The only analytical insight Mazel’ provides into the understanding of these five bars
are two symbols (crosses) above the staff in bars 1 and 2, which draw the readers
attention to the notes below them as examples of non-chord sounds that gravitate
toward those that are part of a chord. He avoids pointing out other similar phenomena
in this musical example (see bracketed crosses), seeming to suggest that the reader is
more then capable of observing them alone.

Mazel’ differentiates between the ‘gravitational tension’ imparted to melody by
unstable tones of a mode, and that generated by a harmonization in which certain

notes of the melody are not part of the supporting chords.

The tension of a suspension, as a rule, is sharper than that of an unstable
tone of a mode that tends toward a more stable one: thus the leading
tone in a melody, harmonized by a dominant triad, can be stopped on,
concluding an important segment of a melody, as for instance a phrase—
in which case the following phrase does not necessarily have to begin
with scale degree one that would resolve the tension of the leading-tone; a
suspension, on the other hand, “demands” prompt resolution in a moment

which is near in time. (p. 57) 2%

308 TgroTenne 3ajepKAHUA, KAK IPABUIIO, OCTPEE, &M TATOTEHAE HEYCTORYHBOrO SBYXS 188
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One of the vital properties of suspensions are considered by Mazel’ to be their ex-

pressive possibilities.

...the basic possibilities of suspensions are connected mainly with lyrical
(in a broad sense) expressiveness—from sensitive “sighs” to fits of pas-
sion, from remantic “languos™ to emotionally heightened, elated states.

(p. 57)%07

However, these lyrical expressive qualities can also be achieved in the absence of
such melodic devices. Mazel’ cites the Andante con moto theme from Beethoven'’s
Symphony No. 5, as an example of a melody that is devoid of suspensions, but in

itself “represents nobly masculine, bright, objective lyricism.” (p. 60) 208

Example 48: L. van Beethoven, Symphony No. § in C Minor
(Op. 67), 11
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X YCTORWEBOMY: TAK, HA BBOAHOM TOHE, TADMOHHSOBAHHOM AOMEESHTOBRIM TPesBYWHEM, BOS-
MOXHA JIETEILHAR OCTAHOBKA MEIOJEN, SABEPUIAIOLIAL ¢¢ SHAMETEALELIA OTPEIOK, HANPEMED
IpefnioKeHRe, IPEYEM CIEAYIOLee NPEAIOKeERe BOBCe He 0GAIATENBHO ROKHO HAYATLCL C
TOHHYECKO NPEME!, Pa3pelUaleft TArOTEERe BBORHOIG TOHA; 3AICP/AKARHEE XKe, KAK IPABHIO,
«TpebyeTs PASpCLICHES HeMefeHEO—D GIHIKAR IO BpeMeHE MOMERT.

207 ocHOBHBIE BOSMOYKHEOCTH 33ACPKAHEA CBASAHEI OPCHMYINECTBEHHO C NHPAYEcKoR (3 ma-
POKOM CMMICTIE) BHIPASHTENBHOCTIO—OT YYBCTBHTELHLIX CBIIOXO0B3 A0 CTPACTHBIX NOPLBOB, OT
POMBHTRYECXOFO €TOMJEHHA® 10 BIBOTHOBAHHBIX, IPEIOAHATLIX COCTOSHNAR,

308appencTABNRIOUAE INPUKY G1arODPORHO-MYXKECTBEEEYI0, CBETNYIO, 0GLekTHBRYW."
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Mazel”s choice of adjectives in describing the lyricism of this Beethoven theme seem
to derive from literary usage, particularly the term “objective lyricims” which is
common jargon of socialist-realist literary critics.

In connection with melodies that do not have suspensions, Mazel’ discusses arpeg-

giating melodies that are based on one chord.

Melodies that are mainly structured on the sounds of a chord are, in
a certain sense, contrary to those that abound with suspension. Such
melodies often have a fanfare, heroic, invocational character, sometimes

celebrating the peacelul grandeur of nature. (p. 60) 2%

One of the examples he cites is ‘the motive of the rainbow’ from Wagner’s The Ring

of the Nibelung, which is an arpeggiating melody based on a tonic triad of Gb Major.

Example 49: R. Wagner, The Ring of the Nibelung, motive of the

“rainbow”
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Mazel’ points out that “melodies in which melodic motion is based on the triad,
are typical of the Viennese classics (Haydn, Mozart, Beethoven, Schubert, as well as
Wagner).” (p. 61) 21°

To conclude the discussion of the topic of harmonization and its role in defining

the function of notes in a melody, Mazel’ makes mention of the fact “that in many

2098 pypecTHOM CMLIC/E NPOTHBOMOMOMKELI MeldoanaM, R3OOHAYOLIMM 3AACPXAHEAMH,
M&/I0[HE, IOCTPOSHALIE IPeHMYILecTBERHO Ha 3BYKAX pacioxenHore axxopaa. Taxme uenopnn
Hepeaxo BocAT $aEGAPHEIR, FepORYEcKHl, NPHSLIBALIA XAPAKTEP, HHOTAA BOCHCBAI COOKORAOE
BenEyEe OpHPOALL.

310ayenopmn ¢ npeobiafaHUEM ABRKCHEL OO TPESBYHEIC BEChMA TANKMUHES /I/If BEHCKEX KJIac-
caxos (Tattan, Monapt, Eerxoeen) u LllyGepTa, a Takxe Baraepa.”

133



melodies a very important expressive role is played by different modal-harmonic col-
orations (“hues”) of one or another harmonic motive, i.e. by harmonic variation.”
(p. 61) ! He identifies three kinds of harmonic variations in the harmonization of a

melody.

1. A short melodic motive is repeated—immediately after its first oc-
currence—with a new harmonization...2. A short melodic motive is re-
peated, not immediately but at a distance, with a new harmonization...3.

An entire melody, when repeated, receives a new harmonization. .. (p. 64)?

These three main examples of harmonic variation in the harmonization of a melody
conclude Mazel”s discussion of the topic of harmonization, as well as of the whole
subject of modal and modal-harmonic aspects of melody.

His brief exposé on the subject of modal and modal-harmonic aspects of melody
touches on those topics that Mazel’ considers most relevant to integrated analysis.
For this reason his treatment of the subject is by no means exhaustive. The most
relevant topics, in Mazel”s view, are modes—their national origins, colour, tension as
engendered by particular scale degrees—intervals and their various formations, and
harmonization and its effect on melody. Throughout his discussion of each topic,

Mazel’ is constantly preoccupied with the aspect of expressive possibilities.

“SECTION FOUR: Basic premises on the expressiveness of a melodic
line” 213
The previous section was concerned with modal-harmonic aspects of melody and

their different expressive possibilities; this section discusses the melodic line and its

Ileyrg BO MHOTEX MENOAMAX GONLIIYI0 BRIPAHTENLHYI0O PO/ib HLPAET PAMIHYHAS NALOT-
APMOHBMECKAS OKPACKA (xmepexkpackas) ofEHX B TeX e 060POTOB, T.c. TapMOEEYecKoe
pApLApOBAHEE."

2121, Koporkufl Menoauyecxut 060poT DOBTOPAETCA—CPasy Xe Hoce NepEOro NONBNEREI—C
HOBOf rapMoRAsanaed. ., 2. KopoTkuf Menopmyeckult 060por IOBTOPAETCS ¢ HOBOM FapMOHMIA-
nEed He CPA3Y, & «HA PACCTOXHEMY. . .3, BCK MeTOANS NeMEKOM HONYYAeT OPH NOBTOPEHAR HHYIO
rAPMOHHSAILRIO, :

3134g4, OcHOBHELIC OPEQUOCEIIKA BLIPASETEALEOCTH MEIOARYECKOR TEHAR"
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different expressive possibilities. Mazel’ sees the expressiveness of a melodic line
as related to three elements: direction of melodic motion, which can be ascending,
descending, and also static, as in passages where a note is repeated; the relationship
between motion by skip and stepwise motion; and the element of ‘hidden polyphony’
(i.e. compound melody) and hidden structures, such as scales, around which melody
is sometimes constructed. These three elements Mazel’ considers as the main premises
for expressiveness of a melodic line. The first element of direction of melodic motion,

he characterizes thus:

The expressiveness of a melodic line is based, above all...on the natural
association of ascending motion with increase in tension, and of descending

motion with decrease, and calm. (p. 64) *'4
This association of melodic motion with tension is further underlined in that

lower sounds are perceived as more ‘heavy’ and ‘massive’, while higher
ones, as more ‘light’ and ‘airy.” The reasons for this are simple: a low

sound is richer in overtones. (p. 64) !

On the basis of these psycho-acoustic phenomena, Mazel’ draws a conclusion about

the expressive possibilities of direction of melodic motion.

It is natural that in melody, as a rule, there occur changes in direction of
molion, alternating ascending and descending motions, which commonly
correspond to increases and decreases in tension that impart to melody

its feeling. (p. 65) 28

IMBypasuTeNnbEOCTh Menopuyeckoll NEHAK OOHPACTCS LPEXKAE BCEro...HA ECTECTBCRAYIO
CBASL BOCXOASIIEro ABHXKEHMA ¢ HAPACTAHMEM HANPIKEHRR, HECXOAMILErO—CO CHAJOM,
YCHOKOEHHEEM,

28gpaxde IBYKE BOCOPHAKNMAIOTCA KaK Gojlee «TAkKeNkIed, €MACCHBHLIE?, BhIcoXxRe—Kaxk Sonee
€nerKBey, €BO3AYIELIEs, TIPHYRHLL 5TOrO DPOCTLI: HHIKAR 3BYK Goraye oGeproBaMu.

316EcTecTREHHO, YTO B MENOARH, KAK IPaBHI0, OPOHCXOAAT CMeHL! HANDAR/ICHRS QBHKERRA,
YePeIOBARES BOCXORAILENO M HUCXOAAUEro ABHKEHHS, YTO OOLIMRO COOTBETCTBYET YCHACHRAM
H ocnabneHHEAM HAUPAXKEHHA NepefaBaeMOR MeJIOHER DMONMHT,
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It is worth noting that Mazel’ links the idea of expressive possibilities with musical
tension. This idea, especially as it relates to direction of melodic motion, is further
developed in Section Six of this Chapter, in which the conception of melodic waves is
developed. Mazel’, in general, associates expressive possibilities of different elements
of music with musical tension. Hence, harmony and rhythm, like melody, have the
capacity to effect increases and decreases in musical tension.

Mazel’ gives an instance of direction of melodic motion that in itself does not
have many expressive possibilities, but is dependent on other musical elements for

expression. This type of melodic direction is static repetition.

As development of a melodic line as such, in that case, is reduced almost
to nothing (the line itself being in large part passive), the expressive possi-
bilities of other musical elements come to the fore: rhythm, tempo, mode,

harmony, etc. (p. 65) 217

Mazel’ points out the different expressive possibilities of slow and fast tempos that

come into play when melodic direction is limited to a single pitch.

