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CHAPTER I  

MAKROKOSMOS. VOLUMES I ,  H ,  AND £££

The completed Makrokosmos o f George Crumb c o n s is t s  o f three  

volumes o f  p ie c e s . Volumes I  and U  are each s u b - t it le d  Twelve 

F antasy-P ieces A fter  the Zodiac fo r  Am plified Piano and have an 

id e n t ic a l  format o f tw elve in d iv id u a l p ie c e s . Makrokosmos, Volume I I I , 

Music fo r  a Summer Evening, For Two A m plified Pianos and Percussion  

(Two P la y ers) ,  evolved out o f  two ep ilogu es which were o r ig in a lly -  

intended fo r  Volumes I  and II."'

Crumb has w r itten  th a t "the t i t l e  and format o f  my Makrokosmos 

r e f le c t  my adm iration fo r  two great 20th -century composers o f  piano

music—Bela Bartok and Claude Debussy. I  was th in k in g , o f  course,
2 3

o f  Bartok’s Mikrokosmos and Debussy’ s 2^ P reludes. . ." In con trast

to  th ese ex tern a l a s so c ia t io n s , Crumb goes on to  s ta te  "however. . . I

suspect th a t 1 sp ir itu a l- im p u lse ' o f  ray music i s  more akin to  the

^Suzanne Harkins, "A Study o f C onstructional P r in c ip les  in  
George Crumb’s Makrokosmos. Volume I" (Masters T h esis: The American
U n iv ersity , 197*+, U n iv ersity  M icrofilm s #M6935), ?• 1 ,

2
The Mikrokosmos o f Bart6k c o n s is t s  o f s ix  volumes o f p ieces;  

i t  may be seen as  a s e t  o f  s tu d ies  in  th e  i n f in i t e ly  sm all, in  
comparison to  Crumb's Makrokosmos, which su ggests concepts o f the 
universe in  i t s  e n t ir e ty .

•^George Crumb, ja ck et n otes fo r  Makrokosmos, Volume I  
(Nonesuch Records, No. H-71293)*

- 1 -
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d a rk e r  s id e  o f  Chopin, and even to  th e  c h i ld - l ik e  f a n ta s y  o f e a r ly  

Schumann." The tw e n ty -fo u r P re lu d es  o f Chopin, Schumann's F an tasy  

P ie c e s , and even th e  two volumes o f th e  W ell Tempered C la v ie r  o f  J .  S. 

Bach served  as  f u r th e r  models f o r  th e  Makrokosmos; b o th  Bach and Chopin 

a re  re p re se n te d  by m usica l q u o te s  w ith in  th e  work.

G eneral S tru c tu re  o f  Makrokosmos,
Volumes I  and I I

Makrokosmos. Volume I  was composed in  1972 fo r  the p ia n is t

and c lo se  fr ien d  o f  Crumb, David Burge. Concerning the c lo se

a sso c ia tio n  o f  Burge w ith  the Makrokosmos Crumb has w ritten :

. . .  in  1962 he ^Burge/’ had commissioned and premiered ray Five 
P ieces fo r  Piano. I  was very  much ex c ited  about the expanding 
p o s s ib i l i t i e s  o f  piano idiom —i t  seemed as i f  a whole new world 
were opening up to  composers—and I  was e s p e c ia l ly  impressed by 
Burge's immediate and t o t a l  m astery o f t h is  new idiom, which 
im plied an organic sy n th es is  o f  conventional (keyboard) and 
unconventional ( in s id e  the piano) tech n iq u es. I  wanted to  do a 
sequel to  Five P ieces b u t, a la s , sev era l attem pts proved abortive  
. . . (b u t!  two or three germ inal id eas f in a l ly  evolved in  
Makrokosmos."5

Burge premiered Volume I  a t  Colorado C ollege in  Colorado 

Springs on February 8 , 1973* I t  bears the d ed ica tio n  "B. B .T  IU 

MFMDHIAM." The i n i t i a l s  r e fe r  to  Bela Bartok, and the s ig n  to  Bartok's 

zo d ia ca l b irth date  (March 25—A r ie s ) .

Makrokosmos. Volume H  was composed in  1973 fo r  the p ia n is t /  

lawyer Robert M ille r . I t  was premiered by M iller  in  A lice  T u lly  H all 

o f  L incoln Center in  New York C ity  on November 12, 197^-. This volume 

bears the d ed ica tio n  "G. M.935> IN MEMDRIAM." These i n i t i a l s  r e fe r  to  

Gustav Mahler, and the s ig n  to  M ahler's b irth d ate  (Ju ly  7—Cancer).

Ib id .

5Ib id .
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Both Volumes I  and I I  c o n s is t  o f  tw elve in d iv id u a l fa n ta sy -

p iece  s ,  and each volume tak es approxim ately th ir ty -th r e e  minutes to

perform. A su b d iv ision  o f the tw elve fa n ta sy -p ie c e s  in to  th ree groups

o f four each i s  sp e c if ie d  by the composer, and the fou r p ie c es  o f a

group a re  p layed  w ith o u t i n t e r r u p t io n .  T his d iv is io n  i s  emphasized

g ra p h ica lly  by a n o ta tio n a l d evice in  which every  fou rth  p iece  i s  in

the form o f a geom etrical d esign  or symbol. (See Table I . )  Crumb a lso

u se s  th e  word "SYMBOL" in  th e  t i t l e s  to  th e se  e ig h t  p ie c e s ,  such a s —

I / 4  "Crucifixus ŜYMBOIJ  / C apricorn /." These symbols are s tr ik in g

examples o f Augenmusik and are a lso  p ic t o r ia l  communications to  the

performer about th e character o f  the m usic. Fantasy-piece l / 8 ,  "The

Magic C ircle  o f  I n f in ity ,"  fo r  example, i s  a "Mato F erp etu o ," in  which

the performer i s  in stru cted  to  p lay  three and on e-th ird  rev o lu tio n s  o f  
7

the c ir c le -m u s ic .

A second u n ify in g  d evice in  each group o f  p ie c es  i s  the use o f
Q

surface preparations which are applied  to  the s tr in g s  o f  the piano in  

th e f i r s t  o f each group of fou r p ie c e s . Preparations are used only  

in  th ese  e ig h t  p ie c e s .

^Throughout t h is  paper the fa n ta sy -p ie c e s  w i l l  be id e n t if ie d  
and numbered as fo llo w s: 1 /4  r e fe r s  to  Volume I ,  the fou rth  p iece;
I l / l 2  r e fe r s  to  Volume I I , the tw e lfth  p ie c e , e t c .

7
The symbol n o ta tio n  o f  these p ie c e s  fo r c es  the performer to  

memorize them, and Crumb su ggests  th a t "in f a c t ,  the e n tir e  work would 
be dram atica lly  and m u sica lly  more e f f e c t iv e  i f  played from memory." 
George Crumb, "Performance Notes" fo r  Makrokosmos. Volume I I  (New 
York: C. F. Peters No. 66539b, 1973).

8Surface preparation r e fe r s  to  the fa c t  th a t m a ter ia ls  are 
sim ply used in  con tact w ith  the s tr in g  a t the tim e o f  performance.
None o f th ese  preparations i s  in serted  between the s tr in g s  before  
performance as i s  done by John Cage.
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I /4  

1/8

l / l 2

I l / 4

n /8

n /1 2

Table I .  Symbol n o ta tio n  in  Makrokosmos,
Volumes I  and I I

*"1" "Crucifixus" i s  notated in  the shape o f  a c r o s s .

G "The Magic C ircle  o f  I n f in it y  (Moto P erpetuo)" i s  in  the 
shape o f a c i r c l e .

© " S p ira l  Galaxy" i s  in  th e  shape o f  a s p i r a l ,

I / l

1 /5

1/9

_ f ~ \  "Twin Suns (DoppelgSnger aus der Ew igkeit)"  i s  in  the
form o f two id e n t ic a l ly  shaped c i r c l e s .

f s ~ \ \  "A Prophecy o f  Nostradamus" i s  a parabola-shaped n o ta tio n .

"Agnus Dei" i s  in  the shape o f  the peace symbol.

CHAIN

Table I I .  Surface preparations used in  
Makrokosmos. Volumes I  and I I

"Primeval Sounds (G enesis I)" : a l ig h t  m etal chain
i s  dropped on th e s tr in g s  and allowed to  v ib rate  
f r e e ly  throughout the p iece

THIMBLES "The Phantom Gondolier": here th im bles are placed
on the f in g e r s  so th a t th e ir  con tact w ith  the 
strongs w i l l  produce a unique so n o r ity , Crumb says 
t h is  should "evoke the image o f  a sp e c tra l  
m a n d o lin is t ." 0

METAL "The Abyss o f  Time": a m etal plectrum (a medium
PLECTRUM sized  paper c l ip  may be used) i s  scraped over the

metal winding o f the bass s tr in g s .

H / l  PAPER "Morning Music (G enesis II)" : a sh eet o f paper i s
to  be placed over the s tr in g s  in  order to  produce 
m e ta llic  v ib r a t io n s .

David Burge r e la te s  how Crumb had o r ig in a l ly  c a lle d  fo r  a 
g la s s  rod to  be placed over the bass s tr in g s ;  however, on a large  
con cert grand the rod jumped in to  the a ir  and would have shattered  
had not Burge imm ediately l i f t e d  i t  out; Burge, th er e fo re , suggested  
the " ligh t metal chain" th a t i s  now c a lle d  fo r  in  the sco re . At the 
end o f  i / l  the d ir e c t io n s  "remove g la s s  rod" s t i l l  remain in  the score, 
David Burge, "George Crumb and I ,"  Contemporary Keyboard, Julv/August 
1976, p . 42.

10Crumb, jack et notes fo r  Makrokosmos, Volume I .
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Table I I - Continued

I l f 5 GLASSES "Ghost N octurne: f o r  th e  D ruids o f  Stonehenge
(N ig h t-S p ell H )"  c a l l s  fo r  two g la s s  tumblers 
to  be placed on the s tr in g s  near the dampers; 
th ese  g la s se s  are allowed to  v ib ra te  f r e e ly  on 
top o f the s tr in g s  to  produce a m e ta llic  tim bre, 
and are a lso  slow ly  moved along the s tr in g  w ith  
one hand, ex er tin g  a c e r ta in  pressure , w hile  the  
other hand p lays a t r i l l  on the notes touched by 
th e tum bler. The consequent changes in  s tr in g  
len g th  r e s u lt  in  a w a ilin g  sound; Crumb c a l l s  
t h is  a bending o f  the p itc h .

I l / 9  WIRE BRUSH "Cosmic Wind": a p e r c u s s io n i s t 's  w ire b ru sh  i s
used in  con ta ct w ith  the s tr in g .

The general structure o f  the two volumes i s  ou tlin ed  in  Table

I I I .  Each volume may be performed independently or in  conjunction  w ith  

the other volume, but Crumb has w r itten  th a t the performance o f  

randomly ex tracted  s in g le  p ie c e s  would probably not be e f f e c t iv e  

"given the organic r e la t io n sh ip s  im plied in  the work. However i t  i s  

conceivab le  th a t c e r ta in  o f  the s ix  'p a r ts ' com prising the two volumes 

might be sep a ra te ly  perform ed."^

Each o f the tw elve fa n ta sy -p ie c e s  in  both volumes i s  a sso c ia ted  

w ith  a d if fe r e n t  s ig n  o f the zodiac and w ith  th e i n i t i a l s  o f  a person  

born under th a t s ig n . This i s  in d ica ted  in  the t i t l e  to  each p iece  

( i . e .  I l / 2  "The R ustic Chord /S a g i t t a r iu s /") as w e ll  as by the zod iaca l 

s ig n  which appears a t  the end o f  the p iece  accompanied by a s e t  o f  

i n i t i a l s . Thus, a t  the end o f  H /2  appears f_  R. M.  J . These 

i n i t i a l s  are d ed ica tio n s by Crumb to  various persons whose b irth d ate  

f a l l s  under th a t p a r tic u la r  s ig n . Many o f  th ese  i n i t i a l s  belong to  

composers, fr ie n d s  o f  Crumb, or m usicians he has admired, but there i s

Crumb, "Performance Notes" fo r  Makrokosmos. Volume I I .
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Table I I I .  G eneral s t r u c tu r e  o f  Makrokosmos, 
Volumes I  and I I

Part 1
1 . Chain

2 .
3 .
b . SYMBOL—-cross

Part 1
1 . Paper
2 .
3.
4 . SYMBOL—two

c ir c le s

VOLUME I

Part 2 
5« Thimbles on 

f in g e r s
6 .
7 .
8 . SYMBOL—c ir c le

VOLUME I I

Part 2
5 . Glass tumbrers
6 .
7 .
8 . SYMBOL—

parabola

Part 1
9 . Plectrum fo r  

scraping
10.
11.
12. SYMBOL—sp ir a l

Part 2
9 . Wire brush 

10 .
11.
12 . SYMBOL—peace 

symbol

no in te n t io n a l r e la t io n sh ip  between th e m usical content o f the p iece

and the person whose i n i t i a l s  i t  b ea rs. Crumb intended the i n i t i a l s

"to pose an 'enigma* . . . however, my p ersp icac iou s fr ie n d s  q u ick ly

id e n t if ie d  the A ries o f  'S p r in g -F ire ’ ( i / lO )  as David Burge, and the
12

Scorpio o f 'The Phantom Gondolier' ( l / 5 )  as m y s e lf .”

The p ie c es  w ith  th e ir  zod iaca l referen ces do not fo llo w  the

normal a s tr o lo g ic a l order fo r  the s ig n s o f the zo d ia c . This r a ise s

the qu estion  as to  whether an e s o te r ic  ex tra-m u sica l s ig n ifica n ce

e x is t s  in  Crumb's order. However, Crumb has said th a t the arrangement

was ’fo r  "musical rather than any m y stica l reasons . . . fo r  the la r g er
13

rhythm and curve o f  the p ie c e . ” This i s  supported by Suzanne Harkins

12 Crumb, jack et notes fo r  Makrokosmos, Volume I .

1S-'Paul Hume, "Composer George Crumb: He (S ort o f)  Has the  
Whole World (o f  Such and Such) in  His Hands," The Washington P o st. 
Wednesday, August 15, 1973, Sec. B, p . 1 .
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in  her t h e s is  A Study o f  C onstructional P r in c ip le s  in  George Crumb1s

Makrokosmos, Volume I:

The sketches /which she was able to  examine/- in d icated  th a t from 
the beginning Crumb a sso c ia ted  d e f in it e  m usical m otives w ith  
p a r ticu la r  t i t l e s  and zo d ia ca l s ig n s . The m usical and e x tr a -  
m usical id eas fo r  in d iv id u a l p ie c e s  appear to  have emerged 
sim ultaneously  and developed in to  f in ish e d  form, independent o f  
any grand d es ig n . Perhaps as many as ten  d if fe r e n t  d esign s fo r  
the order o f  the fa n ta sy -p ie c e s  appear in  the sketches before the  
f in a l  v ersio n  em erges. The sk etch es, th us, add no support to  any 
hyp othesis o f  an extra-m u sica l thread lin k in g  the p ie c e s .'

Table IV. A l i s t  o f  the twenty- 
p ie c e s  w ith  t i t l e s ,  zod iaca l 

and d ed ica tion s

■four fan tasy -  
referen ces

VOLUME I

1 . Primeval Sounds 
(G enesis I)

Cancer G.R. George Rochberg

2 . Proteus P isces Vf W.R.C. Crumb's brother

3- Pastorale (from the 
Kingdom o f A tla n t is ,  
ca . 10 ,000 B .C .)

Taurus J .B . Johannes Brahms

k . C rucifixus /SYMBOj/ Capricorn R.L.F. Ross Lee Finney

5. The Phantom Gondolier Scorpio n r v G.H.C. George H. Crumb

6 . N ig h t-S p ell I S a g itta r iu s A.W. Anton Webern

7 . Music o f  Shadows (fo r  
A eolian Harp)

Libra P.Z. Paul Zukofsky

8 . The Magic C ircle  o f  
I n f in ity  (Mbto 
Perpetuo ) ŜYMBOL/"

Leo C.D. Claude Debussy

9 . The Abyss o f  Time Virgo m A.S. Arnold Schonberg

10 . S p rin g -F ire A ries T D.R.B. David R. Burge

11. Dream Images (Love- 
Death Music)

Gemini H F»G»L* Frederico Garcia. 
Lorca

12 . S p ira l Galaxy /STMBOl/ Aquarius B.W. B eatrice Wernick

p a r k in s ,  p. 6 .
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1 .

2 .
3.

4 .

5 .

6 .
7 .

8 .

9 .

1 0 .

11.

12 .

Morning Music 
(G enesis H )

The Mystic Chord

Rain-Death
V ariations

Twin Suns 
(Doppelganger aus 
der E w igkeit) 
/.SYMBOL/

Ghost-Nocturne: 
fo r  th e Druids 
o f  Stonehenge 
(N ig h t-S p ell I I )

Gargoyles

ToraI Tora! Tora! 
(Cadenza 
A p o c a lit t ic a )

A Prophecy o f  
Nostradamus
/symbol/

Cosmic Mind

V oices from 
"Corona B orealis"

Litany o f  the 
G alactic  B e lls

Agnus Dei
/ symbol/

Table TV-Continued 

VOLUME I I

Cancer J . DeG.W. Jan DeGaetani
West

S a g i t t a r i u s R . M .  

P isces  F.C.

Gemini { j E.A.C.

Virgo nr\ a . b .

Taurus p . p .

Scorpio L.K.

A ries “Y*

Libra d 2 = r  s .B .

Aquarius E.M.C.

Leo R.V.

Robert M iller

Frederick
Chopin

E lizab eth  
Ann Crumb

Anton Bruckner

Capricorn R.W.

Paul Parmelee 

Louis Kaplan

Howard Waltz

Storm Bull

E lizab eth  May 
Crumb

Richard
V aleta

Richard
Wemick

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



-9 -

G eneral S tru c tu re  o f  Makrokosmos,
Volume I U

The th ird  and f in a l  volume in  the Makrokosmos s e r ie s  i s  

c a lle d  Music fo r  a Summer livening, fo r  Two Am plified Pianos and 

Percussion  (Two P la y ers) and i s  su b t it le d  Makrokosmos I I I . This work, 

which evolved out o f  two ep ilo g u es o r ig in a l ly  intended fo r  Volumes I  

and I I ,  was completed in  February, 1974. I t  was commissioned by the  

Fromm Foundation fo r  Swarthmore C ollege and was premiered there on 

March 30, 197^ by G ilb ert K alish and James Freeman, p ia n is t s ,  and 

Raymond DesRoches and Richard F itz , p e r c u ss io n is ts . The volume i s  

dedicated  to  th ese fou r m usicians and was w r itten  s p e c i f ic a l ly  fo r  

them.

The g e n e ra l s t r u c tu r e  o f  Volume H I  i s  d i f f e r e n t  from  th e

other two volumes in  th a t i t  con ta in s no a s tr o lo g ic a l r e feren ces , no

en ig m atic  i n i t i a l s ,  and no Augenmusik. The work i s  d iv id e d  in to  th re e

p r in c ip a l  movements, s ep a ra te d  by in te rm e z z i. Crumb has w r i t t e n  t h a t

"Summer Evening p r o jec ts  a c le a r ly  a r tic u la te d  large  exp ressiv e  curve

over i t s  approxim ately 40-m inute d u r a t i o n .^  The f i r s t ,  th ir d , and

f i f t h  movements, which are scored fo r  the f u l l  ensemble o f  instrum ents

and la id  out on a la rg e  s c a le , d e fin e  the primary import o f  the work,
16which Crumb says "might be in te r p r e te d  as  a k ind  o f  ’cosmic d ra m a .'"  

These movements evoke su cc e ss iv e  s ta g e s  tow ard r e c o n c i l i a t io n  w ith  th e  

cosmos; t h i s  p ro g re s s io n  ta k e s  p lace  i n  th e  d a rk  o f  th e  n ig h t  toward 

th e  s t a r s ,  hence th e  t i t l e .  Music f o r  a Summer Evening.

^G eorge  Crumb, ja c k e t  n o te s  f o r  Music f o r  a Summer Evening 
(Makrokosmos I H ) (Nonesuch R ecords, No. H -7 1 3 H )•

l6 I b id .
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The three la rg er  movements each carry p o e tic  q u otation s "which

were very much in  my /Crum b's/ thoughts during th e sk etch in g-ou t

p rocess, and which, I  b e lie v e , fin d  th e ir  symbolic resonance in  the
17sounds o f  Summer Evening. 11 The f i r s t  movement, "Nocturnal Sounds

(The Awakening)," i s  in scr ib ed  w ith  an excerpt from Quasimodo: "Odo

risonanze e ffim ere , o b lio  d i  p iene n otte  n e l l ’acqua s t e l la r a ."  ("I

hear ephemeral echoes, o b liv io n s  o f f u l l  n igh t in  the starred  w ater." )

"The Advent" ( H l /3 )  i s  a sso c ia ted  w ith  a passage from Pascal; "Le

s ile n c e  e te r n e l des esp aces in f in i s  m 'e ffr a ie ."  ("The e te r n a l s ile n c e

o f  in f in i t e  space t e r r i f i e s  me.") And the l a s t  movement, "Music o f  the
18Starry N ight," c i t e s  th ese  " transcendentally  b ea u tifu l"  images o f  

R ilk e : "Und in  den Nachten f  a l l t  d ie  schwere Erde aus a l ie n  Sternen in

d ie  E insam keit. Wir a l le  f a l l e n .  Und doch i s t  E iner, w elcher d ie se s  

F a llen  unendlich sa n ft  in  seinem Handen h i l t ."  ("And in  the n ig h ts  the 

heavy earth  i s  f a l l in g  from a l l  the s ta r s  down in to  lo n e l in e s s .  We 

are a l l  f a l l in g .  And y e t  there i s  one who holds t h i s  f a l l in g  e n d le s s ly  

g e n tly  in  His hands.")

The two p ie c e s  which separate the three main movements were 

"conceived o f as dream -like p ie c e s  fu n ction in g  as interm ezzos w ith in
19the o v e r a ll sequence o f  movements." The second movement, "Wanderer- 

20F a n ta sy ," i s  scored fo r  the two pianos alone w ith  two s lid e  w h is tle s  

which c a l l  and echo each o th er . The second interm ezzo ( H l /* 0 ,

17I b id .

18I b id .

19I b id .

20 T his t i t l e  i s  an obvious re fe re n c e  to  S chubert and h is  
W anderer-Fantasy  f o r  o iano  s o lo .
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scored  o n ly  f o r  p e rc u ss io n  in s tru m e n ts , i s  an iso rh y th m ic  s t r u c tu r e  o f  

p e rc u ss io n  sounds, an a t a v i s t i c  re su rg en ce  o f p r im itiv is m  'before th e  

"red em ption ,"  and as  such i s  marked "Adagio is o r i tm ic o ;  lo n e ly ,  b le a k ."  

T h is movement i s  c a s t  a s  a fo u r te e n th -c e n tu ry  iso rh y th m ic  hoquetus 

w ith  double te n o r , c o n s is t in g  o f s im u lta n eo u s ly  perform ed t a l e a s  o f 

t h i r t e e n ,  seven, and e le v e n  b a r s .

Table V. S tru c tu re  o f  Makrokosmos, Volume H I ,  
Music f o r  a Summer Evening. A cosmic 

drama evoking su ccess iv e  s ta g e s  toward 
r e c o n c i l i a t io n  w ith  th e  cosmos

m / 3
The Advent 

Scored f o r  f u l l  
ensem ble; P asca l 
q u o te ; second p a r t  
i s  c a l le d  "Ifymn f o r  
th e  N a t iv i ty  o f th e  
S ta r - C h i ld ."

m / 2
W anderer- 

F an tasy  
For the  two 
p ian o s and two 
s l id e  w h is t le s .

m / i
N octu rnal Sounds 

(The Awakening) 
Scored fo r  f u l l  
ensem ble; Quasimodo 
q u o te .

Ill/* *
rfyth
For p e rc u ss io n  
on ly ; iso rh y th m ic  
s t r u c t u r e .

m / 5
Music o f th e  

S ta r ry  N ight 
Scored f o r  f u l l  
ensem ble; R ilke 
q u o te ; second 
p a r t  i s  a "Song 
o f R e c o n c ilia ­
t i o n .  "

The com bination o f two p ian o s  and p e rc u ss io n  in s tru m e n ts  used 

in  Music f o r  a Summer Evening was f i r s t  fo rm u la ted  by B artok in  h is  

Sonata f o r  Two P ianos and p e rc u ss io n  o f  1937* Tfce b a t t e r y  o f 

p e rc u ss io n  in s tru m en ts  re q u ire d  f o r  Summer Evening i s  e x te n s iv e  and
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in c lu d e s : vibraphone, xylophone, g lo ck en sp ie l, tubular b e l l s ,  c r o ta le s

(antiuqe cym bals), b e l l  tr e e , c la v e s , maracas, s le ig h b e l l s ,  wood blocks  

and temple b lo ck s, t r ia n g le s ,  sev era l v a r ie t ie s  o f  drums, tam-tams, and 

cymbals. C ertain rather e x o t ic  (and in  some ca ses  q u ite  an c ien t)  

instrum ents are o c ca s io n a lly  employed fo r  th e ir  sp e c ia l tim bral 

ch aracter, a s: the two s l id e  w h is t le s , a m etal thunder sh eet, A fr ic ia n

lo g  drum, qui.jg.da d e l asino  (jawbone o f  an a s s ) ,  sistrum , Tibetan prayer 

s to n es , m usical jug, a lto  recorder, A frican  thumb piano, and guiro  

(played by the p ia n is t s ) .  This k a le id o sco p ic  range o f  percu ssion  

tim bres i s  in tegrated  w ith  a great v a r ie ty  o f  sp e c ia l sounds produced 

by the p ian os. The on ly  piano preparation  in  Volume I I I  i s  found in  

the f i f t h  p ie c e , where a sh eet o f  paper i s  placed over the piano s tr in g s .

The percussion  instrum ents form an in te g r a l part o f  Crumb’s 

m usical conception; w ithout the shimmering, tenuous sound o f the 

vibraphones, fo r  example, the "Music of the Starry Night" ( I I I /5) 

would lo s e  much o f  i t s  e th e r ea l q u a lity . Drawing a contrabass bow 

across antique cymbals and tam-tams, l ik e w ise , in fu se s  the p rim itive  

"Hymn fo r  the N a tiv ity  o f  the Star-C hild" (second part o f  I I I / 3) w ith  

a g h o stly  "whoosh." About the use o f unusual instrum ents in  general 

Crumb has s a id :

Any unconventional instrum ent draws one again to  the reco g n itio n  
th a t music i s  r e a l ly  such a natural th in g . And you’re reminded 
o f i t s  elem ental ch aracter . I t ' s  d if fe r e n t  w ith  a v io l in  or a 
s tr in g  q u artet—the usual instrum ents become s ty l iz e d  in  a way.
But the same i s  not true o f . . . the z ith e r  or the A ustralian  
d id je r id o o . Ju st the f a c t  th a t th ey  are r e a la t iv e ly  unconventional 
makes you l i s t e n  more c lo s e ly  to  them. I t ' s  l ik e  hearing an 
u n fam iliar  sound in  nature—a bird you've never heard before  
perhaps. You're reminded o f  the v a r ie ty  o f p o s s i b i l i t i e s  in  nature.

21 Kenneth Terry, "George Crumb: Makrokosraic Composer," Down
B eat. October 21, 1976, p . 50*
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In  re s p e c t  to  s ty le  and co m p o sitio n a l te c h n iq u e , Music f o r  a

Summer Evening i s  very much re la ted  to  Makrokosmos, Volumes I  and I I .

Crumb h im self th inks o f  the three works as forming a t r i lo g y .  A ll

three share important them atic elem ents, which w i l l  be d iscu ssed  in

Chapter I I I .  An obvious l in k  between Volumes I I  and I I I  occurs in

"The Advent" ( l I l / 3 ) .  which i s  an e lab o ra tio n  o f the "Twin Suns

(Doppelganger aus der Ew igkeit)"  ( I I /4 )  p iece  from Volume I I .  "Music

o f  the Starry Night" ( I I I / 5) was o r ig in a l ly  sketched out fo r  in c lu s io n

in  Volume I I  fo r  piano so lo ; "however," Crumb w r ite s , "as the sketch

evo lved , i t  r e a d ily  became apparent th a t my 'cosmic* conception  was
22qu ite  beyond the c a p a b il i t ie s  o f  ten  f in g er s !"

E x tra-M u sica l A spects o f  Makrokosmos,
Volumes I ,  I I ,  and I H

In a d d ition  to  th e zo d ia ca l referen ces  and the i n i t i a l s  found

in  Volumes I  and H , and the p o e tic  qu otation s o f Volume I I I ,  the

Makrokosmos contain s oth er ex tra-m u sica l elem ents which r e f l e c t  the

com poser's love o f  a llu s io n  and h is  p o e tic  im agination . In keeping

w ith  the t i t l e ,  Makrokosmos, the work abounds in  la r g e -sc a le

p h ilo so p h ic a l, m ythological, and r e lig io u s  re fer en ce s .

A p a r ticu la r  emphasis i s  placed on the a s tr o lo g ic a l theme,

w ith  t i t l e s  such as "Spiral Galaxy" ( l / l 2 ) ;  "Cosmic Wind" ( I l / 9 ) ;

"Voices from 'Corona B o rea lis '"  ( I l / lO ) ;  "Litany o f the G alactic

B ells"  ( l l / l l ) ;  "Music o f  the Starry Night" ( I H / 5 ) .  R elig io u s t i t l e s

in c lu d e: "Primeval Sounds (G enesis I)"  ( l / l ); "C rucifixus" ( l / k ) ;

"Morning Music (G enesis H )"  ( I l / l ) ;  "Hymn fo r  the Advent o f the

22 Ib id .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



-1 ^ -

S tar-C h ild " (second h a lf  o f  I l /h ) ;  "Agnus Dei" ( I l / l 2 ) ;  "The Advent" 

( U l / 3 ) ;  "Hymn fo r  the N a tiv ity  o f  the Star-Child" (from I.T l/3); and 

the "Song o f R econ cilia tion "  (from I I l / 5 ) .

Several p ie c e s  bear cry p tic  t i t l e s  which suggest an e s o te r ic  

a sso c ia t io n , such as "Pastorale (from the Kingdom o f A t la n t is , ca .

10,000 B .C .)"  (1 /3 ) ;  "Dream Images (Love-Death Music)" ( i / l l ) ;  "The 

Phantom Gondolier" ( I l / 5 ) ;  "Music o f  Shadows" ( l / 7 ) ;  "Ghost-Nocturne: 

fo r  the Druids o f Stonehenge (N ig h t-S p ell I I ) « ( I l / 5 ) ;  "Tora! Tora!

Tora! (Cadenza A p o c a lit t ic a )" ( I l / 7 ) ;  "A Prophecy o f  Nostradamus"

( H / 8 ); "Gargoyles" ( l l / 6 ) .

Crumb’ s d ir e c t io n s  to  the performer are w r itten  in  the same 

s p i r i t ,  dem onstrating the strong a t tr a c t io n  to  verbal language which 

seems to  accompany h is  m usical th oughts. The d e sc r ip t iv e  markings are 

p rec ise  and can be very h e lp fu l to  the performer, sin ce such term inology  

su ggests  and "evokes" the q u a lity  o f  sound the composer had in  mind.

For example, "The Phantom Gondolier" ( I f 5 )  i s  marked "E erily , w ith  a 

sense o f  m alignant e v il" ;  "Morning Music (G enesis II)"  ( H / l )  i s  

marked "exuberantly, w ith  p r im itiv e  energy"; and "Agnus Dei" ( I l / l 2 )  

bears the p o e tic  phrase ". . . as i f  suspended in  en d less  tim e,"  which 

g iv e s  a key to  the in te r p r e ta tio n  o f  a fo u r -fo ld  r e p e t it io n  o f a s in g le  

long phrase. The d e scr ip tiv e  phrases, th ere fo re , are in tim a te ly  

connected w ith  the m usical conception  i t s e l f .

Many s im ila r  d e s c r ip t iv e  p h ra se s  a re  re p e a te d  s e v e ra l  tim es
23

throughout the Makrokosmos. Phrases d ea lin g  w ith  "time" are seen

23
Several o f  th ese  themes are a lso  found in  oth er works by 

Crumb. Star-C hild  (see  I l / h ,  I H /3 )  i s  the t i t l e  o f  a work composed 
in  1977 fo r  large  o rch estra , soprano so lo , c h ild r e n 's  chorus, and four
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o ften , and are u su a lly  a sso c ia ted  w ith  s im ila r  m usical m ater ia l, as 

in  l / 2 , "vast, lo n e ly , tim eless" ; I l / l 2 , "as i f  suspended in  en d less  

time"; l / 9 ,  ( t i t l e )  "The Abyss o f Time"; I I l/3 »  "with a sense o f cosmic 

tim e."  Phrases which connote n ig h t-t im e , e s p e c ia l ly , are a lso  found: 

( l / 6 ) ,  "N ight-Spell I"; I l / 5 ,  "Ghost-Nocturne: fo r  the Druids o f

Stonehenge (N ig h t-S p ell II)" ; i n / l ,  "Nocturnal Sounds (The Awakening)"; 

and f in a l ly  H l / 5 ,  "Music o f  the Starry N ight."

Other words and phrases o fte n  seen  in clu d e: "serene" ( i / h ,

1/ 6 , I I / 2 , n / 1 1 ,  11 /12 , IH /5 ,  a l l  o f  which share s im ila r  m usical 

m a ter ia l); "dark," which i s  a sso c ia ted  w ith  the use o f  minor tr ia d s  

( i / l ,  I  /h , 1 /9 );  "m ajestic" ( l l / h ,  l l / l l ,  m / 3 ) .  Each time the 

"G alactic B ells"  appear th ey , to o , are described  s im ila r ly , as: l l / l l ,

"Jubilant, m e ta llic , in c i s iv e ,  echoing"; III /5 , "joyous, e c s ta t ic " ;  

l / 8 , "luminous."

Throughout the Makrokosmos the m agical or sacred numbers th r e e , 

f i v e ,  and seven abound. Measured f ig u r e s  are u su a lly  t r ip l e t s ,

conductors.
The theme o f "time" i s  seen freq u en tly : Echoes o f Time and the

R iver. 1967-68 (w ith  movements e n t i t le d :  "Frozen Time," "Rememberence
o f  Time," "Collapse o f  Time," and "Last Echoes o f Time"); Voice o f  the  
Whale, 1971, begins w ith  a f lu t e  v o c a lise  "for the beginning o f  time" 
and ends w ith  a "Sea Nocturne ( . . . fo r  the 'end o f  tim e1)."

"Night-music" i s  found in  the t i t l e s  to  oth er works: Four
Nocturnes fo r  V io lin  and Piano are su b t it le d  Night Music I I ; N ight-  
Music I  (19£>3); a ls o , Night o f  the Four Moons (1969); Lux Aeterna (For 
Five Masked M u sic ian s,) For the Children o f  the Night (1971)*

The use o f  the word "echo" and the m usical echo d ev ice  i s  found 
in te r n a lly  in  most Crumb com positions, as w e ll as being c o d ified  in  
two t i t l e s :  E leven Echoes o f  Autumn ( Echoes I )  (1965); aad Echoes of
Time and the River (Echoes I I )  (I967- 68D!

The "Rain-Death V ariations"  o f I l / 3  i s  preceded by two other uses  
o f  t h is  t i t l e .  The second movement o f  the Madrigals Book I  (1965) i s  
ca lle d  "Rain-Death Music I"; the Four Nocturnes contain  "Rain-Death 
Music I I . "
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q u in tu p le ts ,  o r  s e p tu p le ts ;  r e s t s  w i l l  be o f th r e e ,  f i v e ,  o r  seven 

seconds. The number o f f ig u r e s  o r  b a rs  in  a s e c t io n  f r e q u e n t ly  w i l l  

t o t a l  seven, and fu r th e rm o re , the  number o f s e c t io n s  w i l l  o f te n  add up 

to  th re e  o r  f iv e .

In  th e  reco rd  ja c k e t  n o te s  to  Volume I  Crumb has w r i t te n  about 

th e se  e x tra -m u s ic a l a s s o c ia t io n s  and a l lu s io n s :

W hile composing Makrokosmos, I  was aware o f c e r t a in  r e c u r re n t  
h au n tin g  images I . th e se  images seemed to  co a le sce  around the  
fo llo w in g  s e v e ra l id e a s  . . . th e  'm ag ica l p r o p e r t i e s ' o f m usic; 
th e  problem  o f th e  o r ig in  o f  e v i l ;  th e  't im e le s s n e s s ' o f  tim e; 
a sense o f  th e  profound i r o n ie s  o f  l i f e  (so b e a u t i f u l ly  exp ressed  
i n  th e  music o f  Mahler and I fo z a rt) , th e  haunting_w ords o f P asca l 
/s e e  IIl/^T " • • • anc  ̂ th e se  few l i n e s  o f R ilke [ see

R eferences to  a l l  o f  th e se  " re c u r re n t h au n tin g  im ages" can be found

th ro u g h o u t th e  Makrokosmos, and Crumb's b e a u t i f u l ly  su g g es tiv e

d e s c r ip t iv e  p h rases  and n o ta t io n s  may be co n sid e red  p a r t  o f the

d ram atic  m ystery  and su p ra -m u sica l v is io n  o f th e  work as  a w hole.

Use o f M usical Q uo ta tions

The Makrokosmos c o n ta in s  s e v e ra l  m usica l q u o ta t io n s . Some o f 

them a re  marked and s p e c i f i c a l l y  i d e n t i f i e d ,  w h ile  o th e rs  a re  woven 

more s u b tly  in to  th e  m usical f a b r i c .  A ll q u o ta tio n s , w hether 

i d e n t i f ie d  o r  n o t, a re  accompanied by s im i la r  v e rb a l lan g u ag e . The 

f i r s t  volume uses  two q u o ta t io n s . In  "N ig h t-S p e ll I "  ( l / 6 )  the  p i a n i s t  

w h is t le s  p h ra ses  o f  th e  r e v iv a l  hymn "W ill There Be Any S ta rs  In  %  

Crown?" which Crumb c a l l s  "a remembrance o f my A ppalachian c h ild h o o d ."  

I t  i s  marked to  be p layed  " la n g u id ly , as from a f a r . "  I l / 11, "Dream 

Images (Love-Death M usic)" c o n ta in s  fragm ents  o f C hop in 's  " F a n ta s ie -  

Impromptu" (th e  passage made famous in  th e  p o p u la r song as "I'm  Always

^C rum b, ja c k e t  n o te s  f o r  Makrokosmos, Volume I .
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Chasing R ainbow s"). The composer says i t  should  be p layed  "m usingly, 

l i k e  th e  g e n tle  c a re s s  o f a f a i n t l y  remembered m usic" and "as i f  

em erging from s i le n c e ."

