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ABSTRACT 

Although Bda B m M s  music has attracted a significant amount of analytical and 

theoretical attention, the Sonata for Piano (1926), in contrast with some of the composer's 

other works such as the String Quartets lad M~TU~OIIIIO.~,  has received comparatively little 

ueaunent This thesis presents a comprehensive analysis of che Sonata's pitch resources, 

offering a pitch-class (pc) set-theoretical and pc set-generic analysis of each of the Sonata's 

three movements. The thesis maintains that pc set theory in combinadon with pc set gencrz 

theory provides thc d y s t  with an appropriate and effective basis by which to explore 

important aspects of the Sonata's pitch m a t d s .  SpedicaIly, the thesis demonstrates t h ~ t  

within each of the Sonata's three movements, interconnections between form, motivic- 

themaac materials, pc sets, and pc set genera work together in forging Luge-scale smtcturcx 

The thesis concludes by offering suggestions for Wer investigation. 

Keywords: B& Bucbk, characteristic set&ses, diatonicism, form, Allen Forte, indusion 
relations, Michael Konovd, ocatoniasm, Richard S. Parks, pitch-class set genera theory, 
pitch-dass set theo y, refixentiid collections, Sonata for Piano, Joseph Straus, symmeq, Paul 
Wilson 
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CHAPTER 1 

INTRODUCTION 

This thesis presents a pitch-class @c) set-theoreti4 and pc set-generic analysis of 

B& Bart6lZs Soma for Piano (1926). While the theoretical constructs surromding pc set- 

theoretical and pc set-generic relationships overlap, cextain factors distinguish these crao 

types of relationships. For example, pc set-theoretical relationships focus pdmadly on 

relaaons of equivalence, inclusion, complementation, union, and intersection, wMe pc set- 

genedc relationships uramine inteneIationships among famrZez of set-dasses (scs) associated 

on the basis of inclusion, intersection, and union around a single nexus set-&ass (sc) or 

group of scs. 

The thesis maintains that pc set theory in c o m b ~ t i o n  with pc set genera theory 

provides an appropriate and effective basis for explaining important aspects of the Sonata's 

pitch matm*als. The dyt ica l  chapters present analyses of the Sonata's three movements 

respectively. Each chapter consists of a discussion of form, pc set relations, and pc set- 

generic relations. The thesis examines luge-scale structural rehtionshi~s within each ofthe 

three movements, in parti&, relationships within the domains of pitch and pc set genera. 

The analyses demonstrate that f o d  divisions identified p M y  through examination of 

thematic-modvic associations are also supported by pitch-structural relationships. These 

examinations show that the Sonata for Piano (1926) is a highiy structured multi-movement 



work. The thesis condudes with summary obsenraaons followed by suggesaous br f k h e r  

investigation- 

Bart6k's Piano Music 

Baa Bmok's early musical instruction was provided by his mother Paul? Voit (1857- 

1939) who, when Bartok was only h e  pears old, assumed the mle of his piano teacher-' 

Ban6k's musical cducaaon was o r e n d y  continued in Budapest whae he studied piano 

and composiaon at the Academy of Music, graduadag in June 1903. It was believed that 

Banok, nomithsunding his interest in composition, would have a u r e a  as a virmoso 

pianist In fact, many ofhis compositions for solo piano were e n e n  for his own 

performances. For inscmce, Bm6k completed his fkst mature work for solo piano, 

Rhapsody, Op. 1, during the autumn of 1904 following his graduation from the Academy, 

and premiered it oa May 25,1905, in ojpest, Huogary. Ban6k also vranged and performed 

I have dnwn on the following sources for biographical information: BCh Bartik. 
Esxq.r, ed. Benjamin Suchoff (New York: S t  Martin's Press. 1976); B i b  Barn% Lctterr, ed. 
jinos DernCny (London: Faber and Faber, 1971); Malcolm Gilliu ed., Tbe B a d k  Companion 
(London: Faber and Fabet, 1993); Paul Gdfiths. Barto%, The Master Musicians, Smnley 
Sadie ed.. (London and Melbourne: JM. Dent and Sons Ltd., 1984); Vera Lampert and 
L b h o  Somhi, '%st64 B W  in Tbr Nw Gmve D i i o n q  of Mm'c and ~Mm'n'ans; idem, "Bda 
B art6 k" in T '  Nnr Gmve ~ M d m  Muxtm: Bart& Shvz"~ky, Hin&mrib, Stanley Sadie ed. 
(New York W.W. Nonon & Company, 1981). 1-101; Hakey Stevens, Thr LifS and ~kfmic of 
BCfa Burfdk, rev. c d  (New York: Oxford Universiy Press. 1964); j6sef Ulfalussy, BC' Baddk, 
pans. Ruth Paclki, trans. rev. Elisabeth West (Budapest Corvina Press. 1971). Sources 
concur except where indicated 

For a complete list of Banok's juvde c~mpositiom, induding the popular Four 
Pieces for Piano of 1903, see Denis Due, Tbmatircber V i ' c h k  dm j~genwerke Bi& Bod& 
(Budapac Akadimiai Kiad6.1974). Paul Griffiths incorrectly states chat the Rhapsody was 
fit performed by the composer in Bratislava on November 4 1906. S a  "appendix B" h 
Bnrfo'k, 201. This date, however, comspouds to the second pelfomanct of the Rhapsody by 
the composa as noted in Giinm Weiss-A-per's, 'Youthfid Piano Works," in The Badk 
Companion, 109. 



the Rhapsody for piano and orchestra for the Pvis Rubinstein competition in 1905. 

Unfiormnatdy, a lack of h d s  resulted in the composition prize not beiag awarded that y e  

however, of the five composers who entered the competiaon, only Bartok md Brugnoli 

received cedca tes  for their efforts3 

InJanuvg 1907 Bvrjk was appointed professor of piano at the Budapest Academy 

of Music, a position that he held until 1934. Bartok's acpesiencc as a pedlgoguc appears to 

have influenced his choice of germ with respect to his piano music Mylp of the composer's 

most popular works w a t  written with the young piano student in mind. For example, 

Banok himself remarked in the introduction to a collection of his piano works (B ih  Bartdk 

i.firtetpieceffir rbc Piao.  1945): "The Ten Easy Pieces [I 9081. . .are a complement to the 

Founeen] Bagatelles [19081. Tke former were written wirh pedagogical purposes, that is, to 

supply piano students with easy coatcmponry pieces. accounts for the s d l l  more 

simplified means used in them.'" Additional collections written with the student in mind are: 

For Chifdnn (1 908- 1909)). The Fin t Term at  the Piano (1 9 l3), Romanian Chrisanas Carols 

(1 9 IS), Romanian Folk Dances (1 9 13, Fifteen Hun& an Peasant Songs (1 9 14-1 9 18), Three 

Studies (1 9 18)' Nine Little Pieces (1 9X), and the extensive six-volume i M i k m k 0 ~  written 

between 1926 and 1939.5 

Bartok's compositions for piano were not only guided by his pedagogical ingenuity; 

indeed, as was noted above, Bartok also composed a gmt deal of music for the concert 

stage, dowing him to expand his own concert repcnoirc. Dudng the 1920s Bmok was 

Lampert and Somf& "ECh Bwok," 9. 

Quoted in &&a Badk  Ermys, 432. 

The first m volumes of the ikfikmkosmo~ are dedicated to the composer's second 
son Piter Bmok 



pafticularjy acdoe as both a composer and pianist His pafotrmnce engagements included 

tours of Western Europe, the Soviet Union, and the United States. In addition, he o h  

performed his works for piano and violin with the renowned Hungvianviolinists Josef 

Szigeti and Zoltan SzCkdy.6 

Although But6k had wdtten quite a largc number of works for piano by 1926, he 

had yet to comFose a concerto for the instnrment The Fit Piano Concerto, written in 

1926, was premt*ered by the composer in Frrnkfurc am Main on July 1,1927. Accounts of 

the Concerto receiving puformances (shody afvr the premiere), with Bart6k as soloist, in 

London, Prague, Warsaw, and Vienna, supports the notion that Bart6k wrote the First Pinno 

Concerto, at least in part, for his own performance engagements7 In fa- one year later, in 

1928, the Concerto was again programmed with the composer as soloist, in New York, 

Boston, Cincinnati, Budapest, Cologne, Berlin, Amsterdam, The Hague, and E&xts 

The year 1926 marks an important landmark in But6k's compositional oeuvre f')r 

the piano, a year that has affectionately been refurcd to as the composer's "Piano Year."' 

"art6k dedicated his Fit Rhapsody and Con&& to Szigeti and his Second 
Rhapsody and Second Violin Concerto to Szkkely. The American violinist Yehudi Menuhln 
commissioned the Iast work Bart6k hished: the Sonata for Solo Violin. 

A Second Piano Concerto soon followed in 1931 receiving over twencp 
performances by the composer between the years 1934 and 1941. Unfoftunately7 due to 
Bart6lZs failing health, the Third (and final) Piano Concerto of 1945 was not premiered by 
the composer. The concerto received its premiere under Eugene Ormandy and the 
Philadelphia Orchestra on February 8,1946. The soloist was Gyorgy Sindor. See Stevens, 
The we and M e ,  335. 

For a detailed discussion of these performances see Jiaos EGqit i ,  ''The Fit Two 
Piano Concertos," in The Bariik Compnnion, 498-514. 

See for example, Liszl6 So- "The Piano Year," in Tbe Badk Companion, 173- 
188, and idem, "Analytical Notes on Battbk's Piano Year of 1926," Sfr~dia Mwrioiog'cu 26 
(1 984): 5-58. 



From June through November Bartok produced not only the Sonata for Piano and the First 

Piano Concerto but also the suite OllttfDaov, Nine Little Pieces, and three pieces that 

would eventually serve as nos. 81,137, and 146 of M i h A o m o ~ .  

Tbe Sonata for Pirrno (1 926) 

OEBanok's ma- works, the Sonata for Piano (1926) reprueno l e  composer's 

only attempt at the The Sonata was dedicated to Buc6k's second wife Dim Bart6k 

(Pbzto y) ." The edition used for this study is the Universal Edition (8772) of 1927 

(reprimed by Boosey and Hawkcs in 1955).12 Using the manusa*p~ Bartok premiered the 

Sonata on Hungarian Radio on December 3,1926. A second performance followed on 

December 8 in the Great Hall of the Budapest Academy of Music13 Unfortunately, a 

recording by the composer has yet to be discoverecL~4 

lo The Soaata is preceded by four juvenile works for solo piano also aded Sonara. 
These work arc: the Sonata No.1 in g minor (1894); the Sonata No. 2 in F major (1895); the 
Sonata No.3 in C Major (1895-lost); and the Sonata (1 8984ost). See Vera Lamp- and 
L i d o  Somfai, '%artok, Baa," 222-225. 

The inscription, appcadng afier the h a i  measure in the printed score (Universal 
Edition 8772) reads: "Dittkak, Budapesten, 1926. Jun." F o  Dim, Buhpat,  June l92q. A 
mansladon of the dedication appears in LiszM Somfai's Cornmentap (Budapest Editio 
Musica, 1980) to the facsimile edition of the MS,  in the form of the composer's second draft, 
published by Univend Edition in collaboration with Ediab cMIuira Bu&zj@ert for the hundredth 
anniverray of B d k ' s  biz&- 

I2 BCla Bart&, Sonata Cot Piulo (Vienna: Universal Edition, 1927; reprink New 
York: Boosey and Hawkes, 1955). 

l3 It is of interest to note that during these concern, Bartok performed seicctions 
from car0 additional piano works of 1926: the first, fourth, and fifb pieces fiom Our $Doom, 
and the hnt eight of the Nine Lick Pieces. Somfii, 'The Piano Y-," 174. 

I4 All surviving recordings ofBart6k's performances are conpined in w o  sea of 
recordings issued by Hunguoton (LJ?X 12326-33 and LPX 12334-38). 



In his introduction to Bih Bud& ~Marfoprirmfit fbr PImo (1945) Barcok observed chac 

...As later developments show, the Bagatdes [I9081 inaugurate a new trend 
of piano writing in my career, which is consisttndy folIowed in ahnost ail of 
m y  successive piano works with more or less modikatioas, as for 
instance. ..in the Sonata for Piano [which represents] (an cnkgcrnent of the 
ncwLy won means) ....I5 

Unfomnatdy, B a d &  dlectiom on his own composiaom are not as r c v d h g  as we might 

hope for. Although it is d i f f i d t  to know with certainin what B d k  was rcfcaing to by the 

Sonara's ccdacgcment of the newly won means," it seems reasonable to speculate that the 

composer was zeilecting on the Sonata's harmonic and formal design, both of which u d  be 

examined in the following analyses. 



Theoretical-Analytical Studies of Bart6ks Music and the Sonata for 
Piano (1926) 

BartoKs music has received a significant amount o€dpttPttcal and thcorrticai 

attention since the composds death in 1945. Much of that attention has focused on the 

String Quartets and MihkosrnozZ16 More reccndy, however, scholus have atmnpted to 

present theories that encompass the entire range of B d k ' s  composiaod oeuvre In 

assessing these d y t i c a l  and rhcoreacal studies, rhe work of Emo Lend* Elliott 

Antokoletz, and Paul W h o a  must be given considetati~n.~~ The sigruficancc of these 

authors lies in their attempts to present comprehensive theodes ofBmok's music Lendvai, 

Antokolea, and Wdson have set forth analytical and theoretical models that endeavor to 

account for the endre range oEBart6k's oeuvre In acknowledging the significance of these 

I6 See espeaally Elliott Antokolea, ''P~aples of Pitch Organization in Bmok's 
Fourth Scdng Quartet'' (Ph.D. diss., City University of New Yo& 1975); LMilton Babbicc, 
T h e  Scring Quvtets of Bda Bur&," ~MlnkaiQuartcrh 35 (1949): 377-385; Wallace Berry, 
ccSymmeaical Lotcrva.1 Sets and Derivative Pitch Maceriais in Bmok's Sning Quaftet No. 3," 
Peqbedzber o f N n v  ~Iwzic 18 (1979-1980): 287-380; Peter Child, ' S a u c d  Unities in a Work 
of Bartok: 'Boating' fiom 1Mikrokosmos, Vol. 5," Colhge ~\ft~~iJ'yasporiwr 30 (1990): 103-1 14; 
\Vlliarn Dale Dustin, "Two-Voicd Textures in the ~ o k o s m o s  of Bila Bazt6k" eh.D. 
diss., Cornd University, 1959); Chvieo D. Morrison, "Prolongation in the Final Movement 
of Bartok's Saing Quamc No. 4," ~blkic Tbeoy Zpecfr~m 13.2 (1991): 179-196; Richard S. 
Parks, "Harmonic Rcsolucu in Bartok's 'Fourths'," JounrrJ Of~Mm'r They 25.2 (1981): 245- 
274; George Pale, "Symmetdcal Formations in the S u i n g  Quvtea of Bila Bartoy CC1~I.ic 
&view 16 (1955): 300-312; Lawrence Star, 'Welody-Accompaniment Tucturer in the Music 
oEBart6k as seen in his Mikokosmos,"Jonma~ofiM/~Jim&&v 4 (1985-1986): 91-104, and idem, 
'~likokosmos: The T o d  Univax of Bda But&'' (PhD. diss., Universiy of California at 
Berkeley, 1973); Leo Ireitla, "Harmonic Procedure in the Founh Quvret of BCla Butok," 
l o u d  of ~ \ f . ' c  Tho y 3 (1959): 292-297. 

