
Abstract 

Vicissitudes is a composition for orchestra with a duration of 

approximately 13' 30". The main idea of' the piece, the subdivision of the 

orchestra into small soloistic groups alon2 with larger ensembles. was 

inspired by the principles of' one of the Bnroquc f'orms. namely the Conccno 

Grosso. 

Vicissitudes est une composition pour orchestre ayant ilne durie 

approximative de 13' 3 0 .  L'idtk cenirale de la piéce. la division de 

I'orchestrc en petits groupes ayant une fonction soliste de même qu'en 

ensembles plus larges. a Gré inspirc'e par les principes d'une des lormes 

Baroques. le Conccno Grosso. 
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One of the main ideas for the picce Vicissitudes came fiom the 

general structure of the Concerto Grosso -- the earliest form of instrumental 

concerto. from the Baroque period. In the Baroque Concerto Grosso, a small 

group of soloists (known as ri coric~rtirio) was presenicd opposite a larger 

orchestra (ripiriin). Therefore. the most important structural ideri of 

Vicissitudes \vas to subdividc the orchestra in accordance with the gencrsl 

principles of the Concerto Grosso. However, there are a k w  important 

differcnces between the struciural design of the typical Concerto Grosso on 

the one hand and Vicissitudes on the othcr. First and forernosi. in this piece 

sevcral smaller groups of instruments are katured. compared to the single 

smaller group of soloists that was typical in the Baroque forni. The second 

essential di tkwnce is thrit the sniall instrumental ensembles of Vicissitudes 

cach contain a differcnt number of instruments. Further. these ensembles are 

no1 Iixcd: sonie instruments are removed freely from the ensembles already 

featured and aitachcd to new ones ihat have not bcen prsscnted yct. 

Moreover. within the course of the piece some smallcr instrumental groups 

play a morc prominent role. whilc othcrs are "dissol\~ed" in10 the orchestral 

background. In addition, sonie instruments also enicrge liom the orchestra 

and ci.ystallise into the soioistic groups. This timbra1 niobility is supponcd 

by a constant shift in dynamics. tcnipi. texture. and rhythmic. liarnionic. and 
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B niclodic combinations. The elernent of constant change on the one hand on i  

a certain element of unrxpcctedness on thc othcr can be loosely associated 

with an image o f  vicissitude in the bronder sense of the word. AI1 of the 

above have given the piece iis title, Vicissitudes. 



The principles of formal organisatian 

As has alrcady bcen mentioned. the formal structure of the piece is 

gencrally a result of the opposition of the soloistic groups to the Iarpcr 

ensembles. This idea of an altemation between smallcr and larper 

ensembles. using an approach which differs from that of the Baroque 

Conceno Grosso. suggcsted a form which. although continuous. is 

conipriscd of a numhcr of short sections. As a result ihcrc arc fiftecn 

scctions in the picce. wiih a total duration of thirteen niinuies and thiny 

seconds. Thcsc sections arc of varying Icngth and difkrent scorings, and arc 

prcsented as  a continuous scrics of shon niusical cvents. In this analysis the 

sections of the piccc will he named eithcr ripierio or nriicerrirrr~. thus 

retlecting their structural and orchestrationûl status in the piccc. 

The ovcrall design of the piccc is prcsented in chart 1 (following 

page). As one may sec. the ripicrio sections are not neccssarily followcd by 

ciritccrri~irr sections. jus1 as the soloistic scctions are not always followcd by 

rirrri scctions. The subdivision inio ripirrio and cortc~~rWrrr according IO thcir 

instrumentation may also scem at first glûnce to be vcry subjective. This is 

truc for several rcnsons. First. the nunibcr of instruments uscd for the 

conc~v?ino and ripieno scctions is often alniost identical. Howcver. the niain 

justitication for the classifisaiion in tliesc cases is no1 brised on the quantity 

of instmmcnts. but raiher on thc conibination of instruments and their 
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Section N' 

(ripieno 1) 

section 2 
(concertino I )  

section 3 
(ripieno I I )  

section 4 
(ripieno I I I )  

section 5 
(conccrtino II) 

section 6 
(conccrtino III :  

section 7 
(concertino IV) 

section 8 
(ripicno IV) 

section 3 
(ripieno V) 

MM w 
mm. 1-12 

mm.13-25 

mm. 26-38 

mm. 33-52 

mm. 53-70 

mm. 71-87 

mm. 88-37 

mm. 98-1 2- 

mm. 125-31 

Instrumentation 

floodwinds and strings 

2 Il.. 1 ob.. 1 cl.. 2 horns. 
2 trombones. 2 perc. 
Iwith the melodic 
supporr of the strings) 

floodwinds. brass, 
strings 

strings 

1 bsn., 2 horns. 2 
trumpets. 2 trombones, 
tuba. 2 perc.. p-no 
(with the participation of 
the strings) 

2 n.. 2 pcrc. 
(with the participation 
of the strings) 

2 n.. 2 ob., 2 cl., 1 bsn., 1 
horn. 2 trumpets, perc. 1 
(with the participation of 
the strings) 

woodwinds. bnss. 
strings 

woodwinds. 2 horns 

luration - 
1 min. 

45 sec. 

30 sec. 

45 sec. 

1 min. 

20 sec. 

30 sec. 

2 min. 

50 sec. 