Two u ses  o f  m u sica l q u o ta tio n s  a re  found in  Volume I I ,  one o f 

which i s  la b e le d  w hile  th e  o th e r  i s  n o t .  In  th e  e le v e n th  p ie c e ,

"L itany  o f  th e  G a la c tic  B e lls "  th e  opening m usic—a shimmering b e l l  

e f f e c t  which r e c a l l s  th e  C oronation  Scene from M ussorgsky’ s opera  

B o ris  Gudonov—g ra d u a lly  su b s id e s  and moves a lm ost im p s rc e p tiv e ly  in to  

a s h o r t  e x c e rp t from  B eethoven 's  Hammerklavier S onata , marked "out o f 

fo c u s , s u r r e a l . "  Heard th re e  tim es in  t h i s  movement i s  a "D escan t,"  

accompanied by the  ph rase  "as from  a f a r ,  c h a s te , s e r e n e ."  T his i s

a c tu a l ly  th e  A ppalachian v a l le y  a c o u s tic  heard  in  l/6, "N ig h t-S p e ll I."
Music fo r  a_ Summer Evening c o n ta in s  one id e n t i f i e d  q u o ta t io n .

I t  occu rs  i n  "Music o f  th e  S ta r r y  N ight" ( I I l / 5 )  and i s  a q u o ta tio n  

from the  d -sh a rp  m inor fugue, Volume I I  o f the  >fell Tempered C la v ie r  

o f  J .  S. Bach. I t  i s  to  be p layed  " lik e  a g h o s t ly - s u r r e a l  h a rp s ic h o rd ."  

The q u o ta tio n  appears  th re e  tim es ; th e  f i r s t  two tim es a re  marked 

" s t r iv in g  . . . b u t f a l l i n g "  w h ile  th e  th i r d  tim e i s  marked " s t r iv in g  

. . . a t t a in in g ! "

Tim bral E f fe c ts  and D evices 

In  th e  Makrokosmos th e  p iano  sounds as  i f  i t  has become an 

o rc h e s tr a  i t s e l f .  The in s tru m e n t i s  used to  c re a te  an enorm ously wide 

range o f sound, tim b re , to u ch , and dynam ics. Many f a c t o r s —a m p lif ic a t io n ,  

e f f e c t s  produced by th e  f in g e r s  in  c o n ta c t w ith  th e  s t r i n g s ,  the  

im ag in a tiv e  e x p lo i ta t io n  o f a l l  th re e  p e d a ls , v a r io u s  v o ca l e f f e c t s ,  and 

th e  use o f  e x te r n a l  d e v ice s  (d isc u sse d  on pages ^ - 5 ) —c o n tr ib u te  to  th e
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v a r ie ty .

The a m p lifica tio n  o f  the piano i s  produced by a conventional 

microphone suspended over the bass s tr in g s  and am plified  through two 

speakers a t  the sid e o f the s ta g e . This g iv es  the instrum ent a 

grea ter  presence than normal. Crumb d ir e c t s  th a t the a m p lifica tio n  

must not r e s u lt  in  any d is to r t io n  o f the sound; id e a l ly  the l i s t e n e r  

should not be aware o f a m p lifica tio n  but on ly  o f a sense th a t the piano 

sound emanates from the e n t ir e  width o f  the stage area . The a m p lifica ­

t io n  enhances many o f the very d e lic a te  e f f e c t s ,  such as the p iz z ic a to  

p lay ing  and the muting o f the piano s tr in g s , as w e ll as some o f the 

v o c a lly  produced e f f e c t s .

The use o f in s id e -th e -p ia n o  e f f e c t s  i s  q u ite  e x te n s iv e .

Unlike the prepared piano music o f  John Cage, most o f  Crumb’ s unusual

e f f e c t s  are obtained by the hands them selves in  con tact w ith the

s tr in g s  and w ithout e lab orate  preparation . Concerning th ese e f f e c t s

Crumb w r ite s: "I can £ s t i l l /  imagine whole works th a t would be on the

keys. These in s id e-th e -p ia n o  techniques are ju s t  p o s s i b i l i t i e s  th a t

in ter e sted  me; and more than th a t, I  was in trigu ed  by the sy n th es is  o f
25

the keyboard w ith the in s id e  e f f e c t s . ” Unlike the embryonic Five 

P ieces fo r  Piano (1962) ,  where keyboard passages and in s id e-th e -p ia n o  

sounds fo llo w  one another in  disconnected  sequence, in  the Makrokosmos 

i t  i s  d i f f i c u l t  to  t e l l  where the "outsid e” notes end and the " in sid e” 

ones b eg in . These n o n -tra d itio n a l sounds are o rg a n ic a lly  in tegrated  

in to  the t o t a l  m usical concep tion .

2^Terry, 18 .
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Table VI. In sid e-th e-p ia n o  e f f e c t s  
■used in  the Makrokosmo

27I .  PIZZICATO. Two methods o f  p iz z ic a to  are used:
a . p lucking the s tr in g  w ith  the f in g e r t ip ;  in d icated  by 

"Pizz. ( f . t . ) " ;  v id e  I l / 2 .  6 , 8 , 11 , 12 .
b . p lucking the s tr in g  w ith  the f in g e r n a i l ,  e ith e r  a t the  

end o f  the s tr in g  near the p in s or a t  the cen ter  o f  the 
str in g ; in d icated  by "Pizz. ( f . n . )"; v ide I l / 2 ,  5. 9 . 12 .

11• GLISSANDO OVER THE STRINGS. Played e ith e r  w ith  the f in g e r t ip  
( f . t . ) ,  the f in g e r n a il  ( f . n . ) ,  or the thumbnail ( t . n . ); 
g lis sa n d i thus may b e : a ) chromatic when the damper pedal
i s  ra ised  or b) the second hand may s i l e n t l y  depress chords 
a t  the keyboard and the g lissan d o  w i l l  sound on ly  those  
notes w ith  the dampers ra ised  (v ide l / 7 ) .  The s tr in g s  may 
be strummed in  fr o n t o f  or behind the dampers; th e ch o ice , 
depending on con sid era tio n s o f timbre and ease o f  performance, 
i s  l e f t  to  the d is c r e t io n  o f the perform er. The approximate 
range o f  the g lissan d o  i s  always given in  the score (vide  
I I / 2 , 5, 9 , 12 ) .

I I I .  MUTING. The s tr in g s  may be muted w ith  the f in g e r  (in d ica ted  by a 
+) and then the note played normally on the keyboard (v id e  
1/ 1 . H / 2 , 3) ,  or the s tr in g s  may be plucked w ith the 
f in g e r n a il  and then im m ediately dampened (in d ica ted  by -9- )  
(vide I I / 5, 9 ) .

IV. SCRAPING OF STRINGS WITH ?PE FINGERNAIL. The f in g e r n a il  i s  used
to  scrape over the m etal winding o f the bass s tr in g s , e ith e r  
in  one motion away from the p layer or in  a trem olo motion by 
ra u id ly  scraping the f in g e r n a il  back and fo r th  (v id e  H /9 .
10 ).

V. MARTELLATO. The s tr in g s  may be struck sharply w ith curved
fin g e r s  so th at the f in g e r n a ils  con tact the s tr in g s ,
thereby producing a rather m e ta llic  timbre (in d ica ted  by
"Mart, ( f .n . ) " )  (v id e  I l / 7 ) .

26por a very h e lp fu l a r t ic le  on the performance o f th ese  
e f f e c t s  see : David Burge, "Performing the Piano Music o f  George
Crumb," Contemporary Keyboard. July/August 1976, p . 20-21 , 36-37; 
a lso  May/June 1976. P . 3^-

27In order to  f a c i l i t a t e  reco g n itio n  o f notes in s id e  the  
instrum ent i t  i s  h e lp fu l to  mark a l l  the dampers th a t correspond to  
the black keys w ith chalk or b i t s  o f  ta p e .
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Table VI-Continued

VI. TREMOLO ON THE STRINGS. Tremolo i s  used in  two ways:
a . in  H /9  a tremolo on the s tr in g s  i s  c a lle d  for;

Crumb d ir e c t s  th a t i t  be executed as "a very rapid and 
continous a lte r n a tio n  o f a l l  the fin g ers" ;

b . t h i s  motion i s  a lso  combined ( I l / 9 )  w ith  a g lissan d o;  
i . e .  the same p attern  i s  continued w h ile  slow ly  moving 
the hand la t e r a l ly  over the s tr in g s .

V II. HARMONICS. Harmonics are produced by l i g h t ly  touching the
s tr in g  in  the cen ter2® (which are second p a r t ia l  harmonics, 
sounding an octave h igh er); (in d icated  by an °  ) (vide I l / 2 ,  
3 ); I l / lO  c a l l s  fo r  f i f t h  p a r t ia l  harmonics (which sound 
two octaves p lus a major th ird  higher; the node fo r  t h is  
harmonic i s  found ju s t  beyond the dampers on n ear ly  a l l  
grands). Harmonics may a ls o  be played p iz z ic a to  (in d ica ted  
by "Pizz. ( f . t . ) o  "; An unusual use o f  harmonics occurs in  
l / 6 , where the s tr in g  i s  f i r s t  plucked w ith  the f in g e r t ip ,  
then the second p a r t ia l  harmonic node i s  l i g h t ly  touched.

A p a r tic u la r ly  c h a r a c te r is t ic  percu ssive e f f e c t  i s  obtained by 

h it t in g  the metal crossbeams o f  the p iano. Crumb d ir e c t s  th at the two 

middle beams be used and th a t th ey  be struck sharply  w ith  the knuckles 

to  produce a r in g in g , p ercu ssive sound (vide l / 6 , I l / lO ) .  A rapid  

" tr i l l"  w ith  two f in g e r s  on a beam i s  a lso  used . An a d d itio n a l 

percu ssive sound i s  obtained by h it t in g  the soundboard o f  the piano 

through the h o le s  in  the m etal frame (vide l / 6 ) .

While in  many p ie c e s  the keyboard i s  used t o t a l ly  in  a 

tr a d it io n a l manner, two unusual v ir tu o so  techniques are needed in  

n / 7 .  "Tora! Tora! Tora! (Cadenza A p o c a lit t ic a )."  Here tone c lu s te r s  

are to  be played w ith  the palm o f  the hand. The performer must a lso  

execute w hite key and sim ultaneous black key g l is sa n d i, both ascending

Harmonic nodes may be marked w ith  a l i g h t  colored  crayon  
(which w i l l  not rub o f f  during perform ance). Harmonics w i l l  r in g  more 
lum inously i f  the hand comes o f f  the node im m ediately a f te r  the key i s  
stru ck , scraped, or p lucked. This a llow s the e n t ir e  s tr in g  len g th  to  
v ib ra te  f r e e ly .
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and descending.

Throughout the Makrokosmos the th ree pedals are used w ith  great 

im agination . Crumb’s pedal markings, as are a l l  h is  markings, are very  

p r e c is e . In many p ie c e s  the damper pedal i s  to  be held down fo r  the 

duration  o f  the p ie c e , mixing tim bres and s o n o r it ie s .  Crumb a lso  c a l l s  

fo r  the use o f  h a lf  pedals (as in  I l / l ,  "Morning M usic".) In I l / 8 ,

"A Prophecy o f Nostradamus" the damper pedal i s  depressed suddenly to  

catch  the echo o f a chord. Many p ie c e s  c a l l  fo r  a chord to  be depressed  

s i l e n t l y  a t  the beginning o f  the p iece  and then those notes to  be caught 

w ith  the sostenu to  p ed a l. Thus the chord sounds sym p ath etica lly  

throughout the p iece  (v ide l / l 2 ,  I l / 2 ,  e t c . ) .  A few p ie c e s  a ls o  use  

the s o f t  p ed a l.

Integrated  in to  the m usical tex tu re  are various voca l sounds

produced by the p ia n is t .  In "Crucifixus" ( i /^ )  the word "Christe!" i s

shouted . In "The Phantom Gondolier" ( l / 5 )  the p ia n is t  i s  d irected  to

hum "a g h o stly  moaning sound," and a lso  must chant the s y l la b le s  "I—

r i —mi—rut hasst h assf Ka—ra—bra—o ! h a s s ! h assf ah. . . ah. . .

ah . . . ."  This i s  a qu otation  from the Damnation o f Faust by Hector

B e r l io z .^  W histling i s  u t i l iz e d  in  "N ight-Spell I" ( l / 6 ) .  In "The

Abyss o f  Time" (1 /9 )  the words "tempus, animus, v e r ita s ,  mors" (tim e,

s p i r i t ,  tru th , death) are f i r s t  whispered om inously, then shouted,

spoken, and whispered to  produce a diminuendo e f f e c t .  Although th ese

words may seem to  have s p i r i t u a l  o r  p h ilo s o p h ic a l  meanings th e y  are
30th e r e ,  acco rd in g  to  Crumb, because each  one ends i n  th e  sound " s ."

29The words are from the language B er lioz  invented  fo r  the demons 
to  shout in  the Pandemonium Scene o f the opera. They are a lso  the words 
which papal censors refused  B er lio z  perm ission to  p u b lish  fo r  a tim e.

^Hume, B, 1 .
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Volume I I  a lso  u t i l i z e s  sev era l voca l e f f e c t s .  "Ghost-

Nocturne: fo r  the Druids o f  Stonehenge (N ig h t-S p ell 11)" ( I l / 5 )  c a l l s

fo r  the p ia n is t  to  s in g  "nasal, m e ta llic  ( l ik e  the Indian Taabora)"

the s y lla b le s  "wa-8 , w a - o . A t  the end o f  I I /? ,  "Tora! ToraI Tora!

(Cadenza A p o l i t t ic a ) " the words "Tora! Tora! Tora!" are to  be shouted,

f i r s t  lo u d ly , then very lo u d ly , and f i n a l ly  very, very lo u d ly . This

word i s  the Japanese code fo r  the a ttack  on Pearl Harbor, "Cosmic

Wind" ( I l / 9 )  c a l l s  fo r  -unvoiced s in g in g  (wind sound) o f  the s y lla b le s

" a -i-u -sh , o - i - a - s h ,  s h -o - i -a ,  and s h -a - i-u ."  Three manners o f

w h is t lin g  are used in  "Voices from ’ Corona B o r e a lis1" ( I l / lO ) .  The

performer must f i r s t  w h is tle  the p a ssa ca g lia  theme "flautando, senza

vibrato"; the second appearance o f th e theme i s  marked "molto v ib rato
32(quasi Theremin)"; the th ird  appearance i s  to  be w h istled  "warbling." 

And f in a l ly ,  in  "Agnus Dei" ( I l / l 2 )  the Agnus Dei prayer i s  sung "like  

chanting" and w hispered. Music fo r  a Summer Evening c a l l s  fo r  a few  

voca l e f f e c t s ,  a l l  o f  which are s im ila r  to  those described above.

Crumb d ir e c t s  th a t sung passages may be taken an octave  
high er by female p ia n is t s .

32v The Theremin was one o f th e f i r s t  e le c tr o n ic  instrum ents to  
a t tr a c t  p u b lic  a tte n t io n . I t  was invented in  1924 by the Russian  
s c ie n t i s t  whose name i t  b ea rs . The p itc h  and to m  volume are co n tro lled  
by the d ista n ce  between the p la y e r 1s hands and two m etal rods which 
serve as antennas. In i t s  e a r l i e s t  form the instrum ent could not change 
from one p itc h  to  another w ithout an in terven in g  g lis sa n d o . W ill i  
A pel, e d . ,  The Harvard D iction ary  o f  Music (Cambridge: Harvard U n iv ersity  
P ress, 1969), p . 284.
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CHAPTER I I

ANALYSIS OF MAKROKOSMOS. VOLUME I I ,

TWELVE FANTASY-PIECES AFTER THE 

ZODIAC FOR AMPLIFIED PIANO

The fo llo w in g  a n a ly s is  w i l l  be concerned on ly  w ith Makrokosmos, 

Volume I I . I t s  purpose i s  to  explore the methods by which Crumb 

ach ieves large  and sm all sca le  m usical organ ization  and h is  conception  

o f  m usical form. P a rticu lar  emphasis w i l l  be placed on m otivic  

stru ctu res  w ith in  each fa n ta sy -p ie c e .

I t  i s  assumed th a t the reader has access to  the complete 

score o f  Makrokosmos. Volume I I  (copyright 1973 by C. F. P eters  

Corporation, No. 66539b) as w e ll as to  the recording (Columbia 

M 3^101). A ll examples are reprin ted  w ith  the kind perm ission of C. F. 

P eters Corporation, 373 Park Avenue South, New York, New York 10016.

Part One:
Fantasy-Piece I l / l  

"Morning Music (G enesis I I ) "

The f i r s t  fa n ta sy -p iece  in  Volume I I ,  as the use o f  the word 
*

"Genesis" in  the t i t l e  su g g ests , con ta in s many o f  the m usical elem ents 

which serve as germinal m ateria l fo r  the co n stru ction  o f the e n tir e  

work. Each o f th ese important so n o r it ie s  w i l l  be d iscu ssed  in  d e t a i l .  

The t i t l e  o f  th is  p ie c e , "Morning Music (G enesis H )"  r e la te s  both to  

volumes I  and I H .  The t i t l e  o f  the f i r s t  p iece  in  Volume I  i s

-2 3 -
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"Primeval Sounds (G enesis I ) 11 w hile the "Morning Music" o f Volume I I  i s  

in  d ir e c t  con trast to  the n igh t music idea  o f  Music fo r  a Summer 

Evening and e s p e c ia l ly  to  the f i r s t  p iece  o f  Volume I I I ,  "Nocturnal 

Sounds (The Awakening)."

E xploration o f M otivic Structures

Motive la

This fa n ta sy -p ie c e , which u ses the preparation  o f  a sh eet o f  

paper placed over the s tr in g s , opens w ith  a m otiv ic  co n stru ction  

con ta in in g  sev era l s o n o r it ie s  which serve as germ inal or key f ig u r e s  

fo r  the r e s t  o f  the volume. In th is  motive the r ig h t  hand p lays on the  

black keys on ly  w hile the l e f t  hand p lays on the w hite keys.

33Example 1 . Motive l a ,  n / l ,  page 6 , system 1

poco  . . . .

^-5^— ,---5,

"EX. (tioU <Uwa ‘tbfwqhovt)

& £  JL JL
The r ig h t hand i s  in  pen taton ic  con stru ction : D '-F (the

A
C i s  added in  motive l b ) .  This pen taton ic  con stru ction  may be derived  

from ascending p e r fe c t f i f t h s  (or descending p e r fe c t  fo u r th s) , as
JL A  & A  £

F^-C -G -D -A , and encompasses a fragment o f  the whole tone sc a le  which
# # #

w i l l  become important in  other p ie c e s :  F -G -A • I t  a lso  contain s another
JL  &

s o n o r i ty  which w i l l  be found f r e q u e n t ly  th ro u g h o u t Volume I I ,  D -F"-G ,

^-^Motives have been numbered co n secu tiv e ly  w ith in  each p ie c e .
Motive 1 , I l / l ,  th ere fo re , does not correspond to  motive 1 , I l / 2 .
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and which, in  accordance w ith th e Hanson system o f  a n a ly s is , w i l l  be 

la b e led  PNS. 34

The l e f t  hand in  motive la  i s  a lso  in  a sym m etrical-pentatonic  

co n stru ction  revo lv in g  around D.

Example 2 . Sym m etrical-pentatonic con stru ction  o f  the l e f t  hand, motive 
l a ,  H / 1 .

vr

This balances the PNS so n o r ity  and the three whole ton es heard in  the  

r ig h t  hand.

Between the two hands i s  found an important r e la t io n sh ip  fo r  the 

Makrokosmos as a whole: the tr ito n e  r e la t io n sh ip . Two tr ito n e s  are found
JL JL

im m ediately a t  the beginning: D-G'1 and C-F . When th ese  two tr ito n e s

are combined and analyzed according to  the Hanson system the "chemistry" 

i s  ^ 2 ^ 2 ^ 2 '  T h i - 3  so n o r ity  i s  found throughout Volume H , and i s  so 

important th a t i t  may be sa id  to  be a key germinal so n o r ity  from which

34
Makrokosmos, Volume U  i s  analyzed usin g  a system  devised  by 

Howard Hanson in  Harmonic M aterials o f  Modern Music, Resources o f  the 
Tempered Scale (New York: A ppleton-C entury-C rofts, I n c ., 19^0).
Hanson analyzes s o n o r it ie s  according to  th e ir  b a s ic  "chem istry." In 
t h is  system , although in v ersio n s do mate a d if fe r e n c e , the "chemistry" 
o f  an in te r v a l i s  the same whether i t  i s  a p e r fe c t  f i f t h  or a p e r fe c t  
fo u rth , a major s ix th  or a minor th ir d . The symbols he u ses  are; P = 
p e r fe c t  fo u rth , p e r fe c t  f i f t h ;  M = major th ird , minor s ix th ;  N = minor 
th ir d , major s ix th ; S = major second, minor seventh; D = minor second, 
major seventh; T = t r i t o n e .  Thus, ta b le s  V IH  and IX demonstrate 
sev era l transform ations o f  a so n o r ity  which here i s  always lab e led  
sim ply as MST, and which c o n s is t s  o f  a major th ird  (or  minor s ix t h ) ,  
a major second (or minor seventh) and a tr ito n e .
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many other p ie c e s  d e r iv e .

The importance o f  the tr ito n e  fu rth er  i s  emphasized in  the 

r e la t io n sh ip  between the r ig h t hand and l e f t  hand c o n str u c tio n s . The 

p en taton ic  sca le  form ation found in  the r ig h t hand i s  based on the  

p ro jec tio n  o f  p e r fe c t  f i f t h s  F^-C^-G^-D^-A^, w h ile  the l e f t  hand 

pen taton ic  co n stru ction  i s  based on a p ro jec tio n  o f  p e r fe c t  f i f t h s  a 

tr ito n e  low er, C-G-D-A-E. An arc o f t r ito n e s  may be ex tracted  from 

th ese  two form ations.

Table V II. Tritone r e la t io n sh ip s  
between r ig h t hand and l e f t  hand, 

motive l a ,  I l / l
it A  x  .& -4

RIGHT HAND: / * '  r ® '  r A /* (C )

LEFT HAND: CD (F f  c  cn a ^ d v.

The on ly  tr ito n e  m issing from the t o t a l  chromatic i s  B-F. A 

B i s  found in  the l e f t  hand in  motive lb ,  but an F does not occur u n t i l  

motive 2, where i t  i s  emphasized by being the lo w est (and lo u d est)  note 

heard up to  th a t p o in t .

The germinal MgSgTg so n o r ity , which c o n s is t s  o f  two tr ito n e s  

a whole step  apart, can be broken down in to  th ree-n o te  components.

Example 3 . Breakdown o f  M 2 ^ 2 ^ 2  s o n o T ^ 7  in to  th ree-n o te  components
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The so n o r ity  could bo sa id  to  d erive from the f i l l i n g  in  o f the notes  

o f a tr ito n e , as C (D) F*t or C (E) F*, both o f which have the same 

"chem istry” o f MST.

Example 4 . D erivation  o f  the MST so n o r ity  from the f i l l i n g  in  o f  the 
in te r v a l o f  a tr ito n e

^ _______ ____________

fto  . = = ^ 7 ^ * e r ''

The so n o r ity  a lso  con ta in s im p lica tio n s o f  the whole tone sc a le :  

C(D)(E)F*. This so n o r ity  permeates the work in  a l l  i t s  p o ss ib le  forms, 

The fo llo w in g  ta b le s  i l lu s t r a t e  various transform ations o f  the b asic  

MST so n o r ity .

Table V III. Transformations o f the  
germinal so n o r ity  MST (major 

second p lu s  a major th ird )

■1ST

¥ ~cr
a —

TSL

1. O r ig in a l  2 .  F i r s t  R o ta t io n  3- Second R o ta t io n

X T
li. R e tro g ra d e  g .

:# 3:
—4L

7• I n v e r s io n  8.

-©■ '' ~0>~

!*cr (jzr ^
10. R e t ro g rp d e - In v e rs lo n   ______1 2 ,

a:
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Table IX. Transform ations o f the  
germ inal so n o r ity  MST (major 

th ird  p lu s a major second)

MST

~ € > -O '

:!!— = : ■  ....
j  • OObUIiU r u t a t

-■#- o  O  —....-..
J " " "  O ..... ....................... ..........................." ------------------------------- o ....... “

^  t ( . .  R a t r o < ? r < a d e  5 -

...... T ....................O ........... n  ■

6 .

■'■'J

----- lf1f% ■1

,  ? •  I n v e r s i o n

....... ...........................................

8 . 9 .

A ....- p  - V c - X o  ■ ■■ V O  Vn Q A  °  • ^

J L _ i --------i _ — ----- O —j-------- i...------------------ L——-> ° .............. v  a .... j - ........... v  -n.... v-£> -

The transform ations o f  the MST germ inal so n o r ity  may be combined 

to  form v a r ia tio n s  o f  th e  same so n o r ity . The n otes D-F^-G^, combined 

w ith  the MST G"-E-D, r e s u lt  in  D-E-F'-G1 , which, w hile being a fragment 

o f  the whole tone s c a le , m y  a lso  be described  as MgS^Tg.

Example 5» Combinations o f MST so n o r it ie s :  ^ 2 S 3 ^ 2

o
O z g - o © ~

MST MST M2syr2

When the MST C-D-F^ i s  combined w ith  i t s  own in v ersio n  a M̂ Ŝ T

r e s u l t s .
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Example 6 .  Combinations o f  MST s o n o r it ie s :  Mj^T

KST = W^SgT

Combinations such as th ese become im portant in  la t e r  p ie c e s .

The rhythmic pattern s o f  each hand in  motive l a  serve to

fu rth er  emphasize the D-G  ̂ t r i t o n e .  The r ig h t hand rev o lv es  alm ost in
A

o s tin a to  fash ion  around G and returns to  i t  as a p o in t o f  r e s t ,  w hile  

the l e f t  hand revo lves around D and a lso  returns to  i t  as a p o in t o f  

r e s t .

Example ? .  Rhythmic p a ttern s in  r ig h t  and l e f t  hands, motive l a ,
I l / l

(JyWiWo)

" E l .  (hold down throughout)

J L

Thus the D-Gy tr ito n e  r e la t io n sh ip  i s  e s p e c ia l ly  stro n g . Motive la  

i s  marked " ff sempre, molto r itm ic o ," and i s  played com pletely  w ith in  

the range o f  the paper preparation placed on the s tr in g s , g iv in g  i t  a 

h arpsich ord -lik e  tim bre.

Motive lb

Motive lb  i s  found a t  the end o f  system 1 and the beginning o f  

system 2, page 6 (example 8 ) .
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Example 8 . Motive lb ,  I l / l ,  systems 1 and 2, page 6

(it fem̂e)

4
The r ig h t  hand here adds a C to  complete the p entaton ic  sca le  found 

in  motive la :  D^-F^-G^-A*-C^• The ad d itio n  o f  the g iv e s  the r ig h t  

hand a symmetrical co n stru ction  s im ila r  to  th a t found in  the l e f t  hand 

in  motive l a .

Example 9* Sym m etrical-pentatonic con stru ctio n  o f the r ig h t hand, 
m otives la  and lb ,  H / l

PUS

& 4 #
The G -A -C  p attern , which i s  repeated o s t in a to  fa sh io n  seven tim es  

and encompasses a crescendo and a diminuendo, r e it e r a te s  the PNS 

so n o r ity  found in  the p entaton ic  sca le  and e s p e c ia l ly  in  the 

symmetrical con stru ction  seen  f i r s t  in  the l e f t  hand in  motive la  

(see  example 2 ) .

The l e f t  hand r e it e r a te s  the p a ttern  o f  three whole s te p s ,  

a lso  found in  motive l a ,  w ith the a d d itio n  o f a B, to  form G-A-3,

(The a d d itio n  o f t h is  B i s  derived  from carrying the p entaton ic  sc a le  

form ation from ascending p e r fe c t  f i f t h s  one f i f t h  h igh er, as: C-G-D-

A -E -B .) T his, l ik e  the r ig h t hand, i s  repeated in  o s t in a to  fa sh ion  

seven tim es.

The r e la t io n sh ip  between the two hands i s  th a t o f  chromatic
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h a lf -s te p s  w ith in  the range o f a tr ito n e ;  an MST so n o r ity  may a ls o  be 

derived from the combined r ig h t  and l e f t  hands (see  example 1 0 ) . The 

use o f chromatic c e l l s  becomes very  important in  la te r  p ie c e s .

Example 10 . Chromatic c e l l s  p lu s  MS? so n o r ity  found in  motive lb ,

Motive l a 1, system 2 , page 6 , i s  sim ply a s l ig h t ly  varied  form 

o f  motive l a .  This m otivic complex, then , forms a sm all a -b -a 1 

s e c t io n , emphasized by the dynamics: a—f f ;  b—pp <£> pp; a ' —f f .

A fragment o f motive l a  i s  found once again a t  the end o f  the p iece  

(system  5» page 7) to  form a co d a -lik e  s e c t io n . I t  i s  marked "pp,11 to  

be played as an "echo."

The motive 1 complex i s  important s in ce  i t  con ta in s sev era l key 

or germinal s o n o r it ie s  fo r  the e n t ir e  volume: the PNS and whole tone

s o n o r it ie s ,  which d erive from the pen taton ic  sca le ;  the tr ito n e  

r e la t io n sh ip ; the MST son ority ; and the c o l le c t io n s  o f chromatic c e l l s .  

I t  remains fo r  motive 2 to  introduce the one oth er germ inal so n o r ity .

Motive 2

Motive 2 c o n s is t s  o f a s in g le  chord. This motive i s  not on ly  

im portant throughout Volume n  but permeates Crumb's t o t a l  output as 

w e ll .  I t  c o n s is t s  o f  two p e r fe c t  f i f t h s  w ith  ro o ts  a tr ito n e  ap art.

The motive i s  emphasized in  t h is  fa n ta sy -p iece  by being placed in  the  

low est and h ig h est ranges used w ith in  the p ie c e , by being placed ou tsid e  

th e  paper preparation , and by being marked, each time i t  appears, " f f f z "

n/i

C h ro m a tic

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



-32-

Example 11. Motive 2,, I l / l ,  end system 2, page 6

j55i8-t

f f

w ith  a ccen ts . The motive i s  found three tim es in  I l / l :  a t  the end of 

system 2 , page 6; middle o f  system 3. page 7; and as the f in a l  two 

chords, end system 5. page 7 .

Motive 2 i s  analyzed as a ^ 2^ 2 ^ 2  sonor^^7 anc*» l i k e  the 

^2^2^2 so n o r ity» ^ay be broken down in to  th ree-n ote  components.

Example 12 . ?2^2^2 sonor '̂!:,y  broken-down in to  th ree-n o te  components

1, T T  __________ ___ ____________ __________

„  o  ! 3 - o  # 0  W ° C

PJ.D2.T2. sc pDT POT POT

The various transform ations o f  the f i r s t  type (minor second 

p lu s a p e r fe c t  fou rth ) are seen in  Table X. The transform ations o f  

the second and th ird  typ es (p e r fe c t  fou rth  p lu s a minor second) are 

i l lu s t r a t e d  in  Table XI.

A th e o r e t ic a l framework can now be p ostu la ted  fo r  the  

p r in c ip a l m otivic m ateria l o f  fa n ta sy -p iece  I l / l ,  which w i l l  a ls o  

apply to  la t e r  fa n ta sy -p ie c e s . I f  th e p entaton ic  sca le  form ation  

(which i t s e l f  i s  derived from a c ir c le  o f  ascending p e r fe c t f i f t h s ) ,  

seen  a t  the very beginn ing, i s  taken as a b a s is ,  o th er  germinal
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Table X. Transform ations o f the PDT 
so n o r ity  (minor second 
p lu s  p e r fe c t  fou rth )

PDT

=n=
~ u ~  ' O -

= # c = ^ “ ^ 2 = q
f c c C - Z 2 S C = ...............O"....:.. .... a>..........■ =

-iu—Ha-tcag-pad »-

¥ ■O' "CJ" * 0 “ -jy
7 . I n v e r s io n  8.

-e -

# g n [ :=a^o=

10. R s t r o g r a d e - I n v e r s lo n  11.

z k y G E . S
■m —Q - ~csr.

1 2 ,

=£2:

Table XI. Transformations o f  the PDT 
so n o r ity  (p er fe c t  fou rth  p lu s  

minor second)

PDT

22:

1 . O r ig in a l 2 .  F i r s t  R o ta t io n  3- Second R o ta t io n

224 p o — [—0 .7=^:22"

-O-
I).. R e tro g rad e  5-

-o *
6 ;

22= 22= 22=
h9 -

7 ■ Tnveraloi)-
70=

Q=ffig= -= kg^ .o ■:==̂ zc=^sa
22:

1 Q, ._Het-.gQgr.fl.dA Inir.arai.on— li
MJbszcO
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m ateria l may be derived from i t  by ex te n s io n . F ir s t ,  the PNS so n o r ity  

i s  found w ith in  the p en taton ic  s c a le  (see  examples 2 and 9 ) .  a whole 

tone con stru ction  i s  a lso  found w ith in  the s c a le .  The ex ten sio n  o f  the  

whole tone fragment to  C-D-E-F generates the in te r v a l o f  the tr ito n e ;  

from t h is  may be ex tracted  the MST so n o r ity . When t h is  whole tone

#ex ten sio n  i s  added to  the p entaton ic  sc a le  fragm ent, as G-A-C-D-E-F • 

a PDT so n o r ity  may then be e x tr a c te d . Example 13 attem pts to  c la r i f y  

t h i s .

Example 13 . D erivation  o f germ inal s o n o r it ie s  from a pen taton ic  
co n stru ction  w ith  whole tone ex ten sio n

—

Ip
- e -  ' ~  ^  °  °r?o .faction  of

p e r f e c t  f i f t h s  as. P e n ta to n ic
S ca le

P W S

P e n ta to n ic  S c a le  w ith  
whole tone e x te n s io n

When whole ton es are added to  the form ation above, more tr ito n e  

r e la t io n sh ip s  may be ex tracted  as w e ll as chromatic c e l l s ,  another 

germ inal so n o r ity  in  the Makrokosmos.
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Example 1^. Chromatic c e l l s  and tr ito n e s  extracted  from th e ad d itio n  
o f whole ton es to  the pen taton ic  co n stru ctio n

P e n ta to n ic

&

Added Whole Tyoss

Z & U G L
T r i to n e s

a

Chromatic C e l l s

M otives 3 and 4

Motive 3, which i s  re la ted  c lo s e ly  to  m otive 1 , i s  framed by 

the PDT so n o r ity  o f  motive 2 and motive h (or 2 -a ) .

Example 1 5 . Motives 2, 3, and k  (2 a ) , I l / l ,  and system 2, system 3, 
page 6

M o tiv e  2 M o tiv e  3

M o t iv e  Ip ( 2 a )

: i i i r L L llUJ
  ■ —
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The f a l l in g  grace note f ig u r e  co n ta in s, in ta c t  fo r  the f i r s t  tim e, the
i  i  i  i  4

p en taton ic  sca le  p a ttern  o f motive 1: C -D -A . T^e l e f t  hand

rep eats the notes D-E-C—A in  a t r i p l e t  f ig u r e , o s tin a to  fa sh io n . This 

i s  the same pattern  e s ta b lish e d  in  motive 1 , but here w ithout th e C. 

The l e f t  hand may be analysed as two overlapping PNS s o n o r it ie s .

Example 16 . Overlapping PNS s o n o r it ie s  in  l e f t  hand, I l / l ,  motive 3

FN3

The l e f t  hand i s  tim b ra lly  o u tsid e  the paper preparation  w hile  

the r ig h t hand c ro sses  over to  the prepared notes and p lays a v a r ia tio n

o f  motive 1 -a . The r ig h t  hand then moves up and ends w ith  a t r ip l e t
4  # 4fig u re  repeated o s tin a to  fa sh io n  A -C -D' , a lso  a PNS. The two hands, 

as in  the beginning, are a tr ito n e  ap art.

Example 1 7 . Tritone and PNS r e la t io n sh ip s  in  motive %  I l / l

PNS

PNSl
T r i t o n e s
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Motive 4 (see  example 15) c o n s is t s  o f th e PDT so n o r ity  f i r s t  

seen in  motive 2 . Here, in stead  o f  a P2D2T2 are found th ree-n o te  chords 

which are sim ply a PDT. The chords are repeated th ree tim es, f i r s t  up 

a major second, and then up a minor th ir d . The bottom notes o f  the  

chords form a PNS: G-A-C (as do the oth er notes in  the chords: C^-

D#.p# and g*-A# -C# ) .  This m otive, then , combines two key so n o r it ie s  

o f  PDT and PNS. Like motive 2, th ese  chords are marked Hf f f z ?l w ith  

a ccen ts .

M otives 2 , 3. and ^ occur again  a t  the end o f  the p iece  

(system s 3 and h, page 7) to  form a s e c t io n  which i s  very  r e c a p itu la t io n -  

l ik e  (see formal a n a ly s is ) ;  the on ly  changes are in  dynamics.

Motive 5

Motive 5 i s  played com pletely  w ith in  the range o f  th e paper 

p reparation . The hands are switched here, in  th a t the l e f t  hand now 

p lays on the b lack keys and the r ig h t  hand on th e w hite k eys. Both 

hands c o n s is t  o f  groupings o f  s ix te en th  notes which are repeated in  

o s tin a to  fa sh io n  w hile e f f e c t in g  a la rg e  crescendo, from pp to  f f f .

The r ig h t hand i s  in  a pattern  o f  seven s ix te en th s  p lu s a s ix te en th  

r e s t ,  w hile  the l e f t  hand i s  in  a p a ttern  o f  s ix  s ix te en th s  p lu s a 

s ix te en th  r e s t ;  the two p a ttern s, th er e fo re , do not c o in c id e .

The r ig h t hand b eg ins w ith  th e n otes F-A-B, the s p e c if ic  MST 

so n o r ity  heard f i r s t  in  the opening p iece  o f  Volume I  (see  l / l ,  system s 

2 and 3 . page 6 ) .  I t  goes on to  add the note G, to  form four whole 

step s  (F-G-A-B), or a MjjS^T so n o r ity . The l e f t  hand c o n s is t s  o f  the 

n otes Eb-G^-Ab-Bb . which are the notes the r ig h t hand had in  motive la :  

D^-F^-G^-A^. Thus, the l e f t  hand here forms a PNS p lus
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Id Vi bthree whole ton es (G -A -B 5» as was seen  in  m otive l a .  

Example 1 8 . Motive 5. I l / l »  system h, page 6

[J5 = SOTI"*]

j12,(9ubi+o)

Several in te r e s t in g  v e r t ic a l  r e la t io n sh ip s  may be found 

between the two hands. A fou r-n ote  chromatic c e l l  e x i s t s  w ith  the 

f i r s t  two notes o f  the r ig h t hand (B and A) p lu s the f i r s t  two notes  

o f the l e f t  hand (Bb and Ab=Ab-A-3b-B ) . An MST i s  a lso  found: Eb ( in

the l e f t  hand) p lus the A and B o f  th e r ig h t  hand. Further, a PDT
•u

so n o r ity  may be ex tra cted : G ( l e f t  hand) p lus B and F.