Emo Lendvai, B6h B a d k  A n  Ana&?is o/bs rMmk &ondoo: Kahn and Averill, 
1971) and idem, Tbe Workbop OfBartbk and &&4 (Budnpese Ediao Music1 Budapest, 1983); 
Elliott htoko1etz, Tbe Mmc # B i b  Bafitik A Sfn4 ofTooa&y and Pmgr~n'on in Twennitb- 
C e n f u ~  L . C  (Berkeley: University of CaMornia Pras, 1984); Paul Widson, T '  Mwir ofBih 
Badk  (New Haven: Yak Uni~enirg Ptess, 1992). 



works, however. it is not my intention to promote the nodon that a unified the0 y of 

Barr6k's music is an ideal to which ul analyst must necessady aspire. Indeed, whether or not 

such an approach is realistic, necessary, or ultimately desirable, is an &sue that needs to be 

examined independently. 

Emo Lcndvai presents an examination of Badk's music in two important books: 

B& Bc1rforfok An Am&k afbri Mwni; and T6r Worhhop of B d d k  ond Kod;& The the0 y is 

presented expliady in B i h  Bartdk A n  Ana&r of b# i M d .  There arc two main principles 

upon which the theory is based: h e  tonal principle and the f o d  p ~ a p l e -  The tonal 

prinaplc refers to Lendvai's "axis system'' in which the aggregate of welve pitch-classes 

@cs) is divided into three partitions (cach contlining four pcs) referred to respectively as the 

"tonic axis," the ccsubdorninant axis,'' and the "dominant uds."l8 

The three axes are formed in relation to the circle of fifths beginning on C. C is 

referred to as the "tonic," G. the "dominant," and D, the "subdominant" (given its 

relationship to the next pitch-class @c) in the cycle of fifihs, A). This sequence (tonic, 

dorninan~ and subdominant) is continued und aU of the tweive pcs have been accounted for 

(see figure 1.1). 

Is Lendvai, Bi& Bart* 3. For a comprehensive summvy of Lendvai's axis system 
see "Appendix 1" in Paul Whoon, Tbe brVfm'c # B i b  BmtdA (Blew Havrm Yale University 
Press, l982), 203-208. 



Figure 1.1. The axis systemlg 

- 
D o M l r . r r  

AXIS 

Although the three axes effectively partition the aggregate of twelve pcs into three 

diminished-seventh chords, Lendvai cautions that 'Tt is essential that the partinrlv axes 

should not be considered as chords of the diminished seventh, but as the bctional 

relationships of four Merent tonalities.. . ."" 

Lendvai's fonnai principle refers to his strong belief that Bart6k's compositions are 

constructed formally in terms of natural proportions; that is, proportions ofien found in 

name. The theory relies heady on proportional constructions such as the Golden Section 

(or geomemc mean). Symmetrical relationships are also emphasized with respect to formal 

design. It should be pointed out that symmetrical relationships are inherent in Lcndvai's 

tonal principle as well, in which the aggregate of twelve pcs is partitioned symmeaically into 

three axes. Symmetry and proportion are at the core of Lendvai's theorg. 

However, the title of Lendvai's book B i h  Barfo'k A n  Ana4k of& M e  is 

misleading. Rather thaa providing detailed analyses of Bart6k's works in support of his 

19 Taken from Lendvai, B i h  Badtick, 3. 

20 Lendvai, Be& Barf64 3. 



cheo y, Lendvai presents brief examples &om vvious compositions in an effort to illusate 

EUion htokolerz also sea out to present a systematic cheo y of Bytok's music. The author 

begins by placing the composds music into an histodd ~ c w o d r .  He then cxatniLles the 

composds musid Lnguage in terms oP his fok and ur-music iuflumcer. Following a 

discussion ofBm6k's harmonization of authenac Eastan-European folk melodies- 

through an examination of the composer's early compositions-htokolerz explores what 

he considers to be B d k ' s  spmmetrical ansformations of  folk modes through an 

examinaaon of the composa's macure works. 

For Antokoleu, symmerdd constructions and mnsformaaoru of pitch materials 

are of particular importance and are the pdmvg concepts upon which his the0 ry is based. 

Cencral to Antokoletz's theory is the aoaon of interval cydes. Antokoletz defines an 

interval q d e  as "... a series based on a single recurrent interval, the sequence of which is 

completed by the re- of the initial pitch-class at the octave.'= Through interval c)'des 

and axes of symmetry, AntokoIea exatnines Bmok's incorporation o€vuious symmetrical 

pitch constructs in a number of compositions: Fourteen Bagatelles for Piano, op- 6 (1908), 

Eight Impcovisaaons on  Hungrim Peasant Songs for Piano, op. 20 (1920). sciections from 

- p p  

21 A n t ~ k ~ l c t z  was patty influenced by George P d e ,  with whom he studied. Perle's 
work on Bm6k and on in-11 cycles and symmeaiol cousauctions in general is well 
knowm See Ped+ "Symmetrical Formadons in the Saing Quuats," ated above and idem, 
TweIve-Tone Tonak.. 2d ed. (Berkeley. Univcni ty of Czlifomia Press, 1996). For a d e d e d  
discussion oEPerle's cheo ry of mdve-tone tonali cy, see Grerchm Foley, "Pitch and Intend 
Sauctures in George Perk's Theo y of Twclve-Tone Toaality" (PhD. diss., Universi cg of 
\Vestern Ontatio, 1999). 



the Mihkomroz (1926-1939). the Third Piano Concerto (1945). Music for Stdngs, 

Percussion, and CeIesta (1936), the C o n c o  for Orchestra (1943), Eight Hungark Folk 

Songs (1907-1917). Duke Blws6ard'r Cd& (1911), and Contnta Pmfina (1930). The most 

extensive analysis, however, is devoted to the Fourth String Quuat (1928), the subject of 

the author's dissertation? 

AntokoIea's study represents an impmsive accomplishment; however, the nurow 

focus of his theory, which states that Bart6k's music can be understood through "...an ail- 

encompassing system of [symmetricaI] pitch reiations,"?+ presents a ratha restnaive and 

hidng view of Bart6k's total musicd output Not only are musical parameters other than 

pitch organization insuEaently dealt with under Antokoletz's theory, but issues such as 

largescale pitch-structural organization are often left mexamined- 

Pad Whon's book The Mmic ofBC& Badk  is divided into crao sections in which tbe 

theory is presented in part one and s e v d  detailed analyses (including an analysis of the 

Sonata for Piano) are presented in part rwo. Like Antokoletz, Wdson presents analyses of 

different instrumental genres. His book indudes detded discussions of the following works: 

The Sonata for Piano (1926). the Third String Quartet (1927). movements two and four of 

the FZ& String Quartet (1934), movements one and two of the Sonata for Two Pianos and 

Percussion (1937), and movement one of the Concerto for Orchestra (1943). Although these 

compositions represent examples only from Bart6k's mature syle, Whon daims that his 

theory is not limited to these works. 

Antokoletz, cTrincipl~ of Pitch Organization" 

24 Antokoletz, Tbe Murir ofBi& Barfdk, xii 



\Widson draws on convenaoad set-theorcad concepts in his thco y but he is careful 

to Mt his choice to those involving small-scak Gameworks. Wxh respect to luge-scak 

frameworks, Wdson cautions that ' ' . . . ~ a r t o ~  music seldom exhibits the consistent 

v o c a b ~  of s e t - ~ C S  or inclusion and complemenotioa r&uonships chat render a Iargc- 

scale set-theoretid approach fnJ&d,'a a position which this thesis seeks to rehte- 

Equally essential to WiIsoa'o the0 ry is his w of traditiod h o n k  h d o m  &om 

which he draws analogow hct ional  rehaonships in ul effon to define structural 

hierarchies. W i o a  makes it dear, however, that his use of h-armonic hc t ions  in no way 

represents his endoncment of c'neo-Schenkuians~ principles of prolongation as =pressed 

in the arriring of FelLr Slltcr and Roy Travis? 

Although Wdsods theory presents a flexible approach to undersanding Bart6k's 

musical language &om both tonal and atonal perspectives, his theory of smcnual hierarchies 

tends to promote a less than systematic analytical methodology. This appears to stem, in 

part, from the theorfs incorporation of both tonal and atonal theoretical constructs. 

Among the most important secondvy sources that treat the Sonata analytically are 

Sheila Waxman's D&fA dissertation; Michael Konoval's DMA. dissertation; and the EhLd 

chapter tiom Paul Wikon's Tbe ikfusic 4 B C h  Bad=% 0 t these thee  studies, che last w o  are 

- -  - -  

* Wilson. Tbe Mmk of&& Badk ,  20. 

Ibid, 190. 

" See for example, Felix SaLer, Stmiurul Hean'ng: TOMI Cobemme in  mus sir, 2d ed. 
(New York: Dover, 1962); Roy Travis, 'Towards a New Concept of Tonality?," J o d o f  
1.1~n'ic Thec~ 3 (1959): 257.284. 

Sheila Waxman, '%BiIa Barrok'r Sonata for Piano: An Analytical Study" P.MA 
diss., Boston Universiy, 1985); Michael Konoval "An Analytical Study of BCla B d k ' s  
Sonan for Piano (192Q" ( D . L U  diss., University of British CoIumbia, 1996); Paul Wsoa,  
"The Sonata for Piano," in Tbr Mmc $Bib BrrrtoO&, 1992,5584. 



the most comprehensive and have consequendy senred as points of depynue tor chis 

s mdy? 

In his analysis of the Soaara for Piano, Konoval's primay concern is to examine the 

extent to which Bmok presents a parody of  classical soaata movements; specifically, the 

sonata-allegro form of the tint movement and the rondo-like form ofthe Iast movement AS 

a rest& Konoal focusc3 almost exdusiveiy on thematic tran~foermdom, ammbhg 

relationships of transposition and inversion. While I Jso mamine the Sonata's f o d  plan, I 

do not c o d h e  myself to a consideration of these operations of equivalence; that is to say, 

my formal plan for each of the movements is not determined by equivalence refadonships of 

pc  sets. In addition, although Wkon briefly acknoarledgcs lvgcr refermud scs in his 

andysis of the Sonata, he is primarily concerned with smaller sa:  tcichords, teuachords, and 

pentachords- This study examines relationships involving both large and small scs. And, 

whereas inclusion relationships form a substantial part of this thesis's analxytical 

methodology, the same cannot be said of Konoval's and Wilson's analyses. 

Although both Konoval and Wilson rely on pc set-theoreacal techniques in their 

analyses, neither author explores the pc set-generic makeup of the Sonata. Consequendy, not 

only does my analytical methodology diverge fiom Konoval's and Wdson's-in terms of the 

kinds o f  set-theoretical relaaonships examine&but my subsequent focur on the Sonata's p c  

set-generic makeup also provides me with a unique penpecave from which to examine the 

work. 

In addition, Joseph Smus pzesencs a brief but si@cant analysis of the 6nt 
movement o f  the Sonata for Piano in Rtmaking the Park itlwidModm#'m and the lnfwcnct 4 
#be To~al Trdban (Cambddgc. Mass: Hamud Uaivenicg Press, 1990). 107-1 13. This anaiysis 
will be considered in chapter 2. 



Pitch-Class Set and Pitch-Class Set Genera Theory and theit Application 
to Bart6lZs Sonata for Piano (1926) 

Although a number of authors have explored the theoretical and d y t i c a l  

applications of pc set generic theories,m the Literature is not as well established as that which 

has been devoted to pc set theory, in pvdcular since the publication of Men Forte's seminal 

book Tbc S1~u~frrn ofAondMlcrir1 As a r e  while the reader may not be as hmiliv with 

the literature surrou11ding pc set generic theories (to be examined below), it is assumed that 

the reader d be familiar with g e n d  set-theoretical concepts such as: equivalence, sc 

inclusion, and complementation. Of these rdationships, sc inclusion is given parti& 

emphasis in order to demonstrate the degree to which the pitch materials within each of the 

movement's sectional divisions (jdmtified through an examination of thematic-mouvic 

associations) are interconnected. This prepares the way for the subsequent examhation of pc 

set-generic relationships. The degree to which the pitch materials within each of the 

movement's sectional divisions are related (through sc inclusion) is taken a step hther by 

the investigation of each section's generic characteristics; that is to say, not only are 

- 

The following sources k v e  provided a theoreticd basis for this aspect of my 
study: John Doerksen, "A Theory of Set-Class Salience for Post-Tonal Music with Analyses 
of Selected Lieder by Anton Webem" (PhD. diss., University of Western Ontario, 1994); 
Allen Forte, cTitch-Class Set Genera and the Origin of Modem Harmonic Species," Journal 
of Murit Theory 32 (1988): 187-270; Deborah Mawer, D m k ~  Mi/hclk/k Mo&& and Srhrchcn in 
Music of tbc 1920~ (Aldershot, EngIand: Scolar Press, 1997); Richard S. Parks, Tbe Mwsir of 
Chde Debwg (New Havent Yale University Press, 1989); idem, "Pitch-Class Set Genera: My 
Theo y, Forte's Theory"; "Round Table Response and Discussion"; and, ccAfterword," in 
MmkAnu&ir 17, no. 2 (1998): 206-226,231-236.237-240; Pieter C. van den Toom, Tbe 
Mwit oflor S~ovin& (New Have= Yale Univcrsiy Press, 1983). 