Section No 

section 10 
[concertino V) 

;cction 11 
[ripieno VI) 

section 12 
(concertino VI) 

section 13 
(ripieno Vil) 

section 14 
(concertino VI1 

section 15 
(ripieno VI11) 

MM Ne 1 Instrumentation 

nm. 139-47 celesta, 2 perc. l 
mm. 1-18-54 

mm. 1GG-74 aoodalnds. bmss. 
strings 

2 trumpcis, 2 
trombones. strings 

mm. 15545  4 groups of soloists: 
1) 2 trumpets. 2 
trombones 
2) 2 bass.. 2 horns 
3) 2 n.. 2 ob.. 2 CI. 

4) 2 perc., cd. 

mm. 175-92 

Juration 

30 sec. 

20 sec. 

30 sec. 

30 SN. 

1 min. 

3 min. 

vln 1 and: 
1) 2 perc. p-no, 2 cb. 
2) vln. 2. vla. 1, ccllo 1 
cb. 1 
3) 2 perc., ccl., 2 fi. 

mm.193-241 woodwinds. 
brass. strings 



semantic function in the piece as 3 whole. Second. the contras1 between 

sections, which seems very obvious when one uses the two opposing ternis 

"coricertino" and "ripierio". is often greatly disguised by transitional 

passages from one section to thc next. Third. somctimes a section which 

sians as concerrinrr. using only 3 sniall instrumental ensemble, soon 

incorporates a gradunl addition of the whole orchesira. thus soniewhai 

obscuring the functional role of this section in the piece. Finally. in the 

e ~ r ~ c ~ r t i ~ i ~ r  sections the sniall soloistic group is oiten supported by other 

orchestral Croups. which also may veil the functionül role of that particular 

section. Nonethelcss. despiie thcse difliculties in classilication. il was quite 

important to difierentiaie bctween the two disiinct semaniic Iùnctions which 

the different sections of the piecc could have. For this reason the 

subdivision in10 coiicertirio and ripierio has been niadc. 

The fornial subdivisions of this piece are often articulatrd by nieans of 

changes in al least three of the following main paraineters: inswmentation. 

texture, dynaniics. rcgister. and tempo. Sometimes these changes may also 

involve some reorganisation of the piich structure. certain changes to the 

rhyihniic systeni, and as a consequence. a gencral slowing-down or  

spceding-up of harmonic rhythm. 

Let us now look at some examples in detail. As an example of fornial 

subdivision arliculatcd by a change in texture. instmmenlation. dynaniics. 

register. and tempo, one can cxaminc the transition bctwcen sections 3 and 4 



m (mm. 38-39. p. 12). The beginning ofsection4. "ripieno III" (m. 39). 

presents a dnniatic contras1 to the previous niusical material ïrom several 

points of view: 

1) After a dense texture in the orchestral rirrriof mm. 36-38. only 7 

groups of strings (ccllos and double basses) are featured. 

2) The register has been dnmatically changed: stnning in 111.39. only 

the lowcst regisicr is presented. compnred to the expanded range of 

the orchestrd rirrri . 

3) Thc change in colour is also significant: thc hcginnirig of the 

"ripicno III" section is markcd by the dry. clicking sound of the lower 

strings using the effect of col lqr io rrarro. 

4) Starling in m. 39. there is also a considerable cliange in dynamics: 

ai'ter a gradual crescendo towards f andff(mm. 37-38). the dynamic 

level is suddenly shiiied to ~iiariissii~io (m. 39). 

5) After a gradual uccrlerando (mm. 35-38). there is a sudden reiurn 

:O the initial tempo of J = 76 at the beginning of "ripieno III". 

A proccss which is alniost the reverse of that described above may be 

obserwd in the passage containing ihc end of section 12 (ni. 165. p. 50) and 

ihc beginning of section 13 (m. 166. p. 51). The beginning of scciion 13. 

"ripicno VU". is highly contrasted to the section inimediately prcccding il. 

duc to draniatic changes in ihrce parameicrs: 



1) texture and insuumentation: After the transparent texture of the 

soloistic groups (for instance. woodwinds in mm. 163-64. and 

glockenspiel, vibraphone, and celesta in mm. 164-65). there is a x t u m  

to the dense texture of the orchestral ririri in ni. 166. 

2) register: After dwclling in a middle register for quitc a long period 

of tinie (mm. 125-65). the bcginning of'section 13 is marked by a 

sudden expansion of the range of the orchestral ririti. 

3) tempo: After a gradua1 ralleiiiando (mm. 155-164). thcre is a return 

to the initial iempc of section 12 (J = 72) in the 1351 measure ofthat 

section (m. 165). 

Howcver, the niost dramatic change, employing almost al1 paramcters. 

articulates the end of seciion 13. "ripieno VII" (ni. 174. p. 53). and the 

beginning of section 14, "concertino VII" (m. 175, p. 54). The beginning of 

scction 14 is markcd by a sudden dropping-oui of alniost the wholc 

orchestra. which had been playing ff. Only one single instrumental line is 

fcaturcd in m. 175: a violin solo playingpp (nori ifil~raro. senza r.spressioite). 

This contrast forcshndows the use of the same procedure thal takes place al 

the very c;iÙ of the piece (scction 15. ni. 232-33). A similrir technique is 

also employed earlicr in the piece, in the transition from section 5 to  h (m. 

70. p. 23). The bcginning of the "concertino III" (ni. 71) is mcrkcd by the 

dropping-out of  the whole string scction. which had been plnying a 



O chromatic cluster consisting of I 1 notes of the chromatic scale, and the 

subsequent presentation of a duo of flutes playing one single note in the 

highest register accompanied by drums. 