Example 1 9 . MST, PNS, whole to n e , chromatic c e l l s ,  and PDT 
s o n o r it ie s  seen  in  motive 5» I l / l

[J* = Whole UST
t o n e s

cresc. pace a. f>©fo

Four-note
chromatic cell

Motive 5 i s  found once again  a t  the end o f  the p iece  (system  

k  and 5 , page 7 ) .  In  i t s  second appearance the p a ttern s o f th e  hands 

are reversed , and the motive d is in te g r a te s  in to  th e  "echo" o f m otive l a .
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M otives 6 , 7 . 8 , 9 . and 10; S ectio n  B

Motive 6 beg ins the B s e c t io n  o f th e  p ie c e .  The m otive i s  a 

f a l l in g  grace note fig u re  which lands on C. The n o tes C-D^-S-F^-G 

form a symmetrical co n stru ctio n  w ith  a PNS co re .

Example 20 . Motive 6 , I l / l ,  system k t  page 6

Example 21 . Symmetrical con stru ctio n  o f motive 6 , I l / l

HaK
n/ i-

e p
PNS

J
Ha^tep

Motive 8 c o n s is t s  o f  a r is in g  grace note f ig u r e  which lands

on D» a whole tone r e la t io n  w ith  the C o f motive 6 .  The grace notes
. #

form two th ree-n o te  chromatic c e l l s  a major th ird  apart: B-A -G  and

B -C -D (an ex ten sio n  o f  the h a lf - s te p s  framing the PNS core o f  motive 

6 , see example 2 1 ) .

Between m otives 6 and 8 i s  found motive 7 (or 2b): two PDT

chords. This m otive i s  found th ree tim es in  the B s e c t io n . Each tim e 

i t  occurs i t  i s  marked "p—p p ," th e f i r s t  chord i s  w ith in  the paper 

preparation , and the second chord i s  low er on the keyboard, ou tsid e  

th e preparation . The in te r v a ls  forming the PDT in  the f i r s t  chords are
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Example 22. Motive 8, I l / l ,  and system 4, page 6

_j.JU

a tr ito n e  p lu s p e r fe c t  fo u rth , w hile the second chord in v e r ts  th is  to  a 

p e r fe c t  fou rth  p lu s a t r i to n e .

Example 23 . Motive 7, H / l ,  end system 4, page 6

A r e p e t it io n  o f  motive 6 then occu rs, fo llow ed  by m otive 9 

(1 -d ) . This motive i s  r e la ted  to  motive 1 . The r ig h t hand has three  

whole s tep s  (C-D-E, carrying the C-D r e la t io n sh ip  o f  m otives 6 and 8 

one step  h ig h er ), which are em bellished by grace n otes; the l e f t  hand 

plays PNS grace notes (Ab-Bb-Db and Bb-Db-Eb ) which togeth er  form 

overlapping PNS s o n o r it ie s ,  l ik e  th ose seen in  the l e f t  hand o f  

motive 3»

Motive 10 i s  sim ply a dim inished fou rth  t r i l l  in  the r ig h t  

hand w ith  chromatic em bellishm ent in  the l e f t  hand.
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Example 24. Motive 9 (1 -d ) , I l / l ,  system 1, page 7

Example 25 . Motive 10 , I l / l ,  system 1 , page 7

The in te r v a ls  used in  t h is  motive are an ex ten sio n  o f those found in

# #m otive 8: chromatic c e l l s  (C -D-D -E) p lu s a major th ird  (dim inished

fou rth ) D^-G.

M otives 6 , 7. and 8 , w ith  8 repeated up a p e r fe c t  fo u rth , then  

fo llo w . Motive lb  occurs as an in t e r je c t io n . Here the o s t in a to - l ik e  

p attern  i s  repeated on ly  f iv e  tim es and the r ig h t hand i s  w r itten  using  

f l a t s  rather than sharps. The l e f t  hand om its the B -natural and p lays  

in stead  a whole tone G-A. The complex o f  m otives 6 , 7. 8 and 8 fo llo w s ,  

transposed up a major th ir d . In t h is  appearance o f  motive 6 the  

in ter n a l grace note in te r v a ls  are changed to  form chromatic c e l l s  a 

major th ird  apart, s im ila r  to  those found in  motive 8 (E-F-G and B -G ) .  

This appearance o f  the m otiv ic complex o f  6 , 7 , 8 , and e ig h t  r e it e r a te s  

a h o r izo n ta l PNS so n o r ity , E-G-A, as seen in  example 26.
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Example 26. PNS so n o rity  o f m otives 6, (7 ) , 8 and 8

Motive MotiveM o tiv e .

E-G-A = PNS

There fo llo w s  a r e p e t it io n  o f m otives 9 and 10, transposed up a 

p e r fe c t  fo u rth . An expanded v ersion  o f  motive 9 i s  then heard. The

notes i t  em phasizes, A-C-D-E (PNS A-C-E p lu s whole tone C-D-E) are,

again , derived  from motive 1 -a .

Motive 11

Motive 11 forms the second h a lf  o f  the B s e c t io n . I t  i s  a new 

motive and i s  heard repeated fou r tim es w ith  in ter r u p tio n s .

Example 27 . Motive 11, I l / l ,  system 2, page 7

&

The bottom th ree n otes o f the l e f t  hand chord (A-D^-E13) form an MST
to Id tow hile the top th ree notes (E -G -A  ) form a PNS. The top fou r notes  

form a P^NSg.

The grace notes in  the r ig h t hand form a whole tone fragment, 

w h ile  the repeated notes C-D-F-G form a p^NSg. which i s  the same 

so n o r ity  as the top fou r notes o f  the l e f t  hand chord, transposed a
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Example 28. MST, MS, and PoNS„ s o n o r it ie s  in  l e f t  hand chord,i t j  x $ iiiOf  ̂ 2
motive 11 , I l / l

> W  ^ 8 °  ;

MST PNS p ^  -

h a lf - s te p  h igh er . This P^NS  ̂ so n o r ity  may be seen  as a compound o f  

so n o r it ie s  found in  the motive 6 , 7 , and 8 complex. The f i r s t  r e p e t it io n  

o f  m otives 6 , 7, and 8 (system  1 , page 7) emphasizes C-D-G, which i s  a 

P2S. The second r e p e t it io n  o f  th ese  three m otives emphasises E-G-A 

(see  example 2 6 ), a PNS. Together th ese  two occurences o f  m otiv ic  

complex 6, 7 , and 8 add up to  the P^NS  ̂ o f motive 11 (PgS p lu s PNS

eq u als P-JNS2 ) .

Motive lb  in te r r u p ts , i t s  o s tin a to  p a ttern  repeated here on ly  

three tim es, fo llow ed  by motive 11, which i s  in terrupted  by two chords.

Example 29 . Motive 11a, u / l ,  end system 2, page 7

Together the hands may be heard as an e ig h t-n o te  chromatic c lu s te r .  

Motive 11 i s  then heard tw ice , the second tim e expanded, to  c lo se

These chords are heard on ly  once in  the fa n ta sy -p iece  and are a 

v a r ia tio n  o f  motive 11 in  th a t each hand conta in s a PoNS? so n o r ity .
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Larger Formal Structure

Formally "Morning Music (G enesis I I )"  appears to  be in  an A BA* 

form w ith  coda. The A se c tio n  (page 6 , system s 1 , 2 , 3 . and 4) c o n s is t s  

o f m otives 1 , 2 , 3 . **•» and 5» and can i t s e l f  be viewed as an a-a*-b  fo r a .  

The sm all a s e c tio n  encompasses m otives 1 and 2., which form th e primary 

m ateria l fo r  the e n t ir e  p ie c e . The a 1 s e c t io n  encompasses m otives 3 and 

k .  Motive 3 i s  b a s ic a l ly  a v a r ia tio n  o f  motive 1 , w h ile  motive 4  i s  a 

v a r ia tio n  o f  motive 2 . The sm all b s e c t io n  i s  comprised e n t ir e ly  o f  

m otive 5«

The A1 se c t io n  (page 7 , system s 3, and 5) i s  alm ost a 

r e c a p itu la tio n  in  th a t i t  con ta in s m otives 2, 3* and 5 w ith  s l ig h t  

v a r ia t io n s . The coda (page 7* middle system 5 to  end) c o n s is t s  o f  a 

fragment o f  motive 1 (which i s  om itted from the A' s e c t io n )  heard as an 

"echo," and the chords o f  motive 2 . These chords are repeated once, 

w ith  a f iv e  second r e s t  between them. Thus, the coda r e it e r a te s  the  

primary m usical m ateria l o f  the p iece  as w e ll as o f  the volume as a 

whole: t r ito n e , whole ton e, and chromatic co n stru c tio n s , and th e

germinal MST, PNS, and PDT s o n o r it ie s .

The B se c t io n  (page 6 , end system k  and page 7. system s 1 , 2, 

and 3) o f  th e fa n ta sy -p ie c e  c o n s is t s  o f  m otives 6 , 7 . S , 9* 10 , and 11 , 

and i t s e l f  may be broken down in to  a sm all a - a ' - a M-b form. The m usical 

m a teria ls  used are th ose a lread y found in  s e c t io n  A. The fo llo w in g  chart 

attem pts to  c la r i f y  the form al stru ctu re  o f  the e n t ir e  p ie c e . The paper 

preparation  i s  s i l e n t ly  removed a t  the end o f the fa n ta sy -p iece  and I l f 2 ,  

"The Jfystic Chord" fo llo w s  a tta c c a .
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im

a

Motive la - lb - la *  
-th ree part form 

o f a -b -a 1 
-o s t in a to - l ik e  

rhythmic f ig u r e s  
- a l l  w ith in  paper 

preparation  
-m usical m ater ia ls:  

pentatonic  
whole tone 
chromatic 
con stru ction  

tr ito n e  
r e la t io n sh ip  

MST 
PNS

Motive 2 
-P2D2T2 chords
-o u tsid e  paper 

preparation  
-PDT so n o r ity  

f i r s t  heard

MotiveMotive
-v a r ia tio n  

o f motive 1
-v a r ia tio n  o f  

motive 2

Motive 5 
-o s t in a to -  

f ig u re s  
-PDT and MST 

r e la t io n sh ip s  
heard
h o r iz o n ta lly  
and v e r t ic a l ly

a n

Motive 2 Motive 3 Motive k

/CODA/

/ ^ Motive la  
i -a s  an echo 

-fragmented

Motive 2 
-repeated  

tw ice

Motive 5 
-varied  
-dynamics 

reversed

Figure 1 . Formal stru ctu re o f  Fantasy-piece I l / l
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/T7

.   ---------   X -----------------------------------------------
f  Motive 6 Motive 7 Motive 8 Motive 6 

- f a l l in g  -v a r ia tio n  -grace-  
grace note o f  motive note p lus
fig u re  2 repeated

-two PDT note
chords fig u re

Motive 2. Motive 10 
-r e la te d  to  - t r i l l  in  
motive 1 r ig h t  hand

Motive 6 Motive 7 Motive 8 Motive 8' Motive lb

a 11

Motive 6 Motive 7 Motive 8 Motive 8* Motive 9 Motive 10 Motive 9

* ■
b tiv e  11 Motive lb  Motive 11 Motive 11a Motive 11. 11, 11 ^

-expanded

X = B sec tio n  i s  in terrupted  by fragm ents o f  motive 1 (=motive 9 )  
and motive 2 (=motive 7 ); th ese  m otives are marked w ith  an X

Figure 1 . Formal stru ctu re o f  F antasy-p iece I l / l ,  continued
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Fantasy-Plece I I / 2 
"The J^rstic Chord"

The second fa n ta sy -p iece  i s  e n t it le d  "The ffy stic  Chord." This 

i s  a referen ce to Scriab in , who used one chord as a sem inal harmony in  

much o f h is  work. S cr ia b in 's  chord, which he c a lle d  the m ystic or 

"Promethean" chord, co n sisted  o f  a s e r ie s  o f various types o f fou rth s:  

C-F^-B^-E-A-D (augmented, d im inished, augmented, p e r fe c t , and p e r fe c t ) .  

Like the m ystic chord o f S criab in , the f i r s t  chord in  t h is  fa n ta sy -  

piec8 serves as germinal m ateria l fo r  a l l  o f  the Makrokosmos as w e ll as 

fo r  much o f Crumb's work as a w hole. I t  a lso  c o n s is t s  o f a s e r ie s  of 

fo u rth s, although not in  the same order as those found in  S cr ia b in 's
Jt

chord: B -E-A-D” (augmented, p e r fe c t , augmented). This chord i s  la b e led

here as a P2D2T2 and has already been seen to  be an important so n o r ity  

in  fa n ta sy -p iece  I l / l ,  "Morning Music (G enesis I I ) ."

Some in te r e s t in g  r e la t io n sh ip s  can be found between S cr ia b in 's  

m ystic chord and the b a sic  m usical m atsr ia l used by Crumb not on ly  

throughout the Makrokosmos but p a r t ic u la r ly  in  th is  fa n ta sy -p ie c e ,

"The Mystic Chord" of Crumb i s  based alm ost e n t ir e ly  on the MST and 

PDT so n o r it ie s  already found in  I l / l .  These two so n o r it ie s  may a lso  be 

extracted  from the m ystic chord o f Scriab in : the f i r s t  three n o tes ,

form an MST; the third, fourth, and fifth notes, B̂ -S-A, form
£a PDT, w hile the l a s t  note D, combined w ith  the f i r s t  two, C and F‘ » form 

another MST.

Fantasy-piece T l f 2 i s  in  d ir e c t  co n tra st to  I l / l .  T\Th i le
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Example 30. MST and PDT s o n o r it ie s  ex tracted  from S cr ia b in ’ s m ystic 
chord

MST

"Morning Music" i s  marked "Exuberantly, w ith p r im itive  energy" and 

i s  b a s ic a l ly  loud , "The M ystic Chord" i s  marked "Adagio molto; serene, 

d e s ir e le s s ,  l ik e  a n irvan a-tran ce" and i s  b a s ic a l ly  (except fo r  the 

"Music o f S tr ife"  sec tio n ) piano and p ian issim o . "The Mystic chord" 

a lso  in c lu d es s e n s it iv e  use o f  " insid e-the-p iano"  e f f e c t s .

E xploration o f M otivic Structures

Motive 1
b 4The chord E-B -D”-A (a 2 ̂  dePressad s i l e n t ly  a t  the

beginning o f  the p iece  and secured w ith  pedal IX, so th at th is  so n o r ity  

sounds sym path etica lly  throughout. The "chemistry" o f th is  chord serves  

as a l in k  w ith  fa n ta sy -p iece  I l / l ,  which ended w ith ?2^2^2 Ĝ °rds, 

although the p itch es  were d if fe r e n t .  (The r e la t io n sh ip  between th ese  

two chords i s  th at o f a major th ird : F-F^-B-C and A-B^-D^-E.)

Example 31* ?2^2'^2 sonor^ ^ es  at  the end o f  fa n ta sy -p iece  I l / l  and
beginning o f fa n ta sy -p iece  n / 2

5 Cu"s»)
1 """"I j£SRe| mi :

a-— !-t.___  j ..- .! .- ,
-

Varney# 
i pwrfi1

S
fe

iw? —t Uvrttt W
L  Sicv* BX.

• j p f ^  

j j j f t  J f fx  (a+fieca.)

P-D -T- chords o f  I I / 1 , P?I>pT? , b e g in n in g  o f
S o l iv e  2 I 172 , m o tiv e  1
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Motive 1 i s  then played on th e keys, marked "pppp," as a 

group o f f iv e  s ix teen th -n o te s  fo llow ed  by a h a lf  n o te .

Example 32. Motive 1 , I l / 2 ,  system 1 , page 8

The sounding o f th ese  notes on the keys a c t iv a te s  the sym pathetic 

v ib ra tio n s  which w i l l  sound throughout, and a lso  firm ly  e s ta b lis h e s  the

^2°2^2 so n o r ity  *n t!ie e a r *

Motive la  c o n s is t s  o f  a g lissan d o  over the s tr in g s .  Since 

pedal I  i s  not depressed fo r  t h is  g lis sa n d o , on ly  those notes o f  

motive 1 (E-B^-D^-A) which were s i l e n t l y  depressed and caught by pedal 

I I  w i l l  r ing  through. As w i l l  a ls o  be seen  in  la t e r  p ie c e s , the

g lissa n d o  i s  used here to  separate m otives.

Example 33* Motives 1 and l a ,  H /2 ,  system 1 , page 8

Motive 2 i s  an MST son ority : A-B-F; t h is  s p e c if ic  MST was

hinted  a t in  motive 5, I l / l ,  but was e s p e c ia l ly  important in  Makrokosmos, 

Volume i / l .

I

gl i *3. over s tands

t hprtts 5lWfy W 
stcart wHh'bz.

Motive 2
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Example 3̂ -* Motive 2, I l / 2 ,  system 1, page 8

Pfijo!tche)

Here the notes are f i r s t  played p iz z ic a to  on the s tr in g s  fo llow ed  

im m ediately by p laying the note on the keys as an "echo." The use o f  

th e echo d evice was found a t  the end o f  I l / l ,  where motive la  returned  

as an echo to  form a coda. The use o f  echoes w i l l  be found not on ly  

in te r n a lly  (se e  motive 2) in  t h is  p ie c e , but a lso  to  form a coda 

s e c t io n , as in  I l / l .

The remainder o f the f i r s t  s e c tio n  c o n s is t s  o f  a lte r a t io n s  

o f  m otives 1 , ( l a ) ,  and 2 (2 a ) . The g lissa n d o  motive la  sep arates the  

f i r s t  appearance o f  motive 2 from the second appearance.

Example 35. Motives l a  and 2a, 1 1 / 2 ,  system 1 , page 8

yp]

Motive 2-a has been expanded to  fou r notes in  a rhythmic

p attern  o f f iv e  e ig h th  notes fo llow ed by a quarter note r e s t ,  an

im precise augmentation o f  the rhythmic pattern  o f motive 1 , or f iv e

s ix te en th  notes follow ed by a h a lf  n o te . The f i r s t  and l a s t  notes o f
a

motive 2-a are the same, c o n s is t in g  o f  the notes G-A-B-C , which are  

four whole tones or an MgS^T so n o r ity . This i s  sim ply the ad d itio n  o f  

one whole to m  to  the b a s ic  MST so n o r ity  o f  motive 2 .
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Motive 1 i s  then heard, followed by motive 2. This time motive
jl U

2 c o n sists  o f three whole step s, C -E -F, or an MŜ * (Motive 2-a 

plus th is  occurrence of motive 2 forms a complete in terlock in g  whole 

tone sc a le , G -A -B -C ^ -E ^ -F , which i s  the b a sis  o f a l l  motive 2 MST

s o n o r it ie s .)  However, i f  the A a t the end of motive 1 , which i s  held
4  bover with the pedal, i s  added to the C -S -F o f motive 2 an M3S2T 

r e s u lts .  This A, then, serves as a lin k  between the two basic  

so n o r itie s  o f fantasy-p iece l l / 2 :  the MST and FDT.

Example 3 6 .  PDT and MST so n o r itie s  o f motives 1 and 2, I l /2

PDT MS„

■...y -̂  ̂-fcf.

l M r H  ir
y ' f t.

11! f i 1 - : ^

=  » 3 S2 T

Motive 2-a fo llow s motive 2 without the a lte r a tio n  o f motive 1 .
JL

This appearance co n sis ts  o f  the notes G-A-B-DT, an M-jS2T, the same 

sonority seen in  example 36 . Three notes here are the same as the 

f i r s t  occurrence o f motive 2-a: G-A-B. The f i r s t  occurrence added a

C# to these notes to  form an M^^T, while the second occurrence added
J L

a D to form an M^S^T. Thus, even with the change o f one note, the 

b asic  "chemistry” remains the same.

Motive 2-a i s  followed by a rep e titio n  o f the notes G and A 

played in sid e the piano as harmonics, creating an ech o-lik e  e f f e c t .

The glissando motive 1-a  c lo se s  the f i r s t  sectio n  o f th is  fan tasy-  

p iece . Here the glissando i s  f u l ly  chromatic since the pedal I  i s  

depressed.
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Section  B: Motive 3

The "Music o f  S tr ife "  o f  system 2, page 18, i s  in  d ir e c t  

co n tra st to  the opening s e c t io n  o f  the fa n ta sy -p ie c e . I t  i s  marked 

"Intrusive, eru ptive „ . . fe r o ce ,"  i s  played t r ip le  fo r te  in  a low  

range o f  the keyboard, e n t ir e ly  on the keys, and con ta in s the f a s t e s t  

rhythmic motion o f  the p ie c e . I t  i s  played w ithout pedal I  (although  

pedal H  i s  to  remain d ep ressed ).

Example 37* Motive 3, I l / 2 ,  system 2, page 8

jlit&tftt.)

(settxa E L )

Intrusive, eruptive ( i  tempo sempre] 
-ijvJ-

"Musicof Strife"' S I B B
£&■

This motive c o n s is t s  o f  a h o r izo n ta l s e r ie s  o f PDT so n o r it ie s  

and i s  th erefore  re la ted  to  motive 1 .

Example 38. H orizontal PDT s o n o r it ie s  o f  motive 3, H / 2

PDT PDT p .  ^

Q . o  D

PDT PDT
J  L

PDT

W 2i 1 ~r r
C lm □ a

J L.
|E o E

1  -1- J i

-?2D2-2 W a
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^  feThe C-F’ tr ito n e  d iv id e s  t h is  motive in  h a lf ;  the tr ito n e  notes A-E

are found sym m etrically on e ith e r  s id e .

Example 39 • T ritone d iv is io n  o f  motive J ,  I l / 2

  ™

Tr- j C L
T T

The f i r s t  h a lf  o f  t h is  motive con ta in s the chromatic ton es E^-E-F,

b A  bA-B -B-C, w hile the second h a lf  con ta in s the chromatic tones C -D-E .
£  gjL

F -G -G -A . The m otive, then , con ta in s a l l  tw elve chromatic ton es w ith  

th e r e p e t it io n  o f the n otes A and E*3, which serve as l in k s  in  the  

chromatic sequence.

Table X II, Chromatic sequence o f  
notes in  motive 3. T i t  2.

A A  F*-G-G* h  A
bB -B-C C -D.

c<b ■E-F

The r e p e t it io n  o f  the notes A and E i s  s ig n if ic a n t  because 

the on ly  shared notes o f  the b a sic  FDT and MST so n o r it ie s  o f  s e c t io n  A 

are A and (see  a lso  example j 6 ) .

The outer notes o f  the l e f t  hand chord a t the end o f  motive 3,
b

E and B » are in  a tr ito n e  r e la t io n sh ip , and are a lso  the notes from 

th e o r ig in a l PDT so n o r ity  (E-3b-D^-A) which are not emphasized as in  

examples 39 and 40 . This l e f t  hand chord con ta in s v e r t ic a l  PDT 

s o n o r it ie s .
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Example 40 . Shared notes o f  PDT and MS? s o n o r it ie s ,  m otives 1 and 
2, I I /2

P2D.,T2Sonority Motive ^

J D 1

Whole to n e  s c a l e  w hich  
i s  th e  b a s i s  o f  MST 
s o n o r i t i e s ,  m o tiv e  2

:CC - Q — C L wtttt J = L

S hared  n o te s  o f  th e  
two b a s ic  s d n o r i t i e s ;

£ EC

£ IX

Example 41 . PDT so n o r it ie s  in  l e f t  hand chord o f  motive 3. H /2

m
PDT

~ey
__i__
PDT

Motive 4

Motive 4 c o n s is t s  o f a s e r ie s  o f  PDT chords, two o f which are 

preceded by grace note chords, which are also PDT*s. The top notes of 
the f i r s t  th ree  chords, B-D-A, form a PNS so n o r ity .

Another use o f  the echo d evice i s  found h ere . The pedal i s  

depressed suddenly a f t e r  a " fffz"  chord to  catch  the echo o f  th e  chord
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Example 42. Motives 4 and l a ,  H /2 ,  system 2, page 8

f  3 - --------

±Sk jg*(PQ  p
-------- 5a p--------- -

p ia n issim o . Motive 1 -a , r e c a llin g  the f i r s t  s e c t io n  o f th e p ie c e , 

sep arates motive 4 from motive 5*

Motive 5

Motive 5 u ses  a muted timbre not heard before in  th is  fa n ta sy -  

p ie c e . I t  c o n s is ts  o f a h a lf  s tep , C-B (with an Eb grace n o te) and a 

whole s tep , F-G. A h o r izo n ta l MST so n o r ity  may be ex tracted : F-G-B,

r e la t in g  i t  to  motive 2 , The motive ends w ith  the low G repeated and 

encompasses a large  crescendo. This i s  a ty p ic a l Crumb d evice and may 

be found in  many o f  h is  works.

Example 43 . Motive 5. H /2 ,  system 2, page 8

- : . i , w z l | „  " : : z z : z z  1 . 1.:,1:.—

\
:---------r - = ------- ---------------:• j ............ .......................................' =

"EL—#  ‘E X * -*

r - » ---------------sr—

K . - *  TEL ------------------ --------- - #

5—3 —*
+■ + ♦  +  +  + ♦  ♦  +
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Section  A ': Motive 1

The A' se c t io n  o f  "The Mystic Chord" c o n s is t s ,  as did the A

s e c t io n , o f  a lte r n a tio n  o f m otives 1 and 2 . Motive 1 i s  here expanded

# bto  ten  s ix te en th  notes and i s  fo llow ed  by the whole ton es C and E ,

played in  the same manner as motive 2 . I f  the l a s t  note o f  m otive 1,
A bA, i s  combined w ith the C" and E , an MST so n o r ity  r e s u lt s  (as in

example 3 6 ) . Motive 1 -a  i s  heard fo llow ed  by two whole to n es , B and 
A

C , forming a l in k  w ith  motive 2-a  which fo llo w s . This appearance of

# bmotive 2-a  u ses the notes C -E -F-G, which are fou r whole ton es or an 

MgS^T. I f  the one d if fe r e n t  note from th e lin k in g  whole s te p s , B, i s  

added (th ese  two whole s tep s  are held by pedal I , so th a t th ey  w i l l  be
It

sounding) f iv e  whole ton es r e s u lt :  B-C -E -F-G, or an M.S T . The two4 4 2
whole ton es G and A are then played as p iz z ic a to  harmonics. The ad d ition

A  ft
o f  th ese  two notes com pletes th e s ix  note whole tone sc a le  G-A-B-C -S -F .

This s e c t io n , then, may be seen as a gradual bu ild -u p  o f  whole tone

so n o r it ie s  to  form a complete whole tone s c a le .

Motive 1 i s  then heard in v er ted , fo llow ed  by a f in a l  occurrence

o f  motive 2 -a . Here, u n lik e  the other appearances o f  motive 2 -a , the

same note does not frame the f iv e  e ig h th  note p a ttern . The notes  
A  b

A -C -E  -F form an M-̂ SgT so n o r ity . A B plucked harmonic adds a f i f t h  
A  b

whole ton e, A-B-C' -E -F , or •

Coda

A v a r ia tio n  o f  th e  g lissa n d o  motive 1 -a  sep arates the A1 

se c t io n  from the coda. The g lissan d o  here i s  f u l l y  chrom atic, as was 

the g lissan d o  im m ediately before the "Music o f  S tr ife"  s e c t io n , but i s  

played in  a low r e g is t e r .  Motive 5 fo llo w s , marked "Echo /m u ffled ,
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d is ta n t /’. " I t  c o n s is t s  o f the notes A^-B^ and D-E, an so n o r ity ,

which has not been heard b e fo re . The chromatic g lissa n d o  i s  played  

again , "pppp" in  the bass r e g is te r ,  then i s  repeated in  a higher  

r e g is t e r .  The p iece ends w ith  g lissa n d o  t r i l l s  on th e s tr in g s , which 

resound the n otes o f  the o r ig in a l PDT so n o r ity  caught by pedal I I .

Larger Formal Structure  

"The Jtystic Chord" i s  in  the same form as "Morning Music 

(G enesis H ) : " A—B—A' w ith  a coda which r e c a l ls  e a r l ie r  m ateria l as 

an echo. The A se c t io n  c o n s is t s  o f  a lte r a t io n s  o f  m otives 1 and 2 . The 

B se c tio n  i s  formed by the "Music o f  S tr ife"  (m otives 3. and 5 ) .  w h ile

the A’ s e c t io n  i s  again the a lte r a t io n  o f  m otives 1 and 2 . The coda u ses  

m otives l ’a and 5- As was seen in  I l / l ,  the coda r e it e r a te s  the  

primary m usical m ateria l o f  the p iece : the PDT (motive 1 -a )  and MST

(motive 5) s o n o r it ie s ;  fu rth er , the B se c t io n  i s  based on m usical 

m ateria ls  found in  the A s e c t io n . In t h is  p iece  the g lissan d o  motive 1 -a  

i s  used to  separate m otives and each motive uses one s p e c if ic  and 

co n tra stin g  timbre ( i . e .  motive 1 i s  on the keys, motive 2 i s  p iz z ic a to  

w ith  an echo on the keys, e t c . ) .  Figure 2 o u t lin e s  the formal 

stru ctu re  o f  the p ie c e .
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U J

Motive 1 Motive 1

?2D2T2 ^  P2^2^2 W  W 2 MS2g i . l S S  •

nn
Motive 2  

PDT

M_S T chrom- 
i  £  a t ic  

g l i s s .

Motive k
PDT

l a  1 Motive 5

g l i s s . MST

Motive 1

MST

L A L J

fla  ) Motive •tive

M„S T

Motive 1

©
chrom­

a t ic
g l i s s .

Motive 2  

«232T2

/CODA /  =  ECHO

chrom­
a t ic
g l i s s .

la

PDT

XFT: [ \ — on keys, "ppp" timbre

( ^ )  == g lissan d o

=  p iz z ic a to  w ith  echo on keys

©
PDT

Figure 2 , Formal structure o f  Fantasy-piece I l / 2
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Fantasy-Piece I I /3  
"Rain-Death V ariations"

F antasy-piece I l /3 »  "Rain-Death V aria tio n s,"  i s  based on a 

th ree-n o te  chromatic sound, conceived most u su a lly  as a whole tone w ith  

the in term ediate serai-tone d isp laced  by an o c ta v e .

Example **4, Three-note chromatic sound ty p ic a l o f  Crumb's "Rain- 
Death" music

P resen tations o f t h is  sound make up more than a sev e n ty -fiv e  percent 

o f  the Five P ieces fo r  Piano (1962) .  Labeled as "Rain-Death Music I" 

i t  appears in  the Madrigals Book I  (1965); as "Rain-Death Music II" th is  

so n o r ity  i s  the b asi3  o f  the th ird  movement o f the Four Nocturnes fo r  

V io lin  and Piano (1965) .  "Rain-Death V ariations" i s  the f i r s t  p iece  in  

Volume H  to  c o n s is te n t ly  use t h i s  chromatic m otive.

A chromatic c lu s te r  w ith  a tw o-octave range i s  depressed  

s i l e n t ly  w ith  the forearms a t  the beginning of the p iece  and i s  held  

throughout, as were the s i l e n t ly  depressed notes in  H /2 ,  by the pedal 

I I .  This fa n ta sy -p iece  u ses  no pedal I; th ese  depressed n o tes , then , 

v ib rate  on ly  sym path etica lly , as th e range o f  the played notes does not 

extend as low as the s i l e n t ly  depressed chromatic c lu s te r .
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E xploration  o f  M btivic Structures

Motive 1
S bMotive 1 c o n s is t s  o f  a whole tone fig u re  (C -E ) in  the l e f t  

hand which i s  repeated e ig h t tim es as even s ix te en th  n o te s . The r ig h t  

hand, a lso  a whole tone f ig u re  (D-E), i s  in  a fragmented t r ip l e t

rhythm. Together the two hands sound a fou r-n ote  chromatic c e l l :

4 b (f-D -E  -E .

Example 45« Motive 1 , H /3* system  1 , page 9

(on >1*7*)

sfaec-ah'ss. $emp*e

—  4t?rts* Silently with I C5*"** 'GX-]
f«r(sn tn if then Stc»^~j

•e ir. -—

Motive 2

The l e f t  hand continues i t s  even sixteenth-note rhythm in  

motive 2; here a pattern o f  four six teen th  notes i s  repeated four tim es.

Example 46. Motive 2 , I l/3 »  system 1 , page 9

The l e f t  hand contain s two PDT s o n o r it ie s .

Example 4-7. PDT so n o r it ie s  o f  l e f t  hand, motive 2 , I l / 3

PDT PDT
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The r ig h t hand in  motive 2 c o n s is t s  o f  overlapping groups o f  

th ree-n ote  chromatic c e l l s  and o f  h o r izo n ta l PDT s o n o r it ie s .  The note- 

p a ttern  o f  B-C-D i s  repeated fou r tim es (see  example 4 6 ) . The tr ito n e  

F-B d iv id es  the r ig h t hand p a ttern  in  h a lf ;  t h is  d iv is io n  i s  a lso  

emphasized rh yth m ically .

Example 48 . PDT and chromatic s o n o r it ie s  found in  the r ig h t hand,
motive 2 , H /3 .  and the d iv is io n  o f the m otive»,in to  two 
parts w ith  the r e p e t it io n  o f the notes B-C-D-G -A-G

PDTC hrom atic
C e ll

'o :R.HL

C hrom atic
C e l l

C hrom ati
C e ll

C hrom atic 
C e ll  /

L.H

PDT

TT

PDT R e p e t i t io n

- f r jQLj3.

C hrom atic
C e l l

Motive la

Motive 1 -a  which fo llo w s  (transposed up a p e r fe c t f i f t h  from 

motive 1 ) i s  based on th r e e -  and fou r-note  chromatic c e l l s .

Example 49. Motive l a ,  n /3 »  system  1, page 9

f*. pp
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Motives 1 , 2, and 1 -a  form a sm all a -b -a 1 s e c t io n  as seen  a lso  

in  H / l ,  "Morning Music (G enesis I I ) ."  The l e f t  hand in  t h i s  s e c t io n  

has a steady s ix teen th -n o te  fig u re  w hile  the r ig h t  hand has fragmented 

t r ip l e t  f ig u r e s  w ith  grace n o te s . This s e c tio n  i s  played e n t ir e ly  

s ta cca to  and i s  b a s ic a l ly  p ian issim o .

Motive 3

The l e f t  hand in  motive 3 con ta in s four descending groups o f  

th ree -n o te  chromatic c e l l s .

Example 50. Motive 3. Il/3» system s 2 and 3. page 9

(f.Jt.) (JejjiapisJ.)

The lo w est notes o f  th ese  c e l l s  are G^-F^-D-C, or an ^ 2^ 2 ^ 2  s o n o r ^ ^ 7 *  

This i s  the same MST so n o r ity  which was found in  the coda se c t io n  of  

H /2  (motive 5 ) .  "Rain-Death Music," then , con ta in s the same b asic  

m usical m ateria l found in  the coda o f  "The M ystic Chord": chromatic

c lu s te r s ,  which were seen in  the f u l ly  chromatic g lissan d o  o f I l /2 ;  the 

MST son ority ; and the PDT so n o r ity  found in  the f in a l  two g lissan d o  

t r i l l s  o f  "The Mystic Chord." Use o f  th ese  three so n o r it ie s  forms a 

l in k  between fa n ta sy -p ie c e s  I l / 2  and n /3 .

The r ig h t  hand in  m otive 3 has a pattern  o f  nine notes which 

i s  repeated three t im es . The f i r s t  s ix te e n  n otes are fo r tis s im o  and 

s ta c c a to , w hile the l a s t  e lev en  are a sudden c o n tr a s t , being p ian issim o, 

le g g ie r is s im o , and having no accompaning l e f t  hand chords.
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The r ig h t  hand may be seen  as a s e r ie s  o f  augmented t r ia d s ,  and
$ $  $  b

as such r e la ted  to  the MST so n o r ity : F-A-C' , B-D‘ -G, D-F -B . The f i r s t

s ix  notes are a l l  in  a tr ito n e  r e la t io n sh ip , w ith  the tr ito n e  F-B, 

a ls o  emphasized in  example k 6  (m otive 2) as the a x is .

Example 51* T ritone r e la t io n sh ip s  o f the f i r s t  s ix  notes o f  the r ig h t  
hand in  motive 3. I l / 3

TT

XX
Sjnj/

TT

These n o tes a lso  form a whole tone s c a le , the same sca le  th a t was the 

b a s is  fo r  a l l  the MST so n o r it ie s  o f  I I / 2, providing another l in k  between 

the two p ie c e s .

Example 52. Whole tone sc a le  ex tracted  from motive 3. I l / 3

W  n  -O ’ —

The l a s t  th ree notes are a l l  in  a chromatic h a lf - s te p  r e la t io n ­

sh ip  w ith the f i r s t  th ree note s .

Example 53* H a lf-step  r e la t io n sh ip  o f  f i r s t  three notes w ith  the l a s t  
three notes o f  th e r ig h t hand, motive 3* I l / 3

F i r s t  th r e e  L ast th r e e  T o g e th e r a re  in  a
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When the middle three n o tes are added, three groups o f  th ree-n ote  

chromatic c e l l s  a whole tone apart r e s u lt ,  showing the c lo se  ju x ta ­

p o s it io n  and in te g r a tio n  o f  whole tone and chromatic s o n o r it ie s .

Example 5^« Three-note chromatic c e l l s  ex tracted  from the r ig h t hand,

Motive 3 i s  found tw ice again in  the p ie c e . Hi system 4, 

page 9 , i t  i s  transposed down a t r i t o n e .  I t  i s  a lso  found a t  th e very  

end in  a co d a -lik e  s e c t io n .

Motive h

The steady s ix te en th -n o te  rhythm i s  resumed in  motive h . 

Example 55- Motive k ,  I l /3 »  system 2 , page 9

This descending fig u re  c o n s is t s  o f  chromatic c e l l s  lin k ed  by whole 

s te p s , and encompasses seven chromatic ton es w ith the range o f  a tr ito n e

Motive b  a lso  occurs tw ice again: in  system 3» page 9» i t  i s

transposed down a whole step ; a t  the end o f system k  and th e  beginning  

o f  system 5 i t  i s  s l ig h t ly  v a r ied , being played a l l  very , very  s o f t ly  

"molto d e l i c a t o ," and as harmonics.

motive 3, I l / 3

Jao'so ■y y r
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Motive 5

Motive 5 i s  d iv ided  in to  two p arts; the l e f t  hand has the  

repeated whole tone f ig u re  seen  in  motive 1 , here on and F. The
A  JL

r ig h t  hand notes form chromatic c e l l s  w ith  the l e f t  hand, as D -E-F-F . 