31 Allen Fort+ Tbe Shwmm OfAronaZ M m c  (New Haven: Yale University Press, 1973). 
See also, Robert Morris, Conrporrn'on m2b Pacb Ch~er (New Haven: Yale University Press, 
1987); Joha Rahn, Bm'c Afotral Tbeo y (New York Lon- 1980); Joseph Straus, Intmdu~nbn 
to Pod-Tonat Tbeoy (Engiewood Cliffs, New Jersey: Prmtice Hall, 1990). 



relationships of sc indusion examined fot theit own significance, but these relationships ue 

then re-examined in light of their generic chamctcrisacs~ Consequently, the analytical 

methodology, through its reliance on pc set theory in combination with pc set genera thcorg, 

serves to demonsate chat relationships beoaem pc sets and pc set genera work togetha in 

forging cohacng large-sde spucturcs within ach of the thm movements. 

Since theories of pc set genera arc a rehtltrely near phenomenon, the following 

discussion wil l  present an d a o n  of the salient poino of pc set genera theo y invoked 

in this study. The most comprehensive theories to date have been advanced by nrro North 

American theorists, Richard S. Pvks and Men Fone22 Although this study hvon Parks's 

theory over Forte's, similarities as well as diffcrenccs berareen the crao theories will be 

examined briefly in order to illusate some of the basic concepts and goals chat underlie 

theories of gaea 

In the introduction to "Pitch-Class Set Genem My Theo y, Forte's Theory," Parks 

provides a concise summuy in which he oudiaes the premise behind theories of genera; he 

s taces: 

Theories of pitch-Class set genera proceed fiom the general premise that 
within the larger universe of 208 pitch-dass setslasses that fill the range of 
from three to nine elements, s m k  sub-groups may be identifie&that is, 
genera-whose members evince a markedly higher degree of stxuctural 
relatedness than is the case for the universe as a whole. Moreover, chest 
gcnaa are llso distinguishable one from another by marked difft~enccs in 
their smcnual atcributes.33 

Ultimately, pc set gcnen ye determined o n  the basis of sc inclusion. However, it is the 

diffkrences in the structural attributes o f  pvricuiv genera that provide insight into the 

32 Richard S- Parks, The Mrrrir of Curdr De6wsy, and idem, cTitch-Class Set Genera: 

33 Parks, cTitch-C~s Set Genera," 206. 



musical object(s) under comidemion. In this way, pc set geaera seme as cheorctical models 

€or the analyst Y believe the fundamend object of both Forte's theo y uui lnine-or. for 

rhat matter, any indusion theory of pitch sc~cturu---l*s to fidioxe modelliag pitch 

~mcaues in ways rhat render graspable, aspects of s m a u r e  that are o t h d s e  ~iusive."3~ 

Before aumining Parks's theo q it is nccersuy to inaoducc specific terms that wil l  

provide us with a working vocIbuluy. The foUosving dekidous, taken h r n  Parks (1998). 

may be referred to when needed as they provide che bask for the a d y t i d  discussions of pc 

Simple Genus: A simple genus is a collection of s a  rcIated to a single 
c y n o s d  sc by inclusion, as either subsets or  supersets of chat sc. 

Pdmary Membur of a Simple Genus: Prirnarp mcmben of a simple p u s  
are those scs that are either subsets or supersets of the cyuosural sc. 

Complex Genus: h complex genus is a coUcctions of scs that are related to 
two or more cynosural scs by inclusion, either as subsea or supasets of 
chose cynosures. The complex genus comprises the unioa of the simple 
genera for each of its cymsurd scs. 

Primary Members of a Complex Genus: Primug members o h  complex 
genus are those scs that are either subsets or supenem of d of the cynosural 
scs. They constitute the ihnertrbn of the simple genera about each cynosural 
SC. 

Second- Members of a Complex Genus: Seconday membas of a 
complex genus ue those scs chat ~ E C  either subsets or supasm of at least 
one, but not all, of the cynosunl sa .  The secondup scs of a complex genus 
concspond to the &ftcnnte of the simple genera about each c y n o s d  sc. 



Chstactesistic Membm of a Genus: Charactcrisdc membm of a gmur 
are those scs of t h e  to nine elements that meet rhe following criteda They 
include the cynosunl sc(s). As well, they should evince some or all of three 
qualiaes: @ they arc aU subsets or supersets of each other (except €or the 
c y n o s d  scs themseLves, which may or may not be idusion rdatcci); 
within their interval vectors, hey disphy some dotLnity in patsems of 
inte~d-class (jc) disaibution; (iii within their successi.e i a t d  arrays, they 
display some uniformiy in intend patterns? 

The pdnaple diffacnce bemeerr Parks's thco y and Fonc's is reflected in each 

author's approach to p e n  formadon- Forte's theo y openas w i t h  a dosed system of 

welve predetermined genera and fouc " s u p ~ e r a , "  whose members are detcmrincd by 

particular reiaaonships of sc inclusion about mchordt-relationships that neccrsady restrict 

the numb= ofgenera to carelvc while also limiting the number of sa holding membership in 

any one genus. 36 Parks's the0 ry, on the other h a d ,  docs not respict jpen formation to 

genera involving trichords. Rather than presenting a system of predetermined genera, Parks 

provides a framework for the analyst to model individually the pitch structures of a given 

piece (or group of pieces) genericdy. As a result, the analyst is &ee to choose from an 

almost infinite number of generic possibiliaesP 

The key to Puks's the0 y, however, lies in the importance it places on "...ensuring a 

'good fir' of genus-model to musical passage, on h e  one hand, and Limiting the range oE 

possible genera to a manageable number, on the other ...."38 In order to ensure that both of 

3G Forte's twelve genera and the four supragenera are listed in his "Pitch-Class Set 
Genera," 264-266. 

37 The author is grateful to John Gray for allowing him the use of his computer 
program developed to hditaa the constluction of  pc set genera. 

J8 Parks, cTitch-Class Set Genera," 206. 



these conditions are met, Parks offers four preference d e s  in addition to the six definitions 

~rescnted above 

Prefer those genera that contain as members as many as possible (ideally, 
alI) of the s a  represented in the musical object that is the subject of 
investigation Then, in no pafti& order of precedence: 
Prefer that genus whose primary membcrs or characcedsac membas 
embrace the largest numba of scs from the musical object 
Prefa that genus which contains the s d e s t  number of members or 
which conrains the s d e r t  number of primvy members. 
Prefer that genus whose cynosd  and member scs mince the greatest 
similnrity to fhxdhmiliv pitch coas~ucts-Jg 

These preference rules arc pvdculacly useful giva the mydad of possibilities faced by the 

analyst and have proven invaluable when working through the pitch materids of the Sonara 

Perhaps the greatest advantage of Puks's theo y over Fone's is that Parks's theory 

works towards ensuring " ... a more immediate musical reference beoveen otherwise abstract 

musical rdaaous and musical objects,"* since the d y s t  is k c  to determine the cynosural 

SC(S) deemed most appropriate given ia (their) relationship to the musical object under 

c~nsideraaon.~~ By preferring that genus whose cynosural, member, and characterisuc scs 

evince the greatest similarity to familk pitch consmcts 6.e.. pitch constructs apparent in the 

musicd object under considexation), the analyst is able to present a more persuasive analysis. 

Commendng on his own theory and that of Forte's, Parks offers the following anaiogl;: 

39 Ibid., 21 i. 

a Ibid., 212 

Parks's c y n o s d  scs comespond to Fone's mchordal ccprogenitors" used to 
generate the melve p e a  See Forre, 'Titch-Class Set Genera,'' 190492- 



K propose that there is a choice between two theories chat require quite 
dilfient approaches to modelling. I have a mend h m g e  of their diEerenccr 
that goes as follows. One theory is like opening a closet with twelve 
temphtcs sitting on its sh&. ... No ternpiate fits exacdy but s ~ c r a l  come 
dose. The ocher theory is Like opening a doset that is so packed full of 
remphtes that they burst out, cascading oEthe shdves knocking the 
invesagaan to the ground..the investigator knows that somewhere in that 
heap of templates exists one or more which will  fit .t~nb, or nearly soAf 
only she can find it Either way, the investigator wiII have to exploze carefully 
borh she rehaonship between modd and object and the nature of templates 
as  nodc cis...-^^ 



CHAPTER 2 

THE FIRST MOVEMENT OF THE SONATA FOB 
PIANO (1926) 

Form 

In his book Rcmakzing tbe P e  Mwr'af Moaknrsjm and tbe Ifliwnce of tbC Tonal Tri&n'bn 

Joseph Straus observes that the first movement of the Sonata represents Bart6lZs "%st essay 

in Sonata form."' Given the tide oEStraus's book, the author's description of the movement 

may seem contrived; however, many authors including Paul Whon, Michael Konoval, and 

David Burge, have also chosen to describe the first movement's formal scheme in terms of 

sonata fonnm2 

Contemplating the Sonata as a whole, Konoval posits that in choosing the atIe Son& 

for Piano "...the composer acknowledges some intent to address the history and associated 

meanings of the tem"3 While this assumption may seem appe?ling, the present study will 

not attempt to address issues of historical intention. Although a traditional sonata-form 

scheme wiU be invoked-demonstrating that the movement can be appreciated as a three- 

Straus, Remaking tbe Post. 107. 

Wdson, Tba Mm' OfBih Bartdk,SS-71; Konoval, "An Analytical Study)1' 18-58; 
David Burge, ''Bart6k's Sonata for Piano,'' Conrapormy l G y d  14, no. 1 (1988): 104. 

3Konovd, "'An Analytical Study," 18. 



part s t cume  evincing expsitionai, deveIopmen& and recapitulate y c h a r a ~ t ~ s a c s  

respectivelyde ways in which thematic m a t d s  are presented (and related) 4 not be 

considered directiy in terms of to&, sonata-form musical structures. 

However, before introducing a detailed f o d  plan ofthe movement it is necessary 

to acknowIedge the problems associated with using a sonata-fonn design in the absence of 

tonal hierarchid structures. Although the sonata-form paradigm works w d  given the 

movement's thematic organization, there are a number of important limitations. Among 

these is the movement's lack of a traditional thematic key scheme and h o n k  dosure- 

Keeping these limitations in mind, the following discussion of fonn will serve to 

demonstrate the appropriateness of using the sonata-form paradigm as a modeL Moreover. 

in the following sections of chis chapter, pitch-saucnual relationships with respect to form-d 

divisions (in combination with moavic-thematic associations) will be examined in an eft; )rr 

to address the notion of a themaac key scheme from a post-tonal (pc set-generic) 

perspective. 

Figure 2.1 demonstrates the formal scheme of the first movement The exposiu~ m'h 

&st theme is stated and developed in mm. 1-37? Although I re& the familiar term thrmptr. 

due to its short three-note duration and its subsequent relationship to other thematic 

material the &st theme is perhaps best desaibed as a three-note melodic motive (see 

exampIe 2.1). Moreover, given that the motke permeates the movement, as the folloaring 

thematic analysis wiu demonstrate, for the purposes of this study the term "&st theme" also 

represents a formal subdivision that is characterized by its particufat saturation with the 

motive. 

4 While illustrations, where necessug, have been provided, it is recommended 
the reader consult a complete version ofthe score. 

that 



Figure 2.1. Formal scheme ofthe fist movement 

second-theme area 

I Development 

Is t thcme/2d theme (E) 
~UIL 135-154 

Coda 

2d theme (A) 
mm. 155-171 

2d theme (E) 
LE 1st theme 
mm, 236-246 

2d theme @) 
ITUXL 172-185 

with 1 s t  theme 
mm. 176-186 

2d theme (C) 
mm. 247-268 

with 1st theme 
nrm. 250-268 



Example 2.1. Opening motive 

The First-Theme Area 

The tint 37 measures of the movcmeur rrprrsmt a distinct formai segment of the 

exposition (the i n ~ o d u ~ o n  and dedopmmt of the principal melodic motive). This is made 

dear by a number of surface musical feaaues. For example, in ma 2-35 the left hand (LH) 

primady M i l l s  ul accornpanimentll (chordal) role by maintaining a rhythmic osciaato of 

eighth notes. In contrasr, in rnm. 1-35, chc right bnd (RH) presents and dcvelops the 

opening threenote moavic gesture? 

As figure 2.1 indicates, mm. 3843 represent a transition beween the k t  and 

second themes. I should note that my intcrprenaon of mm. 38-43 dlvergcs from both 

LVdson's and Straus's. Suaus dismisses the possibili y of a aansiaonal passage, indicarkg chat 

rhe &st theme occupies mm. 1-43.6 Wilson, on the other hand, suggests that a ansicion 

does in fact take place; however, he places the transition in mm. 36-43.' 

Presumably, Wdson has chosen to incorporate mm. 36-37 into the mnsiaon because 

of the speafic pitch significance of these ineasurrs in relation to the opming statement of 

the second-theme uez Ironically, although Wilson does not mention such a rdaaonship in 

The the-note moave aiso appears in a hvmonic contut and will be discussed in 
the following section unda the heading "Pitch-Wus Set Relations." 

Straus, Remaking tbe Pa& 107. 

Wdson, The hfmi Of0i.k Bafitfk, 56. 



his analysis, Straus, who does not identify a etansitiod passage, does. He notes chac "After 

an arresting hint in measures 36-37, the second theme propex begins in measure 4 4 . 2 8  

The cCanesdng hint" to which Strw refers can been seen in example 22 in which 

the pc content of mm. 36-37 is identical to the opening three chords of the second theme, 

beginning in rn 44. While I acknowiedge that such a relationship exists, 1 have suggested 

that the transition does not occur until m, 38 for a number of reasons, 

Example 2.2. PC conten k t  of mm. 36-37 and m. 44 

36 44 

In the first instance, the dense texture of mm. 36-37 (three pacts plus three octave 

doublings), which brings the first theme to a dose, is sudddy juxtaposed with the 

contrasting two-voice texture of  the transitional passage, b e g b h g  in m. 38. Moreover, the 

rfoqando markings in the RH of mrn. 36-37 stand in dramatic contrast to thepimo marking of 

the opening motive in mm. 38-43 and that of the accomplnimental chords in the LH. In 

addition, the decelerated attack rhythm in mm. 36-37 (from eighth notes and sixteenth notes 

before m. 36 to quarter notes and eighth notes ?fm) serves to signal an impending formal 

boundary. And, W y ,  that Bart6k has returned to the original rhythmic pattern of the 

opening motive (m ), as a kind of final gesture before the onset of the second theme, in my 

view supports the position that mm. 3843 are transitiod 



The Second-Theme Area 

The sccond-theme area is much longer than that of the first m e  the k t  theme 

was stated and developed over the course of 37 measurrs. che second-theme area 

encompasses 91 (mcn. 44-134). Although the second-theme area is longer. and exhibits 

greater melodic and hymonic scope than the ht, its themes eau be directly connecrcd to 

the opening mode and (his feacurc lends the movemtL1t a kind of luge-scale &ermdc win-. 