All of the devices described abo\'e were intended to crcate obvious 

contrasts between sections. On the othcr hand. there are some conipositional 

techniques in Vicissitudes that are used in ordcr to achieve the opposite 

result: thnt is, to create ccntinuity and coherence between the formal 

subdivisions. The first such device is the gradua1 emergence of a few 

instruments from the orchestral background, mainly by means of hcightened 

dynamics and articulation, leading to their final crystallisation into a 

soloistic group. An example of the use of this technique is the transition 

from section 1. "npieno 1". to section 2. "concertino IV (mm. 13. p. 5). 

Siarting in m. 7 (section 1). therc are threc instninients within the woodwind 

section (FI. 1, Oh. 1. CI. 1) and Iwo instniments in the strings (Vlas I and 4) 

that stûrt to stand out against the orchestral background. Such a highlighting 

is achieved by nicans of subtlc dynamic fluctuations within the melodic lines 

as well as, for the violas. difiërent articulation compared IO the rcst of the 

strings. Starting in ni. 13. the three woodwinds cmergc as a soloistic group. 

while the two violas have been replaced by horns. trombones. and 

percussion (m. 15). In ordcr to make the transition even subtler. the strings 

are not abandoned ai once, but instead their sound is only gradually 

abandoned (mni. 13- 17). 



b The second unifying trchnique rmployed is the use within a transition 

of a particular element that is common to both surrounding sections. hlost 

often this is an elenient o f  orchesvation. but it also could be a common pitch 

class with the support of a similar tempo. dynsniic level. and certain othcr 

parameters. An example of a case in which the unifying device is 

orchestration is found in the transition from scction 6. "concertino III". to 

section 7. "concertino IV" (m. 88. p. 29). In section 6 (starting in ni. 74) the 

whole string scction is prescnted gradually togethcr with the soloistic group. 

mainly as an element ofcolour but also as pitch support for the two flutes. 

At thc bcginning of scction 7 (m. 88) the previous soloistic group is replaced 

by a new one. but the string scction remains intact with the same functions 

of added colour and iiielodic support. As an example o f a  case in which thc 

uniîying device between two sections is a common pitch class. one can 

consider the transition from section 14. "concertino VII" (mm. 191-92, p. 

56). to section 15, "ripicno VIII" (ni. 193. p. 57). At the end of section 14. 

staning ai ni. 190, two iiutes present the pitch class a. At the beginning of 

scction 15 (m. 193). the rcst of the woodwind section enters on the a. 

Finally, in m. 195, the wholc string section also presents the pitch class a 

over a range of  live octaves, though with sonie niicrotonal iniiections. 

The third main unifying device used bctwecn IWO adjacent sections is 

the superimposition of two textuml blocks, one bclonging to the first scction 

and the othcr 10 the second scction. Consider one cxarnplc. in the transition 



b from section 9. "ripieno V", Io section 10. "concertino Vu (m. 139, p. 43). ln 

the last two measures of section 9 (mm. 137-38). the dense texture of 

woodwinds and horns is joined by a new, transparent tcxtural block the 

glockenspiel, vibraphone. and cclesta. This superimposition is meant to he 

noticed as little as possible: the new soloistic group enters at a dynamic of 

pp, whilc the woodwinds and horns have a continuous crescendo. Howcver. 

ai the end of ni. 138 the larger textural hlocl; returns iopp. the main dynamic 

lcvel of "ripicno V". and then fades out. while the glockcnspicl. vibraphone. 

and cclesta rcmain. becoming the only group featured at that pariicular 

nioment. 

AI1 of ihese cornpositional processes. both ihose crealing contmst and 

those providing a smooth transition bctwccn sections. niay be ohscrved in 

chan I I  (following pape). 

Thcre is one more compositional technique used throufhout 

Vicissitudes which is meant to creaie continuity and coherencc in the piece 

on a large scalc. This iechniquc is the use of clcar correspondences bctwecn 

different sections in l e m s  of rhythniic structure. type of texture. and piich 

content. The principles of organisation of the musical niateriil in 

Vicissitudes are actually quite economical. despite their vûriety at first 

glancc. One of these main principles is the reintroduction of maierial that 

has alrcady been presenied in an earlicr pan of the piece. However. thcre 

are no literal repetitions of the niusicnl maierial: each new "repetition" is a 



!tween 

cmergcncc of a few 
instruments [rom the 
orchestral background (by 
means of different dynamic 
and articulation). and their 
crystallisation into a 

1 soioistic group 

intrduction of the 
soloistic instruments as 
part of an orchestral 
texture a t  first. followed 
later by their 
crystallisation into the 
soloistic group 

common elcment: 
orchestration (similar 
string texture is sharcd by 
both sections) 

Contrasting 
parameters 

instrumentation: tempo 

tempo; instrumentation: 
3ynamics: tcxture: 
register: articulation 

- - - - 

tcxture: tempo; 
instrumentation; 
pitch content 



1 Transition 1 Unifying devices 
between 

Contrasting 
parameters 

superimposition of w o  
testural hlock, one from 
the first section and one 
froni the second 

superimposition of 
two testural blocks. 
one [rom the first 
section and one from 
the second 

the new section starts using 
esactly the same 
instrumentation as the end 

lol the preceding section 

common element: unifying 
oitch class and same 

testure: 
instrumentation: 
register; general 
slowing-down of the 
harmonic rhythm 

tempo; dynamics: 
instrumentation: pitch 
content: contraction of 
register 

testure: tempo; 
instrumentation: 
espansion of the 
register 

testure: dynamics: 
instrumentation; 
register 

- - - -  



D vaiation of the original block of material. involving a change ofpitch 

content. register. dynamics. orchestration. or a comhination of these. In 

order 10 clorify the ways in which this composiiional process is eniployed. a 

few examples will tic given. Though therc are several different blocks of 

tcxiurc ihai arc pariicularly iniponant in the piccc as a wholc. wc will look nt 

only threc of theni. since each represents a diirercnt approacli to this process 

of variation. Lei us cnll thesc blocks "moments" for this analysis. and for 

the sakc ofclarity nanic thcni "A". "B". and "C". 