The r ig h t hand, however, adds something new in  the form o f a f iv e -n o te  

s ix ty -fo u r th -n o te  fig u re  usin g  the notes A and B. When t h is  i s  heard
A

w ith  the l e f t  hand an MST i s  formed; when i t  i s  heard w ith  the D in  the  

l e f t  hand another MST so n o r ity  i s  formed. Together t h i s  may be 

compounded to  an Mg^*^’ same so n o r ity  formed by the descending  

chords o f  the l e f t  hand o f  motive 3* This chromatic and MST p attern
A

i s  repeated once, then the r ig h t hand moves up to  B and C ,  forming

another MST w ith  th e F in  the l e f t  hand. The l e f t  hand moves up to  

# bG and B , r e su lt in g  in  a chromatic l in k  between the two h a lves o f  the
S  bm otive: G-G -A-B . The second h a lf  o f  motive 5, d e lin ea ted  by a

su b ito  p ian issim o, i s  a tra n sp o s it io n  o f the f i r s t  part a major th ird  

high er.

Example 56 . Motive 5» I l / 3 ,  system 2 , page 9

P art 1 P art I I
f Z f p  VPP f*-PP

t a a i i f l

Motive 5 i s  repeated in  system 3. a whole tone low er than the  

f i r s t  p resen tation ; i t  i s  a lso  extended by a th r e e -fo ld  r e p e t it io n  o f
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# bthe th ree-n ote  chromatic c e l l  G -A-B .

Motive 6

The steady s ix teen th -n o te  p attern  o f  the l e f t  hand i s  continued  

in  motive 6 w hile the r ig h t  hand returns to  the t r i p l e t  p lu s grace note  

rhythmic p a ttern . Motive 6 grows out o f the second h a lf  o f  motive

5, b a s ic a l ly  continuing the r is in g  whole step  fig u re  o f  each hand
, A  b b

another s tep  (C -E -F-G-A in  the r ig h t hand, and C-D-F -A in  the l e f t

hand). This motive c o n s is t s  sim ply o f another fou r-n ote  chromatic c e l l ,

# bhere using F -G-A -A. The motive occurs one other tim e, in  system
#where i t  u ses f i r s t  the th ree-n o te  chromatic c e l l  A -B-C, then the

A
th ree-n o te  chromatic c e l l  o f  F-G -A an octave low er.

Example 57 • Motive 6 , I l / 3 ,  system 3* page 9

The remainder o f th is  fa n ta sy -p iece  rep eats m otives 3 through 

6 , although varying th e ir  order. The technique o f  e s ta b lish in g  sm all 

m otiv ic  c e l l s ,  then changing the sequence o f th e ir  appearance has been 

seen  a lso  in  fa n ta sy -p ie c e s  n / l  and I l / 2 .  Thus, a f t e r  the f i r s t  

occurrence o f  m otives 3, 5* and 6 th ey  are repeated in  the order

5, 3* 6 , and k .

Larger Formal Structure  

Formally the p iece  can be d ivided  in to  two p arts  w ith  a coda. 

The A se c tio n  c o n s is t s  o f  m otives 1 and 2 w hile the B s e c t io n  i s  much 

lo n g er , c o n s is t in g  o f  m otives 3» 5» and 6 w ith  th e ir  r e p e t it io n s .
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The coda (system  5. page 9 ) .  as did the codas in  I l / l  and I l / 2 ,  r e fe r s  

back to  key m otives. Here the coda begins w ith  a fragment o f motive 

2, then a fragment o f  motive 1 i s  heard. A fter  a fou r second r e s t  the 

r ig h t  hand p lays a p o rtio n  o f  motive 3» a l l  p ian issim o, alm ost in  an

echo fa sh io n . The use o f echo id eas in  the coda s e c t io n  has a lso  been

seen in  "Morning Music (G enesis I I )"  and in  "The M ystic Chord."

As i s  a lso  true o f  the other "Rain-Death Music" o f  Crumb, t h is

p iece  i s  based on th r e e -  and fou r-note  chromatic c e l l s  w ith  some 

in c id e n ta l use o f the PDT and MST s o n o r it ie s .  I t  i s  scored fo r  two 

v o ic e s  throughout; the l e f t  hand g en era lly  keeps the "Tempo metronomieo" 

d ir e c t io n  a t  the beginning by p laying steady s ix teen th -n o te  p a ttern s, 

w hile any rhythmic v a r ia tio n  occurs in  the r ig h t hand. S taccato  

playing predom inates.
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Fantasy-Piece I l / 4  
"Twin Suns (Doppelganger aus der 

E w igkeit) /SYMBOlJ"

Fantasy-piece T l/4 , "Twin Suns (Doppelganger aus der E w igkeit) 

/SYMBOL/." i s  the f i r s t  o f the three p ie c e s  in  Makrokosmos, Volume I I  

which are notated in  the form o f  a symbol, in  t h is  case two id e n t ic a l  

c i r c l e s .  "Twin Suns" i s  s ig n if ic a n t  in  th a t i t  c lo s e s  the f i r s t  la rg e  

s e c t io n  o f the work and ends w ith  the d es ig n a tio n  Fine rather than the  

a tta cca  which follow ed p ie c e s  I l / l ,  I l / 2 ,  and I I f 3• Like the fou rth  

p iece  in  Volume I , th is  p iece  con ta in s C h ristian  symbology. Fantasy- 

p iece  I /*+, " C ru c ifix u s," was notated in  the shape o f  a cross and used 

the shouted word "Christa." The second c ir c le  o f  "Twin Suns" i s  ca lled  

"Hymn fo r  the Advent o f the S tar-C h ild ."  This p iece  reappears, 

elab orated , in  "The Advent" o f Makrokosmos, Volume I I I  where the second 

s e c t io n  i s  c a lle d  "Hymn fo r  the N a tiv ity  o f the S tar-C h ild ."

E xploration  o f  Jfotivic Structures

C ircle  A: Motive 1

The f i r s t  i s  marked "Majestic" and the pedal I  i s  to  be held  

throughout; dynamics range from fo r tis s im o  to  quadruple p iano. Motive 

1 c o n s is t s  o f  a s ix -n o te  grace note f ig u r e , which may be d ivided  in to  

two th ree-n o te  c e l l s ;  each c e l l  i s  analyzed as a PDT so n o r ity . The 

f i r s t  c e l l  moves down a major seventh then up a tr ito n e , w hile  the

second c e l l  i s  in verted  up a major seventh and down a p e r fe c t fourth;
£  A  A

the c e l l s  are a minor th ird  apart: G'-A-D and F-F -C.
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Example 58. Motive 1 , I l / 4 ,  C irc le  A, page 10

Motive 2

Motive 2, which fo llo w s im m ediately, i s  a p e r fe c t  f i f t h  and 

encompasses a decrescendo from t r ip le  fo r te  to  p ian issim o . The f i r s t  

appearance o f  the motive u ses the p e r fe c t  f i f t h  G-D and rep eats i t  ten  

tim es. A l in k  between m otives 1 and 2 may be seen in  th a t  th e l a s t  two 

notes o f  motive 1 were a p e r fe c t  fou rth , F-C; i f  th e pattern  o f  a p e r fe c t  

fou rth  i s  extended downward G and D r e s u lt ,  as F-C-G-D. Motive 2, 

th en , sim ply in v e r ts  the p e r fe c t fou rth  r e la t io n sh ip  to  th a t o f a 

p e r fe c t  f i f t h .

Example 59. Motive 2, n / 4 .  C ircle  A, page 10

A fter a seven second r e s t ,  motive 1 i s  repeated a major th ird

low er than i t s  f i r s t  occurrence, w ith  a major second t h is  time between
£

the th ree-n ote  PDT c e l l s :  E-F-B and D-D -A. This i s  fo llow ed , as

b e fo re , by motive 2 . The r ig h t hand begins the G-D p e r fe c t  f i f t h s ,
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here repeated nine tim es; a f te r  a th ir ty -seco n d  note r e s t  the p e r fe c t  

f i f t h ,  a minor th ird  low er, E-B, i s  repeated seven tim es . Thus the  

minor th ird  r e la t io n sh ip , seen between the two PDT c e l l s  in  the f i r s t  

appearance o f motive 1 , i s  r e ite r a te d .

Motive 3

On the fou rth  r e p e t it io n  o f  the G-D p e r fe c t  f i f t h s  the l e f t

hand p lays a chromatic g lissan d o  on the s tr in g s . This g lissa n d o  covers

an octave p lu s a tr ito n e :  A-E*3, Chromatic g l is s a n d i,  e s p e c ia l ly  those
b

which cover the range o f  an octave p lu s t r ito n s ,  A-E , are found a lso  

in  Volume I  and I U  and serve as a common motive shared by a l l  three  

volumes o f the Makrokosmos. Here the g lissan d o  i s  played fo r tis s im o  

w ith  the f in g e r t ip .

Example 6 0 . Motive 3» H /^» C ircle  A, page 10

a......

The l e f t  hand then begins the repeated p e r fe c t  f i f t h  pattern
Td bo f  motive 2 w ith D -A , which i s  derived  from a p a ttern  o f p e r fe c t  

f i f t h s  descending by minor th ir d s . This p a ttern  was begun w ith  the 

r ig h t hand p e r fe c t f i f t h s  G-D and E-B and i s  continued w ith  the l e f t  

hand p e r fe c t  f i f t h s  D -̂A*5 and $ -F .

When the D*3-A*3 o f  the l e f t  hand i s  combined w ith the G-D of 

the r ig h t hand a so n o r ity  o f  two p er fec t f i f t h s  a h a lf - s te p  apart
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Table X III . Pattern o f p e r fe c t  f i f t h s  
which descend by minor th ir d s ,  

found in  motive 2, I l / h

}—D E--B Db~ A b Bb—F
l&nor minor minor
th ird  th ird  th ird

Eight Hand L eft Hand

r e s u lt s ,  or a P20 2T2* ^b is  so n o r it7  was f i r s t  found in  motive 2, o f  

fa n ta sy -p iece  I l / l ,  "Morning Music (G enesis I I )"  and was a lso  seen to  

be the b a s is  o f fa n ta sy -p iece  I l / 2 ,  "The Mystic Chord." Here i t  has 

been preceded by the use o f two PDT s o n o r it ie s  in  motive 1 .  The l e f t  

hand D -A i s  repeated seven tim es and overlaps in to  the E-B o f  th e  

r ig h t  hand. A fter a th ir ty -seco n d  note r e s t  the l e f t  hand, as d id  the  

r ig h t  hand, moves down a minor th ird  to  Bb-F , which i s  a ls o  repeated  

seven tim es. The Bb-F w ith  the E-B again forms a ? 2 ? 2 ^ 2  s o n o r ^ 7 ’  

R ests o f  seven seconds frame t h is  complex o f m otives 1 , 2, and 3*

Example 6 l .  Motives 1 ,  2 , and 3. I I /^ . C ircle  A, page 10

Motive k

A motive which w i l l  become im portant in  o th er  p ie c e s  in  Volume
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I I  and which, l ik e  motive 3» i s  found throughout the Makrokosmos, 

fo llo w s . I t  c o n s is t s  o f  two s im u lta n e it ie s  o f s ix  whale ton es a h a lf -  

step  apart, thus encompassing a l l  tw elve chromatic to n es .

Example 6 2 . Motive k ,  T l / k ,  C ircle  A, page 10

Ju xta p o sitio n  o f whole and h a lf - s te p s  has been seen p a r t ic u la r ly  in  the  

preceding p ie c e , I l / 3 ,  "Rain-Death Variations"; use o f  the whole tone 

so n o r ity  was found a lso  in  I l / 2 ,  "The Mystic Chord."

The motive 4 grace note chords are fo llow ed by motive 2, here 

on C-G, repeated seven tim es . Motive k  i s  again  heard; t h is  tim e the 

two s im u lta n e itie s  are a p e r fe c t  f i f t h  ap art. This, then, forms a l in k  

w ith  th e p e r fe c t  f i f t h  in te r v a l o f  motive 2 .

Another s e r ie s  o f  overlapping p e r fe c t  f i f t h s  o f  motive 2 i s  

then begun; here, however, the p e r fe c t  f i f t h s  move up by whole step s in  

each hand, r e ite r a t in g  the whole step  r e la t io n sh ip  o f motive k .  The 

s o n o r it ie s  formed between the two hands are always a ? 2 p 2 ^ 2 ' 

occurrence o f  motive 2 r e f l e c t s ,  again , the in te r v a ls  in  motive k  by 

encompassing a l l  tw elve chromatic to n e s . I t  ends w ith the p e r fe c t  

f i f t h  G-D, the same p e r fe c t  f i f t h  in  th e  f i r s t  appearance o f  motive 2 .

After a rest of five seconds, motive 2, begun by the left hand 
t h i s  tim e, i s  again heard. The hands each move down by minor th ir d s ,  

and as b efo re , ? 2 ® 2 ^ 2  sonor:^ i e s  are ^ormed between the p e r fe c t  f i f t h s  

o f  both hands. A fter  a seven second r e s t  the music o f  C irc le  B i s  to  

be p layed .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



-7 3 -

Table XT?. Whole s tep , P2D2T2 sonori* y .
and tw elve chromatic ton es of m otiv ic  

complex 2 , 3» and 4 , I l / 4

Whole step s
'-------------- -----------------r „

Right Hand: A—E 3— F  C —G
L eft Hand: v Sb— Bb F--C_______ G—D

Form o f C irc le  A 

The form o f  C ircle  A i s  a -a ' -coda . The m usical m ateria l used 

seems to  grow o rg a n ica lly  out o f  i t s e l f .  S ection  a c o n s is t s  o f  m otives 

1 , 2, and 3. w ith motive 1 fu rn ish in g  the b a s ic  m ateria l o f  th e e n tir e  

a s e c t io n . The in te r v a l o f  a p e r fe c t  fou rth , taken from the l a s t  two 

notes o f  the second PDT grace note c e l l ,  and inverted  to  a p e r fe c t  

f i f t h ,  forms motive 2 . I f  the p a ttern  o f a p e r fe c t  fou rth  i s  continued  

downward the actu a l n otes used in  motive 2 r e s u lt :  F-C-G-D. The l a s t
JL

two n otes o f  the f i r s t  PDT grace note c e l l ,  the tr ito n e  A-D , are used 

as the range o f  the chromatic g lissa n d o  o f  motive 3* The minor th ird  

r e la t io n sh ip  between the two PDT c e l l s  i s  used as the r e la t io n sh ip  

between the repeated p e r fe c t  f i f t h s  o f  motive 2 . And f in a l ly ,  the PDT 

so n o r ity  o f  motive 1 i t s e l f  i s  compounded in to  a ^2^2^2 mo^"7e 2 .

S ectio n  a* beg in s w ith the two grace note s im u lta n e it ie s  of 

motive 4 and u ses a lso  m otives 2 and 3» The chromatic r e la t io n sh ip  o f  

the two whole tone s im u lta n e it ie s  i s  r e la ted  to  the chromatic g lissan d o  

o f  motive 3. w h ile  the p e r fe c t  f i f t h  in te r v a l between the two sim ultane­

i t i e s  o f  motive k  in  th e ir  second appearance i s  r e la ted  to  the p e r fe c t  

f i f t h s  o f motive 2 . Further, use o f  th e  whole tone between the

Use o f a l l  
tw elve
chromatic tones
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repeated p e r fe c t  f i f t h s ,  and th e  f a c t  th a t t h is  appearance o f motive 2 

encompasses a l l  tw elve chromatic ton es c lo s e ly  r e la te s  i t  to  the 

m usical m ater ia ls  o f  motive 4 . The f in a l  p e r fe c t  f i f t h  in te r v a l in  

s e c t io n  a 1 forms a m usical " circle"  in  th a t t h is  i s  a lso  the p e r fe c t  

f i f t h  in te r v a l used in  the f i r s t  appearance o f  motive 2 (G-D) and thus 

i s  c lo s e ly  lin ked  to  motive 1 .

The coda, which u ses  the p e r fe c t  f i f t h s  o f  motive 2 and the PDT 

so n o r ity  o f  motive 1 , again returns to  th e minor th ird  r e la t io n sh ip  

between the p e r fe c t  f i f t h s ,  as in  se c t io n  a . The m usical c ir c le  i s  

completed w ith  the f in a l  p e r fe c t  f i f t h s ,  F-C, which are a lso  the l a s t  

two notes o f the second PDT c e l l  of motive 1 . This coda, s im ila r  to  

the coda o f the preceding three p ie c e s , i s  played very s o f t ly ,  as an 

ech o.

The music o f  C ircle  A, then , grows out o f  th e r e la t io n sh ip s  seen  

p a r tic u la ry  in  m otives 1 and k .  The c ir c le  n o ta tio n  i t s e l f  i s  r e f le c te d  

in  th e  m usic, in  th a t the notes found a t  the end (G-D and F-C p e r fe c t  

f i f t h s )  are those which are a lso  used a t  the beginn ing. This p iece  i s  

im portant because two m otives which are found la t e r  in  the volume and 

which a lso  serve as them atic lin k s  between a l l  three volumes o f  the 

Makrokosmos are f i r s t  found here: motive 3 (chromatic g lissa n d o  w ith

the range o f  an octave p lu s tr ito n e )  and motive k  (two s ix -n o te  whole 

tone s im u lta n e it ie s  a h a lf - s te p  a p a r t) .

E xploration o f  M otivic S tructures:
C ircle B

C irc le  B, marked "Solemn," i s  c a lle d  "Hymn fo r  the Advent o f  the  

S tar-C h ild ."  In t h i s  c ir c le  the boxed notes are to  be depressed s i l e n t ly  

on the keyboard w hile the r ig h t hand execu tes a g lissa n d o  over the
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s tr in g s  w ith  the f in g e r t ip ,  thereby s e t t in g  in to  v ib ra tio n  on ly  those  

s tr in g s  which have th e ir  dampers r a ise d . This i s  in  co n tra st to  

C ircle  A, where everyth ing (w ith the excep tion  o f motive was played  

on the k eys.

Motive 5

Motive $ c o n s is t s  o f the n otes D-A-D, which are s i l e n t l y  

depressed , caught by pedal H , and held  throughout C ircle  B.

Example 63 . Motive 5, H /^» C ircle  B, page 10
Solemn

- (r.k.)

t«fc>

The p e r fe c t  f i f t h  r e la t io n sh ip  was f i r s t  seen in  motive 2, and continues  

th e  descending minor th ird  p a ttern  o f the coda o f C ircle  A,

Table XV, Pattern o f  p e r fe c t  f i f t h s  
which descend by minor th ir d s ,  

begun in  coda o f C ircle  A

Ab--EbD—A B— F

minor th ird  minor th ird

F—C D—A

—  v-----
L eft Hand

minor th ird  minor th ird

Right Hand

C ircle  A, coda Begins C ircle  B

Motive 6

Motive 6 b eg ins th e  a c tu a l Hymn, which i s  punctuated p e r io d ic a lly
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by the strumming o f  the pedal ton es o f motive 5 and th e  in s e r t io n  o f  

r e s t s  o f  fou r seconds. The archaic-sounding Hymn i s  in  the o cta v e-  

f i f t h  r e la t io n sh ip  o f  p a r a lle l  organura o f  the Musica E nch iriad is but i s  

in tersp ersed  w ith s ix -th r e e  chords, q u ite  su g gestive  o f Machaut. The 

rhythm i s  even s im ila r  to  the tro ch a ic  f i r s t  rhythmic mode ( J  J  |  J  J  

e t c . ) .

Example 6h. Motive 6 , I I /^ , C irc le  B, page 10

wvya§d^tfe

The second "phrase" o f  motive 6 , heard a f t e r  the in terru p tio n  

o f  motive 5 and a fou r second r e s t ,  i s  expanded. The f i r s t  and second 

phrases r e ite r a te  the minor th ird  in  th a t the f i r s t  phrase ends on D 

and A, w hile the second phrase begins w ith F and C. This phrase ends 

w ith  a Landini-type (or double lea d in g  ton e) cadence.

Example 65 . Motive 6 , phrase 2, I l / 4 ,  C irc le  B, page 10
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The th ird  phrase fo llo w s  and then motive 5 i s  strummed tw ice; 

the l a s t  phrase i s  e x a c t ly  th e same as the f i r s t .  The form o f motive 

6 could be sa id  to  be a - a ' - a ! l -a , or a -b -c -a .

The Hymn i s  in terrupted  v io le n t ly  by m otives 1 and 2 from 

C ircle  A. This in terru p tio n  i s  marked "sharp, s tin g in g !"  and 

encompasses a crescendo from t r ip le  fo r te  to  quadruple f o r t e .  The 

p e r fe c t  f i f t h s  are repeated , sym b o lica lly , th ir te e n  tim es, and a seven  

second r e s t  sep arates t h i s  occurrence o f  m otives 1 and 2 from the  

resumption o f  the Hymn.

Example 66 . Motives 1 and 2, I I /^ , C irc le  B, page 10

On the seventh repeated p e r fe c t  f i f t h  the l e f t  hand strums a chromatic 

g lissa n d o  w ith  pedal X depressed . The pedal I  i s  then gradually  

re lea sed  over the duration  o f  the seven second r e s t ,  so th a t the 

D-A-D pedal ton es r ing  through s o f t ly .

Th© second and th ird  phrases o f the Hymn are then played as 

b efo re . The p iece  ends w ith  two fragm ents o f  motive 6, separated by 

m otive 5 and the four second r e s t .  The f in a l  two Hymn chords are a 

retrograde Landini cadence—th a t i s ,  i t  cadences on the lead in g  ton e,
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alm ost in  a qu estion in g  manner, file c ir c le  ends, as i t  began, w ith  

the strumming of motive 5*

Example 67 . End C ircle B, I l /h ,  page 10

Fora o f C ircle  B 

The form o f C irc le  B could be sa id  to  be a - in te r r u p tio n -a ' -  

coda (or a -b -a 1-coda) .  The a se c t io n  c o n s is t s  o f  m otives 5 and 6 and 

i t s e l f  could be broken down in to  a sm all (aMb}-£>0 form. The in terru p tio n  

u ses m otives 1 and 2 from C irc le  A. A' u ses only the two middle phrases 

o f  a (© a n d (§ )) , w hile the coda u ses  the two-chord motive o f (a). The 

la r g e  form o f !,Twin Suns (Doppelganger aus der E w igkeit) / SYMBOL/.11 

as could be expected o f Gemini—the tw in s—i s  sim ply A-B. That Crumb 

considered t h is  p iece  to  be important i s  confirmed by the fa c t  th a t he 

u ses i t ,  en larged , as the th ird  movement o f  Makrokosmos. Volume H I .

Several c h a r a c te r is t ic s  o f  the composer's s ty le  may be observed 

from t h is  a n a ly s is  o f  the f i r s t  part o f  the Makrokosmos. Volume I I . 

S tru ctu ra lly  Crumb seems to  work in  sm all sc a le  forms which achieve  

t h e ir  coherence la r g e ly  from the p r in c ip le  o f  r e p e t it io n  rather than o f  

m otiv ic  development. Ind iv id u al m otiv ic  u n it s ,  each w ith  i t s  own p itc h  

co n ten t, rhythm, and tim bral/dynam ic p e r so n a lity  are ordered and
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recordered fo r  the purpose o f dramatic ten sio n  and re le a se  and form 

a mosaic d es ig n . T y p ica lly  a coda, heard as an "echo," w i l l  r e fe r  back 

to  the key m otives o f the p ie c e . This modular method o f  co n stru ction  

w i l l  be found in  a l l  o f  the fa n ta sy -p ie c e s .

Crumb's b a sic  m usical vocabulary c o n s is t s  o f  various tw elve  

tone groupings, but there i s  no ordering according to  any type o f  

s e r ia l  procedure. The tr ito n e  and the p e r fe c t  f i f t h  are th e  key 

in te r v a ls  in  the work, and the tr ito n e  fu n ctio n s both as  a d iv iso r  

o f  the t o t a l  chromatic sca le  and as a b a s is  o f the two pervading 

s o n o r it ie s ,  here la b e led  as PDT and MST. Motives from a l l  o f  the 

p ie c es  r e la te  to  each other through th e ir  mutual k in sh ip  to  th ese  

s o n o r it ie s .
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Part Two:
"Fantasy-Piece I l / 5  

Ghost-Nocturne: For the Druids o f  Stonehenge
(Night-SpelX I I )"

"Ghost-Nocturne: fo r  the Druids o f  Stonehenge (N igh t-S p ell I I ) , "

as the f i r s t  p iece  o f Part Two, u ses the surface preparation o f two 

g la s s  tumblers la id  on th e ir  s id e s  and placed in s id e  th e  piano on 

th e  s tr in g s .  Each o f  the tumblers i s  to  span a t l e a s t  a minor seven th .

Example 68 . Surface preparation  used in  I I /5 ,  "Ghost-Nocturne"

This i s  the f i r s t  p iece  in  Volume H  to  u t i l i z e  the v o ic e , 

which here s in g s  the s y lla b le s  "wa-o.* "Ghost-Nocturne: fo r  the

Druids o f  Stonehenge (N ig h t-S p ell I I )"  i s  p rim arily  concerned w ith  

unusual tim bres w h ile  th e m otiv ic  substance i s  the same as th a t found 

in  e a r l ie r  fa n ta sy -p ie c e s . I t  i s  marked "Dark, fantasraic, su b lim in a l."

Class M i l s  I

E xploration  o f  M otivic Structure s

Motive 1

Motive 1 , system 1 , page 11, c o n s is t s  o f  a t r i l l  on the 

keyboard on F and G*3 w ith the use o f an em b ellish in g  grace n ote, E.
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The S i s  marked "fz" w ith  an accent; the t r i l l  i t s e l f  i s  p ian issim o . 

While the r ig h t hand i s  p lay ing  t h is  three-chrom atic-note fig u re  the  

l e f t  hand slow ly  moves th e g la s s  tumbler along the s tr in g s  a t  th e same 

tim e p ressin g  the tumbler f irm ly  a g a in st them. Crumb c a l l s  t h i s  a 

"bending" o f the p itc h  and i t  produces a tr u ly  "fantasmic" tim bre.

Example 69 . Motive 1 , I l/5 »  system 1 , page 11

r.h .

I.h.

H I. (hold down ihrovghowt)

Use o f a th ree-ch rom atic-note fig u re  was seen e a r l ie r  as the b a s is  o f  

I l / 3 .  "Rain-Death V aria tion s."  Motive 1 occurs again  tw ice: a t  the

beginnings o f system s 2 and 3*

Motive 2

In motive 2 the p ia n is t  s in gs "nasal, m e ta llic  / l i k e  th e Indian  

TamboraJT" th e s y lla b le s  ’Hra-S." The l e f t  hand plucks (w ith  the  

f in g e r n a il)  the same note th a t the v o ice  i s  in to n in g , then dampens 

the s tr in g  im m ediately, crea tin g  a second unusual co n tra stin g  and 

d is t in c t iv e  tim bre. This m otive i s  found four tim es throughout the  

p iece ; system 1 (middle and end); system 2 (extended); and system 3 . 

The notes used fo r  motive 2 form a f iv e -n o te  whole tone sequence

E_D_Ab-F^-C (C-D-E-F^-Ab ) , the f i r s t  three notes o f  which form an
h b #MST so n o r ity  (E-D-A ) ,  as do the l a s t  th ree n o tes , A -F -C. As was
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Example 70. Motive 2, n /5 ,  system 1 , page 11

[P ianist s in js ]

-m eta llic [///re t h e  I*Jhw Tom bom.]

w a-o— wa-o— w a o ~ w a a -------
f i  'fZZ. ( f .n .y  end  a t  s fr tn q ,  n e a r  f»'«0
-  I *

A A A A
dampen strmy (f.t.) hnmeJiaftiy after plucking

true a lso  in  U/3» "Rain-Death V a r ia t io n s ," a c lo se  ju x ta p o s itio n  o f  

chromatic h a lf - s te p s  (as in  motive 1 ) and whole s tep s  i s  found.

Motive 3 or la

Motive 3 i s  c lo s e ly  re la ted  to  motive 1 in  i t s  use o f  th ree-  

and f iv e -n o te  chromatic c lu s te r s  and in  the "bending" o f the p itch  w ith  

the g la s s  tum blers. The timbre crea ted , however, i s  somewhat d if fe r e n t  

from th a t o f  motive 1 .  The f i r s t  f iv e -n o te  chromatic c lu s te r  (which
„ i  1

i s  sim ply an expansion o f the th ree-n ote  c lu s te r  o f  motive 1: D -S' -F' -  

G-Ab ) i s  a grace note fig u re  which i s  played on the keys; when th is  

c lu s te r  i s  played a m e ta llic  timbre i s  produced as the f i r s t  g la ss  

tumbler v ib ra te s  f r e e ly  on the s tr in g s .

Example 7 1 . Motive 3. I I /5 ,  system 1 , page 11

<<w k e y s )
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A th ree-n ote  chromatic c lu s te r  (u sin g  the same notes as motive 1 but 

two octaves low er) i s  struck in  the bass and the second g la s s  tumbler 

i s  then slow ly  moved along the bass s tr in g s .  A second th ree-n ote  

chromatic grace note f ig u r e , played p iz z ic a to  on the s tr in g s , preceded 

the r e p e t it io n  o f the bass g lis sa n d o .

This motive occurs two other tim es . In i t s  second appearance, 

in  system 2, the f iv e -n o te  chromatic c e l l  i s  transposed down a whole 

step  and the r e p e t it io n  o f the bass g lissa n d o  in clu d es the use o f a 

t r i l l ,  as in  motive 1 . Here motive 3 overlaps in to  the th ird  (and 

expanded) p resen ta tio n  o f motive 2 . Motive 3 i s  found again a t  the 

very end (end of system 3. page 1 1 ) .  The grace note fig u re  now 

c o n s is t s  o f sim ply s tr ik in g  g la s s  tumbler I  and allow ing i t  to  v ib rate  

f r e e ly .  At the con clu sion  o f the p iece  the g la ss  tumblers are s i l e n t ly  

removed and I l / 6  i s  to  be played a tta c c a .

Example 72. Third appearance o f  motive 3» T i l 5 ,  system 3» page 11

strike Gi loSS Tumbler I } 
with flat fingerSj

I StlwrHy re««ve 
(GlaSS Tumblers |

(a t+ acca)

Larger Formal Structure  

The m otivic m ateria l used in  "Ghost-Nocturne: fo r  the Druids

o f  Stonehenge (N ig h t-S p ell H ) n i s  extrem ely sim ple. Motives 1 and 3 

use th r e e -  and f iv e -n o te  chromatic c e l l s ,  w hile each appearance o f
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motive 2 u ses on ly  one note; however, the p resen ta tio n s o f  motive 2 

combined form a f iv e -n o te  whole tone s c a le .  The p r in c ip a l in t e r e s t  

here i s  tim bre. Formally the p iece  c o n s is t s  o f a lte r a t io n s  o f the 

th ree m otives in  the fo llo w in g  order: yl —2 --3 —2j  V1— 3̂—2, yl —2 -
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Fantasy-P iece I l /6  
"Gargoyles"

The s ix th  fa n ta sy -p ie c e , "Gargoyles," beg ins a gradual 

in t e n s if ic a t io n  in  tempo and dynamics which culm inates in  the c lim a c tic  

e ig h th  p ie c e , "A Prophecy o f Nostradamus." "Gargoyles" i s  a "Marcia 

grottesca"  in  5 /8  tim e, and Crumb d ir e c t s  th a t i t  be played "savagely, 

w ith  iron y ."  This p iece  does not focu s on s u b t le t ie s  o f  timbre and 

tex tu re  as did "Ghost-Nocturne" and m o tiv ic a lly  i s  much more complex.

In a d d ition , "Gargoyles" u ses sev era l m otives and f ig u r e s  heard 

e a r l ie r  in  th e  f i r s t  four fa n ta sy -p ie c e s . For the most part t h is  i s  a 

loud com position , and i s  g en era lly  very  low in  r e g is t e r .  I t  may be 

d iv id ed , fo r  the purposes o f  a n a ly s is , in to  two large  sec tio n s  p lu s a 

coda. However, t h is  d iv is io n  in to  se c t io n s  i s  a u r a lly  not apparent.

E xploration o f M otivie Structures

S i le n t ly  Depressed Notes—Motive 3

At the beginning two chromatic c e l l s  are to  be depressed

s i l e n t ly  w ith  the palms and secured w ith pedal I I  which i s  held
4 £throughout. Each c lu s te r  spans a p e r fe c t  f i f t h :  G' -D' in  the l e f t

it
hand, and F -C  in  the r ig h t hand. This motive could be sa id  to  be 

r e la ted  to  the pentaton ic sca le  form ation o f m otive one, I l / l  

("Morning Music (G enesis I I )" )  in  i t s  use o f  ascending p e r fe c t  f i f t h s
JL $ J:

to  form the outer n otes o f  the c lu s te r s :  F -C -G -D .

The d iv is io n  o f the chromatic by p e r fe c t  f i f t h s  was a lso  seen  

as the r e la t io n sh ip  between m otives one and two o f  II/^- "Twin Suns."
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Example 73. Motive 3. I l / 6 ,  system 1 , page 12

depv«S5 wifJr j»a/ms,■fhfrr! with ~EH.___

S ile n t ly  depressed n o tes , a lso  based on ascending f i f t h s  (or descending  

fo u rth s) although not a l l  p e r fe c t  f i f t h s ,  were found a t the beginning  

o f I l / 2 ,  '"The Mystic Chord."

Example 74. D iv is io n  o f the chromatic by f i f t h s  (or fo u rth s) in  I l / l ,  
II/2, n /4 , and n/6

=4fco.

..Pg N~Sj

_C2_ L .

i o i
32:

A scend in g  P e r fe c t  f i f t h  A scen d in g  f i f t h s  
p e r fe c t  r e la t io n s h ip  o f  I I / 2
f i f t h s  o f  betw een  m o tiv e s
I I /1  and 1 and 2 ,  I I /I 4.
I I / 6

J L  j jg  J L  &

The outer notes o f th e  m otive, G -D -F -C , form a P3NS2 

so n o r ity . Although the motive i s  not a c tu a lly  sounded a t  the beginn ing, 

i t  i s  heard in  systems 1 and 2 , page 12 , and system s 1 and 2 , page 13 , 

as a g lissan d o  over the s tr in g s  w ith  th e  f in g e r n a i l .  Therefore i t  

w i l l  be la b e led  motive 3 as would be proper in  the sequence o f  numbered 

m otives.

Since the pedal I  i s  not depressed , the notes o f  motive 3 w i l l  

sound fo r  t h is  g lis sa n d o . The same pedal device was a lso  found in  

th e  g lissan d o  (motive la )  o f I l / 2 ,  "The Mystic Chord."
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Example 75. Motive 3 sounded as a g lissan d o , I l / 6 ,  system 1, page 12

F ir s t  S ection : Motives 1 -5
Motive 1

The "march'1 a c tu a lly  begins w ith  motive 1 , which i s  played on 

the keys and c o n s is t s  o f  a grace note fig u re  in  the r ig h t  hand fo llow ed  

by an e ig h th  note fig u re  in  the l e f t  hard. Pedal I  i s  to  be depressed  

suddenly a f t e r  the e ig h th  note chords are struck so th a t a f a in t  "echo" 

o f the chord continues to  sound on the f i r s t ,  th ir d , and s ix th  e ig h th  

notes of the s e r ie s .

Example 76 . Motive 1 , I l / 6 ,  system 1 , page 12

This same m otivic f ig u r e , w ith  the pedal echo, was seen in  the 

"Music o f  S tr ife"  sec tio n  o f  I l / 2 ,  "The Mystic Chord" where i t  was 

la b e led  motive h, a c le a r  m otiv ic  l in k  between I l / 2  and I l / 6 .

Both the grace note chords and the e ig h th  note chords are a 

POT son ority ; the grace note chords c o n s is t  of a minor second plus  

p e r fe c t  fou rth , w hile the e ig h th  note chords in v e r t th e in te r v a ls  to

sJiSS. over 
Stri’fiaj (£«,)

•vnj* sub. 
(senxaP I.)

j6£ j?*
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Example 77. Motive 4, I l / 2 ,  system 2, page 8

a p e r fe c t  fou rth  p lu s minor second. The two PDT so n o r it ie s  are 

connected by h a lf - s te p s ,  so th a t a h a lf - s te p  i s  found between the top  

and bottom n o tes , w hile the four middle notes are a ls o  in  a chromatic 

h a lf - s te p  r e la t io n sh ip . The outer n otes o f  each chord form a tr ito n e .

Example 78. H a lf-step  r e la t io n sh ip s  between the two PDT so n o r it ie s  
(grace' note and e ig h th  note chords) o f  motive 1 , I l / 6

PDT PDT
TTTT

c H a lf-S te p s

H o rizo n ta lly  the bottom n otes o f the s ix  e igh th  note chords form 

overlapping PNS and MST r e la t io n s h ip s .

Example 79* PNS and MST so n o r it ie s  formed by the bottom notes o f  
the PDT chords o f motive 1 , H /6

ij -rr Bottom  n o te s  o f 
th e  s i x  chords

~cr
PNS PNS MST
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The b a sic  m usical m ater ia ls  o f  the Makrokosmos, found f i r s t  in  

m otives 1 and 2 o f XT/i, "Morning M usic," are a lso  seen im m ediately 

in  I l / 6 ,  "Gargoyles": the d iv is io n  o f the chromatic by p e r fe c t  f i f t h s

and by tr ito n e s ;  the chromatic h a lf - s te p  r e la t io n sh ip ; the PDT, MST, 

and PNS s o n o r it ie s .  While other fa n ta sy -p ie c e s  ex p lo ited  one or two 

o f  th ese  b u ild in g  b locks ( i . e .  n / 2 was based alm ost s o le ly  on PDT and 

MST, H /3  and I l / 5  used chromatic h a lf - s t e p s ) ,  I l / 6  i s  more complex in  

i t s  in teg r a tio n  o f a l l  the b a sic  m a ter ia ls .

Motive 2

The f i r s t  s e c t io n  o f  the p iece  i s  u n ifie d  by motive 2 which i s  

found in  the l e f t  hand.

Example 80 . Motive 2 , I l / 6 ,  system s 1 and 2, page 12

T -i?
. . .  rjjgg

Motive 2 i s  an o s t in a to - l ik e  p attern  which i s  continued  

throughout the remainder o f  the f i r s t  s e c t io n  (to  the beginning o f  

system 4 , page 6 ) w ith  the excep tion  o f in terru p tio n s o f  motive 1-a  

(as in  the second measure, system  2, page 12, and measure 3 

system 3)•

The f i r s t  tim e motive 2 occurs (system s 1 and 2, page 12) i t  i s  

preceded by a grace note chromatic c lu s te r  w ith the range o f  a p e r fe c t  

f i f t h ,  E-B. This p resen ta tio n  o f  the motive c o n s is t s  sim ply o f  the
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in te r v a l o f  a major seventh , which i s  sequenced up a h a lf - s te p  

tw ice , a p attern  which i s  repeated seven tim es, forming fou r-note  

chromatic c e l l s .