Before illustrating speafic aumples, it is usem to consider obsecraaons that orhas have 

made concerning uniy within the movement Although Whoa  docs not discuss 

relationships of thematic unity in detail, he observes thar: "The themes of the second p u p  

have an evolutionvy qualicy, so fluidly does each seem to grow Emm its precursoc.'''' 

In keeping with Wilson's obsennrioa, Konoval demonsates a relatioaship bem-ecn 

che opening portion of the second theme OabeIed theme A in figure 2.1) and a prominent 

secondary thematic statement, beginning at  m. 57 (labeled theme B in figure 2.1; see earnpie 

2.3). Konoval compares the opening melodic statement of the second theme, involving the 

pcs C and D, to the material presented in the R H  in m. 57, which focuses on pcs C: and D -  

He draws a fiuther connection beoween the inner-top voice in m. 57, and rhc top voice in m. 

79, both of which emphasize the pcs G( md A& The comccaon is that the pc contents of 

all three statements are related by transposition. The outer voices of m. 57 reflect a 

transposiuon of m. 44 @y TI), and m. 79 reflects a ansposiaon of the o u m  voices oEm 5; 

by T7; the heez-top voice at m. 57 foreshadows chis T7 u a n s p ~ s i t i o a ~ ~  

Wilson, The ~bfwir OfBilir Burtoek, 55. 

10 Konoval, "An Analytical Study," 38-40. 



Example 2.3. Thematic connections (through transposition) bemeen mm. 44, 57, and 
79 

While these observations concerning thematic relationships within the second-theme 

area are certainly valid, a connection between secondary thematic statements can atso be 

drawn in relation to the opening modve. For instance, as example 2.4 demonsates, the 

second-theme area's opening statement, which emphasizes the pcs cC-D-C-B-A-B-CrU 

(mm. 44-46), resembles Bur6k's developmental treatment of the opening motive in mm. 29- 

30. Interlocking statemenu of the transposed motive (in ascending and descending 

formations) are dearly contained within both statements: <C-B-A> and <A-B-C> in mm. 

45-46, and <C-D-Eb> and <Eb-D-C> in mrn. 29-30. 

Example 2.4. Motivic-thematic connections bemeen mm. 45-46 and 29-30 

l1 Pitch-classes enclosed in angle brackets (0) represent ordered pc sets. 



Perhaps, however, h e  most signifcant  c o ~ e d o n s  between the second-theme area 

and the opcning motive occut in mm. 76-1 11 (theme C). Throughout these measures a 

number of references to the opening m o c k  arc made, some more explicit &ad others. Two 

of the most direct motivic refcrenccs occur in the top voice in mm. 87-88, and mm. 110-1 11 

(see example 2.5). Each dme, the motive is stated in ascendiiqg form an& in both inspaces, 

it is setoff dynamidy, hyrhmidy, and regisally h m  the rest of the music Cn mm. 87- 

88, the first two pitches of the moave are stated as four sixteenth notes (two per pitch), 

while the haal pitch (in eighth note) follows an cighth r u t  (z 7 b). This rhythmic pattern, 

which provides an additioaal source of emphasis, remains the same in mm. 110-1 11 except 

that the find note receives i quarter-note value (= 7 1 ). 

Example 2.5. Motivic references in mm. 87-88 and 1 10-1 1 1 

Numerous references to the opening motive (ii ascending and descending 

formations) are also concealed within theme C (see example 2.6). For instance, during theme 

C's hrst statcmenh in mm. 81-82, car0 iattdoddng presentations of the motive, involving the 

pcs G$-A+B> and <B-&Gp, are followed by crao separate pruentaaons of the moave 

the first involving the p a  CCLB-A?> (m. 83), in which the motive appears intcmallidy 

inveztcd as ~2-1> rather than cl-2>, and the second involving the pcs <EtF=GP (m. 

8%. Addidod interlocking prucnaaons of the motive llso o c m  d d g  the second 



statement oftheme C, in mm. 99-100, involving pcs cAbGbF> ~meerted) and <GkF-E6> 

respecdvciy. And haUy, in mm. 102-109, nine additiod statements of  the r n o h  are 

presented. Modvic references appcving as intcrvallic inversions have been identified in 

example 2.6 with the letter '2"12 

LCFativic refetenccs conceded within theme C 

f 

Remaining Formal Sections 

This section will condude with a brief examination of the remaining fotmal sections. 

The intent of this examination is to dvifg why I made pticulv choices regarding formal 

divisions. For example, the development section, which begins at m. 135, is rmde dm, in 

pan, by the obsennaon that tlew thematic materid is not f o d y  i n d u c e d  Of course, 

Descending forms of the motive whose ordered intend contout is cl-2> have 
not been identified as invenions since these fomu of the motive necessarily invut the 
motive's intcmals. 



the fact that previously presented thematic m a t e d  is developed in m. 135-186 aIso aids in 

establishing m. 135 as a f o d  boundary- It is the placement of the recapitulation, howma, 

which perhaps requires fbrther explanation. While numerous i~t~occions of the opening 

motive premdc the actual recapitulation at m. 187, it is only at m. 187 that the LH retums to 

the opening eighth-note ostinato. Moreover, it is only at m. 187 (as opposed, for example, to 

m. 176, which may be heard initially as nufilse recapinrlation"), that the motive is re- 

introduced at a fimdiar I d  of transposition, with respect to the mocirric statement 

beginning on the kt beat ofm. 13.'3 And fkdy, the arrival of the coda at m. 236 is implied 

by the instruction Pii morm me thematic and harmonic significance of the coda d be 

examined below). 

Pitch-Class Set Relations 

Just as we traced the motivic and thematic material against tk background of form, 

now we will explore pc set relations against that same background However, while the 

previous discussion focused on the simiIarities between the fht- and second-theme areas 

from a rnotivic point of view, this section will concentrate on the pitch materials of the first 

and second themes in order to highlight their diffae~1ces. In so doing, it d be shown that 

formal divisions-origidly made apparent by surface musical features (as examined in the 

previous section)-ace also supported by pitch-structural relationships. The discussion d 

begin with an analysis of the tint-theme uea and the significant scs embodied therein. 

Following this, c o n s i d d o n  will be given to the significant scs of the second-theme a r u  

'3 It is interesting that Bm6k docs not re-introduce the motive beginning on G$, 
which begins the movement in the R H  at m. 1, as one might urpecti 



Rehuoaships among the scs of each theme wiil be considered, as wiII the degree of 

intercomection among the s a  through an examhation of the respective Inclusion 

relations. An examination of the pitch mate& of the entire movement is presented in the 

M section of this chapter under the heading c'l?Pitch-Wus Set-Generic Reiaaons." 

The Fitst-Therne Area 

In order to initiate a discussion of the kt-theme area's pitch materiais, example 2.7 

presents a motivic catalog and segmentadon of the opening motive. The example 

illustrates that the motive undergoes melodic, as wd as rhythmic development Because the 

motive is developed melodically, through figuration, the resulting tetrachords (forms ot' sc + 

10, (4679) and (0235) in mm. 13-18 and 31-35 respectivcly, and a form of sc 4-3 {eO23} in 

mm. 26-30) demonstrate a concrete connection with the moave. This is because contained 

within each of the forms of sc 4-10, (4679) and (02351, are ear0 intcrvallically inverted 

forms of the moavic sc 3-2. Similarly, car0 intemallially inverted forms of sc 3-2 are also 

contained within the form of sc 4-3 (e023), presented in mm. 26-30. These relationships of 

sc inclusion me, of course. Literal as is reflected in the segmentation; however, they 

demonstrate the degree to which the &st theme represents a formal subdivision that is 

characterized by its particular saunaon with the moave. 

-- - 

l4 Secclus names correspond to Forte's list of pc sets as they appear in "Appendix 
1" of Tbc Smcmm o f h n u f  Mu* 179-181. Integcrr that appeas d o s e d  in curly brackets { }  
indicate a particular set's n o d  order where t = l O  and e=ll.  



Example 2.7. ~Moavic cadog  and segmentldon of the opening motive 

(mm 13-18) 
I 



Example 2.7 (continued) 

Motivic rehaonships between rneiodic and harmonic materials also present 

themselves within the &st-theme area. For =ample, while the opening rnodvic gesntre is 

developed mclodicdy in mm. 14-28, forms of sc 3-2 are also presented humonically. The 

mchord receives expression as (el21 in ma 14-17 and 21-24, and (467) in mm. 26-28 (see 

e - m p l t  2.8) 



Example 2.8. Forms of s c  3-2 presented as a hamonic uichord 

ma, 1447 ad2l-24 

Although indusion rdauonships beeween significant sa within the tint theme have 

aleeady been demonstrated above (imvolving forms ofscs 3-2-43, and 4-10), a subsequent 

examination of inclusion reIaaoaships among a comprehensive sc invento y of the first- 

heme area (involving scs 3-2-3-3,3-5,3-7,3-11,4-3.4-10.4-18.5-32.6-223 and 7-31) also 

proves to be advantageous. A pitch reduction and segmenaaon of che fist-theme area (and 

transidon)-fiom which the eleven scs identified above have been wrtracte&is presented 

as example 2.9. My segmentation strategy (with the exception o€a form of sc 4-18 (12%) 

examined below) is rooted in primary segments; h a t  is, segments defined by their surface 

gestural and modvic associations. 

Of the five pichords idenufxd, four account for the mated of the opening moave 

and the W s  hvmonic accompaniment in mm, 243. For example, forms of scs 3-11 (48e) 

and 3-3 (te2) predominate, in aitemation, in mrn. 2-13. The remnininp aichord, a form of sc 

3-7 (e14). presented by the RH in mm. 7-13 and rnm. 18-20, s a v e s  to Iink vvicd 

restatements of the opening motive in mm. 13-18 and mm. 20-25. In addition, forms of scs 

3-2 (to1 1.3-3 {tc.), and 3-12 (48~)  account for the material o f  the transition in mm. 38-43. 



Example 2.9. Pitch reduction and segmentation of the &st-theme area and transition 



Example 2.9 (continued) 



Example 2.9 (continued) 

Transition (mm. 38-43] 
3-2 {I01 ) 

Of the three tetrachords identified, the only sc not yet m d o n e d  is 4-18. A form of 

this sc is presented as a composite segmenq in the LH in mm. 26-35, involoing the pcs 

(67tl). An additional form of this sc (1258) is also presented as a composite segment in the 

LEI in mm. 14-18 and mrn. 21-25. As example 2.9 indicates, this form of sc 4-18 (1258) is 

only present when pc (t) is excluded from the pc content of these measures. Induding pc 

{t} renders the set a form of 5-32 (8t125). However, as we shall see in the &a1 section of 

this chapter, both forms of sc 4-1 8, 11258) and {GTtl), prove significaw returning to 

provide harmonic support for a substantial portion of the coda (mm. 236-268). And, h d y ,  

the remaining scs, forms 6-223 {8te124), and 7-31 (578te12) present themselves as 

composite segments: 6-223 involving both the LH and the RH in mm. 8-13 and 18-20, and 

7-31 involving both the RH and the LH in mm. 14-18 and 21-25. 

Figure 2.2 presents an inclusion matrix for the eleven scs that together constitute the 

sc invent0 y for the tint-theme area and transitioa The mattix effectively demonstrates that 

the scs are closely c o ~ e c t e d  by means of indusion. The degree to which they are c o ~ e c t e d  

is summarized at  the bottom of table 2.1 in the form of a ratio expressed to four d e d  

places: 0.6904. The ratio is derived by dividing the total number of &aZ subset/superset 



comections (chose illustrated in figure 2.2) by the m ~ ~ ~ ~ ' m ~ m p o n i b &  number of c o n n c c r i ~ ~ ~ ~  

W scs of  a given cardinaIi ty share the same number of possible connectio11~~ The number of 

possible connections for each cardidlicg is detcimined on the basis of sc cardinah y in 

relation to the number of scs present in the ma& of less than and gram chur cardinalities. 

For example, in tabie 2 1  ail aichords could pttlltkdy @01n'&5) be related by inclusion to the 

6 remaining s a  of dif5ettllt Cm this case luga) c d i d i d e s :  the 3 temchords, the 

penochord, the hexachord, and the hepmchord. This format and terminology is consistent 

throughout 

Figure 2.2. Inclusion maair for the scs of the first-theme area and transitioa 

Is Actual connections refer to abstract inclusion daaons, which may or may not be 
manifested by pc embeddings at the musicaf surface. In addition, a c d  inclusion 
relationships exclude null sets and s c l f  Inclusion- Although the ratio o E d  to possible 
co~ections is expressed to 4 decimal places, the ratio simply provides a m u m  by which to 
qualitatively assess the abstract reladoaship beowen these m o  types of connecdons- The 
ratio appears in Parks's '.Pitch-Class Set G e n e d  



Table 2.1. Ratio of actual to possible subset/supenet co~ections among the scs of the 
first-theme area and transition 

I Scs I A d  I Possible 1 

Raao = 0.6904 

Not only u e  the scs ofthe &st-theme area and ansition connected by indusion, 

but the eleven scs also share another important attribute, they are all subsea of the octaronic 

collection 8-28. The significance oCsc 8-28 within the &st movanmq and its role as an 

important referenda1 collection, wil l  be examined in the section of this chapter enaded 

ccPitch-Class Set-Generic Relations." 

The Second-Theme Area 

Examination of the second-theme area will begin with a s w c y  of the important scs 

invo1vcd in the presenation of the second-theme area's five distinct thcmcs, labeled A 

through E in figure 2.1. These are presented in the form of a thematic d o g  in example 

2.10. U&e the first theme's moavic catdog, in which only three sa were represented, the 

second theme's thematic catalog encompasses eight scs: 3-24-10.4-11.4-14.4-23.5-Up 7- 

34, and 8-21. 