Moment A: section 2 ("concenino IV). nim. 21-24, pp. 7-8, entire 

string section 

Moment H: section 8 ("ripieno IV"). mm. 98-122. pp. 32-40. 

orchestral tirtri 

Momcnt C: section 3 ("ripieno II"). nini. 26-38. pp. 9-12. entirc 

woodwind section and two horns 

As one c m  sec, momcnt A is Tirs introduced in section 2, mni. 21-24. 

in thc strings. The piich contcnt of ihis "moment" consists of only two pitch 

classes wiih microtonal inncctions: cb and d. These Iwo piich classes are 

presented ai opposite extrenies of rcgistcr: cb is given to both violin sections 

in iheir highest register. while d is presented hy the cellos and double basses 

in a very low registcr. (The violas slightly fiIl the gap betwccn thcse iwo 

registcrs.) 
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B The second appearance of this textural block takes place in section 12. 

"concenino VI" (mm. 155-56. p. 47). The variations of monient A upon ils 

second appearancc involvc: 

1) a slight change in the insirunientaiion: the two double basses are 

omittcd: 

2) a change in colour: a11 strings play sir1 pr~rriicello: 

3) a change in pitch content: the strings prescnt four pitch classes -- 

c#. e. e#. and g# -- siill with niicrotonal inllections: 

4) a dramatic change in register: the exaeniities of register have been 

brought inward io the range of the perfect lifth c#-g# above middle c: 

5) reduction of the block: two measures instead of the original four. 

The Iast tinie that moment A is prescnted is in section 15. "ripieno 

VIII" (nim. 201-04. pp. 59-60). This time the variations involve: 

1) a change in colour: al1 strings play su/ rasro using mutes: 

2) a change ofpitch content: each melodic line prrsents the same 

chromaiic trichord [O. 1. 21 -- g#. a. bb -- still with microtonal 

inflections: 

3) the range has ügain been dramatically expanded. enihncing the two 

extrenie registcrs of the first appeürance of moment A: the highcst in 

violins I and II. and the lowcst in the cellos and double basses. 



1 
Now consider the second example: the use of nioment B. One thing 

which is very different about this panicular moment compared with moment 

A is its length: moment B consists of the whole of section 8. "npieno IV" 

(nini. 98-122. pp. 32-40). with the escepiion of the Iast IWO nieasures. This 

moment stnris in mni. 98  with the presentation ofonly two groups from the 

orchestra: the cellos and double basses. However. the subsequent 

developnient involves the gradual addition of different groups of the 

orchestra lendinp to the orchestral riiiti starting in ni. 103. hlonient B uses a 

Iargely staiic field as Far as rhythniic structure and harniony are concerned. 

A detailed analysis of the rhythmic and pitch organisation of this section will 

be given in a later section of this paper. However. one aspect should be 

nientioned in connection with pitches: there are only six pitch classes used in 

this moment. namely a. c. c#. e. f. and g#. 

The second appearance of the musical material from nioment B is 

found in section 13. "ripieno VII" (mm. 166-74, pp. 51-53). Again this 

niaterial encompasses the entire section. However. there is only one single 

nieasure in this section that is taken directly froiii the original moment B -- 

ni. 166 (corresponds to ni. 103 in section 8). Therefore. one single nieasure 

from moment B gave birîh to an additional suuctural block (section 13). the 

whole of which is built upon a very gradual, subtle rhythniic transfomiation 

of this one nieasure. A second aspect of variation concerns dynamics: in 

section 13 there are small fluctuations in dynamics within the orchestral 



D groups, compared to the more abrupt changes in volume characteristic of the 

original moment B. 

The third and las1 rrintroduction of thc niusical material of nioment B 

takes place in section 15. "ripicno VIII" (mm. 206.17. pp. 61-63). This tinic. 

however, it occupies only a sniall pari of the scction. Ail sevcn nieasures of 

this structural block are tüken direetly froni the original nionicnt B: nini. 

206-1 1 correspond to mm. 103-08, while ni. 217 is equivaleni to m. 114. 

Noneiheless. ihere is one very important difltrence bctween thcse two 

textural hlocks. despite the repcated mensures: dynamics. In nini. 206-1 1. 

compared to mm. 103-08. completely different orchestral groups are broughi 

into the foreground hy mcans of dynaniics. 

Thc final example illustrating this variation-hased compositional 

technique is taken froni moment C. which firsi appexs in section 3. "ripieno 

II" (mm. 26-38. pp. 9-12). As was the case with moment B. nionicnt C 

coniprises the whok section. The musical material is presenied hy the 

coniplete woodwind section togethcr wiih two horns. The piicli matcrial 

consisis of the same six pitch classes as thosc used in moment B: a. c. c#. c. 

f. g#. However. the treatnicnt of the musical niaterial froni moment C on ils 

subsequent reappearances is quite different (iom the processes used to vary 

either nioment A or nioment B. 