Example 81 . Four-note chromatic c e l l s  formed from the f i r s t  appearance

The second tim e motive 2 i s  heard (measures 3 and system  2, 

page 12, here la b e led  motive 2 -a ) a tr ito n e  up from the bottom notes  

has been added, forming a PDT so n o r ity  and th erefore  r e la t in g  i t  

c lo s e ly  to  motive 1 ,

Example 82 . Motive 2a, I l / 6 ,  system 2, page 12

This PDT chord i s  repeated up a whole step  to  form a complete whole

the same notes used* as the b a s is  o f  the MST and whole tone so n o r it ie s  

o f  H /2 ,  and thus provide another su b tle  in ter n a l l in k  between th ese  

two p ie c e s . Motive 2-a i s  found again in  measures 4 and 5 o f system  3, 

page 12 .

Motive 2-b fo llo w s  the f i r s t  appearance o f  motive 2-a in  

measures h and 5 o f  system 2 . Here i t  i s  in  a th ree chord o s t in a to

o f  motive 2

Vi
tone s c a le , th e bottom notes o f which are D -S -F-G-A-B. These are
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p a tte m  as i t  was in  i t s  f i r s t  p resen ta tion  in  system 1 , w ith  the 

ad d ition  o f the tr ito n e  a s  in  motive 2 -a . This combines the PDT 

so n o r ity  w ith  the chromatic h a lf - s te p s ,  w hile motive 2-a combined the  

PDT so n o r ity  w ith  whole to n es . The p a ttern  o f  2-b i s  repeated seven  

tim es.

Example 83 . Motive 2b, I l / 6 ,  system 2, page 12

5tr«gs(f.n .)

Motive 2-c i s  found in  the l a s t  measure o f system 3 and the

f i r s t  measure o f  system 4 . The a d d itio n  o f  one note in  the r ig h t

hand doubles the PDT so n o r ity  o f  m otives 2-a  and 2-b to  a P„D T .
2 2 2

Here the p a ttern  o f th ree chromatic h a lf - s te p s  up i s  repeated on ly  

tw ic e .

Example 8̂ 4-. Motive 2c, I l / 6 ,  system s 3 and 4, page 12

**)

Each time the l e f t  hand m otive appears, i t  i s  s l ig h t ly  more 

complex. While motive 2 u ses  sim ply the in te r v a l o f  a major seventh ,
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m otive 2-a adds a tr ito n e  to  form a PDT, and motive 2-c  adds another 

tr ito n e  to  form a * ‘to t iv e s  2-b and 2-c combine the PDT

so n o r ity  w ith  chromatic h a lf - s te p s ,  w hile 2-a combines the PDT w ith a 

whole tone s c a le .

M otives 3* **■» and 5

While the l e f t  hand i s  rep eating  the various transform ations of 

motive 2, the r ig h t hand has three m otives: m otives 3 and k  are

heard in  combination w ith  m otives 2 and 2-b , w hile motive 5 i s  heard 

on ly  w ith  motive 2 -c . The g lissan d o  over the notes which were 

s i l e n t l y  depressed a t  the beginning and held w ith  pedal I I  c o n s t itu te s  

motive 3 . This g lissan d o  motive i s  found tw ice on page 12: measure h,

system 1 , and measure 5, system 2 (see example 75)•

Example 85 . Motive 3, H /6 ,  system 2, page 12

aiis*.0ver

gx

Motive h c o n s is t s  o f two p a r ts . The f i r s t  part i s  an em b ellish in g  

grace note chord w ith  an accented " ffz " main n o te . Five accented r e ­

peated n otes make-up the second part o f  the m otive. A precedent fo r  

th ese  f iv e  repeated n otes may be found in  I l / l ,  "Morning Music 

(G enesis I I ) ,"  motive 8 , which a ls o  co n sisted  o f  f iv e  repeated t h ir t y -  

second n o tes , a l l  fo r tis s im o  w ith  a ccen ts .
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Example 86. Motive kt I I /6 ,  system 1 , page 12

Example 8? . Five repeated notes from I l / l ,  motive 8 , system k ,  page 6

The f i r s t  appearance o f  motive h forms a h o r izo n ta l MST:
4  #

C-G'-F . The second appearance o f m otive 4, which fo llo w s im m ediately,
J L  - u  JJ.

a ls o  forms an MST: D-G -B . With the F' grace-n o te , a M ŜgT son ority

i s  found. An MST so n o r ity  a lso  l in k s  the two occurrences o f  motive b :  
F^-G^-D.

Example 88 . MST so n o r it ie s  found in  motive I l / 6

M otives 3 and if r e ite r a te  the h o r izo n ta l s o n o r it ie s  formed 

by the bottom notes o f  m otive 1 (see  example 79): motive 3, a

P3NS2. ^ f l e e t s  the r e la t io n sh ip  o f  the f i r s t  four bottom n o tes , w hile
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raotive k  r e f le c t s  the r e la t io n sh ip  o f the l a s t  th ree  n o tes , or MST. 

Motive 2-b , which occurs under the second appearance o f  m otives 3 and 

k  (measures b  and 5 o f  system 2, and measures 1 and 2 o f system 3, 

page 12) r e it e r a te s  th e  PDT v e r t ic a l  so n o r ity  o f  m otive 1 .

Motive 5. found in  system 2, measure 3. page 12, i s  re la ted  to  

motive 4  in  th a t i t  u ses  f iv e  repeated n o tes , as did  the second part 

o f  motive but i t  w i l l  be c a lle d  by a new motive number. This motive
A

ach ieves prominence because the range i s  h igh—the G i t  u ses  i s  the  

h ig h est note in  t h i s  fa n ta sy -p ie c e —and because i t  i s  repeated  

fo r tis s im o  f iv e  tim es.

Example 8 9 . Motive 5. I I / 6 , system  2, page 12

This motive occurs three tim es in  the com position: in  systems 2 and 3»

page 12, and a t  the very end, system 2, page 13, where i t  i s  found 

w ithout the l e f t  hand accompaniment.

The l e f t  hand r e p e t it io n s  o f  motive 2, as mentioned above, 

are interrupted  b r ie f ly  three tim es by v a r ia tio n s  o f motive 1 . In 

measure 2, system 2, and measure 3, system 3, a shortened v ersio n  o f  

motive 1 i s  found, here c a lle d  motive 1 -a . Motive 1-a  c o n s is ts  

sim ply o f three PDT chords p lu s grace note em b ellish in g  chords, w ith

descending bottom notes forming MST s o n o r it ie s .  ( I t  w i l l  be remembered 

th a t the bottom notes o f th e l a s t  three chords o f motive 1 a lso  formed
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an MST; see example 79•)

Example 9 0 . Motive l a ,  I l / 6 ,  system 2, page 12

Motive 1-b  ends t h is  f i r s t  la rg e  se c t io n  o f  I l / 6 .  I t  i s  found 

in  measures 1 and 2 o f  system h, page 12 .

Example 91 . Motive lb ,  I l / 6 ,  system k ,  page 12

jff* j?*. f5*'1’-'

*  • ^  • ■ . •

The l a s t  chord here i s  repeated f iv e  tim es, echoing the r e la tio n sh ip  

o f  the repeated notes o f m otives k  and 5« The bottom notes o f  motive 

1-b  (C^-B^-E13) form a PNS so n o r ity , the same so n o r ity  formed by the 

f i r s t  th ree bottom notes o f motive 1 (see  example 7 9 ) .

This f i r s t  s e c t io n  o f  "Gargoyles11 i s  framed by m otives 1 and

1 -b , w hile the two appearances o f  motive 1 -a  in terru p t the r e p e t it io n  

o f  the l e f t  hand o s tin a to  fig u re  o f  motive 2 , The form could be seen  

a s: in trod u ction  (motive 1 ) ;  a (m otives 2 , 3. L ' ^ J *  5 ); a *

(m otives 2, 3» 1 -a , 5); c lo s in g  m ateria l (m otives 2 -c  and
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2 -b ) . I t  i s  in te r e s t in g  to  observe th a t t h is  "closing  m aterial"  

con ta in s a l l  the im portant elem ents o f  the e n t ir e  f i r s t  s e c t io n . The 

chromatic c lu s te r  w ith  the range o f  a p e r fe c t  f i f t h  found a t the 

beginning o f  motive 2 -c  r e f le c t s  the chromatic c lu s te r s  o f  motive 3. 

The l e f t  hand o stin a to  p a ttern  o f  motive 2 i s  found in  2 -c , w hile the  

? 2 ® 2 ^ 2  so n o r ity  lin k s  m otives 2 -c  and 1 -b . The f iv e  repeated B 's  a t  

the end of motive 2 -c  are re la ted  to  motive k  (and thus to  motive 5)* 

And f in a l ly  the h o r izo n ta l PNS formed by motive 1 -b  i s  the same 

so n o r ity  o f  motive 1 (and motive 3)*

Second Section:
M otives 6 , 7» 8» 1 c , Id , and 9

The second se c t io n  o f  fa n ta sy -p iece  n /6  i s  formed by m otives 

6, 7, 8 , 1 —c , 1 -d , and 9* M otives 6 , 7 . and 9 appear on ly  once in  the  

p iece  and th erefore  h elp  to  d efin e  i t s  form. The se c t io n  begins in  

measure 3. system *+, page 12 and ends in  measure b ,  system 1 , page 1 3 . 

I t  i s  played e n t ir e ly  w ithout pedal I  and i s  e n t ir e ly  s ta c c a to .

Motive 6 con ta in s the same type o f f ig u r a t io n  as motive 1-b
A  b

but c o n s is t s  o f  a f iv e -n o te  chromatic fig u re  F-F' -G-G -A, w ith  the
JL  V

whole tone F -A in  the bass and the three whole ton es F-G-A in  the

r ig h t  hand. The l a s t  chords, emphasized by the dynamic su b ito
4 b

fo r tis s im o , are a fou r-n ote  chromatic fig u re  G'-A-B -B.

Example 9 2 . Motive 6 , I l / 6 ,  system h, page 12

Stfb.f f z
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Motive ? i s  found in  the l e f t  hand. I t  i s  a two-chord

o stin a to  p a ttern  which i s  repeated s ix  tim es, s im ila r  to  motive 2 .
bThe f i r s t  chord i s  made-up o f  th ree whole to n es , B -C-D, w hile the

&second chord c o n s is t s  o f  the whole tone B-C‘ • Together th ese  form a

f iv e -n o te  chromatic fig u re  l ik e  th a t found in  motive 6 .

The notes o f  motive 6 and 7 form an in ter lo c k in g  chromatic

bs c a le .  The two chromatic notes not found in  m otives 6 and 7 . E and 

E, are the outer notes o f  motive 1-b  which precedes motive 6 ,

Example 93* Chromatic sca le  formed by m otives 6 and 7, I l /6

M otive 6
M otive

1b

m - e -

M otive 6 m otive  6

While the l e f t  hand i s  rep eating  motive 7, the r ig h t hand p lays  

motive 8 , which c o n s is t s  o f a t r i p l e t  fig u re  p lu s grace n o te s .

Example 9^ . Motive 9 , I l / 6 ,  system h, page 12

The n otes in  t h is  motive form in ter lo ck in g  FDT s o n o r it ie s .  Motives 

7 and 8 are not u n lik e  f ig u r e s  found already in  I l / 3 ,  "Rain-Dsath 

V a r ia tio n s" ( see example k 6 ,  page 60 ) .
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Example 95* In te rlo ck in g  PDT so n o ritie s  of Motive 9, n / 6

PDT PDT

Motive 1 -c , which fo llo w s  m otives 7 and 8 , c o n s is t s  o f  a 

fragment o f motive 1 ,  Here the two PDT chords p lu s grace n otes are a 

tr ito n e  ap art. Motive 8 i s  heard a lon e , transposed down a minor 

th ird  from i t s  f i r s t  appearance. Motive 1 -c  i s  then  repeated , a ls o  

down a minor th ir d .

Example 96 . Motives 1 c , 8, and 1 c , I l / 6 ,  system h, page 12

Motive 1-d which fo llo w s i s  repeated three tim es, encompassing 

a crescendo from su b ito  p ian issim o to  f o r t e .  Here the fig u re  i s  

reversed so th a t the grace notes are in  the l e f t  hand w hile the e ig h th  

notes are in  the r ig h t hand. The in te r v a l between the two chords i s  a 

whole s te p .

Example 97 . Motive Id , n / 6 ,  system 1 , page 13
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Motive 9 u ses the grace note p lus e ig h th  note fig u re  of motive 

1 -d , but here each hand has a s ix -n o te  whole tone sca le ; the s c a le s  are 

one h a lf -s te p  apart and thus encompass a l l  twelve chromatic to n es , the 

same fig u re  found in  I I /^ , "Twin Suns (Doppelganger aus der Ew igkeit) 

/.SYMBOL/’" where i t  was c a lle d  motive 4 . I t  i s  an important fig u re  

throughout the Makrokosmos and w i l l  be found again in  la t e r  fa n ta sy -  

p iece  s . Motive 9 »ay  be seen as an expansion of m otive 6 . The second 

se c t io n  o f the p iece ends w ith th is  m otive.

Example 98 . Motive 9» I l / 6 , system 1 , page 12

The second se c t io n , then, i s  formed by m otives 6 , 7. 8 , 1 -c ,  

1 -d , and 9 and i t  must be pointed out th a t th ese m otives are not found 

elsewhere in  t h is  fa n ta sy -p ie c e . The s e c t io n  i s  based e n t ir e ly  on h a lf  

and whole s te p s , p lus some use o f the v e r t ic a l  (m otives 1-c  and 1 -d) 

and h o r izon ta l (motive 8 ) PDT so n o r ity . I t  culm inates in  motive 9. 

where a l l  p o ssib le  h a lf  and whole step  combinations are found.

Coda

The ending, co d a -lik e  se c t io n , again ty p ic a l o f Crumb in  th at 

i t  r e c a l ls  former m otives, in teg r a te s  the PDT chords o f motive one w ith  

the l e f t  hand o stin a to  p a ttern  o f motive 2 and the g lissan d o  fig u re  o f  

motive 3 . The p iece ends w ith the Ĝ  repeated notes o f motive 5. 

here w ithout the l e f t  hand accompaniment o f  motive 2 . Formally, then, 

I l / 6 ,  "Gargoyles," may be viewed as A-B-Coda.
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Example 99• Coda s e c tio n , I l / 6 ,  systems 1 and 2, page 13

( f e r o c e )

on kgyS -fr fX

wmf
■ e i.
Sub.

In teg ra tio n  o f Motives 

"Gargoyles" i s  h ig h ly  in tegra ted  in  i t s  use o f  PDT, s o b b  MST 

and PNS s o n o r it ie s ,  and in  the use o f chromatic and whole tone groupings. 

One motive seems to  grow o rg a n ica lly  out o f  the preceding one as an 

e la b o ra tio n . Motive 1 , fo r  example, con ta in s a v e r t ic a l  PDT and 

h o r izo n ta l PNS and MST s o n o r it ie s .  Motive 2 grows in to  a v e r t ic a l  PDT 

so n o r ity  and con ta in s, h o r iz o n ta lly , chromatic h a lf  and whole s te p s .  

Motive 3 i s  a PNS so n o r ity , r e la t in g  i t  to  the h o r izo n ta l PNS o f  

m otive 1 ; in  ad d ition , the chromatic c lu s te r  w ith the range o f  a p e r fe c t  

f i f t h  found a t  the beginning o f m otive 2 r e la te s  i t  to  motive 3*

Motive b  expands th e  h o r izo n ta l MST son ority  from m otive 1 , and motive 

5 grows out of th e f iv e  repeated n otes heard a t the end o f  m otive 

In the second, F s e c t io n , m otive 6 u ses th e same type o f  

f ig u r a t io n  as m otive 1 , but con ta in s the h a lf - s te p  r e la t io n sh ip  found 

h o r iz o n ta lly  in  motive 2 . Motive 7 i s  a lso  r e la ted  to  m otives 2
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awd 6 in  i t s  use o f half and whole steps, while the horizontal PDT 

so n o r ity  o f  motive 8 r e la te s  i t  to  motive 1 . The two whole tons 

so n o r it ie s  a h a lf - s te p  apart (motive 9 ) are re la ted  to  m otives 2 , 6 , 

and 7 »

S everal m otives and f ig u r e s  found in  "Gargoyles" have a lread y  

been seen or h in te d -a t in  the f i r s t  four fa n ta sy -p ie c e s . The f iv e  

note repeated fig u re  o f m otives k and 5 was seen f i r s t  in  motive 8 

o f  n / l ,  "Warning Music (G enesis n ) .  ” The use o f  s i l e n t l y  depressed  

n otes which are then sounded as a g lissan d o  was found in  T l/2 , "The 

M ystic Chord." In ad d itio n , motive 1 o f  I l /6  could be considered  

an alm ost d ir e c t  quote from the "Music o f S tr ife"  se c t io n  o f  I l / 2 .  

S im ila r it ie s  can be found w ith  I l/3 »  "Rain-Death V aria tion s,"  in  the  

use o f l i t t l e  pedal I , s ta cca to  p la y in g , and in  o s t in a to - l ik e  

rhythmic p a tte rn s . Chromatic c lu s te r s ,  such as are found in  m otives 

6 and 7 o f  I l /6  are very much l ik e  those seen  in  motive 1 o f H /3 .

And f in a l ly  from I I /^ , "Twin Suns (Doppelganger aus der E w igkeit) 

ŜYMBOL/'” comes th e m otive o f  two whole ton es a h a lf - s te p  ap art.
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Fantasy-P iece I l / 7  
"Tora f Tora! Tora!

(Cadenza A p o litt ic a )"

Fantasy-piece I I /? ,  "Tora! Tora! Tora! (Cadenza A p o litt ic a )"  

has the h ig h est d e n s ity  o f notes per page o f  any se c t io n  of the en tir e  

second volume o f the Makrokos t o p s  and i s  th e most d i f f i c u l t  p iece  to  

perform, as i t s  t i t l e  "(Cadenza A p o litt ic a )"  su g g ests . The shouted 

word o f "Tora!" found a t the end i s  the code word fo r  the Japanese 

attack  on Pearl Harbor. The com position con ta in s a myriad o f  m otivic  

complexes o f  many con trastin g  tex tu res  and moves a t  a staggerin g  

tempo. I t  e f f e c t iv e ly  continues to  b u ild  the dram atic, rhythmic, and 

dynamic motion which was begun in  I l / 6 ,  "G argoyles." I t  i s  marked, 

ap p rop riately , "Dramatic, w ith  great in te n s ity ;  v io le n t ,  r e s t le s s ."

Because the score o f H /7  i s  v is u a l ly  forb id d in g , the p iece  

w i l l  be approached from the p ersp ective  o f  i t s  o v e r a ll form f i r s t ,  so 

th a t the reader can p erceive the r o le  o f  the various m otives w ith in  

the work as a w hole. To c la r i f y  the score , a b r ie f  in ven tory  of a l l  

the m otives w i l l  be g iven  a t the beginn ing. These m otives w i l l  then  

be re-exp lored  la te r  in  the d isc u ss io n  when a d e ta ile d  d is s e c t io n  of 

the in d iv id u a l elem ents o f  the p iece  w i l l  c la r i f y  th e ir  co n ten t.

B r ie f Inventory o f  Motives

Motive 1

Motive 1 c o n s is t s  o f  a f iv e -s ix te e n th -n o te  p lu s em b ellish in g  

grace note f ig u r e . These s ix  s im u lta n e it ie s  are chromatic c lu s te r s
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to  be played w ith the palms. The motive occurs fou r tim es: a t  the

beginning, system 2, page 13; beginning o f  system 3. page 13; and 

system 1 , page 1^; and middle o f system 5* page 13 .

Example 100. Motive 1 , I l / ? t system 2, page 13

"EL (hold down throughout}down

M otivic complex 2, 7, and 8

Motive 2 i s  found sev era l tim es throughout the p ie c e . I t s  use 

o f whole tones a h a lf - s te p  apart i s  expanded and contracted in  the  

sev era l occurrences o f the m otive, and i t  serves as a so n o r ity  from 

which two other m otives are d er iv ed . I t  i s  f i r s t  found a fte r  the three  

second r e s t  which fo llo w s  motive 1 .

Example 101 . Motive 2, I l / 7 ,  system s 2 and 3. page 13

In i t s  second appearance (end system k  and beginning system 5 

page 13) the whole ton es are expanded to  form two complete whole tone 

s c a le s  a h a lf -s te p  apart.

This i s  preceded by motive 7; two whole tone s c a le s  a h a lf -  

s tep  apart which are played as grace notes em b ellish in g  m otive 2 -a .
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Example 102. Motive 2a, XIf t ,  systems 4 and 5t page 13

Motive 7 , then , i s  d ir e c t ly  re la ted  to  motive 2 and i s  found on ly  once 

in  the fa n ta sy -p ie c e .

Example 103. Motive 7» I l / 7 .  system 4 , page 13

Motive 8 , which fo llo w s  th is  occurrence o f  motive 2 -a , c o n s is t s  

o f  a r e a liz a t io n  o f  motive 2 h o r iz o n ta lly . That i s ,  the h a lf - s te p  

t r i l l s  which a ltern a te  between the hands are sequenced down a whole 

s te p . Motive 8, a ls o , i s  heard on ly  once; i t  i s  fo llow ed , a fte r  a 

three second r e s t ,  by a fragment o f motive 2 . This m otiv ic  complex o f  

7, 2, 8 , and 2 i s  framed by the use o f  three second r e s t s .

Example 104. Motives 8 and 2, I l / 7 ,  system 5* Pa gs 13

Motive 2-a i s  found a d d it io n a lly  in  system 1 , page 14; 

fragments o f  i t  occur in  th e middle o f  system 4 , page 14, and a t the

3
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end of system 4 and beginning o f system 5. page 14.

Motive 3

Motive 3 c o n s is t s  o f a g lissa n d o  in  both hands, th e r ig h t hand 

on the w hite keys and the l e f t  hand on the black keys. I t  i s  found both  

ascending and descending and i s  found seven tim es: system 2, page 13;

system 4, page 13; system 1 , page 14; system 3 ,  page 14 (tw ice );  

system 5* page 14; and a t the end o f  system 6 , page 14 .

Example 105. Motive 3* I l / 7 .  system 2, page 13

A fig u re  which i s  b a s ic a l ly  rhythmic in  character forms motive 

4 . I t  c o n s is t s  o f chromatic c lu s te r s  which are played m a rte lla to  on 

the s tr in g s  w ith the f in g e r n a i ls .  This occurs three tim es: system 3.

page 13; systems 1 and 2, page 14; and system 5» page 1 4 .

Example 106 . Motive 4 , I l / 7 ,  system 3* page 13

gltSS. (w hite keys)

Motive 4

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



-106-
l<5otives 5 and 9

A cadenza fig u re  o f continous running movement c o n s t itu te s  

motive 5 . I t  i s  found three tim es: systems 3 and 4, page 13; system

2, page 14; and w ith the a d d itio n  o f  the shouted word "Torat" in  

system 6 , page I k .

Example 107. Motive 5. IT /7 , systems 3 and k ,  page 13

(vtiociss.)

Related to  motive 5 i s  motive 9* which i s  found in  system 4, 

page 13, and system 5, page 14 . Like motive 5 i t  c o n s is t s  of continuous 

even rhythmic movement w ith a bu ild -up  in  dynamics and contains use of 

the same (PDT) so n o r ity . Unlike motive 5 i t  i s  on ly  heard once.

Example 108 . Motive 9 , n / 7 ,  system 5* page 13, and system 1 , page 14
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Motive 6

The f in a l  motive to  be catalogued i s  motive 6 . I t  i s  f i r s t  

found in  system b, page 13, where i t  c o n s is t s  o f  four t r i p l e t  fo r tiss im o  

chords.

Example 109. Motive 6 , n /7 ,  system 4 , page 13

This motive i s  g r e a t ly  expanded upon in  system s 3, b, and 5 o f  page lb ,  

where i t  forms a s e c t io n  which i s  in terrupted  on ly  b r ie f ly  by motive 2 .

Larger Formal Structure  

The m usical m ateria l o f  n / 7  i s  continuous a t  a tempo which 

does not permit an ea sy  aural d iv is io n  in to  s e c t io n s . N onetheless i t  

may be d ivided  in to  a large A-B-A-C-A form. This general form i s  

ou tlin ed  below .

U f  Begins with motive 1 , system 2, page 13 and ends w ith  motive
6 , middle o f  system b, page 13

Motives 1 , 3. and b are c o lo r i s t i c  m otives, w hile  m otives 2 ,
5, and 6 p resen t the b a sic  m ateria l o f  th e  p iece  and are 
expanded upon in  la t e r  sec tio n s

The f i r s t  occurrence o f  motive 1 serves as an in trod u ction  
and i s  separated from the main se c t io n  by a three second r e s t ;  
in  ad d ition , a th ree  second r e s t  i s  found again a t  the end 
o f the A sec tio n  (middle system b, page 13)

/ b7~ Begins w ith  motive 7, middle o f  system b, page 13 , and ends w ith
motive 2, middle system 1 , page lb
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Uses m otives 7 . 2-a , 8, and 9 . These m otives are found only  
in  t h is  s e c t io n

The c o lo r i s t i c  m otives 1 , 3» and k  are not heard; motive 6 i s  
a lso  not heard

Based, w ith the excep tion  o f  motive 9 , on v a r ia tio n s  o f  motive 
2

Motive 9 i s  s im ila r  to  motive 5

Motive 2 "frames" the se c t io n

Therefore somewhat "develops" the m ateria l ( e s p e c ia l ly  motive 
2) found in  the A se c t io n

j k j  Begins a t the end o f system 1 , page lh ,  w ith motive 1 and ends
w ith motive 3 (descending) in  system 3» page I k

Contains, l ik e  the f i r s t  A s e c t io n , m otives 1 , 3* **■» 5. and 6

Does not use motive 2; however, th is  motive was the b a s is  o f  
se c t io n  B

/CT Begins w ith motive 6 , g r e a t ly  expanded, in  system 3, page lh ,
and ends middle o f  system 5» page 1^

Based alm ost e n t ir e ly  on the development and e la b o ra tio n  o f  
motive 6 , w ith  motive 2 occurring on ly  tw ice , b r ie f ly

/ A* /  Begins middle system 5» Pag© 1^ and goes to  the end

Uses m otives 1 , 3. and 5; om its motive 2 , which was the 
b a s is  o f  s e c t io n  B, and motive 6 , which was the b a s is  o f  
s e c t io n  C

Coda-like in  i t s  r e c a l l  o f  important former m otives

The fo llo w in g  fig u re  shows the organ ization  o f various m otives 

w ith in  the fa n ta sy -p ie c e .
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S ection  Motives Used

( K J  1 H ) l a  3 ^ ( ? )  3 S )
x  x . x  x  ^  x  ^

IM 0  [13 IS [H ©  US
(Based on 
motive 2)

Z F  1 3  ̂ ©  3 <£> 3
X X X  X X

zir <̂> <  ̂ 0  A s  4 ^
(Based on ^  ^
m otive 6)

Z2T i  3 * ®  3
(C oda-like) X- X  X X.

KEY: y  = c o lo r i s t i c ,  v ir tu e s ic  motive

(^) = cadenza-lik e motive

m otives which are used to  form the b a s is  o f  other se c t io n s

Figure 3 . Formal stru ctu re  o f  n / 7

Exploration o f  M otivic Structures

Motive 1

An exp loration  o f  the in d iv id u a l m otives and m otivic complexes 

o f  I l / 7  r ev ea ls  c h a r a c te r is t ic s  c o n s is te n t  w ith the co n stru c tio n a l 

p r in c ip le s  o f the r e s t  o f  the work. Motive 1 , the chromatic c lu s te r s  

to  be played w ith the palms, occurs in  two form s.

In i t s  f i r s t  form, which i s  found a t  the very  opening o f  the 

p ie c e , the motive expands the span o f the s ix  chromatic c lu s te r s  from 

a p e r fe c t  f i f t h  to  a minor seventh . A ll  three o f  th e germinal
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Example 110. Two forms o f motive 1 , I I / ? ,  system 2, page 13, and
system 3, page 13

f  ar

(■pcJnts)

so n o r it ie s  o f  MST, PDT, and PNS may be found in te r n a l ly . The bottom
A

n otes o f  the l e f t  hand chords, D-C-G , form an MST. A PDT may be 

ex tracted  from the bottom note o f  the r ig h t hand, B, w ith  the top  

two notes o f  the r ig h t  hand, F and C. The top n otes o f  the l e f t  hand 

chords, E-G-A, form a PNS. In a d d itio n , a very su b tle  l in k  w ith  I l / 6  

may be found in  th a t -the l a s t  note o f  I l / 6 ,  G ,̂ w ith  the ou ter notes  

o f  the f i r s t  p e r fe c t f i f t h  c lu s te r ,  D-A, form a FDT: D-G^-A.

Example 111 . MST, PDT, and PNS s o n o r it ie s  ex tracted  from motive 1, 
I I /7

A
- e -

iO
K  i O  1

( f K  -f t*  r s  I
\ l \ y  — m  m  I

MST form ed from  PDT e x t r a c te d  from
bottom  n o te s  o f  r i g h t  hand chords
th e  l e f t  hand chord's

d f c o  ..........
A \\ OA I iw  O  w-w 11J S
* P N S  r r o m  t o p  n o t o a  t i V■ o n  f r o m

o f  l e f t  hand chords I l /fc  I I / 7
PDT l in k  w ith  I I / 6
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While th ese r e la t io n sh ip s  are o f  in t e r e s t ,  the fu n c tio n  o f motive 1 

i s  c o lo r i s t i c ,  and th ese  s o n o r it ie s  are not a u ra lly  p erce iv a b le .

In the second form o f  m otive 1 , th e span o f  the c lu s te r s  i s  

a lso  th at o f f i f t h s ,  s ix th s , and seven th s, although the motive does not 

expand from a p e r fe c t f i f t h  to  a seventh as i t  does a t  the beginn ing. 

Here the grace note i s  found in  the r ig h t  hand in stead  o f  the l e f t  

hand. As in  i t s  f i r s t  form, the top n o tes o f  the l e f t  hand chords

are A-G-E and form a PNS. The top n otes o f  the r ig h t hand form an
4  b b 4MST (G -B -D ), as do the bottom notes o f  the r ig h t hand, B -C -F 1.

Example 112. PNS and MST s o n o r it ie s  ex tracted  from motive 1 in  i t s  
second form

f  II \ \  1
b n  t U  Q

....n  r - . IS *  \ V  . i .

_ p  - o —
----------------------------

PNS from  to p  n o tea  MST from  cop  and bottom  n o te s
o f  l e f t  hand, chorda o f th e  r i g h t  hand chords

M otives 2, 7, and 8

The chromatic h a lf  and whole s tep  r e la t io n sh ip s  f i r s t  heard 

in  motive 2 are found, expanded upon, as a b a s is  o f  an e n t ir e  se c t io n  

o f  the p iece  (B s e c t io n ) .  Forerunners o f  t h i s  m otive may be found in  

sev era l preceding fa n ta sy -p ie c e s  in  Volume I I .  In I l / l ,  a t  the end o f  

motive 5. a fou r-note  chromatic f ig u r e  s im ila r  to  motive 2 was heard.

As in  n / l ,  the r ig h t  hand p lays on ly  on the w hite keys w hile  

th e l e f t  hand p lays on th e b lack k eys. In I l / 3 .  "Rain-Death V aria tion s,"  

m otive 1 -a , the same fig u re  appears again; here a whole tone diad in  th e  

r ig h t  hand has been added.
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Exanrple 113, End motive 5* I l / l ,  i l lu s t r a t in g  i t s  s im ila r ity  to  
motive 2 , n/7

M otive 5» II/1> 
sy stem  J4., page 6

M otive 2 ,  I I / 7 * 
sy stem  2 ,  page 13

Example 11^. Motive l a ,  H /3»  system 1 , page 9

pp

flu * . 2Zf

Motive 2 ( l l / 7 )  c o n s is t s  o f  a whole tone diad in  the r ig h t  

hand and a s in g le  note in  th e l e f t  hand. Together th ese  n o tes form 

th ree-n o te  chromatic c e l l s  a whole tone apart, a p a ttern  repeated three  

tim es.

Example 115 . Chromatic h a lf - s te p  and whole ton es o f  motive 2 , I I /?

I ", tA \ . . .  h 0  Ir*. P "n D  " 7~r i r t s  It!y ..~ n  IrO  v->1_____________ 1_____________ 1

The p attern  o s c i l la t e s  l ik e  a t r i l l  on the l a s t  two chromatic c e l l s  

(ro o ts  o f  G and A), and then moves up a p e r fe c t  fou rth  to  " tr i l l"  on 

C-D^-D and D-E^-E. The ro o ts  o f  th ese  f iv e  chromatic c e l l s  form a 

pen taton ic  sc a le , thereby providing another l in k  w ith  fa n ta sy -p iece  

I l / l ,  which opened w ith  the l e f t  hand p laying the n o tes o f  a symmetrical
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w hite note pen taton ic  s c a le .

Example 116 . Pentatonic sca le  formed from the "roots" o f the th ree -  
note chromatic c e l l s  o f  motive 2, H /7

^ — r ~ r - e —^ — --------------- „  —o —°  o :
o  . ...................

A ll tw leve chromatic ton es are heard in  motive 2 .

Motive 2 i s  found as the b a s is  o f the B s e c t io n . I t  f i r s t  

appears (system  4 , page 13) as i t  did in  the beginn ing, as th ree-n ote  

chromatic c e l l s  w ith  ro o ts  o f  D-C and A. Here the D-C-A r e la t io n sh ip  

i s  a PNS so n o r ity . I t  then moves up a tr ito n e  to  " tr i l l"  on A*3 and Gb .

The second segment o f  th e motive occurs a f t e r  a s ix te en th  

note r e s t .  I t  beg in s as a s in g le  note in  each hand separated by a 

h a lf -s te p ;  i t  then adds whole ton es (the r ig h t hand b u ild s  whole ton es  

up w hile the l e f t  hand b u ild s  whole ton es down) to  form two complete 

whole tone s c a le s  a h a lf - s te p  ap a rt. This gradual b u ild -up  o f  

dissonance by adding more and more chromatic h a lf - s te p s  in t e n s i f ie s  a 

la r g e  crescendo from raezzo-piano to  t r ip l e  f o r t e .

Example 117. Second segment o f  motive 2 , I l / 7 ,  systems h and 5. 
page 13

The so n o r ity  o f  two whole tone s c a le s  a h a lf - s te p  apart has 

alread y  been seen in  U / k t  "Twin Suns," and in  the preceding p ie c e , 

I l / 6 ,  "Gargoyles," where i t  was c a lle d  m otive 10 (measure 3* system  1 ,
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page 1 3 ).

The occurrence o f motive 2 i s  preceded by motive 7: two whole

tone grace note chords a h a lf - s te p  ap art. Motive 8 , which fo llo w s  

motive 2 , i s  a r e a liz a t io n  o f  the m otive h o r iz o n ta lly :  h a lf - s te p

t r i l l s  a whole tone apart a lte r n a te  between the two hands. Motive 7 

and 8 , then , are sim ply v a r ia tio n s  o f motive 2 . A fragment o f  motive 

2 precedes the grace note cadenza o f  m otive 9* The ro o ts  here form 

overlapping PNS s o n o r it ie s .

Example 118. Overlapping PNS so n o r it ie s  formed by the "roots" o f  
motive 2 , I l/7 »  system 5* page 13

The B se c t io n  c lo s e s  w ith  motive 2-a and i t s  buildup in to  

two complete whole tone s c a le s  rep resen tin g  the e n t ir e  chromatic 

s c a le .  A fter  being used as the b a s is  o f  the B s e c t io n , m otive 2 i s  

on ly  heard tw ice again , q u ite  fragmented, as t r ip le  fo r tiss im o  

in terru p tio n s  o f  motive 6 , in  system 3* page 14.

Motive 3

The v ir tu o s ic  g lissan d o  which c o n s t itu te s  motive 3 i s  found 

in  two form s, ascending and descend ing. In both forms the r ig h t  hand 

p lays on the white keys w hile the l e f t  hand p lays on the b lack k eys. 

The g lissa n d o  covers the range o f f iv e  octaves p lu s  a minor s ix th  and 

the hands b eg in  and f in i s h  a whole tone ap art. In  i t s  descending form 

(system  2, page 13 , system s 1 , 3» and 4 , page 14) i t  i s  ended by a 

chromatic c lu s te r  played w ith  the palm, A-G. In i t s  ascending form
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( system 4 , page 13 , system s 3 and 6 , page 14) i t  i s  preceded by two 

chromatic c lu s te r s  a minor th ird  apart w ith  the span o f  a p e r fe c t  

f i f t h :  F-C and A-E. Motive 3 could be sa id  to  be re la ted  to  both

m otives 1 and 2: motive 1 in  i t s  use o f  c lu s te r s  played w ith  the  

palm s, and motive 2 in  i t s  use o f  a l l  tw elve chromatic h a lf - s t e p s .  

However, t h i s  m otive fu n ctio n s c o lo r i s t i c a l ly ,  and any r e la t io n sh ip s  

w ith  other m otives are not e a s i l y  d istin g u ish ed  a u r a lly .

Motive 4

Motive 4  i s  b a s ic a l ly  rhythmic in  nature; chromatic c lu s te r s  

are to  be played m a rte lla to  on the s tr in g s  w ith  the f in g e r n a i ls .  The 

f ig u r e  encompasses a sm all in te r n a l accelerando and a llargan d o„ I t  i s  

always found im m ediately before th e  continuous running movement o f the  

cadenza o f motive 5 and a f t e r  the descending g lissa n d o  o f  m otive 3«

I t s  purpose, l ik e  motive 3» i s  c o lo r i s t i c  and i t  adds a new tex tu re  to  

the m usical fa b r ic .

Motives 5 and 9

A cadenza-lik e f ig u re  forms motive 5* Each segment o f  the 

cadenza becomes louder and lo n g er , e f fe c t in g  a gradual in t e n s i f ic a t io n  

in  dynamics and an expansion in  range. The motive appears th ree tim es  

(system  3» page 13 . system s 2 and 6 , page 1 4 ) , and th ird  and l a s t  time 

w ith  the a d d itio n  o f  the shouted word, a lso  repeated th ree tim es, o f  

"Tora!"

The cadenza i t s e l f  may be d iv ided  in to  th ree segments; each  

segment i s  two notes lon ger  and a minor th ird  h igher than the previous  

segment. The top p ortion s o f  each segment (see  example 119) form 

in ter lo ck in g  PDT s o n o r it ie s ,  w hile the f i r s t  f iv e  n otes form a whole
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tone sc a le  on A (A-B-Ilb-Sb-F ). The notes which l in k  the PDT so n o r it ie s  

w ith  the whole tone s o n o r it ie s  are in  the p a ttern  o f  a h a lf - s te p  p lu s a 

whole s te p , so th a t each segment adds another h a lf-p lu s-w h o le -s tep  

pattern  to  accom plish th e r is e  o f a minor th ir d . (The n otes o f  th e  

second h a lf  o f  each segment are the same as th e  f i r s t  h a lf ,  but descend 

in stea d  o f  a scen d .)