Example 2.10. Themaac cadog for the second-theme 

Theme A (mm M) 



Example 2.10 (coadnued) 



Example 2.10 (continued) 

Theme D (mm, 116-118) 

Theme E (mm- 126-128) 

As figure 2-3 demonstrates, the scs represented by the second theme's thematic 

catalog are even more closely related to each other by means of indusion than those of the 

&st theme's scs. The high degree of interconnection among the scs is reflected in the ratio 

of actual to possible co~ections presented at the bottom of table 2.2: 0.9545. 

Figure 2.3. Inclusion matrix for the scs of the second-theme area's thematic cadog 



Table 2.2. Ratio o f  actual to possible subset/supenet c o ~ e c t i o a s  among the scs of the 
second-theme area's themaac catalog 

Totai. d 
Ratio = 0.9545 

Before proceeding to a considendon of pc set-generic relationships for the entire 

movement (the topic of this chapter's hd secdon), it is necessary to present a sc inventory 

of the second-theme area. A pitch reduction and segmentation of the second-theme area 

appears below as example 2.1 1. Once again, my segmentation strategy relics on primary 

segmeno. However, an exception occun in mm. 47-54 (see exampie 2.1 1). Since most of the 

vertical segments Corm dyadic sets (as a result of voice doubhgs), I have identified three 

decachords in ma 47-54 as primacy segments (forms of scs 10-3,IO-5, and 10-2). Athough 

the ten-note sets represent primary segments, the two-note sets do no$ rather, they represent 

secondarg segments, which s e m  to demonstrate set-theoretical rehaonships of abstract 

cornpItmcntarioa, with respect to the three decachords identified. 



Example 2.1 1. Pitch reduction and segmentation of the second-theme area 

Second-theme Areu (mm. 6 1 3 4 )  



Example 2.1 1 (continued) 



Example 2.1 1 (continued) 



Example 2.1 1 (continued) 



Example 2.1 I (continued) 



The degree to which the second-theme area's scs are ktercomected by inclusion is 

greater than that of the &st  theme's scs. Figure 2.4 illustrates the interco~ections among 

the scs in the form of an inclusion matrix, while table 2.3 illustrates the ratio of actual to 

possible connections: 0.7820. lG 

Figure 2.4. Inclusion ma& for the scs of the second-theme u e a  

l6 The reader will note chat the sc content of rnm. 55-56 (sc 4-18) and mm. 61-63 
(scs 4-18 and 5-31) has been exduded fiom the sc invmtorg displayed in figure 2.4 and table 
2.3. For pc set-generic reasons-conccmiag a corneaion beeareen these measures and the 
&st-theme area-the sc contents of these measures will be addressed in the following 
secaon of this chapter. However, contextual reasons for excluding these measures can be 
offered For example, the measures reflect a decelerated attack rhythm (from eighth notes 
and quarter notes to quvtct notes and halfnotcs) similar to the first-thane area's dosing 
measures (rnm. 36-37). In addition, these measures demonstrate a significant degm of 
regis tral disjunction in comparison with the surrounding measures. 



Table 2.3. Ratio of actual to possible subset/superset connections among the scs of the 
second-theme area 

Raao = 0.7820 

Unlike the sc  inventory of the f i r s t - h e  area and tnnsiaon, the scs of the second- 

theme area are not immediately recognizable as subsets or supcrsccs of a single coIlecaon 

(e.g. rhe octatonic colIection 8-28). However, oao colIections, 7-34 and 7-35, demonstrate a 



sigdicant degree of indusion among the scs of the second-theme arm" For example, as 

table 2-3 indicates, sc 7-34 is c o ~ e c t e d  by indusion to 27 out of 27 possibie scs, while sc 7- 

35 is connected to 24 out of27 sa. In addition, urduding the two- and ten-note scs (whose 

high degree of inclusion is not particularly significant given the comparaavelp large 

subset/supcnet inventories of dyad and decad colIemons), table 2 3  r e v d s  that scs 6-33.8- 

21,8-26, and 9-6 contain the greatest number o~subsets/supersets among the scs identified 

These four s a ,  all of which are either subsets or supersets of one o r  both of scs 7-34 and 7- 

35, feature important pc set-generic dimensions h a t  ariu be examined shordy. 

Since sc 7-34 was represented in the thematic catalog of secondary themes presented 

above (theme C, mm. 76-86) and sc 7-35 was noG this section wil l  conclude by examining 

the three presentations of sc 7-35 that occur within the second-theme area (see example 

2.11). The first presentation involves a c o m p h e n t  reiation between the RK and LH at m. 

60 in which the L H  expresses a form of sc 7-35 {e024579), and the RK expresses a form of 

its literal complement, sc 5 -35 (68~13). The event receives musical emphasis given chat the 

RH and the LH move (predominantly) in conrray motion from their initial posiaon of 

registral extremes to one of registral proximity. 

The second presentation takes place in the LH in mm. 90-92. Leading up to these 

measures, the LH presents an accompaniment against the RH's prescntaaon of theme C 

(which expresses a form of sc 7-34 (78tel35 1). Although the LH begins by presenting an 

osdnato figure in mm. 76-89 (a form of sc 5-24 (02467)), in mm. 90-92 the pc content of 

the L H  is expanded to incorporate a complete form of sc 7-35 (679e024). The final 

presentation also involves the LH in an ostinato figure that initially expresses a form of sc 5- 

17 The combined significance of these ovo scs wiIl be addressed in the following 
section of chis chapter by way oEa complex genus about 7-34/7-35. 



24 {79e12), in mm. 93-111. At m. 112, the ostiuato f i p  is t r a n s f d  to the top st* 

Then, in a manna similv to the preceding example, the pc content of mm. 113-115 (top 

SIX@ is expanded to incorporate a compkoc form of sc 7-35, this time expressed as 

(l24679e). Once again B a d k  presents an accompanirnen& initiated as a 

representation of sc 7-35 Cm the form of an ostinato figure expressing 5-24), against the 

second presentation of thane C (mm. 93-115). whose combined pc content expresses a 

form of sc 8-21 (234568t0), a superset of sc 7-34. These presentations am significant in that 

they demonstrate an important s t r u d  famrc of the second-theme ucl: the simultaneous 

incorpomion of significant referential collections, 7-35 and 7-34. This feature will be 

examined below in greater detail &om the pmpective of the second-theme area's pc set- 

generic as soaaaons. 

In suxnmaq ,  not only are the scs ofthe first-theme area (and transition) dosely 

related by means of inclusion, but so too are rhe scs of the second-thane area. As a result, 

the movement's f o d  divisions, with respect to the first- and second-theme areas, are also 

supported by pitch-structural relationships witbin the realm of sc inclusion, the pc set- 

generic implications of which are examined below. 

The previous sections of this chapter have focused on the movement's f o d  pIan 

from two main perspectives: motivic-thematic co~cctions and pc set-theoretic relations, 

concentrating in particular on relationships of sc inclusion. The purpose of chis enamination 

has been mofold: to demonstrate that relationships between structural features of the 

movement's musical surface and the pitch-structural relationships unddping that musical 



were in agreemen& and to prepare the way for a comprehensive examination o f  the 

movement's pc set-generic reiaaons. Having already examined the pitch matexi& of the 

&st- and second-theme areas in some detail, this section will continue that examination 

while also focusing on pc set-generic relationships apparent within the movement as a 

whole. 

The First-Theme Area and Transition 

As has already been demonstrated, the s a  of  the fiest-theme area and transition are 

d o s e  related by means of incI*usion. In addition, all of the scs identified are subsets okhe 

octatonic collection 8-28. As a result, the simple genus 8-28 secves as an effective means by 

which to model rhe pitch materials of the first-theme area and transition. The member scs of 

simple genus 8-28 are presented below in cable 2.4. 

Table 2.4. The simple genus 8-28'8 

. - 

Total 

l8 The layout of table 2.4 is as follows. The first column unda the cynosurd sc labd 
indicates the cardinaliy for each row of sc names. The second column counts the number of 
scs for each cardinality, and the remainder of each row lists ordinal numbers of scs for that 
cardinaliy. Ordinal numbers are followed by vergules with the number to the right of each 
vergule indicadng the rnz.Cimum possible number of form a particular sc un hold. Set- 
classes idenafied in the score appear shaded. This format is consistent throughout 



In order to better appreaate the genus's effectiveness at modeling the pitch materids 

of the first-theme area and transition, its distinct qualities will now be examined by way o€its 

characteristic scs. To facilitate this discussion, the genus's eight characteristic scs appear 

below in table 2.5.19 

Table 2.5. The characteristic scs of the simple genus 8-28 

Scs Sias Icvs 

Examination of tabk 2.5 reveals some interesting properties about the genus. The cable 

presents the eight charactensac scs (iduding the cgnosural sc), their successive-interval 

arrays (sias), and their internal-dass vectors (ims). The sa ,  which duster in complemenr 

pairs on either side of the two hexachordal scs 6-27 and 6-30, are all related by inclusion as 

-- 

l9 For the dehiaon of characteristic scs (characteristic members of a genus) please 
see chapter 1, p. 17. 



their sias dernonsttate.20 In addition, internal successions of <1-2> and (1-2-3> characterize 

the scs &om 9-10 through 5-31. while internal successions of <3> characterize scs 4-28 and 

3-10 (in the case of sc 3-10 the pattern is extended m c3-3-0). 

As well as being related by means of inclusion. the characteristic s a  for genus 8-28 

also evince a remarkable degree of likeness with respect to their intemd-dass (ic) contents. 

Taken together, the s a  contain a predominance of ic 3. The rcrmining intavd-dasses (ics) 

represented (with the excepaon of ic 6) are evenly dismiuted as the icvs indicate. Among 

the scs of the first-theme area a d  transition, scs 4-18 [102111]; 5-32 [113221]; 6-223 

[234222], and 7-31 13363331 contain a predominance of ic 3. In addidon, the remaining ics 

contained within scs 7-31 and 4-18 are evenly distributed. 

Figure 2.5 summ&es the pc set-generic rdadons and formal divisions for the first- 

theme area and transition. The figure divides the presentation of the first-theme area into 

two sections (mm. 1-13 and ma 13-37)21 followed by the transition (mm. 38-43). 

- - 

Inclusion rciationships among scs can be determined on the basis oE siu when the 
sia of one sc has consecutive elements, which when added together form an equivalent sia of 
another sc? and so on. For example, when the h a i  w o  elements of sc 4-28's sia 93-3-3-3 > 
are added to together (resulting in c3-3-O), they form a sia equivalent to sc 3-10 43-34> .  
These and similar relationships are desaibed in greater d e d  in Richard Chrisman, 
'Tdentificaaon and Corrdaaon of Pitch-Sets," JuwdofM11~ti T b g  15 (1971): 58-83. 

The division of the &st theme is not arbiaarg, but reflects the motive's initial 
rhythmic appearance as 1 3  in mm. 1-13, and as 1 in mm. 13-37. 



Figure 2.5. The first-theme area's and transition's pc set-generic relations and formal 
divisions" 

- 

Fit Theme 
mm, 1-13 

I I I c t* r g l  

I 1 Genus I scs 

mm. 13-37 

The Second-Tberne Area 

Like the first-theme area and transition, the scs of the second-theme area are ciosely 

related by means of inclusion. However, the sc inventory of the second-theme area cannot 

be modeled well by way of  the sirnpIe genus 8-28. In order to account for the pitch materials 

of the second-theme area it is necessary to introduce the complex genus 7-34/7-35. The 

complete list of member scs of the complex genus 7-34/7-35 is presented below as table 2.6. 

The complex genus effectively models the sc inventory of the second-theme area since 

almost all of the scs represented, 23 out of 28 (exduding the cynosural scs rhemsdves), are 

primary members of the genus; that is, they represent m e m b u ~  of the intersection of simple 

Genus 
8-28 (octatonic) 

genera about 7-34 and 7-35. In addition, four scs (6-33.8-21,8-26, and 9-6)' whose high 

degree of inclusion was noted above, feature impomnt pc set-generic dimensions. For 

example, sc 6-33, which is connected by inclusion to 26 out of 28 possible scs (see table 2.3), 

Scs I 

3-2,3-3,3-5'3-7 

8-28 (octatonic) 

is pardcularly significant since it is the only hexachord to hold aU primary scs of 7-34 and 7- 

3-11,6-223 A 

3-2,3-3,3-5,3-11 
43,4-10,418, 

" The figure is divided into three columns. The fint column indicates secdonal 
divisions with measure numbers; the second column lists the p u s  type; and, the last 
column Lists the scs involved. This format is consistent throughout 



35 in common (k, those scs that represent the intersection of 7-34 and 7-35). In addition, 

the nonachord 9-6, which is connected to 26 out of 28 scs, is a superset of  both 7-34 and 7- 

35 (and thus a member of the intersection oE7-34/7-35). And, h d y ,  the two octachords, 8- 

21 and 8-26, holding 25 and 26 scs in common respectively (out ofa possible 27), each 

represent supersets o f  either 7-34 or 7-35, the former representing a superset of 7-34 and the 

latter representing a superset of 7-35. 

Table 2.6. The complex genus 7-34/7-35s 

The layout of table 2.6 foliows that of table 2.4 except that each of the two simple 
genera, which together form the complex genus, arc presented tint. The complex genus 
(UNION) is then presented followed by the complex genus's primary scs and the complex 
genus's secondaq scs. Once again, scs identified in the score appear shaded. This format is 
consistent throughout. 



Table 2.6 (condnued) 

2 
3 
4 
5 
6 
7 
8 
9 
10 

Total 

Having established a connection between the pitch materials of the second-theme 

area and the complex genus 7-34/7-35, the characteristic scs of the complex genus will now 

be In order to Facilitate this discussion, a list of the genus's characteristic scs is 

presented below as tabie 2.7. 



Table 2.7. The characteristic scs of the complex genus 7-34/7-35 

Scs Sias Icvs 

Once again the characteristic scs are presented dong with their sias and icvs. The icvs of the 

characteristicsa reveal that ic 2 is the most well represenred. In addition, contained with the 

icvs of s o  4-22 through 8-22, ascendant patterns of ics 2 and 3 result: ic 2 occuning in 

ascending order fiom 2 through 6, and ic 3 occurriug in ascending order from 1 through 5. 