The firsl reintroduction of the material l'rom nionient C takcs place in 

section 9. "ripicno Vu (mni. 125-38. pp. 41-43). This tinic. as in the original 



moment C. the material is prcsented in the woodwinds and horns, and 

enconipasscs the wholr section. Nonethelcss. we will cal1 this ncw 

siructural block "mon:rnt CI" due to several important changes: 

1 )  Moment C ,  prescrits a rhythmic retrogradc of thc original niornent 

C. 

2) Moment C ,  starts with only fivc members of the orchestral group: 

gradually ncw instmnicnts are addrd. and only in m. 137 is the whole 

inruunlcntal ensemble featured. 

3) The registnil range has bcen contracted. 

4) The dynamic levcl is niostlypp - p .  conipared IO the ff of the iirst 

five nieasures of niomcnt C. 

5 )  The number of pitch classes has becn cxpanded to (en: d. d#, f# and 

g have bccn addcd. 

Thc third tepetition of the matcrial from moment C occurs in section 

I I .  "ripiciio VI" (mm. 148-54, pp. 45-47). We will cal1 this transfornied 

material "nionicnt Cz: This "moment" uses the same pitch collection and 

dynamic Icvcl as moment Ci: howcvcr. there arc two niain differences 

between momcnt Cz and both nionicnt C and CI :  

1) Moment Cz is fully reorchcsirated: it fiaturcs two completely new 

sections. hrass and strings. which replace the woodwinds and horns. 

2) The texture of monicnt Cz featurcs a superimposition of the original 



moment C and its rhythmic retrograde. moment Ci. 

One can sce that each of the three "moments" descnbed above -- A. B. 

and C -- presents a different degree of variation of niusical material upon its 

reappcarance. from a slight change in dynamics and pitch content (monient 

A), to a draniatic change in register. orchestration, and contrapuntal 

technique (nionicnt C). These dcnionstraie that one of the main principles of 

the formal organisation of Viçissiiudcs is the developnient and variation of 

musical niaterial throughout the progress of the piece. 

The quintessential example of this type of hrmal  organisalion. in 

which the technique can he observed in ils pure forni, is Io he found in the 

fornial structure of the lasi section of the piecc. "ripieno VIII" (pp. 57-70). 

The structural organisation of section 15, the longest scction in the piece. is 

entirely bascd on variation of the niusical niaterial featurcd in the preceding 

fourtecn sections. The fornial structure of this section features an 

unpredictüble alternation of differcnt textural blocks froni the carlier parts of 

the piece. including supcrimposiiions of ihesc blocks. Thesc struciural uniis, 

howcvcr. arc no1 prescnted in au ahnipl fnshion: nor do ihey siniply follow 

one alicr anothcr in succession. Rather. thcre are links beiween the blochs 

that arc uscd in ordcr to make transitions as smootli as possible. niaking a 

listencr almosi unawarc of the changes in the niusical matcrial. Froni the 

very bcginning of tliis section (ni. 193) to m. 220. the link bctwwn the 



structural hlocks is the single pitch clnss a. which is constantly present as a 

seemingly endless sustaincd note. Staning in m. 220. the pitcli class a is 

replaccd in its hnction hy the already-presented collection o f 6  pitsh classes 

with a added: hcnce, a. c. c#. e. f. and g#. And of course. as a logicnl 

conclusion. the piece ends wiih the sanie sustaincd pitch a (mm. 233-241). 

This formd organisation of section 15 is prescnted in chnrt III (following 

page). 







Pitch organisation 

As was meniioned earlier in ihis papcr. one of the niain coniposiiional 

iechniqucs used in the picce Vicissiiudes is ihe creation of coniinuiiy and 

cohercncc on the Ixpest scale by means of several clear correapondciicea 

bctwecn difierent sections. One of the niost irriportant of thesc 

correspondences is on the lcvel of piich organisaiion. Therc are six niain 

pitch classes used in Vicissitudes, and ihc cniirc pitch systciii of ihe piecc is 

based on different combinations and intcrplays of thesc pitch classes. naniel) 

a. c. c#. e f. and g#: 

As one can sec. tliis pitch colleciion lias a syninietrical structure: three 

iiiinor tliirds separaicd by two minor seconds. This allows scveral different 

conibinr.iions of iis six pitch classes. In somç cases ihcsc piichcs are used 

lincirly. creating a nielodic motion. and in otliers are used ta construci ilic 

ovcrall Iiarniony: soiiietiriics they are used in a conibinaiinii of tliesc iwo 

possibiliiics. But in order to sec liow this pitch systcm works. wc iiiust lool, 

ai exüiiiplcs froiii sevcral sections of the picce. 



In section 1, "ripieno 1" (nini. 1-12. pp. 1-4). a dense niuliivoiced 

conglonieraie structure is presenied which consists of four niain pitch 

classes: a. c, c#. and e. The nielodic nioiion of each of the instrumental lines 

consists of a perpctual nieandering through ihese piich classes. ihercby 

creating a gcnerally static harmonic field. Starting at ni. 4 the mclodic 

boundmies, the pcrfect fifth a-e, gradually s ix t  to be cxpanded through the 

addition of 2 new pitch classes, f and g#*: 

However. thcse two pitch classes do not play an iniportant rolc in this 

panicular passage. scrving only the funciion of "non-hiiriiionic" iones in 

tonal music: in other words. acting as an ornanieniation of the two main 

piiches. a and c. 