In slow and at the same time more or less steady motion, the repetition
of a sound creates an emotional impression which is best described by
the word monotony...On the other hand, quick repetition of a sound
commonly creates the impression of energy, which might be lacking in the

approach to it, i.e. in the motion of the melodic line itself. (p. 65-6)*'®

Similar kinds of expressive qualities are imparted to repeated sounds by the major
and minor modes. Repetition in itself has the effect of emphasizing the changes in

pitch that precede and follow a repeated sound.

NJockonbKy PAIBETHE MENOAUYECKOR JAHEE KAK TAKOBOR B 3TOM CIYae NOYTH CBORHTCA HA
Her (CaMa JAMERS IpefenbHO NACCHBHA), B3 MEPBKIA IUTAR BHICTYUAIOT BAIPASHTEILELIC BOIMOXK-
HOCTH APYTHEX BJICMEHTOB MYSLHIKH: PHTMA, TEMNA, A, FADMOHHEE X IID.

318 pennemHOM B HPETOM fonee MAE MeHee DABHOMEPHOM ABEIKEHEM NOBTODCHHE SBYKA
CORAST SMONROHANLHOE BIEYATICHNE, JyYIle BCEro NepPeAaBaeMoe CJI0BOM ,

MonoToHESA. . .Hao6opor, 6L1cTpas peneTrOng 3pYKa OCEIYEO COSAACT BUCYAT/ICHAC PHEPIAN, KoK

6a He HAXOAMIEHN BLIXOAS BO BHe, T.¢, B ABHMKEHAN CAMOR MENOARYECKON JAHEH.
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For instance, in the opening of Beethoven's 5ih Symphony, the repeti-
tion of a sound, from one point of view, has a self-contained expressive
meaning as an element of the ‘motive of fate;” and from another point of
view, it vividly sets apart the assertive and ‘affirmative’ descending third
intonation that is essential to that motive. No other type of anacrusis to
the fourth sound could bring out there the significance of that intonation.
(p.66) 21°

Mazel”s use of the word intonation in this instance is noteworthy. He does not use
this word in a general sense which Asafiev ascribed to it—i.e. “any kind of human
communication by means of sound” (see Scction Two of this chapter)—but rather in
a more specific sense in which Yavorsky understood the conception of intonation—i.e.
as an intervallic phenomenon.

The second element which Mazel’ views as a main premise for the expressiveness
of a melodic line is the relationship between motion by skip and stepwise motion. He

views this premise as

being based on the relationship between stepwise motion and broad move-
ments, skips. The basic melodic line appears as stepwise motion. ..Such
motion has the capacity to create an impression of continuity, smooth-
pess. .. Broad melodic movements, skips, often sound more tense, often

being set apart in 2 melodic line...(p. 67) %°

Along with these expressive possibilities, Mazel’ links properties of musical develop-

ment with the two types of motions.

219Tax, EagpaMep, B Hauane 5-f caMbonuu GeTxoBeHa peneTANES SRYKA, C OJHOR CTOPOHKI,
RMeeT CAMOCTOSTENLHOE BLIPA3UTENLHOE SHAYECHEE, KAK SJICMCHAT ¢MOTHBA CYALGL, ¢ ApyTOR
’Ke CTOPORKI, OHA APKO OTTEHAET CYILeCTREHHAYIO A1 HTOTO MOTHEBS YTBEDKAAIOILYIO0 K «NoBeR-
TenLHEYI0» HEHTOHANKIO RACXOAAULER Tepuri. Haxaxad nHa% GOpMa SATAKTA K HETREPTOMY 3BYKY
He MOP/IA 6Ll 31eCh CTONE NOAYEPKEYTH AHAMAMOCTh HTOR MHTOHALM,

3205cH0paHA HA COOTHOWIEHWH N/IAPHONO ABHMEHEEA ¥ IIAPOKAX XOAOB, ckaykos. Ocmommost
MeJIOAHYECKOR NRERE KBAfeTCK HOCTYNeRHOE ABMokeHme...Takoe ABRKeHHe cOOCOGHO CO3Aa-
BATE BOEYAT/ICHNRE HeOPEPLIBHOCTH, ONABHOCTE. . . JIlupokEe X0oAs! MEeOAHE, CKAYKH 3BYYAT O6LI-
yao Sonece RAOPRAKEHHRO, Gollee PE3KO BLASMAIOTCH B ME/IOAKYECKON NAKKY. . .
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...a skip embodies a moment of tension, and stepwise motion, a moment
of development (especially typical in this sense is the relationship between
an ascending skip and the descending stepwise motion that follows it...)

(P 69) 221

An excerpt from the Andante theme from Chopin’s Nocturne, Op. 9 No.2, illustrates
such properties of tension inherent to a skip, and the corresponding development (i.e.

resolution through elaboration) inherent to stepwise motion.

Example 50: F. Chopin, Nocturne (Op. 9, No. 2)

To counter these expressive possibilities of stepwise motion and motion by skip,

Mazel® points out that the two expressive possibilities are sometimes reversed.

Broad movement, especially when consonant, is capable in certain cir-
cumstances of creating the impression of space, “air,” calm encompassing
of a broader “expanse;” the feeling of intonational tension, often associ-
ated with a broad interval, can then assume secondary importance. On
the other hand, stepwise motion that abounds in repeated sounds (or the
returns to such sounds) can often create a feeling of greater intensity of
melodic motion, greater “smoothness,” “tightness,” and accordingly, ten-

sion of the melodic shape. (p. 67) 2??

221 | cxayoX BOOMOILAET MOMEET HAUDAKCEES, A IUIABHOS ABEIKCHEE—MOMEHT PASDILKE
(06058“0 TEOBEYEO B HTOM CMLICJI& COOTHOLUEEHE BocXolfmero CKaYKa E Iocaefywinero
HECXOASUIETO NIABHOTO ABHXKEHEA. . .

1lImpoxunt xofi, ocoSeHHO KOHCOEHpYOL(Ell, cnoco5eH B HEKOTOPAIX YCAGBEEX CO3NABATL
BOevaATACHHEE OPOCTOPS, €BO3RYXAaY, CIOKOREOTO OXBATa fONELIOro €OPOCTPAHCTDAY; OLIYINCHEE
e EETOHARROHHOTO HANPayKeEns, o6LIMEO CBASAEEOE ¢ LIRPOKEM EHTEDBAIOM, MOXKET IpH

138



As an example of this contrasting expressive possibility of the two types of motion,
Mazel’ cites the Allegretto variation from Beethoven’s Thirty-two Variations in C

Minor.

Example 51: L. van Beethoven, Thirty-two Variations in C Mi-
nor (WoO 80)

[Allegrettol —
| . 3 L
4 - i . — -

" r—— P —_

vezpre porie 7 d

He points out that in this example “the stepwise ascending motion creates tension,
while in response the descending leap of a fifth [creates] development.” (p. 69) *#
This is a contrasting expressive possibility to the primary one in which the stepwise
motion serves to resolve the tension created by the skip.

The process of tension and resolution in alternating types of melodic motions can

occur over an extended range.

“Often the preparation of a skip, the skip and its completion can at the

same time form a relatively long melodic phrase.” (p. 70) 2

As an example of this, Mazel’ refers to the opening theme of Mozart’s Symphony in G
Minor (K. 550). This theme was discussed in Section Eight of Chapter Two (Exam-

ple 34), in the context of a presentation of criteria for establishing similarity between

»TOM OTCTYHATS Ha BTOpPof nnan. Y mao6opoT: mocTynerEoe aprkeHse ¢ OSHINEM DORTOPERHER
3BYKOB (RJI BO3BPATOR K TEM JKe 3BYKAM) MOXKEeT HHOTLA COIABATD OlLylUleHe Gonnuof RATEH-
CHBHOCTE MEJOLHEYECKOro IBUKeHUS, GONBIUCHR «IIOTHKOCTE®, CTECHOTLI®, A CCACABATEAMHO, K
HAOPAXKECHEROCTH Me/IOHYECKOro PACYHKA.

333spocTyneRAOE BOCXOLAULEE BN EHHE CO3AET HANPIOKEHRAE, 3 OTHEYAICLUIUR €Y KBRHTOBAIR
CKAYOK BHES—pPa3piIKy."

224sLepenxo DOArOTOBKA CKAUKa, CKAYOK H ero 3a0onHeHRe 06paIyIoT BMecTe Gonee WK MeHee
AJATENLEYK Melofryeckyio Gpasy.”
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adjacent structures.?®® Here the theme is used to illustrate how the preparation, the
skip, and its completion, can occur over a relatively extended range.
The idea of completion of a skip leads Mazel’ to a more general understanding of

both the skip and the completion.

The understanding of a skip as a separate melodic motion is replaced in
such a new understanding by a more general conception of quick encom-
passing of a broad range. .. The understanding of a “completion of a skip”
is accordingly replaced by a concept of slower “conquering”™—elaboration

of the stated broad range or its part. (p. 71) %

The completion, of course, is here associated with stepwise motion.

The third element which Mazel’ views as a premise for the expressive possibilities
of a melodic line, is ‘hidden polyphony’ (i.e. compound melody) and hidden struc-
tures, such as scales, around which melody is sometimes constructed. Most of these
‘hidden’ phenomena combine the two types of motions. In this combining a vital

psycho-acoustic phenomenon is at work.

...in a melodic skip can arise a certain illusion, as if the preceding sound

continues sounding with the last one—i.e. as if the melodic line is split

235The whole of Example 34 is reprinted here again.

Example 34: W.A. Mozart, Symphony in G Minor (K. §50),1

Allegro mollo

Bl = . . . K A

A1 v T ¥ T e = Ao
..@ —p i g ¥ e = ;‘l=l— —r—a—
H | —, —— et ) ~ o arm— p—
:g:;ﬂ::l_‘—_.’_—_m—_:l ey D X == i —

326[TogaTie CXAYKA, KAK OTRENLHONO XOAA MEIOHH, 3AMeHIeTC OPR TAKOM HOBOM HOBEMAHHE
Gonee obuEM DOHLTHEM GbICPTOrO OXBATA LIMPOKOrC ABANAascHA. .. JloraTREe Xe «samonHeHHE
CKaYKa» 3AMEHSCTCK COOTBETCTBEHHO HOHATHeM Go/lce MeLJICHHOT'O €OCROCHHI»—pACHEBAHRL
OXBaNCHHOI'O MIBPOKOrO QHAA30HA KAH eI'0 YACTH.
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into two lines. (p. 73) 2*7
This phenomenon is most at work in the following melodic constructions.

If a sound is connected by skip to another sound which is adjacent in
pitch and is abandoned by a recent skip, then such two sounds form a
connective intonation of a second that can become the resultant moment

of further development of a hidden voice. (p. 73-4) **®

‘Connective intonations’ were referred to in the previous Section (see Example 45),

but in the present situation they are realized through a ‘hidden’ voice. Mazel’ cites a

typical model to illustrate the situation.