Example 119< The th ree segments o f  motive 5» I l / 7 ,  and the whole 
ton e, h a lf-p lu s-w h o le -s tep  l in k  and PDT s o n o r it ie s  
found h o r iz o n ta lly  w ith in  the m otive

~ T  (M in o r

(velocij*.)

(M in o r .
T hird}'Third")

S egm en t 1 S eg m en t 2 S egm en t 3

"1 -  W hole T o n es  a , H a l f - S t e p  
p lu s  W hole  
T one L in k

( 6 ? =  PDT
S o n o r i t i e s

The fo llo w in g  ta b le  attem pts to  c la r i f y  th ese  p a ttern s.

Table XVI. Pattern o f  the three segments 
o f motive 5* I l / 7

b bSecond Segment: ,_A_ B _p __ 13 _ Fj

b bThird Segment: _D_ J 5 _

KEY:

F ( o *

%

l i  ^  10 * A <B C B 3

J? F^ G * A B c

1 -  Half-S' 
* p lu s Wl 

Tone L:

tap ™
hole <—■̂  S o n o r itie s  
Ink
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Motive 9

Related to  motive 5 i s  the cadenza fig u re  o f  motive 9 (found 

once, in  the B se c t io n , system 4 , page 13, and system 1 , page 1*0. This 

motive may be d ivided  in to  f iv e  segments (see  example 121); the fou rth  

and f i f t h  segments are the same. As in  motive 5 a crescendo i s  b u i l t  up 

throughout the m otive. In the f i r s t ,  or a segment, the r ig h t hand may

be seen as a s e r ie s  o f  overlapping PDT s o n o r it ie s , much l ik e  th e top
A

n otes o f  motive 5* A minor th ird  (C -3 ) separates the PDT s o n o r it ie s .  

Example 120. PDT so n o r it ie s  o f  segment a , motive 9 , I l / 7

n

m in o r
t h i r d

In the second, or b segment, the l e f t  hand i s  an in versio n  o f

the r ig h t hand beginning on the note B. Like the r ig h t hand i t  c o n s is t s

o f  two s e t s  o f  PDT so n o r it ie s  separated by a minor th ir d . A minor th ird

r e la t io n sh ip  i s  a lso  found between the two segments: a begins and ends

on D, w hile  b begins and ends on B. ( I t  w i l l  be remembered th a t the

in te r v a l o f a minor th ird  was a lso  featured  in  the s im ila r  motive 5)»

While the l e f t  hand i s  p lay ing  the cadenza fig u re  in  segment b , the r ig h t
# bhand adds a t r i l l  on D w ith  lower and upper neighbors C and E (forming

a th ree-n ote  chromatic c e l l ) .  The r ig h t hand then rep eats the a segment
$

and the l e f t  hand t r i l l s  on B w ith upper and lower neighbors A and C. 

Segments four and f iv e  combine the r ig h t hand m ateria l o f  a w ith  the 

l e f t  hand in v ersio n  a minor th ird  low er.
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Example 121. Motive 9 , n / 7  and i t s  d iv is io n  in to  f iv e  segments based 
on th e PDT so n o r ity

Segment 1 Segment 2 Segment 3

Motive 6

The l a s t  motive to  be explored in  depth i s  motive 6; i t  i s  f i r s t

found a t  the end o f  the A se c tio n  (middle system h, page 1 3 ), and i s

la te r  used as the b a s is  o f the e n tir e  C se c t io n  o f the p iece  (system  3. 

h, and 5, page l h ) .

In i t s  f i r s t  appearance (page 13) the motive c o n s is t s  o f  four

d if fe r e n t  f iv e -n o te  s im u lta n e it ie s , a l l  w ith  the in t e r v a l l ic  co n stru ction

o f minor th ir d —minor th ird  —minor th ir d —major second (the minor th ird

has been seen to  be an important in te r v a l in  m otives 5 and 9 )•  The

s im u lta n e it ie s  are arranged so th a t the l a s t  four are a retrograde

in v ersio n  o f the f i r s t  fou r, th us: 1 3 I I  ^  2 .
2 4 / /  3 1

(EX. s«mpre)
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Example 122. Four s im u lta n e itie s  of motive 6, n /7

Several in te r e s t in g  h o r izo n ta l and v e r t ic a l  r e la t io n sh ip s  may be 

found between th ese s im u lta n e it ie s . A ll the notes o f s im u lta n e it ie s  one 

and two (or three and fou r) are a tr ito n e  apart (see  example 1 2 3 ). The 

two s im u lta n e it ie s , however, share four o f  the same n o tes , w hile only
J L

one note i s  d if f e r e n t .  S im u lta n e itie s  one and two both contain  A-C-D -

$ #F' , w hile s im u ltan eity  one adds a G to  i t ,  and two adds a D. The outer

notes o f  s im u lta n e it ie s  one and two (or three and fou r) form a ^ 2^ 2 ^ ?.
so n o r ity . In ad d itio n , the top n o tes , l in e a r ly  o f one, two, th ree , and

fou r  form an M̂ S^T̂  so n o r ity , w hile the top three notes w ith in  each

sim u lta n e ity  form a PNS so n o r ity . S im u lta n e itie s  one and two to g eth er

con ta in  s ix  chromatic to n es , as do s im u lta n e it ie s  th ree and fou r, but

s im u lta n e it ie s  one, two, th ree , and four do not con ta in  a l l  tw elve
A

chromatic ton es (here the notes C and F' are repeated tw ice and the 

tr ito n e  B-F i s  om itted ). Thus, a l l  the germ inal s o n o r it ie s  o f the 

Makrokosmos Volume H  are found in  th ese  dense s im u lta n e it ie s :  t r i to n e s ,  

chromatic h a lf  and whole s te p s , and PDT, PNS, and MST s o n o r it ie s .

Motive 6 i s  found again a t  the end o f th e second la rg e  A se c t io n  

(system  3, page 1 4 ) . The s im u lta n e it ie s  here are a minor th ird  higher  

than th ey  were in  the f i r s t  A se c t io n  and could be c a lle d  s im u lta n e it ie s  

5, 6 , 7, and 8 . They con ta in  the same r e la t io n sh ip s  as s im u lta n e it ie s  1 ,
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Example 123. S im u lta n eities  o f  motive 6 , U /7 ,  and tr ito n e , PDT, MST, 
and PNS relationships found between them

1 u U k -b p  1. . .  ______

O u ter  
n o t ea= =  
E2D2T2

TRITONjSS

<D

O u ter  
n o t e s ==

TRITONES PZZ2?2

- # - e -

Top n o t e s  o f  1 ,  2 , 
3 > U* ===

□3X

©  O r Top t h r e e  n o te s
-of each ehord-=PNS~

2, 3, and 4 .

The C sec tio n  o f  I l / 7  begins w ith  an extended v ers io n  o f motive

6 . I t  u ses s im u lta n e itie s  1 , 2, 3, and 4 p lu s two "new" ones b u i l t  on
J t

3 and on E", here c a lle d  s im u lta n e it ie s  9 and 10 . They are arranged in

the fo llo w in g  manner: 2 4  /  3 1 /  9 10 / /  3 1 9 4 2  10 3 .
1 3 / ^ 2  / 10 9 / /  * * 2  10 3 1 9 ^

The bottom n otes o f  the l a s t  h a lf  form a complete ascending whole tone
# A sc a le  from C to  C .
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Example 124. Expanded v e rsio n  of motive 6, I l / 7 ,  s e c tio n  C

6....    joqco_ "

(2  Ij. 3 1 9  10 A scen d in g  w h ole  to n e  s c a l e :
1 3 Ij. 2 10 9 )  C# -B# -E # -F i-A -B -C #

The second p art o f  the C se c t io n  begins a t  the end o f system 3. 

page 14, w ith  a v a r ia tio n  o f m otive 6 . The rhythmic movement here i s  

much fa s te r ;  the se c t io n  i s  marked " ff f  sempre" and "molto r itm ico , 

fu ocosot"  In ad d ition  a l l  the chords bear accent marks. This i s  the 

clim ax o f  "Tora! Toral Tora!"; i t  con ta in s the lo u d e s t , f a s t e s t  moving, 

and most in ten se  passage y e t  to  be found in  Volume I I .  The v a r ia tio n  o f  

motive 6 i s  interrupted tw ice b r ie f ly  by a fragment o f  motive 2 . These 

"interruptions" on ly  h e lp  to  drive the music on to  the return  o f motive 

1 in  system 5, page 14 .

In t h is  part of s e c t io n  C the r ig h t  hand p lays on ly  four note 

s im u lta n e itie s ;  the bottom minor th ird  has been dropped. This was 

probably done to  f a c i l i t a t e  the passage fo r  the performer, s in ce  i t  moves 

a t  such a rapid rate  and because the s im u lta n e it ie s  must be repeated  

very q u ick ly . These s im u lta n e it ie s  w i l l  s t i l l  be c a lle d  1 , 2, 3. e t c .  

fo r  purpose o f a n a ly s is , even though th ey  la ck  one bottom n o te . The 

l e f t  hand does continue to  p lay f iv e  note s im u lta n e it ie s . Another 

sim u lta n e ity  i s  added, b u i l t  on G , and i s  la b e led  number 1 1 . Thus, 

throughout motive 6, s im u lta n e it ie s  have been b u i l t  on a l l  chromatic 

ton es w ith  th e excep tion  o f  D n a tu ra l.
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Example 125. Second p a r t  o f section  C, Ilf?,  systems 3. and 5»
page l*f

m

r i i i m e o ,  f u o e c s e !

b i n  i n

(E X . sempre)
a—•

—  u  L ' ^  ] u 3 r  f  T . >  , r  T T  7  T T  , T T T

iiV-^v'irs.Ts

( u L  J i m w r t )

( ^ )  = PDT chord which i s  repeated nine tim es

□  = Motive two in terru p tio n s  

An e n t ir e ly  d if fe r e n t  s im u lta n e ity  i s  found in  the l e f t  hand. 

This s im u lta n e ity  i s  emphasized by being the lo w est chord in  th is  

se c tio n  (played in  th e  bass w h ile  the r e s t  of the chords are h igh  in  the  

tr e b le  r e g is te r )  and a lso  by having a d if fe r e n t  in t e r v a l l ic  con stru ction
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than the oth er s im u lta n e it ie s , I t  c o n s is t s  o f  two in ter lo c k in g  PDT 

s o n o r it ie s ,  which have been seen in  the top notes o f  motive 5 anc* a lso  

in  motive 9* The sim u lta n e ity  i s  repeated nine tim es throughout the 

se c t io n  (see  a lso  example 125 )•

Example 126. Hew sim u lta n e ity  in  the l e f t  hand, motive 6 , I I /? :  
overlapping PDT so n o r it ie s

2 f8-*
PDT

The r e p e t it io n s  o f  s im u lta n e it ie s  in  the se c t io n  may be seen  more 

c le a r ly  in  the fo llo w in g  ta b le .

Table XVII. Pattern  o f  r e p e t it io n s  o f  
s im u lta n e it ie s  in  C se c t io n , I l / 7

R ight Hand: 1 1

L eft Hand: 7

(R ight Hand:) 1

(L eft Hand:)

The remainder o f the motive continues in  the same fa sh io n  w ith  

the d rive  back to  motive 1 .

One a d d itio n a l motive may be mentioned. At th e  very end, before  

the f in a l  ascending versio n  o f the g lissan d o  o f motive 3 . a seven second 

tremolo i s  played low on the keyboard. This trem olo encompasses a 

crescendo from su b ito  mezzo piano to  t r ip l e  f o r t e .  I t  c o n s is t s  o f  a 

h a lf - s te p  diad in  the l e f t  hand on A and B*3 and a h a lf - s te p  diad in  the  

r ig h t hand on B and C. A fou r-n ote  chromatic c e l l  r e s u l t s .  "Torat

3 1

7 @

1 1 1 3  1 L

2 \

11 (PDT)\^8

1 1 3  1 ^ 2
I Motive 2 

5 7 ( FDTĵ  8 J  fragment
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Torat Tora! '* moves immediately without a break in to  I l / 8 , "A Prophecy of 

Nostradamus."
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Fantasy-P iece I l / 8  
"A Prophecy o f Nostradamus /SYMBOL/"1'

"A Prophecy o f Nostradamus /SYMBOL/", " I l / 8 ,  i s  the symbol p iece  

which c lo se s  the second group o f  four fa n ta sy -p ie c e s . In th is  p iece  a 

q u otation  from the D ies Irae i s  both the beginning and the ending o f the 

parabola-shaped n o ta tion  surrounding i t .  "A Prophecy o f  Nostradamus" i s  

the clim ax o f the dram atic, rhythmic, and dynamic motion which was 

begun in  I l / 6 ,  "Gargoyles"; the ponderous opening, minor tr ia d s  are a t  

the apex o f an arc o f  energy and ten s io n  generated by the two preceding  

p ie c e s . These repeated minor tr ia d s  alm ost suggest a slow m ajestic  

march fo r  the dead which revo lves around the D ies Irae qu otation . A fter  

t h is  c lim a tic  e igh th  p iece  the Makrokosmos Volume I I  begins a slow  

sp inn ing-out to  the susta ined  and hypnotic Dona Nobis Pacem con clusion  o f  

I l / l 2 .  Nostradamus was a s ix te en th  century French prophet who was 

supposed to  have fo reseen , among o th er  th in g s , the Japanese a ttack  on 

Pearl Harbor which was referred  to  a t  the end o f I l / 7 ,  "Tora! Tora! Tora!"

The a n a ly s is  o f  t h is  p iece  w i l l  not focus as i t  has in  other  

p ie c es  on sm all m otives but rath er w i l l  explore the s ix  se c tio n s

(lab eled  by Crumb A-3-C-D-3-F) and th e ir  r e la t io n sh ip  to  one another.

The m usical form o f  I l / 8  i s  A-B-C-C1-B '-A 1, which r e f le c t s  the parabola­

shaped n o ta tio n . Each sec tio n  has i t s  own individual timbre and texture 
which makes an aural d iv is io n  in to  p arts easy  to  id e n t ify .
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A nalysis o f S ections

A and A1 (F) Sections

The A se c tio n  c o n s is t s  o f minor tr ia d s , most o f  which are in

ro o t p o s it io n . I t  i s  marked "Stark, powerful; molto pesante" and

con ta in s sudden changes in  dynamics (from quadruple fo r te  to  pian issim o

su b ito ) and r e g is te r  (the fo r tis s im o  chords are played in  the tr e b le

w hile the p ian issim o chords are played in  th e bass r e g is t e r ) .  An

unusual pedal e f f e c t  i s  c a lle d  fo r  in  the second h a lf ,  in  th a t the pedal

I  i s  to  be depressed a f t e r  a chord i s  struck to  catch  an echo o f the

chord. The same pedal e f f e c t  was found in  I l / 2 ,  in  the "Music o f  S tr ife"

se c t io n  and a lso  in  I l / 6 ,  "Gargoyles."

The f i r s t  measure o f  s e c t io n  A contain s f u l l  b minor tr ia d s

p lu s octaves in  both hands. Sym bolica lly , th ese  tr ia d s  are repeated  

seven tim es to  span th ir te e n  b ea ts  and are marked quadruple fo r te ,

"tu tta  fo rza i"  The second measure changes to  f  minor tr ia d s ,  w ith  a 

sudden co n tra st in  r e g is te r  and dynamics. These chords are a lso  repeated  

seven tim es to  span th ir te e n  b e a ts , but the rhythm i s  s l ig h t ly  v a r ied .

The r e la t io n sh ip  between the f i r s t  two measures i s  th a t o f a tr ito n e ,

B-F. The r e la t io n sh ip  o f the tr ito n e , p a r tic u la r ly  the b-F tr ito n e ,  

w i l l  be seen to  be very important in  th is  fa n ta sy -p ie c e .

Example 127. F ir s t  two measures o f s e c tio n  A, I l / 8 ,  page 15

Stark,po /erfuUJ-1°0!; moltopes ,̂
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In the th ird  measure the movement o f  the chords i s  speeded up: 

the f i r s t  h a lf  o f  the measure con ta in s three d minor tr ia d s , w hile the  

second h a lf  con ta in s g minor tr ia d s , repeated f iv e  tim es . The sudden 

change in  r e g is te r  and dynamics i s  m aintained, as i s  the tr ito n e
JL

r e la t io n sh ip , here o f  D-G .

Example 128. Third measure o f  s e c t io n  A, U /8 ,  page 15

jo p s u i .

In the fou rth  measure o f  the se c t io n  the chord movement i s

a cce lera ted  g r e a t ly . A B minor chord i s  struck and i t s  echo caught

w ith  the pedal; an e minor s ix -fo u r  chord i s  then played tw ice , spanning
b #th ree b eats (again , the tr ito n e  i s  found between B and E ). A c  

minor chord i s  played in  the same manner as the f t *  chord w ith  the pedal 

echo, and a g minor s ix -fo u r  chord i s  played three tim es, spanning four  

b e a ts . The tr ito n e  C -G  i s  found h ere . This second p art o f  the measure 

i s  a sequence o f  the f i r s t  part up a minor th ird , as the th ird  measure 

was a sequence o f the f i r s t  two measures up a minor th ir d . This 

p attern  i s  then sequenced up a whole step  to  form the th ird  part o f  the 

measure, which u ses e minor and a minor s ix -fo u r  chords, again in  a 

tr ito n e  r e la t io n sh ip . The on ly  tr ito n e  not found in  th ese chords in  

s e c t io n  A i s  C-F .

In the l a s t  measure o f s ec tio n  A the th ird s  are om itted from the  

chords, so th a t on ly  an open f i f t h  sound, s im ila r  to  th a t  found in  the  

second c ir c le  o f I l / h ,  "Twin Suns," i s  heard. These open f i f t h s  are on
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Example 129. Fourth measure o f s e c tio n  A, H /8 ,  page 15

Id bF and C and down a whole s tep  on S and B . Doublings o f  notes are

dropped from the chords as a gradual diminuendo i s  e f fe c te d  u n t i l  on ly

the s in g le  p e r fe c t f i f t h s  remain. The outer notes o f  th ese  two chords, 
b b

E -F-B -0 , form a P^NS2 so n o r ity .

Example 130. Last measure o f  s e c t io n  A, I l / 8 ,  page 15

I I { { affoec*

A  h
The roo ts  o f  th e  f i r s t  f iv e  chords in  t h is  s e c t io n , 3-F-D-G -B , 

form the notes o f the chord type o f  motive 6 , I l / 7  (minor th ir d , minor 

th ir d , minor th ird , major second ). This could be seen as a m otivic  

l in k  between the two p ie c e s .

The three top notes o f  the chords in  s ix -fo u r  p o s it io n  in  

measure 4 , E-G-A, form a PNS so n o r ity  (see  example 1 3 2 ). The bottom

n otes o f  the chords w ith  ro o ts  a tr ito n e  apart in  measure 4 are a l l  in
b $ b 

a chromatic h a lf - s te p  r e la t io n sh ip  (B -B; C -D; E -E ).
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Example 131. Same chord type as motive 6 , I l / 7 ,  found in  the f i r s t  
f iv e  chord ro o ts  o f  s e c t io n  A, I I /8 ,  page 15

□a:
B 2~ c r~ c r

Example 132 . PNS, t r ito n e , and h a lf - s te p  r e la t io n sh ip s  between chords 
o f measure 4 , s e c t io n  A, page 15

E -g-A=PNS

The A’ sec tio n  o f "A Prophecy o f Nostradamus" (la b eled  in  the  

music as /FT) i s  structured  in  e x a c t ly  the same manner as the A s e c t io n .  

The r e la t io n sh ip  between A and A* i s  th a t o f  a tr ito n e :  the f i r s t  f iv e
A  u

chord roots in  the A se c t io n  were B-F-D-G'-B , w hile the f i r s t  f iv e
A

chord ro o ts  in  the A’ se c t io n  are a tr ito n e  away, F-B-G -D-E, e t c .

The l a s t  measure o f A' i s  the opp osite  o f  the l a s t  measure o f A. Here 

a gradual crescendo to  the f in e  conclusion  i s  in te n s if ie d  by the ad d ition  

o f notes to  the chords.

B and B' (S) S ection s

The B se c t io n  c o n s is t s  o f  three measures; th e  f i r s t  two are o f  

the same stru ctu re  w hile th e th ird  measure i s  s im ila r  to  the l a s t  

measure o f  s e c t io n  A. The tim e signature i s  changed from 1 3 / J  to  1 1 /J  ,
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but the b a sic  beat remains the same. In the f i r s t  measure a f u l l  d

minor chord i s  depressed s i l e n t ly  and strummed in s id e  the piano w ith  the
4 4f in g e r t ip .  The chords o f g minor, g minor s ix - fo u r , f" minor s ix ,  and

f  minor are then played on the k eys.

Example 133. Measure 1 o f  s e c t io n  B, I l / 8 ,  page 15
AHi.

A tr ito n e  i s  found between the strummed d minor chord and the f i r s t
4

chord o f  the group o f fou r: g minor. The four chords a l l  have
A  A

descending ro o ts  a h a lf - s te p  apart: G -G-F -F . However, the bottom
j,

notes o f th ese  chords, G ■-D-A-F, which ascend, expand the in te r v a l

#between each su ccessiv e  chord by one h a lf -s te p :  G -B =tritone; D-A= 

p e r fe c t  f i f t h ;  A-F=minor s ix th . The second measure of s ec tio n  B i s  a 

tra n sp orta tion  o f the f i r s t  measure up a whole s te p .

Example 13h. ffeasure 2 , s e c t io n  B, I l / 8 ,  page 15

As in  the l a s t  measure o f  s e c t io n  A, the th ird  measure o f  s e c t io n

B om its the th ird s  from the chords, so th a t on ly  open f i f t h s  and octaves
H K 1 |

sound. The f i f t h s  here are E -B and down a step  to  C -G , form ing,

again  as in  the l a s t  measure o f  s e c t io n  A, a P^NS2 s° n o r ity . These

chords are depressed s i l e n t l y  a t  th e  keyboard and strummed f i r s t  w ith
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Example 135» Measure 3, s e c tio n  B, I l / 8 , page 15

The f i r s t  two measures o f  the B* se c tio n  ( ! W f )  are a type of  

in v ersio n  o f  the f i r s t  two measures o f the B s e c t io n . A c minor chord 

i s  depressed s i l e n t ly  then strummed in s id e  the piano w ith  the f in g e r t ip ,  

as in  se c t io n  B. The fou r chords which ascend in  B» ascend in  B1: e
J rminor, f  minor s ix ,  f  minor s ix - fo u r , and g minor. The chromatic roots

o f E-F-F^-G ascend w hile the in te r v a ls  between the bottom notes expand

b b &by one h a lf - s te p  each tim e: E-AD=major th ird ; A -C -p e r fe c t  fourth;
&

C -G = tritone. These r e la t io n sh ip s  are opp osite  o f  those found in  th e  B 

s e c t io n . In ad d ition  the dynamics in  B were m ezzo-forte to  fo r t is s im o , 

w hile the dynamics in  B1 are pian issim o to  t r ip le  p iano. The second 

measure o f B' i s  a tr a n sp o s it io n  o f  the f i r s t  down a whole s te p . Unlike 

the B se c t io n  where a tr ito n e  was found between the strummed chord and 

the f i r s t  chord o f the ascending chord s e r ie s ,  a major th ird  i s  found 

between th ese two chords in  the B' s e c t io n . The th ird  measure o f  B1 

i s  e x a c t ly  l ik e  the th ird  measure o f B, but on the f i f t h s  C-G and B -F .

Example 136 . B’ s e c t io n , I l / 8 , page 15
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C and C' (/fjJ) Sections

The tim e signatu re fo r  the C se c t io n  i s  changed to  7 / d  . A 

w hite key c lu s te r  spanning an e lev en th  i s  to  be depressed s i l e n t ly  w ith  

the forearms and caught w ith  pedal I I  a f te r  p laying  a chromatic g lissan d o  

in s id e  the instrum ent w ith  the f in g e r n a i l .  This i s  to  be allowed to  

v ib ra te  fo r  seven seconds. A q u otation  from the D ies Irae i s  then heard. 

Crumb c a l l s  i t  HTema enigm atico" and in s tr u c ts  th a t i t  should be played  

" F a te fu lly ." To p la y  t h is  q u otation  the r ig h t hand s i l e n t ly  depresses  

the boxed notes w hile the l e f t  hand p lays the same n o tes , fo r tiss im o  

and sta c ca to , an octave low er, causing the upper s tr in g s  to  v ib rate  

sym p ath etica lly . The quote i s  in  the "key" o f  B.

Example 137. C se c t io n , D ies Irae quote, I l / 8 ,  page 15, and C1 
( / d7~) se c t io n , I I / 8 , page 15

I W —,
jliM -•«»■ **«

-  *Tema enigmatico" 
F ateM y  [ J - 5 0 ]  6 , , , 'l-.tf..

J9AO Sf}\     ̂ ' 121.LI£^T\ Ĵ z * txiM Sdd
j L -  f t s  - j > ) SI|M “  * » i

r f r a r y U y w j j H a .  |  3 =  „ 0 3 U E U j 8 l U 3  E U J 3 J ^

»«1 entiy c s j i ^ » p / |4u»|;*
3 „  «***«“ ■> [os-f] *iiw )
Jisi o3HBUi8n» euiaj,J t p r e t f  biack \  K«y«

•*ter*!airrttg  j iiM .
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To r ea liz e  the C1 section  the music i s  simply turned upside 

down. This section  i s ,  in  many ways, the exact opposite o f the C 

section : the glissando i s  played pianissim o with the f in g e r tip  rather

than the fin g ern a il; the depressed c lu ste r  i s  to  be played on the black 

keys rather than on the white keys; the boxed notes are s i l e n t ly  depressed 

with the l e f t  hand and played staccato , but pianissim o, "like an echo" by 

the r ig h t hand an octave higher; and th is  time the quote i s  in  the "key" 

of F.

The in terva l of the tr iton e  i s  cen tra l to  "A Prophecy of  

Nostradamus," e sp e c ia lly  the tr iton e  B-F. I t  i s  found as the re la tio n ­

ship between the f i r s t  two minor chords of section  A, and as the re la tio n ­

ship between the A and A' se c tio n s . I t  i s  a lso  found at the very core 

o f the piece as the re la tio n sh ip  between the two statements of the Dies 

Irae quote. This p iece makes almost no use o f the germinal so n o r ities  

o f PDT, MST, or FNS, but i s  based on the tr ito n e  and on minor tr ia d s .

The musical form o f "A Prophecy of Nostradamus" r e f le c ts  i t s  

physical shape, with the Dies Irae quotation acting as the p ivot around 

which the other section s are r e f le c te d . The symbolic numbers of th ir teen , 

eleven , and seven are important not only as the number of beats per 

measure, but a lso  in ter n a lly  in  the number of chord rep etitio n s  per 

measure, or the number of measures per sec tio n . The Fine a t the end of  

sectio n  A’ c lo ses  the second part o f the Makrokosmos Volume I I .
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Part Three •»
Fantasy-Piece I l / 9  

"Cosmic Wind"

Fantasy-piece I l /9 »  "Cosmic Wind," opens the th ird  group o f  

four p ie c e s . Like H / l  and I l / 5  i t  u ses a surface preparation , here a 

p e r c u ss io n is t ’ s wire brush, to  r e a liz e  i t s  unusual s o n o r it ie s .  "Cosmic 

Wind" a lso  c a l l s  fo r  the performer to  produce a wind sound by whispering  

("unvoiced sin g in g" ) the s y lla b le s  a -o - i -u - s h . The p iece  i s  played  

e n t ir e ly  in s id e  the piano and fo r  t h is  reason the performer i s  in stru cted  

to  stand to  p la y  i t .  The in t e r e s t  in  "Cosmic Wind, " as i t  was in  I l/5 »  

"Ghost-Nocturne: fo r  the Druids o f Stonehenge (N ig h t-S p ell H ) ,"  i s  

focused on so n o r ity  and d e lic a te  tim bres rather than on com plicated  

m otivic co n stru c tio n s . Crumb d escr ib es  the e f f e c t  o f  th e p iece  as 

"ghostly , shadowy, /andJ  trem ulous."

E xploration  o f M otivic Structures

Motive 1

The f i r s t  motive i s  a very s o f t  g lissan d o  over the bass s tr in g s  

w ith  the wire brush. This motive occurs three tim es in  the p ie c e : a t

the very beginning; in  system 2 (th ird  f ig u r e );  and a t the very end.

I t  serv es , th ere fo re , to  frame "Cosmic Wind."

Example 138. Motive 1 , I l / 9 ,  system 1 , page 16

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



135

Motive 2

Motive 2 c o n s is t s  o f  a tremolo on the s tr in g s  w ith  the w ire brush. 

An e ig h th -p lu s-s ix tee n th -n o te  rhythmic fig u re  i s  repeated f iv e  tim es; each  

time the dynamic marking i s  a crescendo from t r ip le  piano to  a 

sforzando on the s ix te en th  n o te . A tim bre not u n lik e  a r u s t lin g  sound 

r e s u l t s .  This motive i s  found tw ice , th e second time being a t the end 

o f  system 2 .

Example 139* Motive 2, I l / 9 .  system 1 , page 16

With the l a s t  r e p e t it io n  o f  motive 2 a th ird  motive i s  heard 

in  the b a ss . This c o n s is t s  o f ,  f i r s t ,  a rapid trem olo w ith  the f in g e r ­

t ip s  on the s tr in g s . This tremolo i s  then incorporated in to  a g lissan d o  

w ith  the same range as motive 1 .  The g lissan d o  r i s e s  and f a l l s  three  

tim es . Fragments o f  t h is  motive are found throughout the remainder o f  

the p iece : two more tim es ( in  the bottom s t a f f )  in  system 2; and tw ice

in  system 3*

Example 140 . Motive 3, I l/9 »  system 1 , bottom s t a f f ,  page 16

(9 ) (lay Wvak a*U«)

Motive 3

 Jp M. j* J* *1

T P iS S f   ^
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In the f i r s t  three m otives Crumb has introduced four s l ig h t ly  

d if fe r e n t  tim bres which a l l  use some v a r ia tio n  o f tremolo and g lis sa n d o . 

M otives 1 and 2 use the wire brush to  g lissan d o  and trem olo, w hile motive 

3 u ses  the f in g e r t ip s  on the s tr in g s  to  trem olo, and then combines the  

f in g e r t ip  tremolo w ith a g lissa n d o .

M otivic Complex if, 5» and 3

The v o ice  i s  c a lle d  fo r  to  r e a liz e  motive 5* "Unvoiced sin g in g ,"  

l ik e  w hispering, but su sta in ed , i s  used to  produce a "wind sound" on th e  

s y lla b le s  o-a and u -sh . The motive i s  found four t in e s :  tw ice in  system

1 and tw ice in  system 3* The f i r s t  two occurrences use the s y lla b le s  

a - i - u  and o - i - u  w ith  the sh sound being susta ined  a t  the end. The l a s t  

two occurrences su sta in  the sh sound a t  the beginning o f  the m otive.

Motive 5 i s  found in  conjunction  w ith motive if. Motive if c o n s is t s  

o f three chromatic tones a l l  played w ith  the f in g e r t ip s  on the s tr in g s  

and encompassing a crescendo and diminuendo. This i s  in  a fo u r - s ix ty -  

fou rth  note p attern  which i s  repeated seven tim es in  i t s  f i r s t  appearance, 

f iv e  tim es in  i t s  second and th ird  appearances, and th ree tim es in  i t s  

l a s t  appearance. The th ree-n ote  chromatic c e l l s  i t  u ses are A-B -̂C*3 

and D^-E-F (tr ito n e  r e la t io n sh ip —system 1) and G-G^-A and C^-D-E^

(again a tr ito n e  r e la t io n sh ip —system 3)•

C losing t h is  m otivic complex i s  a fragment o f motive th ree , the 

tremolo p lu s g lissan d o  on the s tr in g s  w ith  the f in g e r t ip s .
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Example 141, Motives 4 , 5, J, n /9 »  system 1, page 16

y  jt3f>U™icrii'm;ine [wUsnail] M otive 4.

M otive 3 ,  
fragm ent

Motive 6

A new timbre i s  heard in  motive 6 . Here the f in g e r n a ils  are 

used to  scrape over the m etal winding o f  the bass s tr in g s . Crumb d ir e c t s  

th a t a s in g le , very rapid stroke should be made over o n e-h a lf inch o f  

s tr in g  near the p in s and th a t the motion o f the stroke should be away 

from the p la y er . This motive i s  s im ila r  to  motive 5 in  th a t i t  c o n s is t s  

sim ply o f  a th ree-n ote  chromatic c e l l  encompassing a crescendo and 

diminuendo, here on F^-G-A*3,

Example 142. Motive 6, n / 9 .  system 2, page 16
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Motive 7

Motive 7 i s  re la ted  to  motive 2 in  th a t the wire brush i s  used 

fo r  a tremolo on the s tr in g s .  The r e g is te r  o f t h is  motive i s  the 

h ig h es t used in  the p iece  and the fo r te  c a lle d  fo r  i s  the lo u d est  

dynamic in  an otherw ise b a s ic a lly  s o f t  p ie c e .

Example 143. Motives 3» 1 . and 7, I l / 9 .  system 2, page 16

frm . f t  (fm.y

rrem. (m

9><5S.oy«p s+r.

W L
M O tly a -1

-ebwi)

M o tiv e  7

Motive 3 t 
fragment

Motive 8

Motive 8 on ly  occurs once in  the p ie c e . While the r ig h t hand 

continues to  tremolo w ith the wire brush (motive 7) the l e f t  hand plays  

chromatic h a lf -s te p s  p iz z ic a to  w ith the f in g e r t ip s  and then im m ediately  

dampens th ese p iz z ic a to  notes to  crea te  y e t  another tim bre. These 

chromatic d iads are marked forzando on the notes F-G*3, down a major th ird
JL -j-

to  C -D, and down a tr ito n e  to  G-A . A fter a fragment o f motive 3 i s  

heard the G-A diad i s  rep eated .
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Example lh h . Motives 7 and 8, I l / 9 ,  system 2, page 16

M otive 7

fragm ent

Motive 9

Undermath the second appearance o f  motive 2 (end system 2, 

page 16) another s l ig h t ly  d if fe r e n t  tim bre i s  in trod uced . I t  i s  l ik e  

motive 6 in  th a t the f in g e r n a ils  are used to  scrape over the s tr in g s ,  

but here the n a ils  scrape over a chromatic c lu s te r  in stead  o f a s in g le  

n o te .

Example 1^5. Motive 9 , H /9 .  system 2, page 16

I— =!

tpOCO
/*

Larger Formal Structure 

The form o f "Cosmic Wind," l ik e  many o f the fa n ta sy -p ie c e s , 

could be sa id  to  be A-B-A*. As was s ta ted  e a r l ie r ,  th e  in t e r e s t  in  

t h i s  p iece  i s  not on in tr ic a te  m otiv ic r e la t io n sh ip s  but i s  on su b tle  

and d e lic a te  v a r ia tio n s  in  tim bre. The p iece  i s  based on chromatic
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c lu s te r s  (played a l l  on the s tr in g s , as in  m otives 1 , 2 , 3. 7. and 9) and 

on two-and th ree-n ote  chromatic c e l l s  (m otives 5» 6 , and 8 ) .

The A se c tio n  c o n s is t s  o f  m otives 1 , 2 , 3. 4 , 5. 3. and 4,

5, 3» This technique o f e s ta b lis h in g  sm all m otiv ic  c e l l s  then changing 

the sequence o f th e ir  appearance has been noted in  sev era l o f the  

fa n ta sy -p ie c e s . The B s e c t io n  begins w ith  motive 6 and in c lu d es m otives 

(3 . 1 ) 7 and 8 . Motives 6 , 7. and 8 are found on ly  in  th is  middle 

s e c t io n . They are derived from m otives found in  the A s e c t io n , but 

u t i l i z e  d if fe r e n t  tim b res. The B s e c t io n  contain s the lo u d est dynamic 

( fo r te )  and a lso  the h ig h est (motive 7) and lo w est (motive 6) r e g is te r s  

u sed . The A* se c t io n  in c lu d es the r e p e t it io n  o f  m otives 2, (9 ) .  3;

5. 3; 5» 3, and 1 .

Fantasy-piece H /9  i s  s im ila r  to  I l/5 »  "Ghost Nocturne: fo r

the Druids o f  Stonehenge (N ig h t-S p ell I I )"  in  many r e sp e c ts . Both p ie c e s  

open a group o f  four fa n ta sy -p ie c e s ;  th ey  are both r e la t iv e ly  sh o rt, 

use surface p reparations, and use the vo ice  to  ob ta in  a co n tra stin g  

tex tu re  by in ton in g  s y l la b le s .  N either p iece  i s  concerned w ith  m otivic  

development and each i s  based s o le ly  on chromatic c e l l s .  V ariation s in  

timbre and tex tu re  are o f  utmost importance in  th ese  two p ie c e s , and 

th erefore  they both are played alm ost always in s id e  the p ian o . Even 

the language used by Crumb to  describ e the p ie c e s  i s  s im ila r : H /5 .

"Ghost Nocturne: fo r  the Druids o f Stonehenge (N ig h t-S p ell I I)"  i s

marked "dark, fantasm ic, su b lim in a l,"  w hile I l/9 »  "Cosmic Wind," i s  

marked "ghostly, shadowy, trem ulous."
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Fantasy-Piece I l/lO  
"Voices From 'Corona B o r e a lis ’ ”

The ten th  fa n ta sy -p ie c e , "Voices from 'Corona B o r e a lis ,'"  i s  

the second o f  three consecu tive p ie c e s  in  Volume I I  w ith  a cosmic 

theme. Fantasy-piece I l / 9  was e n t it le d  "Cosmic Wind," and fa n ta sy -  

p iece  l l / l l  i s  e n t it le d  "Litany o f  the G alactic  B e l ls ."  Corona 

B orea lis  i s  the name o f  a northern c o n s te lla t io n  between H ercules and 

B ootes.

The p iece  i s  in  the form o f a p a ssa ca g lia , and i s  marked "very 

slow , w ith  m ajestic  calm." Each o f the f iv e  statem ents o f  the p assa ca g lia  

theme i s  w h istled  in  one o f  three manners: the f i r s t  and f i f t h

statem ents are w h istled  "flautando, senza vibrato"; the second and 

fo u rth  statem ents are w h istled  "molto v ib ra to , quasi Theremin"; the 

w h is tlin g  in  the th ird  statem ent i s  described as "warbling." The pedal 

I  i s  to  be depressed throughout and the w h is tlin g  i s  d irec ted  in to  the  

piano thereby crea tin g  sym pathetic v ib ra tio n s  in s id e  the instrum ent.

Crumb fu rth er  d ir e c ts  th a t each w h istled  tone should be approxim ately  

one e ig h th  note sh orter  than i t s  notated va lu e , th e echo o f the ton es  

providing the intended leg a to  e f f e c t .

E xploration  o f P assacag lia  Theme 
and Each V ariation

P assacaglia  Theme

The p a ssa ca g lia  theme i s  in  5/cJ tim e. The theme, which i s  always 

in  the upper v o ic e , i s  f i r s t  w h istled  unaccompanied "flautando, senza
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v ib ra to ."  I t  c o n s is t s  o f  a l l  tw elve chromatic ton es heard f i r s t  w ithout

tw elve tone chromatic sequence).