In section 3. "ripieno II" (mm. 26-38. pp. 9-12). a11 of the six pitch 

classcs play an equally imponani role throughout. Here h c y  me subdividcd 

in such a way that they form three niinor scvcnths: 

T h e  g# was already briciiy iniroduced in ni.1 in sonic of thc nielodic lines 
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All insuunienial lines in this section feaiure nunieraus rliytliniic variations of 

the sanie mclodic ccll: the chromatic dyad [O.Il. The overall harmony in 

this section. if one superimposes the niinor sevcnths, is the following six- 

pitched aggregatc: 

At first glance, this structure scems ta be synimetrical. since ihc upper iliree 

notes look like a mirror image of the lowcr three. Howcver. on coniparison 

of the upper and lower sub-structures. one notices ihat their intcrvallic 

content is slightly different: the lowcr one constitutes a niinor third on top of 

a iiiinor sixth. while thc upper one consists of a major sixth on [op of a major 

third: 

The next important conibiriation of the six niain pitch classcs uscd in 

this piece can bc o b s e n ~ d  in section 8. ripicno IV (nim. 98.123. pp. 32-40), 

In this section these pitcli classes arc distributed in such a way thai tlicy 



constitutc three inads, namcly the a minor. c# ntinor. and F niajor inads*: 

In addiiion. as is obvious froni the above example. the boundarics of the 

rcgistral range arc expandcd in ordcr ta makc the uiadic grouping niore 

noticeable. However, this distribution is somewhat veiled by the doubling of 

the iwo upper triads an octave lower: 

Thus. the overall Iiamiony in tliis scciion is huilt upon ilic supcrirnposition of 

al1 triads, as  shown abovc. 

A cornplctely diffcreni approach from tliosc dcscribcd abovc can bc 

* ïhcrc arc a fcw othcr possible choices of major and minor modes for ihc thrcc in& in 
the combinaiion. For cxamplc. one o l  ihc o h ï r  possiblc conibinations is A major. C# 
major. and f minor. 



seen in scction 6, "concertino VI" (mm. 71-87, pp. 23-28). Here only one 

pitch class of the initial collection has been chosen. the niosi proniinent 

throughout ihe whole piece: the pitch class a. The whole of section six is 

based on featuring one single piich class, presented in different registcrs 

with different rhythm. dynamics, and articulation. On the other hand, the 

section is also an example of one of the basic ways of cxpanding the six- 

pitch collection without changing its functional stritus as the main pitch 

collection of the piece. This method of expansion involves a system of 

microtonal structures. The concept of microtonality is cxtrcmely important 

in ihis piece, since niicrotones are used not only as an rlcment of colour, bu1 

also as an essential addition to the purposcly liniited nuniber of pitclics used 

Microtonal inlleciions in this piece involve not only quarter-tones but also 

slight deviations of inionation which are smaller than quarter-iones but do 

not have a prccisely determined size. As an example of a typical niicrotonal 

siruciurc in this piecc. examine the violin 1 and 2 parts froni the first violin 

section, nini. 74-83 (pp. 24-27). If one ukes only the succession of pitches 

in ihose measure, the result is the following line: 

The first four pitches prcsent n gradual. slight rise in intonaiion which 



reachcs a semiione distance from the initial a \ .  while the ncxl four pitches 

rcsult from the opposite procedure. Through this principle. each of the 

instmmental lines of section 6 featurcs the whole spectrum of ihe piich class 

a. consisting ofdifferent microtonal inflcctions to a niaxinium of one 

semitone froni a$. and immediately reiurning to akaiicr reaching that 

boundnry. 

A second mcihod ofexpnnsion of the six-pitch collection. secn only 

partially in section 6. is the use of the neiglibour tones of the main six 

piiches. Thesc ncighbour tones arc used both lincarly. within the nielodic 

nioiion. and within the overall harmony. An cxaniple of the former is leund 

in scction 9. "ripicno V" (mm. 125-38. pp. 41-43). In this section only four 

of the niain piich classes arc uscd: c#. c. f, and g#. Each insuunienial line 

uses only one piich ofthis collcction. However. each of thcse four pitches is 

surroundcd by a net of nuxiliary pitches. These pitches arc chosen in such a 

way ihai. dong  with the main pitch, they constituie a chroniatic pentachord 

[O. 1. 2. 3.41'. An example of this procedure is round in the first iiute pm, 

mni. 125-27. In m.125 the first iluie. whosc main pitch is g#. introduccs 2 

toncs adjacent to the niain one. a and g. Ncxt. in ni. 127, this chromatic 

trichord is expnnded to the chromstic pcntnchord: 



An example of the ovcrall hamiony creatcd by a simultaneous prcsentation 

of the six main pitches dong  with their auxiliciry toncs can bc round in nini. 

226-232 (section 14, "ripieno VIII", pp. 67-69). Each main pitch of the 

collection has only one neighbouring tonc. eithcr the upper or the lower 

neighbour. The excerpt below illustrates this technique in a more visual 

manncr: al1 main pitches are circled. while al1 auxiliary toncs arc niarked 

with arrows. The resulting harmony is an aggregate that fcatures clevcn 

pitches of the chromatic scalc, with the omission o f f#  (sec exaniple 8 on 

following page). 

As has bcen dci~ionsira:ed in thcse examples, the pitch systeni in 

Vicissitudes is cnlircly based upon various combinations of six main pitch 

classes: a, c, c#, e, f, and g#. Howevcr, this Iargcly consistent systcm has an 

important exception: therc is onc section in this piece that does not present 

the niain pitch classes. On the conirary, it is huilt upon two ncw pitch 

classes tliat, for a short period of time. play a major role. Consider section 2. 