Among the ics represented by all eight of the characteris tic s a ,  ic 5 is the second-to-mosc 

well represented ic, following ic 2 (ic 2 recekes a total of 35 counts, while ic 5 receives a 

r o d  of 30). When assessing the properdes of the complex genus 7-34/7-35 i t  is helpful to 

remember that both cynosural scs represent scalar formations of major and/or minor scde 

colletions (sc 7-34 represents the melodic minor scale in its ascending form when ordered 

<2122221>, and sc 7-35 represents the major scale when ordered <2212221>, and the 

natural minor scale when ordered <2122122>. These features of the two cynosural scs 

reflect an important association between the two collecaons: both exhibit diatonic 

characteristics. Relations hips between the compIex genus 7-34/7-35 and the simple diatonic 

genus 7-35 will be discussed in connection with the third movement of the Sonata in chapter 

4. 



Although aLI of these features ofthe genus's characteristic scs contribute to the rich 

harmonic variey and range of possibilities that the complex genus's scs afford, in the 

context of the second-theme area, Ban6k tends to limit his choice to those scs that strongly 

represent ics 2,5, or both (e.g. 4-14 [1111201; 4-23 [021030]; 5-24 [131221]; 5-35 [032140]; 6- 

33 [143241]; 7-34 [254442]; 7-35 [2S436 11; 8-21 [474643], and 9-6 [686763n. 

Figure 2.6 outlines the second-theme area's pc set-generic relations and formal 

divisions. Unllke figure 2.4 and table 2.3, figure 2-6 accounts for the pitch materials o E m m  

55-56 and rnm- 61-63. These measures had been previously exduded from the sc inventory 

of the second-theme area because the scs they embody (a form of sc 4-1 8 (1478) ' m mm- 

55-56, and forms of sc 4-18 (1478) and 5-31 (78t14) in mm. 61-63] are not subsets of 

either 7-35 or 7-34. They are, however, subsets of the k t  theme's octatonic genus 8-28 as 

indicated in figure 2.6. Not only does the sc content of these measures relate to the &st- 

theme area, but these measures reflect a decelerated attack rhythm, from eighth-no tes and 

quarter-no tes to quarter-notes and hdf-notes (noted above), similar in manner to the first- 

theme area's dosing measures (mm, 36-37). 



Figure 2.6. The second-theme area's pc set-generic relations and formal divisions 

Second-Theme Area 
Theme A 
mm- W 5 6  

mm- 55-56 
Theme B 

mm. 57-75 

Theme C 
mm. 76-92 & mm- 

93-1 15 

Theme D 
mm, 116125 

Theme E 
mm. 126-134 

Genus scs 



The Development 

The pitch m a t d s  ofmm. 135-186 can be accounted for by means of the k t  

theme's octatonic genus about sc 8-28 and the second theme's complex genus about scs 7- 

34/7-35 (a pitch reduction and segmentation of these measures appears below as example 

2.12). Two exceptions should, however, be noted. The first involves the presentation of two 

forms of sc 5-9, {02456) and {79eOl) , interspersed between mm. 145-170. Set&s 5-9 

represents an anomaly wkh respect to the sc content of the movemen& given that it is 

neither a subset of the simple genus 8-28 nor of the complex genus 7-34/7-35. It is 

interesting to note, however, that these forms of sc 5-9, (02456) and {79e01}, are always 

formed as ordered sets by a single pc =tension to an ordered form of sc 4-1 1, {0245) and 

{79e0) respectively, a tetrachordal subset of the complex genus 7-34/7-35. 

Example 2.12. Pitch reduction and segmentation of the development 

Development (mm. 135-1 



Example 2.1 2 (continued) 



Example 2.1 2 (continued) 



Example 2.12 (con~ued)  

The second exception, occutdng in mm. 165171, concerns a series of fiagmented 

statements of the opening measures of the second-theme area's theme A. Taken together, 

the pc content of mm. 165-171 (excluding the interjections of sc 5-91), expresses a form of sc 

9-1 (9te012345). Although this chromatic nonachord is not representative of either the 

octatonic genus 8-28 or the complex genus 7-34/7-35, contained within sc 9-1 are two forms 

of sc 6-225 (a subset of the complex genus 7-34/7-35) and melve forms of the familiar 

motivic sc 3-2 (see figure 2.7). Among the nonachord's nichordal subsets, no other aichord 

appears in as many forms. 



Figure 2.7. Forms of scs 6-225 and 3-2 contained within sc 9-1 

A) Two forms oEG-225 (9e0245) and (9t0235) 

B) Twelve fonns of 3-2 

Top: (9e0), {tol), {el21 (OW), (1341, {245) 

Bottom: {9tO), (tel), {e02), (013), (1241, (235) 

Figure 2.8 presents the development's pc set-generic relations and thematic 

associations following the oudine of figure 2.1. 



Figure 2.8. The development's pc set-generic relations and thematic associations 

Development 
mm- 135-154 
&st theme ------------------ 

second theme (E) 

The Recapitulation 

As figure 2.1 indicates, a great deal of the material of the recapitulation comes fiom 

the &st theme. In fact, ofthe recapitdadon's 50 measures, only 16 are devoted to material 

f h m  the second theme However, within the recapitulation, Bartok incorporates a pc sec- 

generic alteration in which material horn the first theme, presented in the RH in rnm. 197- 

201, embodies a sc associated with the second theme (see example 2.13). The sc presented is 

a form ofb-Z25 (4679e0). As mentioned above, sc 6-225 is a subset of the complex genus 

7-34/7-35 but not of the octator~ic genus 8-28. The recapidation does dose, however, with 

a clear presentadon-in terms of both in pitch structure and interval structure-of m a t e d  

fiom the second theme (theme E) in mm. 233-235 (see example 2.13). The recapidadon's 

pc set-generic relations and thematic associations are presented in figure 2.9. 

second theme (A) 
m. 155-171 

Genus 

b28_loctato+ ----- 
7-34/7-35 

Scs 

3-2,s-10,6-223 ------------- 
3-G,3-9,410,411 
4-21,4-23,523, 

7-34/7-35 

5-35 

G-Z%, 8-2,8-26 
9-7 

c---------------------- 

9-1 

3-4,5-10,523, 
5-24 

------------- 
rn 165-171 (duoma tic) 

second & m e  (D) 
am- 172-185 7-34/7-35 



Example 2.13. Pitch reduction and segmentation of the recapitdadon 

Recapitulation (mm, 187-23s) 



Example 2.1 3 (condnued) 



Example 2.13 (continued) 

Figure 2.9. The recapidation's pc set-generic relations and thematic assodations 

mm. 197-201 
second theme (C) 

mm. 211-223 -------------- 
hrst theme 

mm. 217-219 
first theme 

rnm- 2 2 - 3 3  
second theme (JZ) 

mm. 233-235 

Genus Scs 

8-28 (octatonic) 344-18 

8-28 (octatonic) 3-2,3-3,3-7, 5-10 



The Coda 

In contrast to the recapitdadon, the coda concludes the movement with an extended 

presentation (in the RH) of material &om the second theme (theme's E and C); see example 

2.14. This is complemented, however, by the LH, which retums to the first theme's rhythmic 

osdnato of eighth notes in mm. 236-244 and mm. 250-268. Not only does the ostinato 

reflect a rhythmic association with the k t  theme (mm. 2-35), but its pc set contents also 

connects it to the &st theme. This can be seen in the pitch reduction and segmentadon 

presented as example 2.14 in which the LH presents both forms of the octatonic sc 4-18, 

mentioned above in connection with the first-theme area: (67tl) in mm. 236-244 and 

{I2581 in mm. 250-260. In addition, in mm. 260-268, the LH alternates bemeen both forms 

of sc 4-18, while the R H  presents accented and registrally distinct statemeats of the sc in the 

form {67tl}. The coda's pc set-generic relations and thematic associations are presented in 

figure 220. 

Example 2.14. Pitch reduction and segmentation of the coda 

Coda (mm. 236-268) 



Example 2.14 (continued) 

cia (sm) 
n 



Example 2.1 4 (condnued) 

Figure 2.10. The coda's pc set-generic relations and thematic associations 

Coda 
rnm. 236-246 

RK: second theme (E) 
LH: first theme 

second theme (C) 
rnm. 247-268 -------------- 

hrst theme 
mm. 250-268 

Genus 

7-34/-35 
8-28 (octatonic) 

Scs 

The concluding measures of the movement also combine references horn both the 

&st and second themes (see example 2.14). This is achieved by a kind of thematic 

counterpoint in the RH in rnm. 260-267. The RH alternates bemeen the low B pedal- 

which as an expression of sc 4-11 (el341 prolongs the coda's reference to the second theme 



(theme C)-aod a form oE the octatonic sc 4-18 (67tl) 2 4  The movement condudes with a 

find gesture in which sc 4-18, presented in the LH in m. 268 in its fimdiar form {1258), is 

expanded (as a result ofthe RWs presentation ofpc (4)), to form the octatonic pentachord 

5-16 (12458). 

- 
Although a thematic key scheme in the traditional sense does not apply to this 

movement of the Sonata (or any other movement for that matter), each theme area, as we 

have seen, can s u c c e s s ~ y  be modded by a distinct genus. The relationship between the 

&st-theme area and the octatonic genus 8-28, and the second-theme area and the complex 

genus 7-34/7-35, can therefore be seen to serve, in some sense, as a post-tonal analogue for 

tonal modulation. However, whether or not one chooses to embrace such a comparison, the 

change in genus bemeen the first-theme area and the second-theme area semes to signal the 

arrival of something new, namely, the commencement of a new formal subdivision. 

Having examined the movement in terms of surface musical features, pc set- 

heoretical relationships, and pc set-generic relationships, chis chapter has set out to 

24 Set-class 4-1 1's ref'ce to theme C is made dear when comparing mm. 85-86 o t  
rheme C l s  initial statement, which presents a form of sc 4-1 1 {3578), and mm. 109-1 10 of 
heme C's second statemeng which also presents a form of sc 4-1 1 (t023) (see example 
2.10). When comparing these measures with the coda it is useful to examine the score since 
the coda's pitch reduction cannot demonstrate that a rhythmic c o ~ e c d o n  also exists 
between these statements of sc 4-1 1. The rhythmic representation of sc 4-1 1 in mm. 85-86 
and 247-248 is 2 J d, with each rhythmic value representing one of the pcs of sc 4-1 1, while 
the rhythmic representation of sc 4- 1 1 {ton) in mm. 109-1 10 is just slightly altered, 
appearing as J J J. 



demonstrate that f o d  subdivisions, thematic assoaations, pc sets, and pc set genera aI.I 

work together in forging a coherent large-scale smxcture for this movemenc 



CHAPTER 3 

THE SECOND MOVEMENT OF THE SONATA FOR 
PIANO (1926) 

Form 

The second movement of the Sonata is subsmndally shorter than the outer two 

movements. Its formal design, however, made manifest in part by its modvic and gestural 

organizaaon, is nevertheless intricate. A formal plan for the second movement is presented 

as figure 3.1. The plan oudines the movement's large-scale composite ternary design. I have 

partitioned the opening section, section A (mm. 1-29), into a four-part design (labeled a-6-a'- 

b' in figure 3.1). In addition, I have partitioned the conduding section, section A' (mm. 43- 

62), into a small ternary design (iabeled a-b-a' in figure 3.1) .I I have not, however, segmented 

mm. 30-42, section B, into smaller subsections. Nthough I have defined each of the 

sectional divisions by Bart6k's manipulation of melodic and harmonic modvic material (to 

be examined in this section), we shall see that pitch-structural relationships also help to 

delineate formal sections. 

My formal plan is similar to Wilson's but does not incorporate his subdivision of 
"a" and '%" m a t 4  within the large-scale A-B-A' design (see T .  Mmit of Bib Bart&, 71). 
Konoval, on the other hand, chooses not to present a formal scheme in his discussion of 
form (see An  Ana&+icalSk&, 65-78). 



Figure 3.1. Formal plan 

I Section h (mm- 1-29) 

of  the second movement 

subsection a 
mtn. 1-6 

Section A 

Section B 

m. 30-42 

Section A's subdivisions are partially defined by Bart6k's attention to register and 

texture. For instance, mm. 1-6, which constitute the initial subsection a, provide a 

homophonic setting for the presentation of the opening material, 

accompanying Pichord set against the RH's melodic presentation 

dyad <42> (see example 3.1). 

subsection b' 
mm, 24-29 

subsection b 1 subsection a' 

Section A' (mm. 43-62) 

consisting of the LH's 

mm. 7-14 

subsection a 
m. 43-46 

of the opening mo tivic 

m- 15-23 

Example 3.1. The opening motivic dyad 

subsection b 
m, 47-58 

Subsection b (mm. 7-14) differs from the preceding subsection in a number of 

subsection a' 
nun 59-62 

important ways. For example, subsection a (whose boundary pcs are Ab and e3 is regis- 



static, white subsection b is mutable throughout (its boundary pcs extend from C to e 3 - 2  

Moreover, the contrapuntal writing in mm. 7-12 constitutes an important change horn the 

homophonic texture of the opening measures. However, moavic similarities between the 

two subsections dso present themselves- For exampie, wMe subsection a focuses on the 

dyad <42>, subsection b presents various conmpmtal statements of  i s  own trichord 

<024>, which extends the opening dyad (see example 3.21-3 This melodic trichord is 6rst 

presented in the RH (top voice) in mm. 7-8, The motive is then developed :-etric* by 

melodic hrs t through the indusion of pc (51, in mm. 8-9 @H, bottom voice), 

and then by pc ( e )  in mm. 11-12. In addition, a symmetrical expansion of  subsection a's 

modvic dyad <42> is presented in the lowest voice of the LH in mrn- 13-14 as c6420>. 

- - - -  

References to specific pitches correspond to the following system: c1 is assigned to 
middle C (with lowercase letters and superscript "l" used for the r e m G g  pitches up to and 
including the B above); c2 is assigned to the next higher octave, and so on. The octave below 
middle C is not assigned a superscript and the octave below that employs uppercase leners; 
the next octave below contains the subscript "I" and so on. 

Of course, the pichord <024> incorporates the pcs of the opening dyad <42> in 
retrograde form. 



ExampIe 3.2. Expansions of the melodic &chord <024> 

Subsection a' (rnm. 15-23) begins in a manner similar to the opening measures. For 

example, the LH's presentation of  the opening harmonic mchord, in rnm. 15-1 7, resembles 

that of mm. 1-6 (except for the octave transfers in 

develops the dyadic moave of mm. 2-6 c42> (see 

rnm. 16 and 17). Subsection a' also 

example 3.3). This development can be 

seen by examining the pitch content o f  the RH in mm. 17-21, which emphasizes (through 

registral placement) both the pcs of  the opening motive (4 and 2) and pcs (7) and (9) (the 

pcs of  the moave transposed by Ts). 