Example 52: Model of a ‘hidden’ voice generating a ‘connective

intonation’
4—— 2] &) &) %

F
[N

An example of this typical melodic construction is cited from Beethoven’s Andante

theme of Sonata for Piano No. 19 (Movement I).

Example 53: L. van Beethoven, Sonata for Piano No. 19 in G
Major (Op. 49, No. 1), I

Andante P P '

.
: :
- ~— 0 '
"3
S o s ‘_@.,,__E:\
- L. L] : , :
M 1]

337 OpE MenonEYecKoM CKauKe MOMeT BOJHMKHYTh HeKOTOpAS RLTO3ER, GYATO mpepiec-
rylouEll SBYK UPCHO/KAET 3BY421k BMECTS ¢ MOCTEAYIOLIAM, T.e. GYATO MelofuvYecKas NHHAR
xax 6bl paculennacTcY HA phe AREYY.

JI8Ec i cXAMKOM :5AT 3BYK, CMEXHLR [0 DHICOTE CO 3BYKOM, He/IABHO HOKHHYTAIM CKAYKOM, TO

9TH ABA 3BYKa 06pazylT cUefEHRTENLHYIO CEKYHA0BYI0 RETOHANAI, COCOGHYI0 CTATE MCXOA-
HLIM MOMCHTOM JATMLHEEAIErC PAIBUTHA CKPLITOTO ro/oCa.
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The ‘hidden’ voice that generates the ‘connective intonations’ is indicated with ver-
tical lines above and below the staff.

Mazel’ regards stepwise motion as basic to a ‘hidden’ voice.

414 is patural that stepwise motion, as a rule, predominates in a hidden

voice to a greater degree than in a real one.” (p. 74) #%°

This is evidenced by melodies which are based around scales. Mazel’ cites one such
melody from Chopin’s Mazurka (Op. 67 No. 4), and offers an analytical reduction

of the descending, stepwise ‘hidden’ voice.

Example 54: F. Chopin, Mazurka (Op. 67, No. 4): reduction of

‘hidden’ voice

Moderato animato

With this brief discussion of ‘hidden’ voices Mazel”s presentation of the basic
premises on the expressiveness of a melodic line is concluded. His basic conception is
centred around melodic motion—ascending, descending, stepwise, and by skip—and
its associated expressive possibilities. ‘Hidden’ voices combine the last two kinds of

melodic motions to generate ‘connective intonations’ on several levels.

2294EcrecTBEHHO, NTO B CKPLITOM rOsOCE DOCTYIEEHOE ABHEXEHEE, KAk IPALmIo, mpeobnagaer
B euie Gonnuiedt cTeneHn, Yes B peansHoM.”
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“SECTION FIVE: Some simpler types of intonation” 2%

In this brief section Mazel discusses the most elementary type of intonation, the
repetition of a sound. The expressive possibilities of this intonation were discussed
in the previous section, while here attention is devoted to its most common manifes-

tations.

The most elementary type of intonation is referred to as elaboration of
one sound, i.e. its repetition and directed return to it after departure to

other sounds (which in the simplest case are adjacent). (p. 75) *!

Mazel’ considers such elaboration of a sound so arresting that in this process “the
elaborated sound becomes a support, and the adjacent ones tend toward this sup-
port.” %2 Such a melodic phenomenon has resulted through the development of the

musical language in modally stable sounds like the tonic and dominant.

Many ancient melodies mainly consist of elaboration of a supporting
tone...As the completion of 2 melody is naturally connected with an
intonational cadence, such melodies often contain at the end—after the
elaboration of the supporting sound—descending motion, with which the
lowest sound, ending the melody, gradually acquires the significance of a
second (concluding, final) support... Acoustical premises make the fifth
the most natural interval between the high and low supports. On that
basis, the formation of “the fifth framework” of many modes is closely
related to the described, elementary type of intonation: the affirmation

and elaboration of a high support with a final descent to the lower one.

(p. 75-6) **

230¢35, HexoTopsle NpocTeRllye THON BRETOHAPORAHMR"

231 Hau6onee DNEMEHTAPEEI THD MHETOHMDORAHEA—BTO TaK HAILIBACMOC QIICBAHHE OAMOro
$BYXA, T.€. €I'0 QOBTOPEHHe ¥ NOCTORHHOE K HeMy BO3BPALICHHE NIOC/E OTIVIOHEHAR K APYTHM (B
DpOCTERIIEM CYHAE CMEKHRIM) TOHAM,

3334grepaMMLIZ 3BYK DPEBPAlIAETCH B ONOPHLIR, & CMEXKHLIC TOHM—B TArOTEIOWAE K ONOpe.*

33MHorRe CTAPHHHLIE HaOeBEl COCTOST DPeHMYILSCTEEHEC X3 ONEBAEHA ONOPHOrG TOHA.
TMockonnxy e. . . 3aBeplleHKe MeNOAKE €CTECTACHHO CBASKIBACTCE C METOHALMOHHLIM CHAJLOM,
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Mazel’ concentrates his attention on folk songs as a historical basis of early devel-
opment of the tonic and dominant phenomena. Among the numerous examples he
cites of Russian songs that contain an elaborated dominant (or “high support”) and

tonic (or “low support”) is a melody from a Collection of Folk Songs by Lopatin and

Pckunin.

Example 55: Russian Song from Collection of Folk Songs by

Lopatin and Pokunin

Ne 5 Y A :
- AT Y -~ ) -
. - .
]
ﬁ:l———.—g-o—.;‘__.j':._r
] r

—TCLh,

Iy, Fe-EATYukn, CON-PRATECL, B hup- Glesipiinikh rBa-mi

Here, the “high support”—the note which begins the melody, and to which the melody
repeatedly returns—is C§, the dominant of the F§ Minor tonic key. Accordingly, the
final note—the “low support,” and point of arrival—is the tonic Ff.

To conclude this section, Mazel’ cites several examples of themes from the classical
repertoire in which appear the elementary intonations of an elaborated dominant that
descends to a tonic. One of the cited examples is a theme from the opening movement

of Shostakovich’s Symphony No. 10.

TAKHG HaUeBR YACTO COfepXaT B KOHIEe—[O0C/He ONEBAERAd CHOPHOI'C 3BYK&—HECXOAAIes
OBRKeHRe, NpudeM Gojlee HHSKHA SBYK, 3AKABYNBAHUIAR HaNen, mocTeneHEHO DpRoGperaet
sHaucHHe BTOPoR (KOHEYHOM, sapeplaolieft) ONOPHL. ..AKYCTAYECKHE NPEANOCRUIKE AETAIOT
ONHEM NS Barbosiee ECTECTBEEHLIX HHTEPBANOB MeXk1y BEPXHEM H HEXKHAM YCTOAME XBHHATY.
TaxuMm ofipasoM, <KBHHTOBBIA OCTOD® MHOIKX AaA0R cHOPMBEDOBANCE B TECHOH CBASKE C ONECAR-
HAIM BIEMEHTAPHLIM TEOOM BHTOHHPOBAEHA! YTBEPIKAAHEHEM B ONeRAHHEM BEPXHErO YCTOR
DOC/AERYIOUAM CIAAOM K HUXKHEMY,
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Example 36: D. Shostakovich, Symphony No. 10 in E Minor
(Op. 93), I

“SECTION SIX: The melodic wave. Melodic development based on melodic
waves. Melodic peaks and their functions. The culmination and its differ-
ent types”

Mazel™s presentation of his understanding of melodic waves follows the headings
in the title to this section. He begins by briefly explaining what a melodic wave is
and what its role is in melodic development. From there he proceeds to a discussion
of melodic peaks and what their role in melodic wave formations is. He concludes the

presentation of his understanding of melodic waves with a discussion of culminations,

which represent special kinds of melodic peaks.

Under the melodic wave is understood the sum total of a rise and fall,

perceived as a single whole... A wave is a sort of natural unit of “melodic

breathing.” (p. 79) 2**

This broad definition includes the smallest melodic waves, as well as those of larger
dimensions. Mazel’ cites two examples of melodic fragments that both come under
this definition: a motive from Tchaikovsky’s Symphony No. 6 (Op. 74), and the
opening iour bars of Chopin’s Etude (Op.10, No. 2).

234#55, Menonmyecxax BonHA., BonmooSpasHoe paipETHe Menopmu. MenogmyeckHe BepIIRIMLI
B ux ¢yrxknze, KynsMuBanus, ee painuyEsie THOL®

3%[Jop MemOARYECKON BONHOR MOHUMAEGTCE COBOKYIROCTS NOALEMA B COAJA, BOCOPRHHMAEMAR
xak egmpoe nenoe. . . Bonua—oTa Kak 6u! ecTeCTREHHAR CARHBUNM CMENOAMYECKOrO ARXAHRND,
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Example 57a: P.I. Tchaikovsky, Symphony No. § in B Minor

(Op. %), I
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Both of these fragments constitute melodic waves, or “units of melodic breathing.”

The association with breathing is noteworthy in that it echoes Georgy Conus’s metrotech-

tonic “pulsating waves.” McQuere explains Conus’s conception of “pulsating waves”

in the following way: “Conus formed the term from a combination of the idea of the
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human pulse with the idea of a wave in physics. Essentially, it is the musical pulse,
the steady ‘beat’ of time.”?* In his metrotechtonic analyses, Conus used the “pul-
sating wave” as the basic unit of measurement, ascribing to it syntactic significance
in the structure of a musical work. Mazel”s understanding of waves as they relate
to melody, however, is much more fluid and avoids altogether any notion of pulse or
steady repetition. His reference to melodic waves as “melodic breathing,” is a refer-

ence to breathing in an abstract sense that does not necessarily imply periodicity.

...a melodic wave does not appear as a musically syntactic notion, similar,
for instance, to the idea of a period. Firstly, melody is far from always
divisible into waves. .. Secondly, if for instance in the opening period of a
work one has in mind a structure which, as a rule, is distinguishable with
full certainty, then the opening wave of a melody can be understood in a

narrower as well as a broader sense. (p. 81) #7

As an example of the difficulty in distinguishing which wave in an opening of a melody
is the significant one for the period, Mazel’ cites the opening of J.S. Bach’s Two-part

Invention No. 14 in By Major.

Example 58: J.S. Bach, Two-part Invention No. 14 in By Major
(BWV 785)

Smem=—m
= e

136 McQuere, 383.

237 MenOMEYECKAd BOMHA He SBAAKETCS MY3BIKAALHO-CHATAKCRAMCCKAM HDOHATHEM, moaol-
HLIM, TADPEMEp, NOHITHIO DepXORA. Bo-IepshIX, MENOAMN AAJCKO He BCEFAA PACUIICHEETCE
Ha BOMNHY...BO-BTOPLIX, ec/H, HaDpKMep, NOA Ha4a/LHMM NEPHOAOM NPOHIBEACHUX HMECTCH
B BBAY HMOCTPOEHHEE, KOTOpOe, KAK NPABHIAO, B KaXK/AOM CIyYac OT/IHYAETCH NONHOM Onpeaesien-
BOCTH10, TO HAMANLEAL BOHA MENOARK MOXET DOHUMATECS B Pas/IH4HLIX—E0/ee y3KUX & Gonee
IIMPOKEX 3HAYEHALX,
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Here the motives of the opening quarter note, half note, and of the bar could all be
considered waves: i.e. there are three distinct waves in this melodic fragment. Hence
the difficulty in distinguishing waves from the point of view of form. This is not
however to say that waves have no role in musical development. Their function in
musical development is mainly dependent on their overall structure and the way it

relates to neighbuoring waves.