"concertino 1" (mm. 13-25, pp. 5-9). In m. 14 the first new pitch clüss. cb. is 

introduced and inimedintely, in thc next measure, followed by lhe second. d. 

Smiing in m. 15 and up until thc end of this section (m. 25). the dense 



texture is based on highlighting these two pitch classes in different registers 

with diffcrcnt rhythms, dynamics. and articulation. 

A second exception from the six-pitches-based system is, in fact, not 

really an cxccption but rather an elcmcnt of contrast. This contrasting 

element. founded on a cornpletcly different pitch orgnnisation. is a chromatic 

cluster comprised of clcvcn tones of  the chromatic scale. This cluster 

appears twice in the strings in section 5. "conccnino 11": in mm. 58-61 and 



mni. 67-70. The first timc (mm. 58-61 ). it is introduced in antiphonal 

opposition to the b r a s  section which. dong with thc first bassoon. kaiurcs 

the six main pitches of the piece. On its rcturn (nini. 67-69) this clustcr 

receives the support of the IWO percussion and piano*. However. the 

introduction of this cleven note cluster is too brieland episodical in relation 

to the piccc as 3 wholc to be considcred an iniportant addition to thc overall 

pitch organisation. 

* Chmmatw clustcrs in the piano appear a k w  times in the picce. niostly ;tliinl: with tlie . .. 
nietal percussion (tant-tams and gongs). However. this expansion of the hannmic 
spectmm should he viewed only as an elenient of colour and no1 as n depnnurï ïroni the 
main pitch system 



Some aspects of the rhvthmic structure 

The rhythniic structure of Vicissiiudes is looscr and no1 as rigorously 

organised as the pitch structure. However. thcrc arc a few aspccts of ihc 

rhythmic organisation which should bc discusscd briclly. In panicular. thcrc 

are two niain techniques of rhythniic treatnient eniployed in this piece. The 

lirst technique is bascd on numcrous permutaiions of rliythmic cclls which. 

in turn. arc pan of largcr rhyihmic bloclis. whilc the second rcllccts a 

rclatively stntic environnient of susiaincd notcs. 

Thc fornicr of thcsc ta'o techniques can hc scen in ils pure form in 

section 1. "ripieno 1" (mm. 1-12. pp. 1-4). The texture oi'this section creatcs 

a structure hased upon inicnvovcn rhyihniic patterns which. cithcr in their 

initial i'orm or in transformations. will bc used throughout the whole picce. 

Thcrc arc three niain rhythniic cells: 

1) r3 

Thcse rhythmic cells constitute a web consisting of numerous Iaycrs of 

diversc rhythniic groups with contrasting beai subdivisions. The cells arc al 

the sanie iinie the shbjecc ol'constant rliythmic pcrniutalion. 

The becond nuin mcthod of rhythniic trcatmcnt is directly opposite 10 

ihat dcscribcd above sincc. instead ol'constant rhythmic activity, il featurcs a 



0 static field of sustaincd notes. Nonethelcss. there me two differcnt ways in 

which thosc sustaincd noies arc treaied. The first is simply as an unchanging 

continuum of held notes. as in the brass parts* in mm. 52-55 and in the 

strings in nini. 57-61 (pp. 17-20), The second eniploys sonic rhyihniic 

diversity within a puiicular iextural block howcver. in gcneral it does not 

change the hlock's seniantic function as a static continuuni. An exaniple of 

this technique may be found in ihe strings in section 6. mm. 74-83 (pp. 24- 

26). In iliesc nicnsures each group of strings presents its own rhyihniic 

pattern. organised in such a way rhai al1 rhythniic lines within oncgroup 

sharc a cornnion noniber in the series of beats. Thesc serics of beats. 

howcvcr. do not coincide. Furtherniorc. the rhythni ol' the linc for the first 

violins consists of niultiple repciitions of one simple rhythniic cell. in the 

foriii ol'a paitcrn consisting of l'ive bcats. The rhythmic ccll is presented 

siniulianeously in Lhe second violins. but in a vcrsion consisting of four 

hcots. while the version of the ccll ploycd by the violas has thrce bcats and. 

linally. thiii in the cellos i s  a two-bcat rhythniic patrern. Necdless to say. the 

rcpetitions of the single rhythmic cell do  noi coincide across the differeni 

groups o l  insirunients. Nonetheless. cach group prcsents ihe snmc gencral 

rhythniic pattern. each in a version which d i f f m  from those of the othcr 

groups only in the aspect ol'tinic. wiih ihc shoncst rhyihmic paticrn (two 

hcats) bclonging to the cellos and ihc longcst (live hcsts) given to the first 

* The simutianeous playinp of iwo insimmcnis of the sanie faniily wiih the sanie piich 
maicrial is intendrd io crenie the illusion ol an unhrohen rhyihniic linc for ihc lisiencr. 
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violins. This rhythmic watment of the strings throughout mni. 71-87 can be 

loosely associaicd with the principles of the panisorhythmic niotcts of the 

founecnth century. 