Example 146. P assacaglia  theme, I l / lO ,  system  3» Pag® 16, and system 1 , 
page 17

Hie theme c o n s is t s  o f  a s e r ie s  o f overlapping l in e a r  MST and 

PDT s o n o r it ie s .  In the fo llo w in g  example the heavy c ir c le s  in d ica te  

MST s o n o r it ie s ,  w hile the dotted  c ir c le s  in d ica te  PDT s o n o r it ie s .

Example 14?. MST and PDT s o n o r it ie s  found l in e a r ly  in  the p assacag lia  
theme, I l / lO

The f i r s t  ten  n o tes a l l  form MST s o n o r it ie s  w hile the note D serves as a 

l in k  between the MST and PDT s o n o r it ie s  (see  Table X V III). Thus, th is  

theme u ses two o f the germ inal so n o r it ie s  o f  Makrokosmos V o I u h b  I I ;

MST and PDT.

Whistle 
into Piano

Passacaglia: very slow, with majestic calm [J-=40] n
immo). a 4 5̂% lo i  5 .1

*****

flavianjof a tm avibn

Passacaglia: very slow, with majestic calm [J-* 40]

Whistle f c  
into Piano 1 3
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Table m i l .  MST and PDT s o n o r it ie s  o f  
p a ssa ca g lia  theme, I l / lO

F ir s t  V ariation

In the f i r s t  v a r ia tio n  the theme i s  w h istled  "raolto v ib ra to  

(quasi Theremin)" (see  foo tn ote  #32, page 22 fo r  inform ation on the  

Theremin). I t  i s  accompanied by f i f t h  p a r t ia l  harmonics (which sound 

two octaves p lu s a major th ird  higher than the w r itte n  p itc h ) played  

p iz z ic a to  w ith  the f in g e r t ip .  The combination o f w h is tlin g  and harmonics 

produced in  th is  manner r e s u lt s  in  a tim bre which sounds remarkably l ik e  

e le c tr o n ic a l ly  generated m usic.

The rhythm o f  the harmonics i s  the same rhythm as the p a ssa ca g lia  

theme but delayed by one beat ( M* ) .  In p lace o f  the four f in a l  notes  

(the repeated ones in  the theme) i s  su b stitu ted  a p ercu ssive sound 

obtained, as described in  Chapter I ,  by h it t in g  the m etal crossbeams o f  

the piano w ith  the knuckles. This p ercu ssive  sound i s  susta ined  by 

t r i l l i n g  w ith  two f in g e r t ip s  on a crossbeam.
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Exaraple 148. Second statem ent o f  p a ssa ca g lia  theme w ith  f i r s t  counter­
p o in t, tr/lO, system 1 , page 17

^ m o l t e  (tfito t i  T herem m )

fSitmpr* l: 
(•m *  A is t i a to l*(m *  a iy tin fe) '

(knuckles)

The percu ssive m otive, found a t  the end o f the f i r s t  counterpoin t, 

occurs sev era l more tim es in  the fa n ta sy -p ie c e . The f i r s t  part of the  

fig u re  sep arates the three note c e l l s  in  the second counterpoint and i s  

a lso  found a t  the beginning o f the f in a l  statem ent o f th e  p a ssa ca g lia  

theme, system 3* page 1 7 . The e n t ir e  p ercu ssive fig u re  i s  used to  

connect the statem ents o f  the theme (v a r ia tio n s  one to  two; v a r ia tio n s  

two to  th ree; and v a r ia tio n  three to  the f in a l  p a ssa ca g lia  sta tem en t).

Twelve notes are used in  the f i r s t  counterpoin t, but they are 

n ot tw elve d if fe r e n t  chromatic notes as are found in  the theme. Here 

sev era l n o tes  are repeated in te r n a l ly .  Like the theme, the f i r s t  

counterpoint c o n s is t s  o f  a s e r ie s  o f  overlapping MST and PDT s o n o r it ie s .

Example 149. MST and PDT so n o r it ie s  found l in e a r ly  in  the f i r s t
counterpoin t, I l / lO  (heavy c ir c le s  in d ica te  1ST s o n o r it ie s ,  
broken c i r c l e s . in d ica te  PDT s o n o r it ie s )

£  Ha v i lm  Thtrtm 'm )

(knuckles), o
i (S««nprt 5rm.)[ t o u c h  n o d e  f o r  1 5 Hi port,
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The fo llo w in g  ta b le  may h elp  to  make the r e la t io n sh ip s  o f  MST 

and PDT more e a s i ly  seen .

Table XIX. MST and PDT so n o r it ie s  
in  f i r s t  counterpoin t, n/lO

NOTES: 

3?)

(jet)  

(mst) 

fPDT} 

(to t}
( g

D

D

c Ap.f

c /

c r

A B F C T p#

A B F
A

B F C'

F 0 * F*

C# p#

p#

C

C D

Second V ariation

The counterpoint to  the th ird  statem ent o f the p assa ca g lia  theme, 

which i s  w h istled  l ik e  "w arbling," c o n s is t s  o f  f i f t h  p a r t ia l  harmonics 

as in  v a r ia tio n  one. Here however the s tr in g s  are scraped w ith  the  

f in g e r n a il creatin g  a d if fe r e n t  tim bre. This i s  a ltern ated  w ith  the 

p ercu ssive  e f f e c t s  obtained by h it t in g  the m etal crossbeam s. Twelve n o tes , 

here divided in to  fou r groups o f  three notes each, are again  used in  

t h is  counterpoin t. The f i r s t ,  th ird , and fou rth  o f  th ese  groups are an 

MST so n o r ity , w hile the th ird  group i s  a PNS so n o r ity . This i s  the on ly  

use o f a l in e a r  PNS so n o r ity  in  "Voices from ‘Corona B o re a lis1. ”
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Example 150. Third statem ent o f p a ssa ca g lia  theme w ith  second 
counterpoin t, u / 10, system s 1 and 2, page 17

M S T

11S
CS.CB.n fr l =*• i®** —- i . - j  £

(5 * h  fM ftiai, Jim .) 2 1 .  Ser"P*<)

Third V ariation

The w h is tlin g  in  the fourth  statem ent o f the p a ssa ca g lia  returns  

to  the nmolto v ib ra to  (quasi Theremin)" e f f e c t  o f  the second statem ent. 

The counterpoint again  u ses  f i f t h  p a r t ia l  harmonics but here a lte r n a te s  

on the keys p laying w ith  p iz z ic a to  w ith  the f in g e r t ip  and w ith  trem olo  

on the s tr in g s  w ith the f in g e r n a i l .  As in  the previous counterpoint 

the tw elve n otes are d iv ided  in to  fou r groups o f th ree each . Each o f  

th ese  four groups i s  an MST so n o r ity .

Example 151• Fourth statem ent o f  p a ssa ca g lia  theme w ith th ird  counter­
p o in t, r r /1 0 ,  systems 2 and 3» Page 17

& s x- 0 * 0  (S«»npr< s'm.) 
moitb vio* 1 1

—*J»“* _

tr«m .

s r j f e ' s 0

C3.
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F in a l Statement o f  Theme

The f in a l  statem ent o f the theme i s  unaccompanied (w ith the 

excep tion  o f  the p ercu ssive motive which connects i t  to  the th ird  

co u n terp o in t). I t  returns to  the "flautando, senza vibrato"  w h istlin g  

o f the opening statem ent.

Larger Formal Structure  

The form o f "Voices from ’Corona B o rea lis '"  i s  th a t o f a 

p a ssa ca g lia , with f iv e  statem ents o f  the theme p lu s th ree d if fe r e n t  

cou n terp o in ts . The f iv e  statem ents o f the theme are in  an arch form 

as fa r  as timbre i s  concerned. Bach o f the three counterpoin ts u ses a

d if fe r e n t combination o f tim bres.

THEME
ALONE

VARIATION 1 VARIATION 2 VARIATION 3 THEME
ALONE

senza
vib rato

theme: molto 
vibrato

theme: 
warbling

theme: molto  
vibrato

theme: 
senza 
v ib rato

cou n terp o in t: 
p iz z ic a to  
harmonics

counterpoint: 
percussive  
sound p lus  
harmonics 
scraped w ith  
the f in g e r ­
n a il

counterpoint: 
harmonics on 
keys, p iz z ic a to  
harmonics, p lus  
tremolo har­
monics w ith the 
f in g e r n a il

MST
PDT

MST
PDT

MST
PDT
PNS

MST MST
PDT

Figure 4 . Arch form o f U /lO , "Voices from 'Corona B orea lis

The theme c o n s is t s  of a s e r ie s  o f  overlapping lin e a r  MST and PDT 

s o n o r it ie s .  The f i r s t  counterpoint a lso  c o n s is t s  o f  MST and PDT 

s o n o r it ie s ,  w hile the second counterpoint u ses  MST and PNS. This i s  the  

only  occurrence o f the th ird  germ inal so n o r ity  o f  the volume as a whole,
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or PNS. The f in a l  counterpoint u ses on ly  the MST so n o r ity . The three  

germ inal so n o r it ie s  o f  the Makrokosmos Volume I I  then  are found l in e a r ly  

in  t h is  fa n ta sy -p ie c e : MST, PDT, and PNS. "Voices from 'Corona 

B o rea lis '"  compliments I l / 9 ,  "Cosmic Wind": whereas "Cosmis Wind" was 

based e n t ir e ly  on chromatic c e l l s  and contained no MST, PDT, or PNS 

s o n o r it ie s ,  "Voices from 'Corona B o rea lis '"  i s  based s o le ly  on these  

germinal m usical m ateria ls and does not use chromatic c e l l s .
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Fantasy-Piece l l / l l  
"Litany o f the G alactic  B e l l s "

The e lev en th  fa n ta sy -p iece  i s  e n t it le d  "Litany o f the G alactic  

B e lls ."  The m usical motive fo r  the G alactic  B e l ls —six -n o te  whole tone  

s im u lta n e it ie s  a p e r fe c t  f i f t h  apart—i s  a lso  found in  the other two 

volumes o f the Makrokosmos and serves as a them atic l in k  between a l l  

three volum es. The opening motive o f l l / l l  i s  a d ir e c t  q u otation  from 

the beginning se c t io n  o f  l / 8 ,  "The Magic C ircle  o f  I n f in ity  (Moto 

Perpetuo) /SYHB0L7. " 'FW-s motive i s  a lso  heard in  I I I / 5, "Music o f  the 

Starry N ight."

The "Litany o f the G alactic  B ells"  in clu d es the use o f two 

m usical q u o ta tio n s. A fragment o f Beethoven’s Hammerklavier Sonata i s  

incorporated in to  the middle o f  the p ie c e . In a d d itio n , a se c t io n  marked 

"Descant" appears th ree  tim es. This "Descant" i s  a c tu a lly  the 

Appalachian v a l le y  a co u stic  f i r s t  found in  i f 6 ,  "Night S p e ll I ,"  

although i t  i s  not s p e c i f ic a l ly  id e n t if ie d  as such.

E xploration o f M otivic Structures

Motive 1

The opening motive c o n s is t s  o f  tw elve s ix -n o te  whole tone 

s im u lta n e it ie s . These s im u lta n e it ie s , motive 1 , are divided in to  two 

groups o f  s ix  separated by a four-second r e s t .  W ithin each group o f s ix  

the f i r s t ,  th ird , and f i f t h  are em b ellish in g  s im u lta n e it ie s  fo r  the

s im u lta n e it ie s  which fo llo w  them. The f i r s t  s ix  s im u lta n e it ie s  are 

performed " f f f ,"  ra p id ly , fo llow ed  by the second s ix  played slow er and
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a t  a dynamic o f  t r ip le  p ian o. The r e a l i s e s  m u sica lly  the l i t a n y  idea  

o f  the t i t l e  and a lso  the verb al d e scr ip tio n  o f ". . . e c h o in g .”

Example 152. Motive 1 , n / l l ,  system Ur, page 17

Each o f  th ese  s ix -n o te  s im u lta n e it ie s  con ta in s a whole tone 

s c a le .  The two chords o f  each p a ir , the em bellishm ent and the main 

s im u lta n e ity , l i e  a p e r fe c t f i f t h  apart and th e ir  p itch es  include the 

e n tir e  chromatic s c a le .  This motive o f two whole tone s c a le s  a f i f t h  or 

a h a lf - s te p  apart has appeared th ree tim es before in  Volume II :  in  I I /^ ,  

"Twin Suns" (motive k ) ,  in  I l / 6 ,  "Gargoyles" (motive 1 0 ) , and in  n / 7 ,  

"Tora! Tora! Torat" (motive 7 ) .

The three germinal so n o r it ie s  o f  the Makrokosmos—MST, PDT, and 

PNS—may be found in  the r e la t io n sh ip s  o f th ese s ix  chords to  one 

another. The MST so n o r ity  i s  found between the top  three n otes o f  the  

em b ellish in g  chords and a lso  between the top three notes o f  the main 

chords.

Example 153* MST s o n o r it ie s  found between top n otes (or any other
lin e a r  n o tes) o f  the em b ellish in g  chords and between the  
top notes o f  th e main chords o f  motive 1 , I l / l l

MST

'--------3-
* £ I .  (hold down 'Hn'vu^howt)

MST
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A PDT may be found between th e top  notes o f  the f i r s t  three o f each  

group o f  s ix  s im u lta n e it ie s .

Example 15^. PDT so n o r ity  found between the top notes o f  th e f i r s t  
three chords o f each group o f s ix  s im u lta n e it ie s  o f  
motive 1 , l l / l l

And a PNS son ority  occurs between the l a s t  three top notes o f  each  

group o f  s ix  s im u lta n e it ie s .

Example 155* PNS so n o r ity  found between the top notes o f  the l a s t
three s im u lta n e it ie s  o f each group o f s ix  s im u lta n e it ie s ,  
motive 1 , l l / l l

Because o f  the p a r a lle l  co n stru ctio n  th ese  l in e a r  r e la t io n sh ip s  w i l l  

hold true between any three p a r a lle l  members o f the three s im u lta n e it ie s .  

The p e r fe c t  f i f t h  r e la t io n sh ip  found between the two hands i s  a lso  

r e f le c te d  in  the r e la t io n sh ip  between the l a s t  main chord o f the f i r s t  

group o f s ix  s im u lta n e it ie s  and th e f i r s t  main chord o f the second group: 

F-C, or a p er fec t f i f t h .

This motive con ta in s elem ents which have been in  alm ost constant 

use throughout the fa n ta sy -p ie c e s . The e n tir e  chromatic sca le  i s  

featured  h ere, divided by the p e r fe c t  f i f t h  and by the use o f whole 

to n e s . The three germ inal so n o r it ie s  o f MST, PDT, and PNS are a ls o  found

-O -
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in  the r e la t io n sh ip s  between the s im u lta n e it ie s . This underscores the  

o fte n  sublim inal u n ity  o f  the e n t ir e  work. The m otiv ic  m ateria l used i s  

not ex ten siv e  but appears in  the various fa n ta sy -p ie c es  in  such a myriad 

o f d isg u ise s  and w ith  such ingenious combinations o f  tim bre, dynamics, 

and im aginative so n o r it ie s  th a t the l i s t e n e r  i s  o ften  unaware o f  the 

re shaped m otivic co n fig u ra tio n s .

M otivic complex 2, 3. and 4

The second motive i s  found in  the r ig h t  hand fo llo w in g  the 

second group o f  G alactic  B e lls  and i s  separated from them by a four  

second r e s t .  The motive c o n s is t s  o f  a p attern  o f  fou r n o tes , A^-S^-G^-C, 

repeated over and over. I t  i s  marked " ff f  quasi xylophone" and i s  placed  

in  a high r e g is te r  o f  the instrum ent. The motive may be d iv ided  in to  

three p arts: the f i r s t  part i s  accompanied by m otives 3 and k  in  the

l e f t  hand; the second part con ta in s in te r n a l r e p e t it io n s  but i s  

unaccompanied; and the th ird  p art, accompanied again by motive 3» i s  a 

new descending note p a ttern  and encompasses a r ita rd  and a decrescendo. 

This i s  shown in  example 156.

Example 156 . Motives 2, 3, and k ,  u / l l ,  and the d iv is io n  o f  m otive 
2 in to  three p a r ts , system page 17

PABI 1
m p r t  f o o t  y i i t h v I M )  

<jua)i X y lo p W t

M o tiv e  2
PAST 3

M o t i v e  3
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Id b  IdMotive 2, which i s  a c tu a lly  an A s ix -fo u r  chord (C-E -G -A )

Id ^  bconta in s a l in e a r  PNS so n o r ity  (A -E -G ) and a l in e a r  MST so n o r ity  

(G*3-C-A*5) .  I t  a lso  contain s two important in te r v a ls  in  the d iv is io n

o f the t o t a l  chromatic: the tr ito n e  and th e  p e r fe c t  f i f t h .

Example 157. Linear PNS and MST s o n o r it ie s  in  motive 2, l l / l l  and use
o f the tr ito n e  and the p e r fe c t  f i f t h

U  k ._ _ U  k  [,„  l c
o~ ZS2Z
MST P e r f e c t  T r it o n e

f i f t h

The th ird  p art o f  the motive c o n s is t s  o f a p a ttern  o f notes  

which descends by a major seventh, then r i s e s  by a minor s ix th , descends 

by a major seventh , r i s e s  by a minor s ix th , e t c .  Any combination o f  

three notes o f  t h is  p a ttern  re s t i lt s  in  a so n o r ity  w ith  the chem istry  

o f MND.

Example 158. In ter lock in g  MND s o n o r it ie s  formed by any three notes o f  
the th ird  part o f motive 2, l l / l l

ZCL.
-^ Q ~ , -fr-Q V# -Q -

°  —  p —j o ~ p i o -

MND MUD MND MND MND MND

Motive 3, which occurs tw ice underneath motive 2, i s  a chromatic 

g lissa n d o  w ith  the range o f  an octave p lu s a t r i t o n e .  Hie f i r s t  time i t  

i s  heard i t  encompasses the notes A-E°; the second tin® i t  i s  heard, a t  

the beginning o f part three o f  motive 2, i t  i s  transposed down a whole
JL

step  and encompasses the notes G-C . The r e la t io n sh ip  o f  the two 

occurrences o f th is  motive i s  th a t o f  an ^2^2^2 so n o r ity : A-E*3 p lus
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G-C^.

Example 159* ^2^?^2 sonor14y formed from the  two occurrences o f motive
3. 11/11. system 4, page 17

L -

m 2 s 2 h 2

This motive has been heard b e fo re , in  I l / 4 ,  "Twin Suns," where i t  a lso  

encompassed the notes A-E and was c a lle d  motive 3*

With motive 4 a b a sic  m usical m ateria l o f  the Makrokosmos not 

y e t  found in  H / l l  i s  heard: th ree-n o te  chromatic c e l l s .  Any o f  the

three l in e a r  notes o f  th ese  c e l l s  form an MST so n o r ity .

Example 160. MST so n o r it ie s  formed by any three l in e a r  notes o f  the 
th ree-n ote  chromatic c e l l s  o f  motive 4 , l l / l l

Q- irr

MST MST MST

This m otiv ic complex o f 2 , 3 . ' and 4 i s  found repeated a t  the

end o f  system 2 and beginning o f  system 3. page 1 8 . A fter a f i v e -

second r e s t  the m otivic complex i s  heard aga in . Here however the f i r s t

part o f  motive 2 i s  elaborated  and elongated , w hile the second and th ird

p arts remain the same.

The f i r s t  p art o f th is  appearance o f  motive 2 may be divided

in to  four segments (see  example l 6 l ) .  This s ec tio n  seems to  combine

fragments o f the two whole tone s im u lta n e it ie s  a p e r fe c t  f i f t h  apart o f
1 -

motive 1 , and the repeated note p a ttern  A -E -G -C o f motive 2, w ith
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Example 161. Third appearance o f m otivic complex 2 and 3 (m otive k  i s  
om itted ), p lus fragments o f  motive 1 and new motive 7 ,  
l l / l l ,  system s 3 and h, page 18

PART 1

motive 3 and a new m otive, motive 7 (see  example l 6 l ) .

The f i r s t  segment begins w ith two s ix -n o te  whole tone em b ellish ­

in g  s im u lta n e itie s  a p e r fe c t  f i f t h  apart which arrive  on th e whole tone 

n otes B and A. The r ig h t hand then continues the motive 2 p a ttern  which 

i s  repeated three tim es fo r  a t o t a l  o f  tw elve n o te s . The whole tone 

s im u lta n e it ie s  are played again, down a tr ito n e  from the f i r s t  segment, 

and arrive on the whole tone notes D  ̂ and F. The r e la t io n sh ip  o f the two 

whole to n es , A-B and D^-F i s  th a t o f  an J%S2T2 so n o r ity  (see example

1 6 2 ). The motive 2 p a ttern  in  segment two i s  repeated on ly  one and a 

h a lf  tim es fo r  a t o t a l  o f  s ix  n o te s . The whole tone s im u lta n e itie s  

which begin segment three are down a p e r fe c t  f i f t h  from segment two.

M otiY S 7

PART 2 PART 3

—wy
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They arrive on the whole ton es F and G; on ly  three notes o f  the motive

2 p attern  are then heard. The fou rth  segment whole tone s im u lta n e it ie s
4

are down a tr ito n e  and arrive  on B and C , forming another ^ z P z ^ Z  

so n o r ity  w ith  the segment three whole ton es F and G. The s e r ie s  o f  

whole step s form a complete whole tone sc a le :  F-G-A-B-C^-D^.

Example 162. ^ p Z ^ Z  s o n o r it ie s  formed by whole tone a r r iv a l notes o f  
segments one and two, and three and four o f motive 2, 
part 1 , system 3» page 18

mh r \ CJj n  —  —
3 ^ =     ....

- O - r r
MgSgTg M2S2f 2^

Sagfflfinta 1 and. 2 -S.egmnnta > -and 4

Each segment o f motive 2 i s  shortened by o n e-h a lf: the f i r s t  segment

contained tw elve notes; the second segment contained s ix  n otes; th e  

th ird  segment contained on ly  three n o te s , w hile the whole tone s im u lta n e it ie s  

o f  segment fou r lead d ir e c t ly  in to  part two.

The new m otive 7» found under the f i r s t  segment o f m otive 2, i s  

a w hite key c lu s te r  played w ith  the palm w ith  the range o f  a minor

seventh: A-G. The whole tone o f G-A r e f le c t s  the whole tone r e la t io n ­

sh ip s o f the fragments o f motive 1 heard above i t .  This m otive, l ik e  

m otive 3» has been heard before in  Volume H : i t  occurs a t  the end of

the whole tone descending g lis sa n d i o f motive 3. I l/7 >  "Tora! Tora! Tora ! n

Motive 5 and Beethoven Hammerklavier quote

Motive 5 i s  f i r s t  found a t the beginning o f system 1 , page 18.

I t  occurs two other tim es: a t  th e  end o f  system 1 , page 18 and

im m ediately b efore the Beethoven quotation  in  system 2 , page 1 8 .
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Example I 63. Motive 5, l l / l l ,  system 1, page 18

& tem po

The in te r v a l o f a p e r fe c t  f i f t h  i s  c h a r a c te r is t ic  o f t h i s  motive; 

th e in v ersio n  of the p e r fe c t  fou rth  (or p e r fe c t  f i f t h )  was found as the  

in te r v a l between the two whole tone s im u lta n e it ie s  o f  motive 1 .  This 

in te r v a l was a lso  found in  motive 2 (see example 1 5 7 ). I t  w i l l  be seen  

th a t th is  motive seems to  d is so lv e  d ir e c t ly  in to  the Beethoven q u otation  

which fo llo w s the th ird  statem ent o f  motive 5» and th a t in  fa c t  the  

in t e r v a l l ic  con stru ction  o f motive 5 a n t ic ip a te s  the in t e r v a l l ic  

con stru ction  o f the quotation  i t s e l f .  Motive 5 could be sa id  to  be a 

paraphrase o f  the Beethoven q u ota tion .
A  JL

A fter repeating the p e r fe c t  fou rth  G -C” three tim es, m otive 5 

descends by a minor s ix th  before ascending by another p e r fe c t fo u rth .

The minor s ix th  was found as the ascending in te r v a l in  the th ird  part o f  

motive 2 . This p a ttern  i s  then repeated down a tr ito n e  on D and G. The

r e la t io n sh ip  between the f i r s t  two notes o f each o f the two p a ttern s,

4  &G -C and D-G, forms a P2D2-2  so n o r ity . The r e la t io n sh ip  o f the l a s t  

two notes o f  each o f the two p a ttern s, E^-A^ and B-E, a lso  forms a

P2D2^2 son o r ity*

Example l6*f. soncr i t i a s  formed by the f i r s t  two notes o f  the
two pattern s o f motive 5. and a lso  by the l a s t  two notes  
of the two p a ttern s, l l / l l

A ' V ----- 1
— /K --U- ^ T- a  „---------r -© H

P2D2T2

<D

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



-1 5 8 -

The l i t a n y  idea f i r s t  seen in  motive 1 may a lso  be found h ere .

The f i r s t  p a ttern  o f  n otes i s  marked sta cca to  and " fffz"  w ith  a sub ito  

crescendo, w hile the second p a ttern  o f  notes i s  le g a to  and "ppp" w ith  a 

decrescendo.

The second appearance o f  m otive 5 i s  a minor th ird  low er. 

Example 165. Second appearance o f motive 5» system 1 , l l / l l ,  page 18

The th ird  appearance o f  motive 5 le a d s , a f t e r  a f iv e  second 

r e s t ,  in to  the Beethoven q u otation .

Example 166. Third appearance o f  motive 5 and Beethoven q u otation , 
l l / l l ,  system  2 , page 18

The in t e r v a l l ic  p a ttern  i s  here changed somewhat. Instead o f  th e  

p e r fe c t  fou rth , minor s ix th , p e r fe c t fou rth  pattern  being transposed  

down a tr ito n e  fo r  the second h a lf  o f th e m otive, the p a ttern  o f down 

a minor s ix th  and up a p e r fe c t  fou rth  i s  continued. This may be seen  

in  examples 167 and 168.

[Beethoven-Hammerkbvier Sonata]

(yn feoco y i i  l«nto) fnelto  r i f .
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Example 167. Pattern o f  the f i r s t  and second appearances o f  motive 
5, 11/11

TT

^=5: 2 r t
p. k

Example 168. P attern  o f  the th ird  appearance o f  motive 5. n / l l

Vp . ii — Z _
r ^ ....

This i s  the same in t e r v a l l ic  co n stru ctio n  found a t th e  beginning o f  the  

Beethoven q u otation .

Example 169 . I n te r v a l l ic  p a ttern  of beginning o f Beethoven Hammerklayjer 
q uotation

\ f _____m. 6 *

p. k p. k ^

The p attern  found in  the second appearance o f  m otive 5 nay be 

viewed as a s e r ie s  o f in ter lo ck in g  major and minor tr ia d s  which descend 

by minor th ir d s . This p a ttern  i s  continued in  the Beethoven q u ota tion . 

The in ter lo ck in g  tr ia d s  o f  motive 5 are E^-G-B^; C-E^-G; C-E-G; A-C-E; 

A-C^-E; F#-A-C^; the Beethoven qu otation  f in is h e s  the p a ttern  w ith  a G*3
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b b b A

major chord, G -B -D (enharmonic F m ajor). This p a ttern  i s  c la r i f ie d

in  example 170, page 160 .

The music which im m ediately precedes the q u otation , th en , has 

become more and more to n a lly  o r ien ted . The qu otation  emerges spontan­

e o u s ly  out o f  the tex tu re  and fa b r ic  o f  the p ie c e . I t  i s  marked "ppp," 

and " ou t-o f-fo cu s, su r r e a l” and i s  follow ed imm ediately by the m otivic  

complex o f  2, 3» a«d

Example 170. Descending in ter lo c k in g  major and minor tr ia d s  o f the  
th ird  appearance o f motive 5 and connecting in to  th e  
Beethoven quotation

± r r
i jC E- O -rr

<AEb m ajo r c m inor C m ajo r  a m inor

% znz

f#  m inor
°  Par

Sb m a jo r—Beethoven Quote

Descant and motive 6

A se c t io n  marked "Descant" i s  found three tim es in  "Litany o f  

the G alactic B ells" : in  system 1 , page 18; in  system 2, page 18; and

a t  the very end, system k ,  page 18 . As mentioned above t h is  i s  

a c tu a lly  a quotation  from the Appalachian v a lle y  a co u stic  found in  l / 6 ,  

"N ight-Spell I ."  Each tim e i t  occurs i t  i s  marked "pppp" as was the 

Beethoven qu otation , and bears the verbal d e scr ip tio n  "as from a fa r , 

ch a ste , serene."

The terra E nglish  Descant has been used to  describe a f i f t e e n t h -  

century s ty le  o f three p art w r itin g  characterized  by the ex ten siv e  use
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Sxample 171. Descant, l l / l l ,  system 1 , page 18

o f p a r a lle l  s ix th  chords and by the use o f a cantus firm us in  the 

lo w est p a r t. Like E nglish  Descant, t h i s  Descant i s  in  three p arts and 

i s  based on a cantus firm us—the Appalachian v a lle y  a c o u s t ic —in  the 

b a ss . I t s  p a r a lle l  chord con stru ction  u ses a major s ix th  between the 

bottom and middle notes and a dim inished fo u rth  (major th ird ) between 

the middle and top n o te s . The rhythm i s  in  a s t r i c t  repeated p attern

o f ' j S«Pl \  J  J  ! J l F  |  J  J

The cantus firm us forms l in e a r  PNS s o n o r it ie s .  This i s  

i l lu s t r a t e d  in  example 172.

Example 172. PNS s o n o r it ie s  formed by the cantus firm us (or the other 
l in e a r  n otes o f  each chord) in  the D escant, l l / l l

" > V ™ ...... C '3 O n  ' ~ ~  .......• } • ----  r ~ )

/
PNS PNS

V e r tic a lly  each chord i s  an MND so n o r ity . This so n o r ity  was 

a lso  found, l in e a r ly ,  in  the th ird  part o f motive 2 (see  example 1 5 8 ).

The second appearance o f  the Descant i s  transposed a whole tone
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low er. In i t s  th ird  appearance, a t  the very end, i t  i s  transposed down 

another whole tone and the rhythm i s  changed s l ig h t ly .  I t  i s  marked 

"PPPPP sempre"; the f i r s t  chord i s  s i l e n t ly  depressed and the quoted 

fragment emerges su b tly  out o f t h is  chord.

Example 173* Third appearance o f D escant, n / l l ,  system h, page 18

rr*

The f i r s t  Descant i s  accompanied by an ex p lo s iv e  p a ttern , motive 

6 (see  example 1 7 1 ). The f i r s t  two f ig u r e s  are a f iv e -n o te  chromatic 

sound, an expansion o f motive 4 . The th ird  fig u re  i s  s im ila r  to  motive 

1 in  th a t i t  c o n s is t s  o f two s ix -n o te  whole tone s im u lta n e it ie s  a p e r fe c t  

f i f t h  apart. These th ree f ig u r e s  arrive  on the notes A-G-E, which are a 

PNS so n o r ity . This re-em phasizes the PNS E-G-A in  th e cantus firm us 

o f the Descant underneath. This s p e c if ic  A-G-E, PNS so n o r ity , has been 

heard in  sev era l previous fa n ta sy -p ieces  in  Volume I I .  In I l / l ,

"Morning M usic," i t  i s  found in  the m otivic complex 6 , 7. and 8 (see  

example 26, page k Z ) .  I t  i s  a lso  heard prom inently in  H /8 ,  "A 

Prophecy o f Nostradamus" (see example 132, page 129 ) .

The second Descant i s  accompanied by two s ix -n o te  whole tone 

s im u lta n e it ie s  a p e r fe c t  f i f t h  apart which arrive on the tr ito n e  notes  

B-F. This s p e c if ic  tr ito n e  may serve as another l in k  w ith  I l / 8 ,  where 

the B-F tr ito n e  was c en tra l to  the fa n ta sy -p ie c e . The th ird  Descant i s  

unaccompanied.
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Large r  Formal Structure

The form o f l l / l l ,  "Litany o f the G alactic  B e l ls ,"  i s  in tro d u ctio n -  

A -S-A '-coda. Motive 1 , the G alactic  B e l ls ,  serves as the in trod u ction  to  

the fa n ta sy -p ie c e . This motive con ta in s the three germinal so n o r it ie s  

o f MST, FDT, and PNS, as w e ll as the use o f  the t o t a l  chromatic s c a le .

The two occurrences o f  the G alactic  B e lls  are separated by fou r second 

r e s t s ,  and a four second r e s t  d iv id e s  the in trod u ction  from the A 

s e c t io n .

The A se c tio n  c o n s is t s  o f  m otives 2, 3» and 4 . This s e c tio n  

u ses the MST and PNS s o n o r it ie s ,  as w e ll as the th ree-n ote  chromatic 

sound and a new so n o r ity , MMD. The A' s e c tio n  begins im m ediately  

fo llo w in g  the Beethoven q u otation  a t the end o f  system  2, page 18 , and 

ends w ith the th ird  appearance o f  the Descant in  system 4 , page 18 . In 

the A* se c t io n  the m otiv ic  complex o f 2, 3» and 4 i s  repeated e x a c t ly .

A fter  a f iv e  second r e s t ,  the elaborated and elongated m otiv ic  complex 

o f  2, 3. and 7 i s  heard.

The B sec tio n  i s  the lo n g e s t  s e c t io n  in  t h i s  fa n ta sy -p ie c e . I t  

begins a t  the top o f page 18 and ends w ith  the Beethoven q u o ta tio n . The 

se c tio n  i s  interrupted  once by the G alactic  B e lls  motive (end system 1 , 

page 18) and con ta in s the two Appalachian v a lle y  a co u stic  q u otation s, 

as w e ll as the Beethoven qu otation  and the new motive 5» This se c t io n  

i s  more to n a lly  orien ted  than sec tio n  A, and i s  dominated by the 

in te r v a l o f  the p e r fe c t fo u rth . A new so n o r ity , th a t o f MND, which was 

f i r s t  heard a t  the end o f  motive 2, i s  c h a r a c te r is t ic  o f  the Descant 

s e c t io n s .

The coda c o n s is t s  o f  the Descant fragment heard "ppppp."

This form o f introduction-A -B -A 1-coda (heard as an echo) has been
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noted b efore in  sev era l o f  the fa n ta sy -p ie c e s . Unusual in  t h is  

fa n ta sy -p ie c e , however, i s  the fa c t  th a t r e s ts  serve a s tru c tu ra l 

purpose: each motive or m otiv ic  grouping i s  separated by sev era l

seconds o f  r e s t s .
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Fantasy-Piece H./12 
"Agnus Dei /SYMBOL^"

The f in a l fantasy-p iece of Volume I I  i s  a lso  the l a s t  of the 

p ieces in  the Makrokosmos to be notated in  symbol form. "Agnus Dei" i s  

in  the shape o f the peace symbol, and the slow chanting and whispering 

of the phrase "Dona nobis pacera" c lo se  th is  volume of fa n ta sy -p ieces .

The composition i s  divided in to  three musical sec tio n s, a l l  o f 

which are to be played extremely s o f t ly  and slow ly. The f i r s t  sectio n  

(marked [ T f  and /bT in  the score) co n sis ts  o f two parts separated by a 

four second r e s t .  In th is  sectio n  the performer i s  instructed to  sing , 

"like ch an tin g ," the f i r s t  l in e  o f the Agnus Dei prayer while strumming 

bass r e g is te r  chords in sid e the piano. The middle section  (marked /5 7  

in  the score) i s  in  the treb le  r e g is te r , and co n sis ts  o f several short 

phrases which are separated by four second r e s ts .  The outer c ir c le  of 

the peace symbol co n stitu tes  sectio n  C. This section , ca lled  "Prayer- 

w h eel," i s  marked "Very slow; l ik e  a v ision ; as i f  suspended in  endless  

tim e." I t  co n sists  o f a fou r-fo ld  rep e titio n  of the same musical 

m aterial; as in  the previous two section s each rep e titio n  i s  separated 

by a four-second r e s t .  Here the phrase "Dona nobis pacem" i s  to  be 

whispered s o f t ly  but d is t in c t ly .

"Agnus Dei" u t i l i z e s  a l l  the germinal so n o r ities  found in  the 

Makrokosmos. In addition , i t  contains references to previous m otivic 

constructions found in  the other symbol p ieces o f Volume I  and I I .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



-1 6 6 -

E x p lo ra tio n  o f  th e  Three S e c tio n s

S e c tio n  A

In the f i r s t  part o f s ec tio n  A, g l is sa n d i in s id e  the piano sound 

two chords which have been s i l e n t ly  depressed by the l e f t  hand.

Example 1?^. F ir s t  part o f s e c t io n  A, T l f 12, page 19

IS ' ,
Very slow, like chanting [«=401
[Pianist sings! m p    ,

_ A -g nu sO e-i. & quitoHtspec-ca^mun*di. P
d. over — ,r f i  yj

U f r t f  K* f*  <** h J i■gl. # TL-—

The f i r s t  chord c o n s is t s  o f  a p e r fe c t  f i f t h  p lus a p e r fe c t

fo u rth  (F-C-F) w hile the second chord i s  a h a lf - s te p  higher and i s
4 A

inverted  to  a p e r fe c t  fou rth  p lus a p e r fe c t  f i f t h  (F -B-F ) .  Above these  

chords the vo ice chants the f i r s t  phrase o f  the Agnus Dei prayer on F.

The second part o f s ec tio n  A i s  a tra n sp o s it io n  o f the f i r s t  

part a whole step  low er and s l ig h t ly  s o f t e r .

Example 175* Second p art o f  s e c t io n  A, I l / l 2 ,  page 19

Come sopra [#*40]
lisim.] jo

Ins./ •|T1|| m i - s t -  re—  re

6»w».) Vr

Open chords, such as those found in  the l e f t  hand here have 

been seen a lso  in  the other two symbol p ieces o f Volume H . In I l /h ,  

"Twin Suns," the second c ir c le  (ca lled  "Hymn for the Advent o f the Star-
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Child n) c o n s is ts  o f open chords which are s i l e n t ly  depressed and 

played g lissa n d o  on the s tr in g s . As in  "Agnus D ei,"  the phrases in  

"Twin Suns" are separated by four second r e s t s .  In I l / 8 ,  "A Prophecy 

o f  Nostradamus," open chords are found a t the end o f  s e c t io n s  A, B, E, 

and F. These chords are a lso  s i l e n t ly  depressed and played as 

g lis sa n d i in s id e  the instrum ent.

S ection  B

S ection  B, marked "Very slow; tend er, w is t fu l ,"  i s  very s im ila r  

to  the "Adagio molto" se c t io n  o f  the v e r t ic a l  s t a f f  in  the f i r s t  symbol 

p iece  o f  Volume I , "Crueifixus" ( i /^ ,  page 1 0 ) .  This s e c t io n  i s  

permeated by l in e a r  MST and v e r t ic a l  FDT s o n o r it ie s ,  as w e ll as by the  

use o f chromatic c e l l s .