Since a wave contains a rise and a fall, it must contain a more or less
distinctly expressed moment of bregkage, i.e. a peak...In melodic devel-
opment based on waves, the peaks of neighbouring waves, as a rule, do
not coincide. Often the succession of peaks in a series of waves itself forms
a wave; and in this way several waves of smaller length form a single wave

of larger dimension. (p. 81) %3#
As an example of a melody that exhibits such wave formations, Mazel’ quotes an
excerpt from Tchaikovsky’s Francesca da Rimini (Op. 82).

Example 59: P.I. Tchaikovsky, Francesca da Rimini (Op. 82)

[Andante cantabile non troppo]
A
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33%[TockonbKY BONHA COREPIKUT NOALEM B CO3f, OHA 0GAIATEMLHO COREPKAT A Sonece AIH Me-
Hee SCHO BLIPAMCHRBIA OEpPeNOMHBIR MOMERT, T.¢. BepUIRRY...JIpAa BoxRoo6pasHoM paspETHR
MEJIOAMH BEPUIHEE! COCEAHHX BOJIH, KAK NPABRIO, He COBIAAAIOT. Hepeko NOCaIeq0BATETLROCTS
BeplLIHK PANA COCeHAX BOJH ¢aMa ofpasyeT BOMHY, B, TAKAM 06pasoM, HECKONLKO BOMH ManoR
npoTHXKeHBOCTH 06pasytor oqHy Ponay Sonblero MacuiTaba.
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He states that in general “similar waves of sequential rising and falling—of all different
variants—are characteristic in the melodika of some XIX Century composers, such
as Wagner and Tchaikovsky.” (p. 82) ?*° He extends this reasoning further to link
such sequential wave formations with later stages in the development of the musical

language.

Though appearing very simple in their means, such waves were formed at
a comparatively late stage in the development of musical thought: such

waves are not characteristic of the simpler intonations of ancient melodies.

(p. 82) 240

Hence the elaboration of a high note in ancient melodies and Christian chants, while
it may contain basic wave formations of rises, peaks and falls, will never contain the
sort of sequential wave formations that the melodies of some Romantic composers do.

Mazel’ also discusses a contrary melodic wave which instead of a rise, a peak, and

a fall, contains a fall, a trough, and a rise.

Admittedly, in consequence of the more natural association of the com-
pletion of a melodic thought (“melodic breathing”) with a fall instead of
a rise, the importance of such a wave is far smaller than that of the com-
mon one...when a contrary wave is clearly realized in a comparatively
longer span, it is invariably perceived as a less stable, less complete struc-
ture than a common wave, and as a rule, is not maintained in repetition
(an instance is the second phrase of a period with a repeated structure).
(p. 82-3)

29[opobaEKIe BOAEL CEXBEHTHLIX EapACTAHHR M COAf0B—B CAMAIX Pa3lHYHHIX BAPHAHTAX—
XADAKTepHR! [Jjid MeNoguKM HekoTophiXx kKodnooiuTopos XIX Bexa, Hanpumep Baruepa,
HagtxoBckoro.

0K aokyltitecs BECLMA OPOCTHIME DO CBOMM CpPEfACTBAM, TAKME BOJELI CHOMEIKCH, OAHAKO,
HA CPABHHTENLHO BLICOKOM 3Tale PajBRTHS MY3KIKaJAbHOTO MLIUIEHHD; CTAPHHHLIM HaDeBaM,
OPOCTeRUIKM THOAM RETOHHPOBAHMA TAKHE BOJIHLI B¢ CBORCTBEHHLL,

10ngak0 SHAMEHHe TaXOf BONHL MEOrO MeHbIle, MeM OGRIMHOR, BC/SACTBHE TOrO, 4TO
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As an example, Mazel’ quotes a theme from Emil Waldteufel’s Waltz (“The Song of
Birds").

Example 60: E. Waldteufel, Waltz (“The Song of Birds”)

[ Tempo di Valse] /___\
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The second phrase of the quoted melody (bars 8~15) is a contrary wave with a final
descent which displaces the uniform rise (preceded by a fall) of the contrary wave
of the opening phrase (bars 1-8). This change reflects what Mazel’ regards as the
natural melodic tendency for descent in melodic completion.

Culminations are the last topic Mazel’ discusses in this section. A culmination is
the highest peak of a melodic wave, and is an important element both structurally
and in terins of expression. Because a culmination necessarily implies a peak, it is

restricted to common (i.e. not contrary) waves.

Very essential to the expressiveness of a culmination is the approach to-
ward it, for a culmination draws its energy above all from the motion to
it... There exist two ways of reaching culminations: 1) a culmination is

arrived at by stepwise motion and 2} a culmination is reached by a broad

SABEpUICHAE MCJIOAEYECKOR MLICTK, «METOAHYECKOro ALIXAHESY I'OpPAIN0 eCTEeCTBEHHEE CO-
YETAETCR CO COAAOM, HEXKe/lH ¢ NOABLEMOM. . . KOTa 05pAlIEHEAS BOIHA PCAIASYETCH B YECTOM
BEJC HA CPABHHTENLHO GO/BIIOM NIPOTRIKERHH, OHA BCe PABEO BOCOPHHAMACTCH, KAK KOHCTPYX-
OES MeHee YCTORMKBad, MeHee 3aBepUICEEAS, Hexetd oSLIMHAL BONHA, H, KaK NPABENTO, Ee
COXPAHRETCA OPE UCBTOPEHHY NOCTPOCERK (HANPEMED, BO BTOPOM HPEIOXKEHER NEPHOAA OB~
TOPEOR CTPYXTYPHI).
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skip. (p. 83)

The expressive possibilities of these two melodic motions were discussed in Section
Four, where Mazel’ connected stepwise motion with continuity and steadiness, and
motion by skip, with tension. These characteristics figure prominently in the two

different ways of reaching a culmination.

Stepwise motion toward a peak can signify the absence of obstacles, a
path without complications, motion as if by inertia...a culmination is

conquered step by step, slowly swelling. (p. 83) 24

Among the many examples Mazel’ gives of stepwise approaches to a culmination is a

Poco piu mosso section from Tchaikovsky’s Symphony No. 5 (Op. 64).

Example 61: P.I. Tchaikovsky, Symphony No. & in E Minor

(Op. 64), 11
Poco pid mosso (s-=69) —_~ = =
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Here the arrival at the high fortissimo D5 in the last bar appears very much as the
final culmination of a “slow swelling.” Such stepwise approach toward culminations

is contrasted by motion by skips.

243BecpMa CYILECTBEHA /A BHIPAINTENLHOCTE KY/IEMUHANEE IOAXO/ K HeRt, B60 KYNEMEHANMA
YepmaeT CBOK BHEPIHMI0 Npexje Bcero B BeAylleM K HeR ABHXKeHHH...CyuecTBylT fea
OYTE ROCTHHKEBAS KYILMEEANEY: 1) KyIsMUEAOAS AOCTErAETCA DOCTYNCHEMM ABMKCHECM W
2) xynbuuHanAL GepeTCE LIMPOKUM CKAYKOM.

243[JocrymenHOe ABEIKEENE K BEpLUKMHE MOXKET O3HAYATL OTCYTCTBHE DPeATCTBUR, ABIKEHKE
xax 6! 00 HEEPOHE. . . KYIULMEHANKA SABOLBLIBACTCR IIAT 33 LIAIOM, MC//ICHELIM HAPACTAHEEM.
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A culmination which is reached by a skip is most typical of composers with
plastic, elegant, elasticzlly moving melodika, such as Mozart and Chopin.
If in such circumstances a skip produces the impression of a “graceful

gesture,” then the peak will appear as a vivid “Hash.” (p. 85)%4

As an example of such a culmination Mazel’ cites an excerpt from Chopin’s Prelude

No. 18 in F Minor (Op. 28).
Example 62: F. Chopin, Prelude No. 18 in F Minor (Op. 28)

{Molto allegro]

> > CraRTotoTommoter-ets
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Beside discussing the different ways of arriving at culminations, Mazel’ also takes
into consideration the placement of a culmination in the overall melodic wave. He

concentrates his attention on the ideal placement of a culmination.

Experience shows that the “optimal” placement of a culmination (from the
point of view of the structural combination of dynamism and steadiness)
appears in the position of the third quarter of a form, regardless of whether
the thing considered is specifically the peak of a longer melodic wave or
the culmination of a more general wave of increase and decrease of tension
in an artistic whole...in the ideal, one has in mind the so called “golden

section.” (p. 87) 24

I KynbMEBANEL, BIATAS CKAYKOM, HauboNee THIMYHA AL KOMIO3HTOPOB I MEJOAHKOR ILIAC-
TEYHOA, BALIHON, YNPYTO-NORDHXkHOH, kakobBsl MonapT, Ulomen. Ecnm cxavox » TaxmEx
CAYMASX NPOR3IBOJAT BOESYATIICEHE «I'PANHO3IBEOrD JXECTa», TO CAMA BEPUIHHA KAMETCA lp‘on
«BCORILXORY,

M50nT B NOKASLIBAET, YTO «OOTHMANBHELIMY NONOXKeHHEM KYTEMHBANAR (C TOMKR SPEHHSL CO-
NeTAHHS JUEAMEYHOCTH ¥ YPaBHOBELUGBHOCTH KOHCTPYKIEH) KB/IAETCK NOMOXKEHAE B TPETh ol
ueTsepTH (OPMLI, HEIABHCAMO OT TOrO, HAET NE Peyh CHENHANBHO O BEPIDHHE IPOTIXEHHOM
MONOLHEYECKOR BONELI HAX O KYNLMEEADAW Gonee o6uiell BOAHL HAPACTAHEN B CHAfA
HAOpAXEHHAS B XYROKECTBEHEOM HeMOM, . .B HALANE 3Ke EMeeTCR B BALY TAK BASHIBACMAL TOYKA
€30JI0TOT0 CENEHHAD.
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Mazel’ goes on to explain the ideal proportion that is the golden section.