Example 3.3. Development of the opening motive <42> 



The concluding subsection b' (mm. 24-29) presents variations o n  material &om 

subsection b, focusing inidally (ii the RIE) on subsection b's uichord <024>, in the top 

voice of mm. 24-25 (see example 3.4). This melodic Pichord is presented in sequence 

(together with its harmonic support in the RH), by descending wholetones, in mm. 26-27 

and mm, 28-29. 

Example 3.4- The sequentid presentation of  &chord 

Section B 

Section B returns to a predominantly homophonic texture in mm. 30-38. Howel-er, 

this time, it is the RH that provides a harmonic accompaniment against the LH's accenced 

melodic ascent (top voice) from e to e:'. This melodic ascent occurs over the LH's D-pedal 

beg%g on the last beat of m. 29..' The section is also disdnguished &om the preceding 

section by its pc set contents.5 The condusion of section B foliows a procedure similar to 

that used in the first movement; m. 42 presents a decelerated attack rhythm (from qumer- 

The significance of section B's emphasis on pcs (4) and {2)  (the pcs of the 
opening moavic dyad) will be addressed in the following section. 

Pitch materials will be examined shody. 



notes to half-notes), which serves to signd an impending formal boundary (the beginning of 

section A' a t  rn- 43)-6 

Section A' 

Section A' is shorter than section A (lasting 20 measures as opposed to 29). What 

distinguishes this section (aside from its length) is Bm6k's development of mocivic material 

previously presented. For instance, as example 3.5 demonstrates, in mm. 48-52 we may 

understand the aichord <O23>, presented in the top voice of the LH, as a contraction of 

subsection b's three-note motive <024> (but note that the M statement at m. 52 is 

preceded by a statement of the motive <024>). Similarly, in mm. 52-58, the bottom voice of 

the LH presents the three-no te moave, both ascending and descending (at various levels o f 

aansposition and inversion), in its contracted form7 

Example 3.5. The three-note motive in its contracted form 

Wnce again my formal plaa diverges &om Wdson's, which places the beginning of 
section A' at m. 42. See The  ~ M m k  of Bda Barf&, 71. 

This contracted form of the motive, which also appears briefly in subsection b' (in 
the LH at rnm. 25 and 27), is identical in intezfrallic contour to the first movement's opening 
three-note motive @e., both are forms of sc 3-2). 



This section will explore pc set relations within each of the movement's Iarge-scale 

f o d  divisions, beginning with sections A and A'. Although these sections have been 

divided into smaller subsections in order to illustrate important motivic developments, the 

following discussion d examine relationships among the movement's large-scale formal 

divisions in order to demonstrate Bartbk's economic use of pitch materials within the 

movement's overall composite ternary design. In a manner simiIar to the previous chapter, 

we will consider set-theoretical relationships among the scs identified within each section, 

focusing in particular (but not on rdationships of sc indusion. We will also 

e-vamine pitch-structural relationships engaged between C O ~ I X S M ~  formal sections. 

Sections A and A' 

Examples 3 d  and 3.7 present pitch reductions and segmentations of sections A and 

A' respectively. I should note that my segmentation strategy (for the endre movement) relies 

on primary segments; that is, segments determined on the basis of motivic and gestural 

conjunctions. Like the first movement's second-theme area, many of the scs of sections A 

and A' are subsets of the diatonic collection 7-35. However, an important distinction 

between the &st nvo movements lies in the second movement's iacorporation of a larger 

number of scs that f d  outside the spectrum of the diatonic collection 7-35 (and with the 

exception of sc 3-3, the octatonic collection as well). n e s e  non-diatonic scs (3-3,4-1,4-4,s- 

4,s-Z17,G-Z3, and 8-6) demonstrate a strong degree of intercomecdon as we shall see 

below. Taken as a group, d of the scs identified, which constitute the sc inventory of the 

nvo sections, demonstrate relatively little interconnection in terms of inclusion; however, 



dividing the inventory into t\n, distinct groups: diatonic scs and non-diatonic scs, revds a 

greater degree of interconnection among the scs contained within each group. (Diatonic scs 

have been identified in =arnples 3d and 3.7 with an asterisk). 

Example 3 -6. Pitch reduction and segmentation of section A 

Section A (mm, 1-29) 
subsection a (mm. 1-6) 

U{=W 

s u ~ o n  b (rnm. 7-14) 



Example 3d (coaanued) 

subsection a' (mm. 15-23) 
4-4 

I 
2 ,  I 
V .  

a a a - - - - -  * - * 

j I 
i ,  
b 

subsection b' (mm. 24-29) 



Example 3.6 (continued) 

Example 3.7. Pitch reduction and segmentation of sccaon A' 

Section A' (mm. M) 
subeection a (mm. 4346) 

subsection b (mm. 47-58) 



Example 3.7 (condnued) 

subsection a' (mm. 59-62) 

Of the 22 scs identified in examples 3.6 and 3.7, a majoricy (1 5) are subsets o f  rhe 

diatonic sc 7-35. Figure 3 2  demonstrates the degree of interconnection (ii the form o f  an 

inclusion matrix) among the 15 diatonic scs of sections A and A', while table 3.1 compares 

the mauimum possible number of connections to the acntal number of connecaons. The 

ratio of a c t d  to possible connections among the diatonic scs, expressed to four decimal 

places, is 0.5 866. me ratio of actual to possible connections among the entire sc invent0 ry 

is 0.5141 (not shown)). 



Figure 3.2. Inchsion ma& of the diatonic scs contained within sections A and A' 

Table 3.1. Raao of actual to 
scs of  sections A and A' 

possible subset/superset connections among the diatonic 

Total 88 150 

Scs 
3-2 
3-4 
3-5 

Ratio = 0.5866 

Unlike in the first movement, a form of sc 7-35 does not appear in sections A or A'; 

however, sc 7-35 effectively semes as an important (if external) referendid collection. In 

order to support my choice of  sc 7-35 as a referenda1 sc it is useful to compare the 

information provided in figure 3.2 and table 3.1 with the pitch reductions presented as 

Aaual 
5 
G 
4 

Possible 
8 

8 I 

8 



esamples 3.6 and 3.7. For =ample, one of the more promGnent scs presented in sections A 

and A', sc 3-7, stated initially in the LEI in mm. 1-6, is rekvd to the remaining diatonic scs 

through its 6 (out of a possible 8) connections-8 In addition, sc 3-4, which accounts for the 

pc content of the LH in mm. 8-13, is also related to the remaining diatonic s o  through its 6 

(out of a possible 8) connections. Similarly, sc 6-225, presented prominendy (as a cornposice 

segment) in the RH in mm. 7-8 (at the beginning of subsection b); mm. 24-25 ( s i m  the 

commencement of subsection b'); and again in mm. 47-78 (the beginning of subsection b 

within semon A'), is also stronglp c o ~ e c t e d  to the remaking diatonic scs through its 13 

(out of a possible 14) cometions. And, finally, the presence of important diatonic scs such 

as 3-9 (LW mm. 7,24, a d  47) and 3-1 1 (LEI nun. 7-8,24-29,47-48, and RH & LH in mm. 

53-58) serves to comoborate sc 7-35's role as an important (if external) referential c~llection.~ 

Not only do diatonic scs account for a majoriy of the scs identified, but specific 

diatonic scs receive emphasis as a result of sequential repetition (see example 3.6). For 

example, in the R H  in mrn. 24-25, a composite segment resulting in a form of sc 5-27 

{e0247), is presented sequentially, transposed down by descending wholetones, appearing in 

mm. 26-27 as (9~025) and mm. 28-29 as (78t03) (these presentaaons include the rno tive 

<024>, cr02>, and in the top voice, menaoned in the previous section). In addiaon, 

in mm. 25-26 and mm. 27-28 (in the RH), forms of sc 5-29, (9t035) and (78t13) 

Of the nine trichordd subsets of the diatonic sc 7-35, sc 3-7 is the most strongly 
represented with eight distinct forms. 

With five disdnct forms, sc 3-9 is the second-most-strongly represented mchordal 
subset of sc 7-35 (following sc 3-7). In addition, sc 3-9 maximizes ic 5; that is, it contains the 
largest number of ic 5s among the trichordd scs. This property is an important f' of the 
diatonic genus's characteristic scs and will be discussed in connection with the third 
movement 



respectively, are also presented' sequentially, again related by wholetone mansposition 

downwards- 

Additional diatonic scs are presented sequentially (once again descending by 

wholetones) ia the LK in mm. 24-27. Forms ofsc 3-2, (356) and {134), are expressed in 

mm. 25 and 27 respectively, while forms of sc 3-1 1, (36t) and (148), precede these 

presentations in rnm. 24 and 26 respectively- It should be noted that a presentadon of sc 3- 

11 (269) follows in mm. 28-29; however, the final pitch (A) prevents the sequence &om 

reaching completion @em, chis form of  sc 3-1 1 is rdated to the preceding form not by Tto, 

transposition by descending wholetones, but by inversion followed by mansposition 

expressible as Tld). 

Seven scs identified in the pitch reductions (3-3,4-I,-, 545-Z17,G-23, and 8-6) 

are not subsets or supersets of the diatonic collection 7-35. They are, however, closely 

related to each other through indusion. The actuai connetions are shown in figure 3.3 in 

the form of an indusion mamx, while table 3 2  displays the ratio of actual to possible 

co~ect ions:  0.7368. The degree of interconnection among the non-diatonic scs is 

substantially greater than that of the diatonic scs; however, the non-diatonic scs account for 

only 7 (out of 22) scs identified. 



Figure 3.3. Inclusion matrix of the non-diatonic scs contained within sections A and A' 

Table 3.2. Ratio of actual to possible subset/superset 
diatonic scs of sections A and A' 

Actual Possible 11 
among the non- 

Ratio = 0.7368 

Section B 

Example 3.8 presents a pitch reduction and segmentation of secdon B (mm. 30-42). 

Once again, in order to appreaate the degree of interconnection among the scs it is 

necessary to divide the sc invent0 ry into car0 distinct groups: diatonic and non-diatonic scs. 

As in examples 3.6 and 3.7, the diatonic scs have been identified in exampie 3.8 with an 

asterisk. Like sections A and A', diatonic scs account for a majority of the scs represented 



within section B (8 out of 12); however, it is important to point out that for section B, 

diatonic scs have been identified through their subset/superset reladonships to the diatonic 

(asymmeaical) hexachord 6-225, rather than the diatonic (symmemcal) heptachord 7-35 

(hence the inclusion o€ sc 7-1 1)- This distinction has been made for pc set-generic reasons 

and will be explained below. 

Exampie 3.8. 

Section 6 

Pitch reduction and segmentadon of section 



The exterLt to which the diatonic scs of section B are c o ~ e c t e d  through indusion is 

demonstrated in figure 3.4, while table 3.3 presents the raao of actual to possibie 

co~ections: 0.8636. This raao emphasizes the very strong interconnection among the 

p s a  diatonic scs of section B (iiterco~ections much stronger than those among the diatoni, 

of sections A and A'). 

Figure 3.4, Inclusion matrix of the diatonic scs contained within 

379 

section B 

Table 3.3. Ratio of actual to possible subset/superset connections among the diatonic 
scs of section B 

Scs [ Actual I Possible I 

Total 38 44 

Ratio = 0.8636 



As figure 35 and table 3.4 demonstrate, the remaining scs not related by indusion to 

the diatonic hesachord 6-225 (3-1,3-3,s-11, and 8-3) are coqbhfe& related to each other 

through indusion; the ratio of a d  to possible connections being 1.0000. 

Figure 3.5. Indusion matrix of the non-diatonic scs contained within section B 

Table 3.4. Ratio of actual to possible subset/superset 
diatonic scs of section B 

connections among the non- 

Scs 
3-1 

Ratio = 1.0000 

8-3 
Total 

Pitch-Structural Relationships Engaged Between Contrasting Formal 
Sections 

Actual 
2 

Before considering pc set-generic assoaations, three important pitch-structural 

Possible 
2 

3 
10 

relationships involving contras dng formal sections (and subsections) deserve attention. The 

3 
10 

fist concerns an abstract complement relation realized at a strategic point in the movement- 

The relation involves the operiing trichord, a form of  sc 3-7{358) (section A), and its 



embedding complement, a form ofsc  9-7 {01234578t), presented in the LH in ma 3041 

(section B); see examples 3.6 and 3.8. The significance of  this complement relation Iies in its 

placement; sc 9-7 is initiated by the D-pedal which serves to signaI the beginning of a new 

formal subdivision, semon B at  m- 30.1° 

h o t h e r  rdationship, this time involving contrasting formaI subsections concerns 

the RH's opening motive of-. 2-6 (subsection a), which focuses on pcs {4) and {Z), and 

rnm. 13-14 subsection bps dosing gesture @H, mm. 13-24) presents a compressed form of 

the motive expressed as <32> (see =ample 3.0. 

And &ally, the pcs of section A's and At's melodic dyad <42> are emphasized 

throughout section B (see example 3.8). This results &om the LH's D-pedal, presented in 

mm. 30-41, in combination with the LH's melodic ascent (top voice) that extends kom e to 

mm. 30-38; in mm. 39-40 e1 is emphasized through repetition and preceded by 

statements of d#. 

Pitch-Class Set-Geneec Rehfions 

The above discussion of form focused on the movement's small-scale subdivisions in 

order to demonstrate important motivic developments. The discussion of pc set relations 

focused primarily on rdationships between the scs of the movement's large-scale divisions in 

order to demonstrate Bart6k's economic use of pitch materials (both diatonic and non- 

diatonic). I d condude by presenting a discussion of the movement's pc set-generic 

relationships taking both small- and large-scale formal divisions into accounS beginning with 

lo The D-pedal actually begins on the last beat of m. 29 and is marked sfin the score. 



a consideration oFsem*ons A and A'. In addition, before concluding the chapter, we wiu 

consider relationships bemeen the first and second movements. 

Sections A and A' 

Our previous examinadon of the pitch materials of sections A and A' revealed a 

higher degree of htercomection among the scs when the sc inventory ofthe two sections is 

divided into two groups diatonic s a  and non-diatonic sa. Focusing on these relationships 

of inclusion in order to demonstrate generic relationships prevalent within sections A and A' 

proves useful. In facg as the following discussion will show, a complex genus about 

cynosurd scs 7-35 and 9-1 models well all of the scs identitled Shin the two sections. The 

member scs of the compIex genus 7-35/9-1 are presented below in table 3.5. 