Apan from the two main principles of rhythmic trcainieni described 

ahove. 3 constant process of permutation of rhythmic cclls on the one hand 

and a rclaiively static environnieni of sustaincd notes on the other. ihcrc is 

one niore technique that should bc nientioncd. This technique invol\'es 

gradua1 rhythmic iransl'ormations within cenain slnictural blocks. Such 

constnni transformation within a hlock logically results in the appearancc of 

a ncw rhythmic idea which. ût first glance. scenis totally unrclated to the 

initial idca. As a characierisiic example of wch n process. considcr section 

13. nini. 166-74 (pp. 51-53). '70 niake the process of rhythmic 

transformaiion clcarcr. a short discussion of the orchestrnl suhdivisions and 

pitch distribuiions is necessary. In mm. 166-71 the orchestrais subdivided 

into six groups: two flutes and two clrtrincts: violins I and II: two oboes and 

the violas: two trumpeis and two tronibones: two bassoons and iwo horns: 

and the cellos and double basses. The piich matcrial ol'ihis scction Iornis 

threc iriads: a minor. c# minor. and F niajor. Each of ihc six orchestral 

groups prcsents onc of the threc triads: howcvcr. dcspitc the immcdinie 

assunipiion thai each triad is shared hy two orchestral groups, the actual 

distribution is differcnt: 



3 groups 2 groups l group 

U U II 

triad #1 triad #t triad #3 

Now Ici us look at the first of thesc suhdivisions. in which a singlc triad is 

shared by thrcc orchestral groups. The triad ia c# (or d b )  minor. while the 

groups involwd arc: 

1) violins 1 and II 

2) IWO trumpeis and two trombones 

3) two hassoons and two horns 

In ordcr to niake ihe proccss ofgradual rhythniic transfomation hoth less 

prcdictahle and lcss nicchanical. the transforniation is divided inio thrcc 

rhythmic phases: phase I in mm. 166-69. phasc 2 in mm. 170-72. and phasc 

3 in mni. 173-74. Phase I srans in ni. 166 wiih dif i rent  rhythmic lincs in 

al1 ihree orchestral groups. In m. 167 the rhythnis or the first trunipet and 

first trombone bcconie identical: in m. 168 the second tmmpet joins thcni. 

and linally in m. 169. the wholc brass group is featured in rhythniic unison. 

Thc second phasc is distinguishcd ïroni the iïrst hy a changc in the rhythniic 

pattern shared hy the hrass. Howevcr. the proccss of gradua1 loss of 

rhyihniic uniqueness continues within the lincs of the Iwo remaining 

orchcstral groups. culminating in m. 173 wiih al1 ihrec groups prescntcd in 

rhyihmic unison. playing a c# minor triad ovcr a range of thrce ociavcs. 



Having uscd the first subdivision as the cxample, it hecomes c l e v  that 

simultaneously with this procers. an identical transformation is applied to 

the lines of the oiher two subdivisions of the orchestra. 

The Iast derail which remains io be discussed in connection with 

rhythmic orfanisûtion is the use ol'contrapuntal techniques such as canon. 

An cxample ofrhythniic canon that in\solves thc whole string section is 

l'ound in section 1. "ripicno I I I "  (mm. 39-5 1. pp. 12-16). As wcll. a second 

forni ol'contrapuntal technique. the use of rhyihmic rctroyrade. is used for 

the repetitions ofceriîin rnusicîl material in section 3. "ripieno 2"'. 

* This Intier twhniquc wns discusscd in detail in conncction wiih "morneni C" in the 
scciion cniitled "Tht principle< r i f  Ilirnial organirafion" (p. 17-18 ofihic nnelysis). 
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Conclusion 

In this analysis. three parameters wcre discussed in detail: fornial 

structure, pitch organisation. and rhythmic organisation. Howcwr. each of 

these should only be regarded as integral pans of the whole piece. 

componcnts which musi remain in closc conneciion with the othcr important 

pararneicrs of the piece. such as orchestration. dynaniics. and tcnipo. Only 

the conibination of al1 ihcsc aspects can niakc Vicissiiudcs intcrcstinp 10 

listeners and prove the piece to be niore than simply a sct of analyticûl 

commcniarics. 
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Instrumentation: 

2 flutes 
2 oboes 
2 clarinets in Bb 
2 bassoons 

2 horns 
2 trumpets in C 
2 trombones 
1 tuba 

2 percussion 
1 pianolcelesta 

8 first violins 
6 second violins 
5 violas 
4 violoncellos 
2 double-basses 

Percussion 1 

3 tam-tams: low, medium, high 
glockenspiel 
antique cymbals (A, C, E, F, G#) 
3 triangles: large, medium, small 
3 bass drums: large, medium, small size 

Percussion II 

5 gongs of different size 
(graduated in range from small to as 
large as possible) 

vibraphone 
bel1 tree 
1 tenor dmm 
2 snare drums 

Duration: 13 minutes and thirty seconds 

The score is written in C. * 

(* with t!-e usual transpositions of the double-basses, glockenspiel and celesta) 



Instructions for performance 

Notation of microtonal inflections 

f = quarter-tone sharp 
# = tliree quarter-tones sharp 
'b = quarter-tone flat 
fi = thrse quarter-tones flat 

4 b slightly higher intonation what is meant by this notation 
f 4 /, slightly lowcr intonation are not quarter-tones. These 

deviations are smaller than a 
quarter-tone but are of a not 
precisely determined size. 

Other instructions 

The marking -- means a gradua1 transition from one manner of playing to 
another (e.g. su1 tasto -+ ord.) 

Instructions for other instruments 

The piano must be prepared in such a way that it produces a dry, metallic 
sound. In order to prepare the piano one should place a metal rod over the 
strings. 

The second snare drum is always used with the snares off. 

In order to muffle the glockenspiel one should place a light cloth over part 
of the bars. 

Thc term coperio means that the drum is muffled by covering the batter 
Iicad with a cloth. 
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