The first divides the whole in two parts, so that the smaller part relates
to the larger, the way the larger relates to the whole. Designating the
whole as ¢, the larger part as z, the smaller accordingly as ¢ — r, we get
the proportion: €% == Z. Solving the quadratic equation we find that x
relatestoc: z = ~5 =& (v/3 = 1). Approximately z = 0.62c... The golden
section in eight bars occurs on the downbeat of the sixth bar, and in

sixteen bars, on the downbeat of the eleventh bar. (p. 87) ¢

One of the examples of a melody with a culmination that occurs at the precise point
of the golden section, is an opening theme of the Adagio grazioso from Beethoven'’s

Piano Sonata No. 16 (Op. 31, No. 1).

Example 63: L. van Beethoven, Sonata for Piano No. 16 in G
Major (Op. 81, No. 1), II

[Adagio grazioso]

The theme being eight bars long, the sf A6 in the first beat of the sixth bar is the

point of the golden section. In a remark concluding the discussion of the golden

M46[gc e HAL ACTET IENOE HA ABE TAKHE YACTH, YTO MeHBIIAR YACTL TAK OTEOCATCK K Gonnured,
xak Gonniial 4acTh OTHOCHTCR k menomy. OGoamauag menoe Yeped ¢, SOALIIYIO ACTh Yepes
z, MERBLIYI0 COOTBETCTBEHHO Yepes ¢ — I, NOJYYUM Nponopoulo: iz = £, Pemax xpagpat
HOe ypaBHCERe, 0GHAPYXHM, YTO Z HeCOMIMepEM ¢ ¢: T = —% (V5 - 1). Ipubnracenno
z = 0,62¢ ... TolUka 3010TOro ce4eHNS POCEMUTAKTA OPEXOAETCA HAa NEPRYI0 A0MI0 6-I'0 TAKTS,
WeCTAEALIATETAKTA—EA HOepBYIo f0n1i0 11-ro TakTa,
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section, Mazel’ points out, almost nationalistically, that “the first scientific work on
the application of the principles of the golden section in music belongs to the Russian
musicologist E. Rozenov, and was printed in year 1904.” (p.87-8) ¢

In presenting Mazel”s conception of melodic waves and their properties, it is es-
sential to point out its kinship with Ernst Kurth’s notion of “dynamic waves.” Ad-
mittedly, Kurth applied this notion to form, and not to melody, the way Mazel’
does. However the idea behind both conceptions of wave phenomena is similar. Both
theorists avoid ascribing rigid structures to waves. Mazel’ is aware that waves are
not necessarily present in all melodies and hence cannot be defined as musically
syntactic structures like phrases or periods. Kurth's “dynamic waves"—i.e. “con-
stituent waves” (Teilwelle), “reverberating waves” (Tiefenwelle), and “after waves”
(Nachwelle)—were all considered by him only as descriptive analogies. 248

Besides this similarity in basic conception, there are several parallels in wave struc-
tures that both theorists identify. Kurth’s “constituent waves” (Teilwelle) are shorter
formal segments that link into larger “symphonic waves” (Symphonische Welle). 4°
Mazel’ identifies similar wave formations in which smaller melodic waves link sequen-
tially to form larger ones. Kurth identifies formal tension discharges (Entlandung)
that are similar to Mazel”s culminations. All these similarities between Mazel”s and

Kurth’s conceptions of wave phenomena reflect the influence the German theorist had

on Mazel’, an influence that Mazel’ readily acknowledges.

“SECTION SEVEN: Types of melodic motion” 2%

This is the last section of this chapter in which Mazel’ presents theoretical under-
standings of melody. Section Eight, which follows and concludes the chapter, applies
the earlier presented conceptions to the analysis of four melodies from the classi-

cal repertoire, analysis of the sort that would be undertaken in the consideration of

MTeneppag Hay4HAS paS0Ta 0 MPUMEHEHHER SAKOHA 30JIGTOrO ACMEERR K MyshiKe NPRHALIEKAT
pyccxoMy Myssikobeny 3. Posenosy u Eaneyaraea B 1904 roay.”

48Qothfarb, Lee., 191 n.5.

M3ibid., 101,

350587 THO MEIOANYECKOro ABUKeHnS”
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melody in larger, integrated analyses. In the present section Mazel"s discussion of
types of melodic motion unifies aspects of melody discussed in previous sections. At

the outset he tells the reader

We have acquainted ourselves with the basic elements of every meledic
motion—rises, falls and the maintaining of a level, as well as central mo-
ments of motion, peaks and supporting points. Now we can look at melody
in a broader way—we can examine the principles of melodic motion which

are formed on the basis of the just mentioned basic elements. (p. 94) %

Mazel”s approach in taking a broader view of melody is to classify different types
of melodic motion according to “one definite criterion: the presence or absence of
direction toward a goal in melody.” (p. 95) ?5? This criterion leads him to distinguish

between two kinds of melodies:

In one kind of melody activity appears mainly in. .. vividly expressed di-
rection: melodic dynamism is connected with one or another way of reach-
ing peaks, and is to a large extent concentrated in the culmination itself.
In melodies of the second kind, metion is of a calmer, steadier charac-
ter: culminations manifest themselves to a lesser extent (or are altogether
imperceptible) and do not have such centralizing importance; melodic dy-
pamism has a more “dispersed” character, i.e. it is equally distributed

throughout a melody. (p. 95) **°

3BIMy; OIFAKOMHIHCE € OCHOBHMIME O/EMEHTAMH BCIKOTO MEOZHYECKOro ABINKEHHS—
UONBEMOM, HACIAfAHEEM ¥ COXPAHCHHEM BLICOTHL,—a TAKXKE € HEHTPANLHLIME MOMCHTAMM
[BE)KEEMI—BEPIIEAAMYE ¥ ONOPHLIME ToYkamd. Temeph MAI MOXXeM BATNKHYTh HA MEJNOLRIO
IIEpe—MOKEM HCCEN0BATS 33KOHOMEPHOCTH MEJIOAHNECKOro ABMIKCHES, XOTOPhE CKIAiLI-
BAIOTCI HA OCHOBE TeX JKe& TONLKO YTO YHOMSEYTHIX OCHOBHEIX BJIEMEHTOB.

3624 onmH onpefeNeHHBIR KPRTEPEA: BAJRYAE HIH OTCYCTBEE NE/NCYCTPEM/ICHHOCTH B
MenopHER.”

3P MmenomEAX ONHONG pONA AKTEREOCTh DpPOABNARETCE 0O OPCHMYMIECTBY B...%PKO
BHIPAXERHOR RANPABJIEHHOCTH; MeOfMYECKAR AMHAMUKA CBAISHA C TEMM RIM NHLIME OYTAME
JOCTEXEHHES BEPIAHLI B B 3HAYHTEALHEOR Mepe KOHIECHTPHPYETCK B CAMOR KYIbMRHANMH. B
MeNOAALX APYTOro PORA [ABMKeHHe BOCHT GoNee COOKORHLIfl, YPABHOBCUICHHAIR XAPAKTEP;
KYNLMEESOME BRISENEHL B MeHbUleR CTENEEE (MM faXe COBCEM HZUMIYTEMbI) H He HMEIOT

155



Separating melody into these two broad divisions, Mazel’ proceeds to classify different
types of melodic motion that are most characteristic of each one. He firstly discusses
the types of motion that are characteristic of the second kind of melody—-the calmer,
steadier melody that lacks strong culminations. Following this, he discusses types of
melodic motion characteristic of the first kind of melody—the one that predominates
in melodic peaks and centralizing culminations. The section concludes with a word
about basic considerations that need to be taken into account in the analysis of
melodic motion.

Mazel’ considers steadiness to be the main trait of melodies that lack strong cul-

minations. He links steadiness to the type of melodic motion.

It [i.e. steadiness] is the result of equally spaced rises and falls and
their approximately equal ranges. Such balance is especially opportune in

melodies of a peaceful, even passive character. (p. 95) 254

As a typical example of this kind of melody, the Animato Variation from Schumann's

Abegg Variations (Op. 1) is cited.
Example 64: R. Schumann, Abegg Variations (Op. 1)

Animato

CTOMS NEHTPAIASYIOLIEr0 SHAYEHHA; MeJONAHecKaS ARHAMAKS HOCHT SoNee RIR MeHee cpaccpe-
ROTOYEHHLIRY XAPAKTEP, T.¢. paBHOMepHEe pacnpeacacka B MEJOARH,

354010 [r.e. ypaBHOBEIIEHAOCTD) CKASHBACTCS B B PABHOAIATEILHOCTH DOABEMOB M CIIANOD H B
npRSIAIATENALHOM PABERCTHE UX AHANA30HA, (UcobeHRO YMECTHO TAKOE DABHOBECHS B MEJOLHEIX
COOKORHOrO, AaXKe NACCHBEOrO XAPAKTEpA. '
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This property of equality in length and range of rises and falls leads to melodic

symmeitry.

If the balance of an outline is based to a lesser or greater degree on a precise

reflection of figures, the result is symmetry in melodic shape. (p. 96)**°

Mazel’ identifies three types of melodic symmetry: 1) symmetry based on contrary
motion, 2) retrograde symmetry, and 3) inversional symmetry. He regards the first

type of melodic symmetry as most frequent.

Common type of symmetry is based on contrary motion, i.e. (as in imita-
tion) on the replacement of a given direction with the opposite one. Such
kind of symmetry of shape can be found in folk songs of dance and playful

character. (p. 96-7) ¢

As an example of a melody in which motion is based on this type of symmetry, a

Russian song (“As on the sea”) from Balakirev’s collection, is cited.

Example 65: Russian Song, “As on the sea,” from a collection by

M.A. Balakirev

at I =~ " T B, LY o
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> = s T
-~ A A | = D r ] i i r s )
rr i eyt 4 '

Mo-fro, Ho-Pre cuw  we Wy,UML o "o-P10, Mo+ fto o - vte-nY

255Ecu paBHOBECHE PECYHKAa OCHOBAHO HA GoJiee MIE MeHee TOMHOM OTpaXXeHHH QHryp, TO
POSHEKAET CAMMEPTAA MeIOAKECKOrO PUCYHKA.

3B606LINHRR TR CHMMETPHY OCHODAH HA DPOTHBOABIIKEHAR, T.e. (Kax M B EMHTAIMH) Ha
saMeHe AAHHOI'O HAIPABIEHHA [PMKeHEA DpoTEBononoxkHuM. C nopo6Horo posa cHMMeTpHER
PECYHEKA MOXHO BCTPETHTHCA B HaPOLHBIX HECHAX IACOBOrO M HrPOBOTO XAPAKTEpA.
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In it the ascending motion of the opening two phrases is replaced by descending
motion, resulting in what Mazel’ regards as a symmetrical structure.
The second type of symmetry Mazel’ identifies is retrograde symmetry. He de-

scribes it as being

based on motion from the end to the beginning, and as such represents
a “mirror” reflection of the succession of shape and rhythm, similar to

“returning” or “crab-walking” imitations of polyphony. (p. 97) *7

Strict symmetry of this sort “can change a reflected part of melody to the point of not
being recognizable.” (p. 99) ?*® As an example of this type of symmetry the subject
and its retrograde from J.S. Bach’s Fugue in G Minor, from The Well-Tempered
Clavier (Book I), is cited.