Example 176. S ection  B, I l / l 2 ,  page 19

Verv slow; tender, 
wistful [£*40]

f t k o n  * e y * ( 5 « » « r r c )f - m *  k _

‘O iX X .tf.t .)
(Smipr.J

■ E i . m .

S ection  B c o n s is ts  b a s ic a l ly  o f  a r ig h t hand melody, accompanied

by l e f t  hand p iz z ic a to  chords, which gradually  descend throughout the
b „se c t io n . In the f i r s t  phrase, the three grace notes F-G-B form a 

FDT so n o r ity . When th ese th ree notes are combined w ith the C in  the 

r ig h t hand a s o n o r ^ 7  heard. This i s  the same P ^ ^ Z ^ Z

so n o r ity  found In  the two chords a t the beginning o f  the p iece  and i s  

a lso  the same s p e c if ic  P2®2^2 *n the very beginning o f Volume I I
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in  "Morning M asic."

#Example 1 7 7  • Two transform ations o f the germ inal B-C-F-Fj ?2^2^2
son ority : (1) the so n o r ity  i s  found in  "Morning Music"
(motive 2, I I / l ,  system 2, page 6 ); (2) the beginning o f  
se c t io n  B ( I l / l 2 ,  page 19)

1  2-

The f i r s t  part o f  s e c t io n  B, in  ad d ition , contain s an MST

so n o r ity . I t  i s  formed by the two notes o f  the r ig h t  hand, C-D, p lus

the ( j 3  grace n ote .

In the second phrase a FDT so n o r ity  i s  again formed by the grace 
b #notes D-E -G . When the f i r s t  note o f the r ig h t hand melody i s  added

b A
to  these notes a ? 2 ® 2  2  : D-E -G -A. As in  the f i r s t  phrase,

Idthe f i r s t  two melody notes A-B p lu s the grace note E form an JET

so n o r ity . The second phrase, which i s  a tra n sp o s it io n  o f the f i r s t
A

down a minor th ird , i s  elongated by the notes G-B-C , another MST 

so n o r ity .

Example 178. Second phrase, s e c t io n  B, H / l 2 ,  page 19
MST
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The grace notes in  the th ird  phrase c o n s is t  o f three whole ton es  

F-G-A; when combined w ith the r ig h t hand n o tes , a f iv e -n o te  chromatic

Example 179* F ive-n ote chromatic c e l l  o f  the th ird  phrase, s e c t io n  B,

The remaining four phrases in  se c t io n  B show the same r e la t io n sh ip s  o f  

PUT, MST, and three and f iv e -n o te  chromatic c e l l s .

S ection  C

The f in a l  s e c t io n  c o n s is t s  o f  four statem ents o f  the same m a ter ia l, 

each o f  which i s  a minor th ird  low er. I t  i s  marked "pppppp (in cred ib ly  

s o f t ,  on threshold  o f s ile n c e )"  and pedals I  and I I I  are depressed  

throughout. This could be sa id  to  be re la ted  to  the c ir c le  o f  the 

second symbol p iece  in  Volume I, "The Magic C ircle  o f  I n f in ity  (Moto 

Perpetuo)" ( l / 8 ) .  Not on ly  are both th ese  s e c t io n s  in  the shape of a 

c ir c le  but th ey  are a lso  permeated by the MST so n o r ity .

Each repeated statem ent in  the "Prayer Wheel" has three p a r ts .

Example 180. Three parts o f s e c t io n  C, I l / l 2 ,  page 19

11/12, page 19
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The f i r s t  part c o n s is t s  o f  an open chord, p e r fe c t f i f t h  p lu s p er fec t  

fou rth , l ik e  the chords found a t the beginning o f  the com position . 

These chords are spaced in  the top and bottom r e g is te r s  o f  the piano 

and are played on the keys. In each statem ent t h is  chord i s  a minor 

th ird  low er: C^-G^; A^-E^; G-D; E-B.

Example 181. Four statem ents o f  part 1 , s ec tio n  C, I l / l 2 # page 19

Statement Second Third Fourth
Statement Statement Statement

A lin e a r  whole tone sca le  b u i l t  on C i s  presented in  the second 

p art o f s e c tio n  C. The l e f t  hand p lays the notes B^-E-D-E, which have 

the span o f a t r ito n e , B^-E, w hile the r ig h t hand p lays the complete 

s c a le .  The r ig h t hand p resen ts  the sc a le  in  such a way th a t l in e a r  MST 

so n o r it ie s  r e s u l t .  Above t h is  the p ia n is t  i s  to  whisper the phrase 

"Bona nobis pacem."

Example 182. Linear MST so n o r it ie s  in  the r ig h t hand, second part o f  
se c t io n  C, I l / l 2 ,  page 19

{Pianist wf a m r t l  » * 3'“r r« 0
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The same whole tone sc a le  i s  heard in  part th re e . Here however

each hand p lays the in te r v a l o f  a t r ito n e . These tr ito n e s  are a whole
$ $ » •> 

s tep  apart: F -C, G -D» and G -D, B -E . This r e s u lt s  in  both

h o r izo n ta l and v e r t ic a l  s o n o r it ie s .

Example 183. sono r ity  in  part 3, s e c t io n  C, I l / l 2 ,  page 19

The part rep eats th ese tr ito n e s  seven tim es.

The second statem ent i s  l ik e  the f i r s t  but a minor th ird  low er. 

Thus, the s ix  chromatic ton es not heard in  the second and th ird  parts  

are found in  the second statem ent: the whole tone sca le  here i s  b u i l t

on A.

"Agnus Dei" ends on a double tr ito n e , or J^SgT2 so n o r ity . 

In te r n a lly , a l in k  e x i s t s  between the f i r s t  and l a s t  p ie c es  in  the  

second volume, in  th a t the f i r s t  p iece  ("Morning Music") begins w ith  

the so n o r ity , and the l a s t  p iece  ends w ith  t h is  so n o r ity .

Example 184. ^ -z ^ Z ^ Z  so n o r ity  a t  the beginning o f I l / l ,  "Morning Music"
and a t  the end of H / l 2 ,  "Agnus Dei" -
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This fa n ta sy -p iece  i s  b u i l t  on the two germ inal s o n o r it ie s  o f  

MST and FDT p lu s some in c id e n ta l use o f chromatic c e l l s .  I t  p rogresses  

from the use o f the FDT so n o r ity  in  se c t io n  A to  the combination o f the 

two s o n o r it ie s  o f  PDT and MST p lu s chromatic c e l l s  in  s e c t io n  B, to  the  

ex c lu siv e  use o f MST in  se c t io n  C. As in  the r e s t  o f the volume the 

t o t a l  chromatic i s  d ivided  both by p e r fe c t  f i f t h s  (as in  se c t io n  A and 

the f i r s t  part o f s ec tio n  C) and by tr ito n e s  (s e c t io n  C ). Like 11/11* 

"Litany o f  the G alactic  B e l ls ,"  r e s t s  are used to  separate m otives and 

sec tio n s; the r e s t s  in  "Agnus D ei,"  however, are c o n s is te n t ly  o f  four  

seconds du ration . The form i s  sim ply A-B-C, w ith  in ter n a l sequence.
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Conclusion to  
Chapter H

The preceding a n a ly s is  o f Geroge Crumb's Makrokosmos, Volume XI 

has focused on large-and sm a ll-sca le  methods o f organ iza tion  and has 

placed p a r ticu la r  emphasis on m otiv ic  stru ctu res  w ith in  each fa n ta sy -  

p ie c e . The fo llo w in g  paragraphs w i l l  attem pt to  summarize the fin d in g s  

o f  t h is  a n a ly s is .

B asic Musical M aterials

Crumb's m usical vocabulary encompasses th e  use o f a l l  tw elve  

chromatic to n es , but there i s  no ordering o f  the t o t a l  chromatic 

according to  any s e r ia l  procedures. In stead , sev era l germinal 

so n o r it ie s  provide the b a s ic  m usical m ateria l which Crumb u ses in  

various transform ations throughout the work.

Two key in te r v a ls  are the tr ito n e  and the p e r fe c t  f i f t h .  The 

tr ito n e  i s  e s p e c ia l ly  im portant, as i t  serves not on ly  to  d iv id e  

chromatic con stru ction s but i s  a lso  common to  the two germinal so n o r it ie s  

o f MST and FDT. In f a c t ,  the MST so n o r ity  may be said to  be derived  

from the f i l l i n g - i n  o f  whole ton es to  the in te r v a l o f  a t r i t o n e .

The p e r fe c t f i f t h ,  l ik e  the tr ito n e , a lso  fu n ctio n s as a d iv iso r  

o f  chromatic con stru ction s and i s  the b a s is  o f  th e  PDT so n o r ity . The 

d iv is io n  o f  the chromatic by p e r fe c t f i f t h s  lead s to  pentaton ic  

con figu ra tion s as w e ll as to  the secondary germinal so n o r ity  o f  PNS.

The combination o f the two key in te r v a ls  o f  the tr ito n e  and the p e r fe c t  

f i f t h  i s  found in  the PDT so n o r ity .
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Whole tone c o lle c t io n s , which are related  to  the MST sonority, 

provide another structural device fo r  ordering the to ta l  chromatic. 

F in a lly , chromatic c e l l s ,  ranging from two to  s ix  notes, a lso  serve as 

a b a sis  fo r  m otivic structures and embellishment throughout the work.

Formal Organization: Motivic Structures

The musical fab ric  o f the Makrokosmos, Volume I I  r e su lts  la rg e ly  

from the elaboration  of small motives in to  a mosaic design . Individual 

m otivic u n its , each with i t s  own timbral and dynamic character, are 

ordered and reordered fo r  the purpose o f dramatic ten sion  and re lea se . 

Formal development w ithin  a p iece i s  gen erally  achieved by the 

recap itu la tion  of a modular group of m otives, frequently with minor 

v a r ia tio n s . The iso la te d , one-time occurrence o f a motive helps to 

define the form and serves as a marker amidst m aterial which i s  

e s s e n t ia lly  a ser ie s  o f varied re p e t it io n s .

Motives from a l l  the fan tasy-p ieces re la te  to each other through 

th e ir  mutual re la tion sh ip  to  the germinal so n o r itie s  of MST, PDT, and 

PNS. The m otivic m aterial o f the work i s  not ex ten sive , but Crumb 

d isg u ises  the motives with such imaginative use of timbres, dynamics, 

so n o r it ie s , and textures that the l is t e n e r  i s  o ften  aware only of a

sublim inal un ity  between the fa n ta sy -p ieces.

Formal Structure o f the Fantasy-Pieces

The composer works in  sm all-sca le  forms which achieve th e ir  

coherence la rg e ly  through the p rin cip le  o f r e p e titio n  rather than of  

m otivic development. Forms such as A-B-A or A-A' predominate, 

frequently with a b r ie f  in troduction . T ypically a coda, heard as an 

echo, w il l  refer  in  retrospect to  the key motives of the p ie ce . The
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re curring formal c h a r a c te r is t ic  o f  the fa n ta sy -p ie c e s  i s  the r e c a p itu la ­

t io n  o f the opening m otives o f  the p iece  in  the l a s t  p a r t.
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CHAPTER I I I

COMPARISON OF MAKROKOSMOS.

VOLUMES I ,  I I ,  AND I I I

The three volumes o f the Makrokosmos are c lo s e ly  re la ted  in  

s ty le  and in  com positional tech n iq u e. Crumb th in k s o f the three  

volumes as forming a tr i lo g y ,   ̂ s in ce  th ey  share important them atic  

e lem en ts. Volume I H ,  in  f a c t ,  evolved out o f  two ep ilo g u es which were 

o r ig in a lly  intended fo r  the f i r s t  two volumes, w hile the f i f t h  p iece  o f  

Volume I H , "Music o f the Starry N ig h t ," was f i r s t  sketched out fo r  

in c lu s io n  in  Volume I I .  The fo llo w in g  d iscu ss io n  w i l l  focu s on u n ity  

o f  m usical m ater ia l, shared them atic conn ection s, and su btle  

s im i la r i t ie s  between a l l  three volum es.

U nity o f  Basic Musical M aterial

The b a sic  m usical vocabulary o f  a l l  three volumes i s  the same. 

The two key in te r v a ls  o f  the tr ito n e  and the p e r fe c t  f i f t h  permeate 

each volume; indeed, the r e la t io n sh ip  o f  the tr ito n e  i s  heard 

im m ediately a t  the beginning o f  the f i r s t  two volumes, w hile th e th ird  

volume c lo se s  w ith repeated p e r fe c t  f i f t h s .  In te r n a lly  the t o t a l  

chromatic i s  freq u en tly  d ivided  and organized by both the p e r fe c t  f i f t h  

and the tr ito n e .

■^From a telephone conversation  w ith  George Crumb, December 17,
1978.

- 176-
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A great d ea l o f  u n ity  i s  provided throughout the Makrokosmos 

by the use o f  the germinal so n o r it ie s  o f  MST, PDT, and PNS as a b a s is  

fo r  m otiv ic co n stru c tio n s . A d d itio n a lly , s p e c if ic  MST or. PDT s o n o r it ie s  

may be found r e la t in g  a motive from one fa n ta sy -p iece  d ir e c t ly  to  

another, (For example, the F-A-B MST so n o r ity  f i r s t  seen in  l / l ,  

system  2, appears again in  I l / 2 ,  system 1 , measure 3, as the b a sic  

generative u n it  fo r  e lab ora tion  and expansion la t e r  in  th a t p ie c e . In 

the same manner the B-D^-F MST found a t  the opening o f I I l / l  was f i r s t  

seen  as the top notes o f  the G alactic  B e lls  o f l l / l l  and in  the v e r t ic a l  

s t a f f  o f  1 /8 .)

P/hole tone s tru ctu res  provide another method o f m usical 

o rg a n iza tio n . Nhole tone s c a le s  a minor second apart are found in  each  

volume, and a motive which b u ild s  c lu s te r s  by adding whole ton es in  

both d ir e c t io n s  i s  seen  in  H /7  (page 13 , systems k  and 5) and in  I I l / l  

(pages 7 and 8 ) .  An important shared m usical motive c o n s is t in g  o f  

two whole tone s im u lta n e it ie s  a p e r fe c t  f i f t h  apart, the G alactic  B e l ls ,  

w i l l  be d iscussed  below.

Chromatic c o l le c t io n s  o f a l l  kinds are u t i l iz e d  as y e t  another 

method o f organ iza tion . The th ree-n ote  chromatic conceived as a whole 

tone w ith  the immediate sem i-tone d isp laced  by an octave i s  heard 

e s p e c ia l ly  freq u en tly  throughout the work.

Formally, the p ie c e s  in  a l l  three volumes are constructed of 

sm all m otivic u n its  which are elaborated  in to  a mosaic d esig n . Often 

th ese sm all u n its  are s e t  o f f  by r e s t s  (see the opening o f m / l ) .  

M otivic u n its  from one fa n ta sy -p iece  r e la te  to  th ose from another p iece  

in  another volume through th e ir  mutual r e la t io n sh ip  to  the germinal 

so n o r it ie s  o f MST, PDT, and PNS. The m usical m ateria l o f  the complete
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Example 185. Three-note chromatic sound conceived as a whole tone 
w ith the immediate sem i-tone d isp laced  by an octave, 
I H /1 ,  system 1 , page 4

Piano I

Piano U
depress wifhforearm* and secure with T>ff.

Percussion I

Makrokosmos i s  not ex ten siv e  but reappears in  the various fa n ta sy -  

p iece  s w ith such im aginative com binations o f  tim bres, dynamics, and 

s o n o r it ie s  th a t the organic u n ity  i s  o ften  on ly  su b lim in a lly  p erce ived .

Shared Thematic Connections

The three volumes share sev era l im portant them atic con nection s. 

The most obvious o f  th ese  i s  found in  I I l / 3 ,  "The A dvent,” which i s  

a c tu a lly  an expansion o f  the fou rth  p iece  in  Volume I I , "Twin Suns 

(Doppelganger aus der E w igk eit)."  The second c ir c le  o f  "Twin Suns," 

su b tit le d  "Hymn fo r  the Advent o f the S ta r -C h ild ," i s  transposed up a 

major th ird  in  Volume I I I  (from "d" to  "F^") and i s  su b t it le d  "Hymn fo r  

the N a tiv ity  o f  the S tar-C h ild ."  Some sin g in g  in  p a r a lle l  fou rth s i s  

added and the Hymn i s  considerab ly  lon ger due to  the echoing and 

r ico ch etin g  o f  the two p ian os.

In a few p laces a se c t io n  from one p iece  i s  heard s l ig h t ly  

a lte r ed  or transposed in  a la t e r  p ie c e . The f i r s t  example o f  th is
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occurs when the "Adagio molto" or v e r t ic a l  s t a f f  o f  l / 4 ,  " C ru c ifix u s," 

reappears, although somewhat changed, as the v e r t ic a l  s t a f f  o f  I l / l 2 ,  

"Agnus D ei,"  where i t  i s  marked "Very slow; tend er, w is t fu l ."

Example 186. V ertica l s t a f f ,  I f k ,  page 10 and v e r t ic a l  s t a f f ,  I l / l 2 ,  
page 19

Adagio molto [^=40]; serene, transcendental• Chri-ste! 
(S&tfJtC

Hey*,

I/l\., "G rue if ixus "

Very slow; tender, 
wistful [J*=40]f>.h.ow keys (tgfwyrc)

(Stwyrc)
"P-T , PT T t 11/12, "Agnus Dei

The Descant sectio n  o f u / l l ,  "Litany o f the G alactic B e lls ,"  i s  

a ctu a lly  the "Appalachian V alley Acoustic" o f l / 6 ,  "Night-Spell I ,"  

transposed up one h a lf step  and accompanied by p a r a lle l major s ix th s  

and diminished fourths (or major th ir d s ) .

The structure o f the p a ra lle l chords which accompany the Descant 

o f 11/11 i s  the same structure as the p a r a lle l chords found in  the 

second system of i / l ,  "Primeval Sounds (Genesis I ) . "
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Ex ample 187. "Appalachian V a lley  A cou stic ,"  l / 6 ,  page 13, system 1, 
and D escant, l l / l l ,  page 18, system 1

Will There Be Any Stars In My Crown?"

Serene, hauntingly; echoing [like 
an Appalachian valley acoustic] 

[J-ca.50]

i f f !  f*f ffr~Whistle 1  *

1
•A

•w/* t  p p p

("EI.SHj. swiprf) ‘jopjo

1 / 6 ,  ’’N i g h t - S p e l l  I ”

a.t»npO
f.h. <

(on keys)

Pfynfi ft*)

1 1 / 1 1 , ’’L ita n y  o f  th e  G a la c t i c  B e l l a ”

Example 188, P a r a lle l chords o f i / l ,  system 2, page 6: MND son ority

[v ib s .r S - 41 Afi. gii'SS-oVcr 
aCa.D)4J a s

.* Sempne]
r.h. on keys (moltb r ifm co ) jj,. yiiss. o*erstHnfs+++*++++++++++

I(on My*;

T2l.(S**pre)
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The "G alactic B e lls"  motive i s  found in  a l l  three volum es. This 

motive c o n s is t s  o f  two whole tone s im u lta n e it ie s  a p e r fe c t  f i f t h  

apart; the f i r s t  s im u lta n e ity  appears as an em bellishm ent to  the 

s im u lta n e ity  which fo llo w s i t ,  and i s  f i r s t  found in  the h o r izo n ta l s t a f f  

o f  l / 8 ,  "The Magic C ircle  o f  I n f i n i t y ."

Example I 89 . Motive o f The G alactic  B e l ls , l / 8 ,  h o r izon ta l s t a f f ,
page I k

Luminous [**= 156]

I t  i s  found again, e x a c t ly  as in  l / 8  a t  the beginning of l l / l l ,  which 

i s  e n t it le d  "Litany o f  the G a lla c tic  B e lls ."

Example 190 . The G alactic  B e l ls ,  l l / l l ,  system if, page 17

11. Litany of the Galactic Bells 1 Leol
Jubilant; metallic, incisive, echoing [J*52]

This motive occurs in  two p la ces  in  Volume I II ;  i t  i s  found f i r s t  in  

I I l / l ,  "Nocturnal Sounds (The Awakening)." The same motive i s  a lso  heard 

severa l tim es in  the l a s t  p iece  o f the t r i lo g y , m / 5 ,  "Music o f the 

Starry Night" (Volume I I I ,  pages 19, 20, 2 3 ).
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Example 191. Motive of The G alac tic  B e lls , I I l / l ,  system 1, page 7

;i tem po  [sem pre piti <if>ituU>]

Piano I

Piano II

Perc.l

Perc.ll
^  threujhevi’]

In co n tra st to  th ese longer them atic connections a sh orter

m otiv ic c e l l  appears throughout the work. A g lissan d o  covering the
4

range o f an augmented e lev en th , A-D7 , i s  found in  many p la ces  in  a l l  

three volumes, and although the dynamics, t e s s i t u r e ,  and methods of 

performance are changed, the motive remains the same. I t  i s  f i r s t  heard 

as the second item  in  i / l ,  "Primeval Sounds (Genesis I)"  where i t  

fu n c tio n s , as i t  does in  sev era l oth er p ie c e s , to  separate lon ger  

m o tiv es . I t  i s  found ag a in  in  Volume I  in  l/5»  "The Phantom 

G on d olier ," and in  Volume H  in  H /^ , "Twin Suns, and l l / l l ,  "Litany 

o f the G alactic  B e lls ."  I t  i s  heard sev era l tim es in  two p ie c e s  in

Volume I H :  in  I I l / 3 .  "The Advent," and in  I I l/5 »  "Music o f  the

Starry N ight."
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Example 192. Glissando m otive, i / l ,  system 1, page 6

i f )  S r c p  a. v e r y  « « + * *  
c h a in  o n t o  W ass s r - < n } s / Th«  
c h a in  s h a u l l  ,shnK « s+ J'?Ss  precise!/ wiVn qi>&5a«tfg.

iw5SBC y °  Jy xstmfore T/ ^  £

 - >i
g liS J , « v«rjr tr in g#  ( f i n g e r t ip )  (on  k e y s )

( l .h . ) g l i s s .  o / e f  sfr i /r j5  ( t h u m b n a i l )

Other P oints o f Comparison

In a d d itio n  to  the them atic connections d iscu ssed  above 

sev era l other l e s s  obvious s im i la r i t ie s  between p ie c e s  and volumes may 

be found. The s e r ie s  o f  r is in g  minor tr ia d s  which open Volume I  i s  

found again in  two oth er fa n ta sy -p ie c e s  in  Volume I :  in  I ( k ,  "Cruc-

i f ix u s ,"  and in  l / 9 ,  "The Abyss o f  Time."

Example 193* S er ies  o f  r is in g  minor tr ia d s , i / l ,  system 1 , page 6

1. Primeval Sounds (G enesis I )  I C a n c e r l
Darkly mysterious [f~.<a.3 set/

g li5 f .  enter s t r i n g s  ( f i n g e r t i p )  (a n  k e y s )“fine.  —
"E l.(H o ld  Aawrn throuqhovT)

Ihe r e la t io n sh ip s  found in  th ese  tr ia d s  are seen  in  Volume I I  

in  the e igh th  fa n ta sy -p ie c e , " A  Prophecy o f Nostradamus," which uses  

minor tr ia d s  throughout. Here the B-F tr ito n e  r e la t io n sh ip  of the f i r s t  

and second s e r ie s  o f  tr ia d s  in  i / l  i s  kept in  I l / 8  in  th e r e la t io n sh ip  

o f the se c t io n s  marked f KT  and f f T  and in  the s e c t io n s  marked f c T  and
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7d/ (the "Tema enigm atico,"  which i s  two p resen ta tio n s o f the "Dies 

Irae" theme a tr ito n e  apart, B -F). Further, the motive o f  r is in g  

minor tr ia d s  w ith ch rom atica lly  descending roots  found in  the opening 

tr ia d s  o f  i / l  i s  kept in  the / b7~ se c t io n  o f  H /8 .

Example 194. S er ies  o f r is in g  minor tr ia d s  w ith  chrom atica lly  
descending r o o ts , n/8 , se c tio n  / b7~. page 15

I t  seems to  be no coincidence th a t the r e la t io n sh ip s  o f the  

powerful opening statem ent o f  the Makrokosmos should be found again a t  

the clim ax o f the second volume. Indeed, each motive or r e la t io n sh ip  

in  the f i r s t  fa n ta sy -p iece  o f  the Makrokosmos may be found in tegra ted  

in  some way in  the fa n ta sy -p ie c e s  o f Volume I I  and H I .

A l in k  e x is t s  between the l a s t  fa n ta sy -p iece  o f Volume I ,

"Spiral Galaxy," and the f i r s t  p iece  o f  Volume I I ,  "Morning Music 

(G enesis H ) ,"  in  the w hite key/b lack  key pentaton ic  ju x ta p o s itio n  which 

i s  based on overlapping PNS so n o r it ie s  (as D-E-G=PNS, E-G-A=PNS).

This w hite key/b lack  key pen taton ic  ju x ta p o s itio n  i s  found p a r tic u la r ly  

o fte n  in  Volumes H  and I I I ,  and e s p e c ia l ly  lin k s  th ese  two volum es.

A dditional s im i la r i t ie s  between volumes would include  

caden za-lik e f ig u r e s , p a r tic u la r ly  those based on chromatic c e l l s
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Example 195* 'White key/b lack  key p en taton ic  ju x ta p o s itio n  found a t  
the end o f  l / l 2 t page 19, and a t the beginning o f I l / l ,  
page 6

Cv 9

1 / 1 2 ,  " S p ira l  Galaxy"

1. Morning Music (Genesis II) ICancerl
Exuberantly, with primitive energy

<HX* (hold down thwv^iwgi)

plu s th e PDT so n o r ity  (vide i / l ,  l / 2 ,  I l / 7 ,  m / l ) .

Chromatic c lu s te r s  played w ith  the palm o f  the hand and covering  

the in te r v a l o f a tr ito n e  or a p e r fe c t f i f t h  are a lso  found in  a l l  

three volumes (vide i / l ,  H /6 ,  H /7 ,  I I l / l ) .

S i le n t ly  depressed chromatic ton es w ith  the same range are seen  

a t  the beginnings o f  p ie c e s  l / 2 ,  I l f 3 ,  and m / l .
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Example 196. Cadenza-like f ig u re  based on chrom atic c e l l s  and the
PDT so n o r ity , m / l ,  system 1 , page 5, and l / 2 ,  system  

page 7

a piaccre
(4 C C * I .

1 / 2

Example 197. Chromatic c lu s te r  played w ith  the palm and covering  
the in te r v a l o f  a t r ito n e , i / l ,  system  1 , page 7

/.h. 3J>*S.ov«rsfH>9« r .h  om k«y* r i W c )BSStfhum*,;!) => 7o“

8—•

Zr— 3 — :

Example 198 . S i le n t ly  depressed chromatic notes w ith  a two octave  
range, beginning o f  n / 3 .  page 9

3. Rain-Death Variations 1 Pisccsl
Crystalline, with elegance [Tempo mctronomico, ^  = 128]

■p/Op daiicafrss. * h .  . tfi(o n  key*)

^  S to c c « f iS S .  s e m p r t f

ĉprtss silwHywiflt l C5*"*® "Hi*!
iw«arrn«, then sccwrc

th t r r
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I t  i s  in te r e s t in g  to  note th a t each volume con ta in s one 

id e n t if ie d  m usical qu otation : volume i / l l ,  "Dream Images (Love-Death

Music)" quotes Chopin's F antasie Impromptu; Volume I l / l l ,  "Litany o f the 

G alactic  B ells"  quotes Beethoven's Hammerklavier Sonata; and Volume 

m / 5 ,  "Music o f the Starry N ight,"  quotes from the Well Tempered 

C lavier of J . S. Bach. In each case the music preceding th ese  

q u otation s becomes more to n a lly  orien ted  so th a t the quotation s seem 

to  grow o rg a n ica lly  out o f the m usical fa b r ic  surrounding them.

F in a lly , many t r a i t s  c h a r a c te r is t ic  of Crumb's music in  general 

may be exem plified  in  th ese three volum es. A repeated-note fig u re  i s  

ty p ic a l o f  Crumb and i s  found throughout the Makrokosmos (vide i / l ,  11/ 2 , 

I I I 6 ,  m / i ) .

Example 199. Repeated-note f ig u r e , H l / l ,  system 1 , page 5

The echo i s  used' by Crumb as a s tru c tu ra l d ev ice and occurs e s p e c ia l ly  

in  co d a -lik e  sec tio n s; i t  i s  a lso  found in te r n a lly  (see  alm ost every  

p ie c e ) .  The echo i s  p a r t ic u la r ly  important in  Volume H I , where a fig u re  

sounded by one piano w i l l  be repeated, as an echo, by the other piano. 

Other t r a i t s  include the use o f t r i l l s  (v id e i / l ,  I / 5» I l / l »  1 1 1 5 ,  I l /? )»  

g lis sa n d i, o s t in a to - l ik e  m elodies (vide I /^ , i / lO , I l / l ,  I l / l 2 ,  I I l /3 )»  

and grace note f ig u r e s .
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CODA

From the d e ta ile d  a n a ly s is  o f  Makrokosmos, Volume I I  and the  

d isc u ss io n  o f  the r e la t io n sh ip s  between the th ree volumes o f  the  

Makrokosmos asp ects  o f  Crumb’ s m usical s ty le  may be d iscern ed . Most 

obvious i s  the fa c t  th a t Crumb i s  fa sc in a ted  by so n o r ity . Formal 

s tru c tu res , a t  l e a s t  from an in te lle c tu a l/a ca d em ic  standpoint, are 

m inim al. Concerning th is  apparent in d iffe r en ce  to  stru ctu re Crumb has 

commented;

I  th ink  we're l iv in g  in  a time th a t maybe over-em phasizes 
the in t e l le c t u a l  a sp ect o f  m usic. I  co u ld n 't r e a l ly  care 
whether a work was t o t a l ly  s e r ia l ,  or was 12 tone or 
com pletely in t u i t iv e ,  as long as i t  makes a powerful s t a t e ­
ment. There are p re ten sio n s , you know, to  t h is  or th at  
system . There are b ia s e s , c e r ta in ly , as to  what the  
stru ctu re o f  music should b e . But Chopin and Debussy have 
survived , and I  d o n 't th ink anybody has accused them o f  
being o v erly  concerned w ith  s tru c tu re . Beethoven was no 
s tru ctu ra l slouch , but I  fin d  him in cred ib ly  sim ple, even  
in  h is  polyphonic movements. I  th in k  he had a v is io n  o f  
every  movement in  every  work. And he found the sim p lest  
means he needed to  r e a liz e  th is  v i s io n .3°

Crumb's handling o f  ton a l elem ents i s  unique. He subordinates  

h is  use o f to n a lity  to  the b a s ic s  o f rhythm, tim bre, and dynamics. 

Using th ese as referen ce p o in ts  he has created a very f le x ib le  s ty le  

which can accom odate both to n a l and aton al sounds.

Although Crumb has broken c e r ta in  t i e s  w ith  an h is to r ic a l  l in e  

o f  development in  h is  avoidance o f counterpoin t, tw elve-ton e rows, and 

o f  c la s s ic a l  formal organ iza tion , the in flu en ce  o f  many tr a d it io n a l

^ T erry , 50.
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composers may be found in  h is  work. In the Makrokosmos. e sp e c ia lly ,  

the influence of several composers who were p articu la r ly  important in  

the development of keyboard music may be seen: Bach, Chopin, Schumann,

Bartok, and Debussy. The occasional influence o f Anton Webern i s  a lso  

found in  the Makrokosmos in  Crumb's use o f spacing, tex tu re, and timbre.

Crumb's particu lar g i f t  i s  that he possesses an unusually  

se n sit iv e  ear fo r  timbre and beauty of sound. He has at h is  d isp osa l 

an extensive arsenal o f e f fe c t s  and has developed an ingenious approach 

to  the piano. His art i s  a h igh ly  personal one, standing apart from 

the acerbic, academic, and in ten se ly  organized music which has 

dominated the avant-garde since World War I I .  I t  may be that the 

haunting and extraordinary beauty o f Crumb's music w i l l  eventually  lead  

the way to a synthesis o f avant-garde techniques.
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APPENDIX A

GEORGE CRUMB:

BIOGRAPHICAL INFORMATION

George Crumb was born in  C harleston, West V irg in ia  on the day o f  

the Great Stock Market Crash, October Z k % 1929* He attended Mason 

C ollege in  Charleston and received  h is  Bachelor o f Music degree from 

th a t in s t i t u t io n  in  1950. His M aster's degree was earned a t  the  

U n iv ersity  o f  I l l i n o i s  in  1952. In  195^ he entered the U n iv ersity  o f  

Michigan where he stud ied  com position w ith  Ross Lee Finney. During the  

siumner o f 1955 he studied  w ith  Boris Blacher a t th e Berkshire Music 

F e s t iv a l and continued w ith  him a t  the B er lin  Hochschule fu r  Musik 

u n t i l  1956. A fter rece iv in g  a Doctor o f  Musical A rts degree from 

Michigan (1959) he began teach ing a t  the U n iv ersity  o f  Colorado. In  

19624—65 he was a C reative A ssoc ia te  a t  the Center o f the Creative and 

Performing Arts in  B u ffa lo , New York, and in  1965 he moved to  the  

U n iv ersity  o f  Pennsylvania where he i s  com poser-in -resid en ee. He 

cu rren tly  r e s id e s  in  Media w ith  h is  w ife E liza b eth , th e ir  daughter Ann, 

and two sons David and P eter .

Crumb has received  many commissions, fe llo w sh ip s , and gran ts, 

in clu d in g  Fromm, Guggenheim (1967) , K oussevitzky (1965) .  and 

R ock efeller  (19624') Foundations; a Fu lbright Fellow ship (1955); and an 

In tern ation a l Rostrum o f Composers (UNESCO) Award (1971). In 1968 he 

won the P u litzer  Prize fo r  h is  com position Echoes o f  Time and the R iver . 

Crumb i s  a member o f the N ational I n s t itu te  o f Arts and L e tte r s .
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APPENDIX B

GEORGE CRtJMB: 

PRINCIPAL COMPOSITIONS

(Works are l i s t e d  ch ro n o lo g ica lly )

STRING QUARTET (195*0. New York: M ills  Music Inc.

SONATA (1955) f o r  v io lo n c e llo  s o lo . New York: C. F . P e te r s ,  #P6056.

VARIAZIONI (1959) fo r  o rch estra . New York: M ills  Music Inc.

FT/E PIECES FOR PIANO (1 962). New York: C. F. P e te r s ,  #P66k6k.

NIGHT MUSIC I  (1963) f o r  soprano , p ian o , c e le s t a ,  p e rc u ss io n . New York: 
M ills  Music In c .

FOUR NOCTURNES (NIGHT MUSIC I I )  (196*0 f o r  v io l in  and p ia n o . New York: 
C. F . P e te rs , #p66465.

MADRIGALS, BOOK I  (1965) f o r  soprano, c o n tra b a ss , v ib rap h o n e . New 
York: C. F . P e te r s ,  #P66458.

MADRIGALS, BOOK I I  (1965) f o r  soprano, f l u t e  (a ls o  p ic c o lo  and a l to  
f l u t e ) ,  p e rc u ss io n ; t e x t :  poems by F red e ric o  G arcia L o rca .
New York: C. F. P e te r s ,  #P66459»

ECHOES I ,  ELEVEN ECHOES OF AUTUMN, 1965 (1966) f o r  v io l in ,  a l to  f l u t e ,  
c l a r i n e t ,  p ia n o . New York: C. F. P e te r s ,  #P66457.

ECHOES I I ,  ECHOES OF TIME AND THE RIVER, Four P rocession a ls  fo r  
Orchestra (1967) .  New York:. M ills  Music In c .

SONGS, DRONES AND REFRAINS OF DEATH (1968) f o r  b a r i to n e ,  e l e c t r i c  
g u i t a r ,  e l e c t r i c  c o n tra b a s s , e l e c t r i c  p iano  (and e l e c t r i c  
h a rp s ic h o rd ) , two p e r c u s s io n is ts ;  t e x t :  poems by F red e rico
G arcia  L orca. New York: C. F . P e te r s ,  #p66463.

MADRIGALS, BOOK I I I  (1969) fo r  soprano, harp, percussion; t e x t :  poems
by Frederico Garcia Lorca. New York: C. F. P eters, #p66460.
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MADRIGALS, ROOK TV (1969) fo r  soprano, f lu t e  (a lso  p icco lo  and a lto

f l u t e ) ,  harp, contrabass, percussion; t e x t :  poems by Frederico
Garcfa Lorca. New York: C. F. P eters, #p66*+6l.

NIGHT OF THE FOUR MOONS (1969) fo r  a l t o ,  a lto  f lu t e  (a lso  p ic c o lo ) ,  
banjo, e le c t r ic  c e l l o ,  percussion; te x t:  poems by Frederico
Garcfa Lorca. New York: C. F. P eters, #P66462.

BLACK ANGELS (T hirteen Images from the Dark Land) (Images I )  (1970) fo r
e le c t r ic  s tr in g  q u a rte t. New York: C» F, P eters, #p66304.

ANCIENT VOICES OF CHILDREN (1970) fo r  soprano, boy soprano, oboe,
mandolin, harp, e le c t r ic  piano (and to y  p ian o), p ercu ssion  (three  
p la y ers); te x t :  poems by Frederico Garcia Lorca. New York:
C. F. P eters, #P66303.

LUX AETERNA FOR FIVE MASKED MUSICIANS (1971) fo r  Soprano, bass f lu te  
(and soprano record er), s i t a r ,  percu ssion  (two p la y e r s ) . New 
York: C. F. P eters, #p66ty?5«

VOX BALAENAE FOR THREE MASKED PLAYERS (1971) fo r  e le c t r ic  f lu t e ,  e le c t r ic
c e l lo ,  e le c t r ic  p iano. New York: C. F. P e ters , #P66466.

MAKROKOSMOS, VOLUME I  (Twelve Fan tasy-P ieces A fter the Zodiac fo r  
Am plified Piano) (1972). New York: C. F. P eters, #p66539a.

MAKROKOSMOS, VOLUME I I  (Twelve F an tasy-p ieces A fter th e Zodiac fo r  
Amplified Piano) (1973)* New York: C. F. P eters, #P66539b.

MUSIC FOR A SUMMER EVENING (MAKROKOSMOS I I I )  (197*0 fo r  two am plified  
pianos and percu ssion  (two p la y e r s ) . New York: C. F. P eters,
#P66590.

DREAM-SEQUETTCE (Images I I )  (1976) fo r  v io l in ,  c e l l o ,  piano, and 
percu ssion . New York: C. F. P e ter s .

STAR-CHILD (1977) fo r  large  orch estra , soprano so lo , c h ild re n 's  chorus, 
and four conductors. As y e t  unpublished.
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