Example 66: J.5. Bach, Fugue in G Minor, WTC I, 16

(BWV 883)
a) _ 't ‘_.'. . . .
r~ o — = T o .——'——.—-——-.————
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The character of the two melodies is very different, causing them to almost appear
unrelated, whereas in fact they are related in the highest degree.

The third type of symmetry Mazel’ identifies is inversional symmetry.

[That] type [of symmetry] is based not on the successive reflection of

“sound after sound”, but on the permutation of intonations in the inverted

B7ocHoBAH EA QBHXKEHHH OT KOHNA K HAYATY W NPEACTABASET HOBTOMY HOC/TeNOBATENLHOS
€SePKANBLHOE» OTPa’keHEE PHCYHKA M PETM3, NOROGEOS €BOIBPATHLIMY HH €PAKOXOAKLIM® HM-
HTAOELM B DOnnQoHAM,

3884y 00keT RIMEHNTD OTPAMKEHHYIO HACTEL MeJONUE [0 HeySHASaeMoCTR.”
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order, i.e. on the rearrangement of whole segments of melody without

changes within them. (p. 97) #*°

As an example of a melody that contains this kind of symmetry, Mazel’ quotes a

Ukrainian song.

Example 67: Ukrainian Song (source unknown)
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The inner two phrases in this Ukrainian song are not exact, but rather approximate
inversions of the outer ones.

Free symmetry is a principle of melodic motion that combines all the above three
types of symmetries. Mazel’ considers free symmetry as more frequent than strict

symmetry.

The predominance of {ree symmetry is competely natural. The unfold-
ing through time of the musical art is associated with forward motion,

constant change and renewal. (p. 99) 2°

59(3701] THD [cEMMETPHU] OCHODAK He Ha NOCAEACBATENLHOM OTPAXEHUE €3BYK 34 IBYKOMD,
a HA IepecTaHOBKe HHTOEAOMR B o6paTHoM MOPAAKe, T.C. EA NEPEMELICHHH LENLIX YYACTKOR
MenonmR Ges mepeMeH BHYTPHM HHX.

360[[peobnagsude cBOGOAHON CHMMETPEH BIOJIEE eCTECTReRHO. MyshKanLHOE HCKYCCTBO,
PasBEpTLIBASCE BO BPEMEHU, CBA3IAHO ¢ ABMJKERHEM BOCPER, ¢ HOCTOMHHLIM NIMCHCHREM M
oGHOBICHEEM,
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Mazel’ argues that free symmetry serves as a vehicle for these qualities. Among the
several examples of melodies he cites, in which motion is governed by free symmetry,

is a Vivace theme from Sergey Prokofiev’s Romeo and Juliet (Op. 64).

Example 68: S. Prokofiev, Homeo and Juliet (Op. 64)

The main symmetries that predominate in this melody are those based on contrary
motion and inversion: the ascending scales are replaced by descending ones, and the
intervals between the staccato eighth notes at cadence points are inverted.

The preceding discussion of symmetry emphasizes various melodic formations that
are based on this principle. In Section Seven of Chapter Two, symmetry was examined
from the perspective of dimensional thematic structures. Mazel”s preoccupation with
symmetry reflects the importance he ascribes to it as a principle that governs melodic
formation.

Another principle of melodic motion he discusses in connection with the calmer
type of melody that lacks centralizing culminations, is “surging” motion. He describes

the melodic phenomenon thus:

One has in mind a smoothly curving line, suppressing direction toward
a goal, “thickening” around a height or slowly, very gradually changing

levels; the melody is at once moving and staying in place. (p. 102) !

61/ meerca B BRAY MIARHO HSrUGAIOUIARCS NHHMSL, CTPEMAIASCS YACPHKATECH, SACTHITR® HA
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Mazel’ points the reader to middle sections of Bach’s fugues for such types of melodies.
The influence of Ernst Kurth in Mazel”s conception of “surging” motion, particu-
larly in the identification of Bach’s melodies as examplifying such motion, is obvi-
ous. Mazel”s description of “surging” motion is very similar to Kurth’s conception
of Fortspinnung, which the latter based on Bach’s melodies. Kurth describes his
understanding of Fortspinnung in Grundlagen des linearen Kontrapunkts (1917).

“Melodic Fortspinnungis. .. the technique of continuous transition. . . constantly

forming anew out of melodic energy, a continued effect of motion.”?%?

The “continued effect of motion” that Kurth identifies results in the type of melody
Mazel’ describes as “at once moving and staying in place.”
Unlike Kurth, however, who limited Fortspinnung to Baroque melody, Mazel’

extends his conception of ‘surging’ motion to later historical periods.

Surging motion sprang from new foundations in Romantic and especially
Impressionist music. . . the relationship between melody and harmony comes
to the fore: melody is perceived as something that wells forth from the

harmonic complex, or otherwise melts in the color of its vivid resonance.
(p. 103) %

As an example, the opening of a Debussy Prélude “La fille auz cheveuz de lin,” is

quoted.

cBOefl BRICOTE MM MeLMNeHHO, ¢ SOMBIIOA MOCTEUeHHOCTHI0O HIMEHATh YPOBEHh; MENOANL H
RBEKETCR M Xak 56bI OpebniBaeT Ha MecTe. .

263vDie melodische Fortspinnung ist...eine Technik des flieBenden Ubergangs. . .stetige neuerfor-
mung aus der melodischen Energie, eine Weiterauswirkung der Bewegungen.” (E. Kurth, Grundian-
gen des linearen Konirapunkts (Bern: Verlag Krompholz & Co., 1917), 225.)

363H» HOBOMA OCHOBE BOJIHKKAET MapAllee ABMIKEEHAE B POMAETRYeckol B ocobeHBO MUpeccHo-
HHCOKOR MYSLIKE,..Ha NePBELIM O/aH BEIXOAUT COOTHOMIEHEE MEJONMK M IAPMOHHE: MENORRL
BOCHPEHHMAETCE KaK HEUTO BLITeKalollee M3 IapMOBEYECKOro KOMINekca wiu, Haobopor,
PACTBOPRIOLIEECH B EI'0 KONOPHCTHYECKK KPKOR 3BY4HOCTH.
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Example 69: C. Debussy, Prélude, “La fille auz cheveuz de lin”

(1910)
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Mazel”s discussion of melody that predominates in peaks and centralizing cul-
minations presents principles of melodic motion that are most active in that type
of melody. Among such principles he identifies progressive motion, melodic contra-
diction, and motion with steps. The last two were discussed in earlier sections as
contrary motion and sequential melody. Their restatement in this section underlines
their importance as principles of melodic motion in melodies that predominate in
peaks and centralizing culminations. Mazel’ sees progressive motion as central to this

kind of melody.

The basis of every direction toward a goal, direction toward a melodic
peak, is forward motion, motion in one definite direction—either up or
down—i.e. progressive motion. It can be compared to a straight line, in
contrast to the oscillating or reservedly rounded motion which we have

studied up to now. (p. 105) 264

3640cnoBa BCAKOR IeNeyCTpeMAEeHEOM, HANPAB/NSHHON K BepIUREE MEJOSRE €CTh ABIKEHHE
shepen, ABRKEEAE B ONHOM ONpefe/ieEHOM RANpaBA¢ERA—ING0 BoepX, THGO0 BHAS,—T.C. ABENKe-
HEe DOCTYnaTennEoe. Ero MoxHO cpapHRTH ¢ DPAMOY AHEHMeR, B OTARYEE OT KONeSATILEOCTR
SJIE 3AMKHYTOR OKPYT/IEHHOCTH ABHsKeHHH, KOTOPhIe MKl 0 CHX RCP H3YYaA.
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Mazel’ illustrates such progressive motion with the Allegro assai theme from Mozart’s

Symphony No. 40 in G Minor (K. 550).

Example 70: W.A. Mozart, Symphony No. 40 in G Minor
(K. 550)

Allegro assai
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Types of melodic motion in goal-directed melodies are also subject to principles

of melodic contradiction, which Mazel’ describes as

the contradiction of separate intonations with the general melodic mo-
tion. Its basic significance is in the creation of melodic dynamism and
intonational variety. The role of this principle appears most prominently

in melodies of dramatic nature. (p. 108) %

A theme from Georges Bizet's Carmen is cited as an example of a goal-directed

melody in which motion is governed by melodic contradiction.

2"55npu:rrnm:»]m‘mn OTAeNBHLIX MHTOHaOMH obweMy Xoay Menonus. OcHOBHR ero cMmuicn—
COSAAHEE MeJONHYECKOR AMHAMMKM M EHTOHANMOEHOrO pazsocOpasus. C mamGonblielt cunof
BHUBMNLETCH POAL BTOrO NPUHIMOA B MENOAKAX APAMATHYECKOr0 XAPAKTEPA.
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Example 71: G. Bizet, Carmen (1875)

Andante moderato
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Mazel”s comment on this melody is:

On the border between bars five and six (at the point of the golden section)
occurs a turning-point from descent to ascent, to a certain degree prepared
by the previous ascending “contradictory intonations.” The principle of
melodic contradiction, sharply and successively applied, allows for the

creation of a gloomy, threatening, genuinely tragic theme. (p. 108) 26¢

The third principle governing melodic motion of goa.l-directed melodies is motion

with steps.

A specific aspect of progressive motion, elaborated by contrary motion,
represents motion with steps. .. We refer to progressive motion as stepped
when it is systematically elaborated by repeated intonations or steps in

the opposite direction. (p. 110) %7

As an example of melodic motion governed by this principle, an excerpt from the

Presto theme from Domenico Scarlatti’s Sonata No. 29, is referred to. This excerpt

%Ha rpanm 5-ro ¥ 6-ro TakToB (B TOMKe 3070TOro CeyeHHES) OPOMCXOAAT HEPENOM OT
EHCOANAHHE X OOABEMY, B KaKOH-TO Mepe DOATOTOBICHEEIR DPEXKEEME BOCXOASIUIEME <HH-
TOBAREAME coupoTEBNERHA». IIpuHIuUO MeloaEyecKkoro COMpPOTHBNEHER, OCTPO H NOCAENOBA-
Te/bHO NPEMeHEEHLIR DO3BO/AET CO3AATh CYMPAYAO-TPOSEYI0, HOANEEHO TPATRYECKYIO TEMY.

%70co6mR BHA, HOCTYNATENBHOCTH, OC/NOMKEHEEHOR CODDOTHBACHAENM, OpeACTABAKET
CTYNERMATOE ABRXKeHRE. .. CTymeHuaTEIM MEI HA30PEM NOCTYHATENLHOE ABMKeHHE, OCHOKHEEH-

HOS CACTCMATRMECKE HOBTOPAEMbIMHY HHTOHANUAMHE MAR LIATAMA oﬁpamoro HalpapineHEBA.
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was discussed in Section Eight of Chapter Two (Example 35), where it illustrated
Scarlatti’s typical dimensional thematic use of several repeated phrases, concluding
with a cadence. %8 Here the same excerpt is used to illustrate motion with steps.
Having presented the basic principles behind different types of melodic motions
in the two kinds of melodies—the kind in which direction toward a goal is lacking,
and the kind in which it is strongly felt—Mazel' concludes the section on types of
melodic motion with a mention of three considerations that need to be kept in mind

when analyzing melodic motion. He explains the first of these considerations thus:

“1, Melodic motions are not isolated from each other. They exist in

constant interaction, mutually elaborating.” (p. 191}

Mazel’ refers back to the Presto from Scarlatti’s Sonate no. 29 as a melody in

which this consideration is particularly relevant.

%, ..in the example [of the Presto from Scarlatti’s Sonata No. 29, where
motives move contrary to the basic direction of the melody, stepped mo-

tion is stressed by iambic skips and progressive spans.” (p. 119) *°

This type of interaction of melodic motion must, in Mazel”s view, be conaidered in

integrated analysis of melody.

268The whole of Example 35 is reprinted here.

Example 35: D. Scarlatti, Sonata No. 29 in D Major

[Presto]

il
lf
F
I
!L‘
|

69«1 MesopEuecKRe ABMKEHNS He H30NEPOBAHHl APYT OT Apyra. OHRE CYIECTBYKT B NOCTO-
AHHEOM B3AHMOAENCTBRH, B3AMMHOM OC/NOXKHERUH.”

170 » npmeMepe [comaTir CxapnaTTas| cTymemRyaTOE ABHKeHHE, TAC MOTHBEI ABAXKYTCK BO-
NpexE OCHOBHOM HAIDABNEHHOCTH MENOME, YCKTeHO IMEHYECKAME CXaWKAMH ¢ Dporpec-
CHPYIOIIEM PasMaXoM.
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The second consideration which must be kept in mind is explained thus by Mazel’:

2. The principles of development within a melodic line appear as reflec-
tions of general principles of development in musical works. .his refers
to the simplest and more complex phenomena. The melodic wave is the
prototype of the dynamic wave of greater dimensions, which is capable of
encompassing a whole work. .. Elaborated by returns, progressive motion
is a phenomenon akin to ascending dynamic development of more or less
large dimensions, rarely passing without temporal falls or other obstacles.

(p. 119)

It is significant that Kurth’s conception of the basis of musical development is embod-
ied by the idea of the dynamic wave of which Mazel’ cosiders the melodic wave to be a
prototye. In this way the second consideration for analysis of melodic motion reflects
the connection between Mazel”s understandings of melody and Kurth’s conceptions
of form.

Mazel' explains the third and last consideration to be taken into account in

analysing melodic motion, with the following words:

3. The melodic line is closely related to other means of expression. Thus in
surging motion registral and textural conditions are important. . . ; stepped
motion is often connected with typically active feet or sharp rhythmic fig-
ures; a big skip is often directed from a short to a long sound... A culmi-
nation is underlined by all possible non-linear means; the placement of a
culmination within a period is subordinate to general syntactic principles.
(p. 119) 7

3712, TIpMEMMAON PA3PHTHA BHYTPM MEIOSUYECKOR NHHER ABJLIOTCH OTpa)ceEReM oburzx
DPRHENENOD Pa3BHTHA B MY3BIKANLHEOM IPOH3IBOMEHHE. OJTO KACAETCS K CAMEIX MPOCTEIX
&Bnenng B Sonee cNOXKHKIX. Menoguyecxas BONHEA—-NPOTOTHEN ARHEAMEAYECKOR BONEL 6onsmoro
MacimiTaba, MOryLIER OXBATHTL M ILejoe Opom3sefieEue...OcnoxxHeEHad BO3BPATAME HOCTY-
DATeNLHOCTL €CTh ABJIEHNE, DOACTBEHEOE BOCXOASIEMY [AMHAMHYECKOMY PasBATEI Golce
HIH MeRee KPYRELIX MaciiTaGos, peako obxopAlleMycd Ges BpeMeHHELIX CHajoB ENH HHEIX
npensTcTBHA.

3"IMenopuyeckas NAEES TeCHO CBA3AHA C [APYTHM CDeACTBAME BDHIDAKEeHHK. Tax, ALK
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With these generalised examples of the connection of other expressive means and the
melodic line, Mazel™s presentation of types of melodic motion and principles governing

them, concludes.

“SECTION EIGHT: Analyses of separate melodies” "2

In this last section of the MELODIKA chapter, Mazel' presents integrated analyses
of four complete melodies, all opening themes of Classical works. The themes analysed
include the eight bar theme of the Prestissimo of the finale from Beethoven’s Sonata
for Piano No. 5 in C Minor (Op. 10, No. 1), the opening theme of the Allegretto
of the finale from Beethoven's Sonata for Piano No. 11 in Bb Major (Op. 22), the
opening theme of Chopin’s Nocturne in Dy Major (Op. 27, No. 2), and the opening
period of the vocal line from Tchaikovsky’s Romance “Be it day.” Presented here is the
second analysis. The theme of the Beethoven Sonata for Piano No. 11 in Bb Major
was already discussed in Section Six of Chapter Two (Example 20), where Mazel’
used it to illustrate the dimensional thematic structure of a classical splitting with
closure. The theme’s dimensions of thematic structure are not referred to by Mazel’
in the melodic analysis presented here. The reason for this is his separation of the two
subjects of dimensions of thematic structure and of melody in his presentation of each
in Analysis of Musical Works (1967), and his unwillingness to confuse the two. We
will, however, connect the melodic analysis to the dimensions of thematic structure
Mazel’ identified earlier. This will permit us to take an analytical step forward in the
integrated understanding of the theme. The ultimate objective of integrated analysis
would be to connect (or synthesize) all the conceptions into a single whole. This,
however, precludes a familiarity with Mazel”s entire theory of integrated analysis, of

which we have presented only several aspects.

OapaAlLEro ABHJKEHHS BaXKHh DerHcTpOBhle B GaKTypHLIE YC/IOBHA...; CTYNCH4ATOC ABHXE-
EH¢ OGHINHO CBASAHO CO CTOOAMH aKTHBHOTO THOA MM OCTPLIMHU PHTMEYECKHME UrypaMu;
6OMLUIOR CKAYOK 4acTO HAaOpABIAeTcS OT KPaTKOro apyka k goarouy...Kyasuesaoms nog-
YepXHBAETCH BCEROIMOMKHEIMA HeJiMHeapHRIMHE CpeACTBAME; MecTOHAXONleHHe KY/ThMEHALMN
B Oeproji¢ NOAYAHEHO oﬁmecnn'raxcu'-lecxnu 3aKOMOMEPHOCTAM.

373%58, ARANMIK OTACNLELX Menogun®
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Example 20: L. van Beethoven, Sonata for Piano No. 11 in Bb
Major (Op. 22), 1V [Reprinted from pp. 52-53.]

(r
Allegretto
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Mazel™s presentation of his analysis of the melodic structure of this theme begins

with general statements on its overall style.

This melody is akin in spirit to Mozartean melodies. . .similar to many of
Mozart’s melodies, it combines momentum (significant role of continuous,
sixteenth note motion in a moderate tempo) with lyrical melodiousness.
(p. 123) %™

34374 MenOARA POACTBEHHAA N0 AYXY MOIAPTOBCKEM MEMOAHIM. . . HOAOERO MEOIEM MeIOREIM

MonapTa, OHa COMeTAET NOABMXKHOCTH(6onbliag poOlb HENPEPEBECrO ABHXXEHHAN LICCTHA-
OATLIME B YMEPEHHOM TeMIle) € AHpiYecKOR HANeBHOCTLIO
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Following this he considers the melodic structure in the context of different analytical
conceptions presented throughout the MELODIKA Chapter. His entire analysis is
presented first.

The melody begins with two two-bar contrary waves, in each of which
predominates stepwise motion. The peak of the first wave is scale de-
gree VI, the peak of the seccond one—the leading tone, which gives the
melody (as often happens when that note is a peak) a nuance of sensitiv-
ity that in the given case (in the context of overall melodic motion) com-
bines with the element of Mozartean “gracefulness.” This combination is
enhanced by the conclusion of each wave with ascending chromatic neigh-
bours, which became in the XVII Century a particularly refined means
of gracefully sensitive lyricism...The two contrary waves encompass a
comparatively large range, and create a harmonically symmetrical, closed
structure (“question-answer"—TDDT). After this follows (in the “third
quarter” of the form) more energetic motion, devoid of interruptions, stop-
pages, returning to a comparatively narrow range. But even this most
active (“motoric”) part of the melody is interwoven with intonations of
lyrical character: here is sequentially repeated the motive of a suspen-
sion, preceded by a descending fourth—one of the typical motives of a
lyrical melodika. .. Rhythmic energy with an absence of definite (ascend-
ing or descending) melodic direction creates a character of contradiction,
inducing the expectation of resolution. Consequeatly the uninterrupted
circling of the melody, as it often happens, serves here as a prelude to
ascent, beginning in the middle of the sixth bar and again encompassing
a broader range. In this conclusive two bars is reached the overall peak
(culmination) of the structure, providing a résumé of the whole develop-
ment: an ascending scale with an abundance of chromaticisms which, as

it were, generalize the analogous motion of ths endings of the initial waves
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(eight notes)—the final four sounds representing in themselves a broaden-
ing out (in the sense of range, as well as of duration) of the lyrical motive

dominating bars 5-6. (123-4) 7

To describe the general structure of the theme, Mazel’ makes use of the conceptions
of melodic waves, peaks, circling motion, ascending motion, and the culmination—all
ideas presented earlier in the Chapter. From the identified larger structure Mazel’
proceeds to consider modal and harmonic details: the scale-degrees of the peaks
of the opening two-bar contrary waves are respectively degree six and the leading
tone. This placement of the peaks leads Mazel’ to make some observations on the
implicit style, which he calls Mozartean. The ascending chromaticisms of the ends
of each two-bar contrary waves have also in his view, Mozartean traits. Regarding
the harmonic structure, he comments on the opening contrary waves as harmonically
closed, forming a “question-answer” phrase (I-V-V-I).

The details of the second part, begining with the “more energetic motion,” are

76HaymaaeTcE MENOARK APYMA O6pAleHELIME ABYTAKTHEIME BONHAMH, B KANROHR HI KOTO-
PhIX TOCOOACTBYET ILTABHOE JBH)KeHHe. Deplimua mepsoft BonHEI—VI cTymeEs Maxopa, Bep-
WIARA BTOPO#—BBONHAIA TOR, DPMAAIWIHE MeoAuH (KAK 9TO 4acTO GhBACT LPH BepuUIMH-
HOM HOMNOXKCHMH HTOrO SBYKA) OTTEHOK YYBCTBHTENRHOCTH, KOTOPMZ B NAHHOM ciayuae (B
ycroBuax obiiell DONBEXKHOCTH MeNOHE) COYETSETCH ¢ DAEMEETOM MONAPTOBCKOH «rajlaHT
BOCTHY. JTOMY 3Ke COMETAHMIO crnocobcTEYeT OKOHYAHHE 0GeHX BOJIH BOCXOASIIAME XPOMATHY~
eCKMMH SafepkaHMAMH, crapmuMu B XVIII Beke cpeacTsoM oco6o ESHICKAHHOR IaNAHTHO-
yyBcTBUTeNbEOR nmMpEKH...[lse ofpallieEHEle BONEHLI OXBATLIBAIOT CPABHETENLHO Goabuioft
AMADASOH H CO3lAI0T PAPMOHHYECKMH CHMMETDHYHO® SAMKHYTOe IOCTPOeHHe («3Oompoc—
otBeTs—TDDT). Iocne sToro cnepyer (B «rpeThefl werepTE» GopMu) € e oxumies-
HOoe NBHMKeHHe, JEIIEHHOe NepepLIBOB, OCTAHOBOK U Epallaioliieect B CPABRATHILHO YSKOM
paamasode. Ho B oTa maubonee moppuikHaf (<MOTODHAS»} YaCTh MEJNOARE NPOHHIAHEA
EHTODANMAME JHPAYECKONO XApAKTEPa: 3/eCh CEXBEHUMpPYSTCX H HOBTOPAETCA MOTHB
HECXORSUIET0 38/lePKAHRL, IpeAlIecTEYeMOT0 HECXOARIKER KBAPTOR,—GCARH B3 THIAYHEIX Mo~
THBOD JMPHYECKOR Mejomuky...PHTMHUecKas NOABHIKHOCTL DPE OTCYTCTBEH ONpeAeieHHOR
(socxopauen EAH BHCXOAAIUEH) HANPABNIEHHOCTH MCICAEA COSQAST XADAKTEPHOE NPOTA-
BOpeYHe, 3ACTABNANOMIee KAATH NPEOioNeHKN, BhIXoaa. IlopToMy 6esOCTAROBOUHOE KpyaKe-
HHEe MeJOAHH, KAK BTC Hepeako GpiBaer, CAYXKHT SfAech DpefiBepHeM Kk BOCXOXKISHEIO, HauH-
HAKUIEMYCS B cepeRHHe 6-I'0 TaKTa B CHODBA OXBATHIBAKIIENY GoLIIOR AEANasoH, B sToM 3ax-
NIOYRTENBHOM ABYTAKTE AOCTMIHYTA c6LIAN BeplIMHA (KYNLMEHANES) NOCTPOCHHS M AAETCA
HTOr, Pe3IOMe BCErO PASBRTEA: BOCXOAAIAN F'aMMa C OGHINEM XPOMATEIMOB Kak 6l obobuaeT
AHAJIOMENHOE [BHIKEHEE (BOCHMLIME), 3aBepluaBlier: HauanbHEE BOJEH!, 3 3AKIMIOYATENLELE
YeThLIpE 3BYKA NpEACTABALIOT coboft paclumpenme (KaKk B CMBICTe AHANAIOHA, TAK M B CMLICHC
ANHTEALEOCTR) NAPKYECKOr0 MOTHBA, IOCIONCTBOBABLLErO B TAKTAX 5-6,
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more precise. The sequential motives are identified and analysed as each consisting
of a suspension, preceded by a descending fourth. Mazel’ ascribes lyrical qualities
to such intonations. His main concern here is the expressive possibility inherent
in the sequential repetitions. He attributes “a character of contradiction, inducing
the expectation of resolution” to these repetitions. The resolution comes with the
conclusive ascending, chromaticized motion that reaches the overall culmination of
the theme, Mazel’ points out the connection between the last four notes of the melody
and the sequential motives, describing the former as a “broadening out” of the latter,
“in the sense of range, as well as duration.”

The attention to specifics of melodic structure apparent in the presented analysis
is indicative of the technical, or analytical aspect of Mazel”s integrated conception
of the Beethoven theme in question. The main emphasis of the analysis, however, is
not the technical aspect of the music, but rather the expressive and stylistic one, as

Mazel”s concluding words in his analysis indicate.

All the enumerated means create an elegant and energetic melody, full
of subtle lyrical expressiveness. The music breathes with calm and satis-
faction. This is expressed in the melodic line through energetic, ihough
gentle motion, not tending away from the initial level, and therefore not

being goal-directed but rather oscillating and wave-forming. (p. 124) ™

A note on the dimensions of thematic structure of this Beethoven theme, identified
by Mazel’ in Chapter Two, is necessary. The dimensions 2+2+1+1+ 2 are fully
supported by the melodic analysis that identifies the two opening two-bar contrary
waves (i.e. 2+ 2), the sequential motives (i.e. 1+ 1), and the concluding ascending,

chromaticized scale (i.e. 2). This additional analytical insight into the structure of

176 ce mepe4ACTEHHbIE CPEACTEA COIAAIOT MAAIUEYIO ¥ HOABMKEYI0 MEJIOAMIC, NONAYI0 TORKOR
JHpEYecKofl BLIPASETENLEOCTH. My3hIKa QLILMT CHOKOACTBMEM # YAOBJETBOPEHHOCTLIO. B
MeJIOAEYECKOR JIRARH BTO BSIPANKEHO OXKHBJICHHEIM, BO MAIKEM ABH)KEHUEM, HO CTPEMAIIAM-
cx YHTH OT DePBOHAMANLHOIOG YPOBHA ¥ DOTOMY He HENCYCTPEMICHHLIM, A xoneSaTensno-
ponHEOOGRA3ALIM.
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tke melody brings the reader one step closer to an integrated understanding of this

theme, and unifies the theoretical conceptions presented in Chapters Two and Four.

The conceptions of melody in the theory of integrated analysis represent the
speculative as well as technical aspects of the theory. In the MELODIKA Chapter,
Mazel’ has carried the reader from the broader conceptions of melody, in the opening
Sections, to the more concrete, analytical ones of the later Sections. Throughout,
the presentation reflects Mazel”s theoretical antecedents in the theories of earlier
20th-Century Russian and German theorists. The final analysis of the theme from
Beethoven's Sonata for Piano No. 11 (Op. 22), allows Mazel’ to unite the various
conceptions of melody into a practical consideration of a musical work (all be it only

an excerpt), thus illustrating an analytical application of his ideas.
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CONCLUSION

The aspects of Lev Abramovich Mazel”s theory of iniegrated analysis presented
in this thesis offer aa understanding of the types of theoretical conceptions that are
the basis for integrated analysis of musical works. The main objective of this type of
analysis is to consider all the available information—analytical, historical, stylistic—in
formulating an integrated understanding of a musical work. Mazel”s theory provides
the analyst with the tools to undertake such analysis.

The presented aspects of the theory permit several general observations on Mazel”s
analytical conceptions. Throughout his exposition of each aspect of the theory, Mazel’
is constantly concerned with historical, stylistic, and expressive questions. Each the-
oretical conception is considered within the context of its origins and its stylistic
evolution. There is no prelense in this to systematic musicology or the writing of
music history. Mazel’ is only qualifying his theoretical conceptions with information
“from other disciplines,” as he puts it (see p. 15). Admittedly, some of his conclusions
on folk music as the source of phenomena in Western art music, are debatable and
should be viewed in the context of Mazel”s orientations as a Marxist music theorist.

Mazel"s other main concern centers on the expressive possibility inherent in each
aspect of music considered. Each melodic structure discussed in the last chapter is
invariably qualified by its expressive possibilities. This consideration is very signifi-
cant for Mazel’, and figures prominently in the entire theory of integrated analysis.
The expressive possibilities of 2 work are closely connected to the Marxist notion of
content and the social message of a work; the analytical deffinition of the content of a
work is reached in part throught the defenition of the expressive possibilities of each

of its elements.
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Another observation on Mazel”s conceptualization of the presented aspects of his
theory relates to the extent of the repertoire which they include. Dimensions of the-
matic structures, for instance, are restricted to only the Classical repertoire that is
based on evolved homophonic thematicism. This limits the analytical application of
this idea to only that repertoire. Mazel’ considers the elements of dynamics, texture,
and timbre only in music in which they have a secondary structural role, dismissing
any music in which attempts are made to elevate these elements to structural signii-
icance; he brands music in which these elements have primary structural significance
as anti-realistic and therefore inferior from his Marxist perspective. His conceptions
of melody are broadest in terms of repertoire which they include, ranging from folk
songs to Shostakovich’s fugues. Most theories of music are limited by the repertoire
from which they were formulated. Mazel”s theory of integrated analysis in no ex-
ception. Its limitations of repertoire are, in fact, the only restriction to be found in
the theory, for the underlying idea of integrated analysis is breadth of theoretical and
analytical approach.

This breadth of approach is the most enlightening part of Mazel”s theory of inte-
grated analysis. The attempt of considering the entire complex of elements in analysis,
without bias to any one analytical method that treats a single musical parameter, re-
veals quite a different conception of the purpose of analysis from the one Western
20th-Century theorists and analysts, particularely in North America, have. There is
an emphasis in integrated analysis on synthesis through which the analyst arrives at
a closer understanding of the connection between a work’s structure and its content.
Thus the analytical goal is aesthetic and historical, in as much as the Marxist notion
of content and its definition concerns a work’s aesthetic, historical and social aspects.
That Mazel’ seeks to understand a musical work’s content through studying its struc-
ture reflects his basic orientation as a Marxist theorist. This approach to analysis is

quite novel from a Western perspective.
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APPENDIX 1

Example 72: F. Chooin, Prelude No. 18 in F Minor (Op. 28)

Allegro malto
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The misprint of the thematic dimension for this Prelude in Analysis of Musical
Works (1967) was mentioned in Section Six of Chapter Two. The broadening had a
printed value which exceeded the length of the Prelude by a whole bar.

Ldd  did? 41 M ] 414+ 2+ 3 + 2 + 5—broadening [sic]
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The obvious misprint, however, could be viewed in another way, i.c. that the second
last demension (the closure) and not the broadening was misprinted, leaving two
doubtful dimensions. There are only six bars of music concluding the Prelude in
which both the closure and the broadening occur. Assuming the dimersions of the
broadening to have been misprinted and the closure to be correct, the concluding
dimensions of thematic structure of the whole will be “...2+4.” If, on the other hand,
the closure is a misprint and the broadening is correct, the concluding dimensions will
be “...1+5.” Mazel’ does not discuss this Prefude beyond mentioning the dimensions
of thematic structure that contain the misprint, thus not offering any clues for a
choice between the two possibilities. The second possibility (...1 + 5), however,
contains a more exact progression in dimension of thematic structure; namely, the
last periodicity of the progressive splitting is summed into exactly a one-bar closure
with the second possibility, fitting exactly the definition of a progressive splitting with
closure (see p. 60). The first possibility lacks this advantage.
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APPENDIX 1I

Example 73: A. Scriabin, Prelude in G} Minor (Op. 16, No. 2)

Allegro J=80
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