The effectiveness of modeling the pitch materials of sections A and A' around the 

complex genus 7-35/9-1 is enhanced by the fact that the majority of the scs identified, 15 

(out of 22) are primacy members of that genus; that is, they represent member scs of the 

intersection of simple genera about 7-35 and 9-1 -11 

Before presenting a pc set-generic account of sections A and A' it is necessary to 

e-xamiae the characteristic scs of the complex genus 7-35/9-1. To facilitate this discussion 

the c h a r a ~ ~ s t i c  scs of the complex p u s  appear below as table 3.6. 

Table 3.6. The charactedsdc scs of the complex genus 7-35/9-1 

Scs Sias Icvs 

A number of preliminary observations concerning the characteristic scs deserve mention. 

First, unlike the characteristic scs of the complev genus 7-34/7-35 and the simple genus 8- 

28, the characteristic scs of complex genus 7-35/9-1 do not contain complement pairs. This 

is because the complement pairs of the qnosural scs 9-1 and 7-35 (3-1 and 5-35) are not 

primary members of the complex genus, and I have therefore excluded them from 

consideration. In addition7 while the characteristic scs of simple genus 8-28 and complex 

genus 7-34/7-35 each contain one representative from trichords through nonachords (with 

l1 In addition, the seven secondary-member scs (3-3,4-1,4-4, 54,5-217,G-23, and 
8-6) are dl subsets of the cynosurai sc 9-1. 



the exception of the trao cynosural heptachords of the latter genus, and the trao hexachords 

of the former genus, 6-27 and 6-30), in the case of complex genus 7-35/9-1 a characterisac 

octachord is not possible since ocrachords for this genus are all secondary scs. 

Close reladonships bemeen the characteristic scs, however, are s d  prevalent For 

example, as  table 3.6 demonstrates, all of the scs, with the exception of the cynosural scs 

themselves, are bdusion related as their respecave sias indicate. I .  addition, within the icvs 

of scs 3-6 though 7-35 ascendant patterns of ic 4 are followed by ic 1: ic 4 occurs ascendant 

born 1 through 3, while ic 1 appears ascendant born 0 through 2. In addition, the total ic 

content among the six characteristic scs reveals that ic 2 is the highest (with 23 counts) while 

ic 5 is the second highest (with 18 counts). Of course, sc 9-1 contains the largest number of 

ic 1. It is also interesting to note that scs 4-21 and 3-6 display alternating descendant patterns 

within their icvs with respect to ics 2,4, and G (e.g. 4-21 [030201] and 3-6 [O201OQ]. 

Like the cynosural sc 9-1, ic 1 is the predominant ic contained within the following 

non-diatonic scs of sections A and A': 4-1 [321000]; 4-4 [211110]; 5-4 [3Zlll];  6-23 

[433221]; and 8-6 [654463]. Xn the case of sc 8-6, ic 5 is also strongly represented receiving as 

many counts as ic 1. In addition, scs from sections A and A' high in ic 2 (the most strongly 

represented ic among all six characteristic scs) include: 3-6 [020100]; 4-11 [121110]; and 4-21 

[030201], while those high in ic 5 are: 3-9 [010020]; 4-16 [110121]; 4-23 [022030]; 5-27 

[122230]; 5-29 [122131]; and 6-225 [U3241]. The large number of scs high in ic 5 reflects 

the fact that there are more diatonic scs contained within the sc inventory of sections A and 

A' (1 5 out of 22), aJl of which are primary members of the complex genus 7-35/9-l. 

Figure 3.6 oudines the pc set-generic assodations of  each setion and their respective 

formal subsections. 



Figure 3.6. Section A's and A"s pc set-generic relations and formal subdivisions 

Genus 

7-35/9-1 
subsection b 
(m. 7-14) 7-35/9-1 

I subsection a' 
(m 15-23) 7-35/9-1 

subsectioa b' 
(m 24-29) 7-35/9-1 

mm. 42-62 

(mm. 43-49 7-35/9-1 

subsection b 
(mm. 47-58) 

Scs 

7-35/9-1 

subsectioa a' 
(mm. 59-62) 

Section B 

The pitch materials of section B are closely related through inclusion, a relationship 

made apparent by dividing the sc invent0 y into two disdnct groups: diatonic and non- 

diatonic scs. As mentioned above, the diatonic scs of section B have been determined on the 

basis of their subset/superset relationships to the asymmemmcaL diatonic hexachord 6-225, 

rather than the symmemcal diatonic heptachord 7-35. Up to this poinc, all oEthe genera 

have employed symmemcal cynosural scs (7-34,7-35,8-28, and 9-1). However, in the case 

7-35/9-1 



of secdon By the non-diatonic pitch materials cannot all be accounted for by the symmetdcat 

nonachord 9-1. They can, however, be accounted for by the asymmetrical penrachord 5-11. 

A form of sc 5-1 1 (689tl) is expressed as a composite segment in the RK in mm 30-32, 

while its abstract complement is expressed (also as a composite segment in the RH) in m. 33 

(see example 3.8). To accompany the asymmetrical sc 5-1 1 the asymmetrical sc 6-225 has 

been invoked as a diatonic counterpart resulting in the complex genus 6-ZZ/S-11, used to 

model the pitch materials of section B. hcofporadng the diatonic hecachord 6-225 into our 

complex genus not only assures a degree of consistency among the cynosural scs themselves, 

but it also has sigdicance in terms of the diatonic scs presented in section B. Of the eight 

diatonic s a  identified, five (3-2,3-5,4-16,7-11, and 9-7) are asymrnemcal subsets or 

supersets of sc 6-225. The member scs of the complex genus 6-225/5-11 are presented 

below as table 3-7- 





r lzr 
1\62 IIM 1/08 ~161 1\81 1\81 

rkc 11s r/ix rltc rlm rltz I/% rlsz z/cz rlrz rloz rlfr 

rlst r / ~ z  rle h/cz rloz 



Table 3.8 presents a list of the complev genus's characteristic scs. Unlike the 

characteristic scs of the complex genus 7-35/9-1, those of the complex gemus 6-Z25/5-11 

do duster in symrnenicd pairs on either side of the cynosural scs. In addition, all of the 

characteris tic scs are asymmetrical- 

Table 3.8. The characterisac scs of the complex genus 6-225/5-11 

Scs Sias Ims 

iVith the exception of the c y n o s d  scs themselves, the characteristic scs are related by 

inclusion as their sias indicate. In addition, ascendant patterns of ics 2 and 3 among scs 3-2 

through 8-14 result ics 2 and 3 occur ascendant (im identical formations) &om 1 through 5. 

The totat ic content of the seven characteristic scs reveals that ic 5 is the highest (with 24 

counts) followed by ics 2 and 3 (each with 23 counts). And, h d y ,  as the icvs of scs 3-2,s- 

1 1, and 7-1 1 indicate, all of the ics represented are evenly distributed (with the e~cepaon of 

ic G in sc 7-1 1). 

Examination of the sc inventory of section B reveals a number of interesting 

parallels in comparison with the characteristic scs of the complex genus 6-225/5-11. For 

example, among the twelve scs identified, five display an even distribution amoq their 

representative ics: 3-2 [I1 1000]; 3-5 [100011]; 3-1 1 [001110]; 5-1 1 12222201; and (Gh the 



excepaon of ic 6), 7-11 [444441].12 In addition, sc 9-7 [G77673] coneins a predominance of 

ics 2,3, and 5; sc 8-26 [456562] a predominance of  ics 3 and 5; sc 4-16 [110121] a 

predominance of ic 5; sc 3-9 [0100201 a predominance of ic 5; and, sc 3-6 [020100] a 

predominance of ic 2. 

Although the sc i n v e n t o ~  of section B is evenly divided in terms of primary versus 

secondary scs (scs 3-2,3-6,3-9,7-11,8-26, and 9-7 are primary scs and scs 3-1,3-5,3-11,4- 

16,s-11 and 8-3 are secondary scs; see table 3-7, three of the six primary scs identified: 3-2, 

5-1 1, and 7-1 1 are also characterisac scs of h e  complex genus 6-Z25/5-11. Figure 3.7 

presents a summary of section B's pc set-generic relations. 

Figure 3.7. Section B's pc set-generic relations 

&/ahbnsb@~ Between The Movements 

Before concluding this chapter let us observe m o  interesting relationships between 

Section B 
mtn. 30-42 

the &st two movements, the first of which involves the projection of? pc (4). The second 

movement's opening motivic dyad <42> stated prominently in mm. 2-6 (and elsewhere) 

Genus 
G-Z3/5-11 

emphasizes pc (4) through repetition. Pitch-dass (4) also appears prominently, in the LH, 

Scs 
3-1,3-2, 3-3,3-5 

in mm. 1-13 ofthe first movement, embedded in a form of sc 3-11 {48e) (i-e., as the root of 

Although even distributions among the icvs of trichords are rather common (a 
feature of 7 out of the 12 possible mchords), among each of the 38 pentachords and 
heptachords even dismbuaons are much rarer. 



a major mad) where it is presented in alternation with a form of sc 3-3 {te2). In addition, 

during our =amination of the first movement's recapitulation, we observed that the opening 

motive was re-introduced beginning on pc (4) rather than pc {a ) ,  corresponding to the 

exposition's presentadon ofthe motive at rn. 13, rather than m. 1. And finally, pc (4) also 

concluded the £ k t  movement (ii the RH), culmiDating in the presentation of a form of the 

octatonic sc 5-16 (12458). 

The second relationship concerns Bm6k's incorporation of the first theme's three- 

note motive into the motivic material of the second movement Although this relationships 

has already been mentioned (see footnote 7 above), there are further parallels between the 

way in which various forms of the motive are presented within each movement For 

instance, the overlapping enmes of the ascending three-note motive (forms of sc 3-2), in 

mm. 51-52 of  the second movement, resemble Bartok's treatment of the motive leading up 

to the &st movement's recapidation in mm. 186-87 (cf. examples 3.7 and 2.12). And, in a 

more general sense, the second movement's presentation oE the moave in the LH, in mrn. 

53-58, in which various overlapping statements of the three-note motive are presented in 

both ascending and descending formation~upressed as either {e12), [l24], (2451, or 

(e02)-reflects Bartdk's development of the morive as it  was presented throughout the 

first-theme area of movement 1, 

The second movement presents a unique challenge for the analyst For example, 

although reladonships between h e  first and second movements have been noted, on the 

whole the second movement's pc set contents and pc set-generic associations (specifically, 

its incorporation of a larger number of scs that fill outside the spectrum of the diatonic and 



octatonic collecdons) set it apart fiom the preceding movement In addition, because the 

non-diatonic scs permeate the endre movement (i-e., they transcend formal boundaries), a 

correlation becareen the movement's pitch materials (generic charactedsacs) and its formal 

subdivisions is not as apparent as it was in the previous movement However, this chapter 

has attempted to demonstrate that through a detailed examination o f  the movement's formal 

subdivisions, thematic associations, pc sets, and pc set-generic relationships it is possible to 

uncover large-scale s t r u c t u r a l  interconnections that contribute to this movemenr's 

coherence. 



CHAPTER 4 

THE THIRD MOVEMENT OF THE SONATA FOR 
PIANO (1926) 

Form 

Pad Wison observes that the third movement "..is a variant of rondo form in which 

changes in harmonic setting, rather than a m e  change of theme, mark out the separate 

sections."l Konovd, on the other hand, views the third movement as a variation of rondo 

form characterized both by varied repetitions of the opening theme, or reprise, and 

contrasling thematic material.' My own formal plan, presented as figure 4.1, favours 

Konoval's interpretation over Wdson's with respect to thematic design. The plan 

incorporates Konoval's no tion of a reprise-+ f m a t e d  presented initially in mm. 1-1 9- 

defined by its varied repetitions at  mm. 92, 157, and 248. In addition, unlike Wdson's, my 

plan acknowledges the movement's incorporation of a contrasting theme.' As figure 4.1 

illustrates, I have divided the movement into twelve sections. 1 have also indicated 

prominent thematic connections betareen particular sections. For example, sections 1,4,7, 

Wdson views the material in mm. 20-37 as a variaaon on the opening theme. While 
I acknowledge that similarities bemeen the nao themes exist (such as texture, rhythm, and to 
a degree? phrase strucrure), I feel that Wlison's plan fds  to recognize the genuine conaast 
provided by theme B (to be ucamined beiow). This contrast not only serves to inform the 
movement's thematic design but is also reflected at the level of pitch organization as this 
chapter's following sections d demonstrate. 



and 11 correspond to theme A and its three varied repdses (imitated on the formal p k n  as 

"A" and ccA-repuse" respectively); sections 2,5, and 8 correspond to theme B and its taro 

varied reprises (iidicated as '%" and c%-reprise" respectively); and sections 3 ,6 ,  9, and 10 

each correspond to a unique variant of theme A (labeled "A-variant" and numbered 1-4 

respectively). The final section, section 12, hc t ions  as a coda 

Figure 4.1. Formal plan of the third movement 

I Secdon 1, mm. 1-19 (A) 

Section 2, m 2048 (B) 

I Secrion 3, mm. 49-31 (h-vnriant no.1) 
I I 

period 
hrst phrase 
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I 

transition 
(3) 
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second phrase 

(4) 

k t  statement 

(2s) 

I Secrion 5, mm. 111-138 (B-reprise cCin~erted") I 

third phrase 
(4) 

second scarement 

(18) 

Secuon 4, mm. 92-1 10 (A-reprise) 

fourth phrase 
(9 
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k t  phrase 

(9 
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second phrase 
(4) 
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(4) 

third phrase 
(4 
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f o d  phrase 
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Figure 4- 1 (con~ued)  

I Section 6, mm- L39-156 (A-vasiant no- 2) 
I 

second statement 

(8) 

I Section 8, mm. 175-200 (B-reprise) 
I I 

Section 7, mm- 157-175 (A-reprise) 

I Section 9, mm. 201-226 (A-variant no. 3) 
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Section LO, mm. 227-247 (A- ada ant no-4) 
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Our discussion of form will begin with an examination oftheme A and the coda, and 

will be lo flowed by an =aminadon of the contrasting theme B. The section concludes wi-th 

an examinadon of the four variants of theme A- 

Theme A and the Coda 

Theme h is defined in part by its phrase structure. In fact, Bart6k's attention to 

phrase structure aids in establishing contrast bemeen formal divisions while also serving as 

an important source of variaaon among related sections. The theme is presented in mm. 1-8 

and is restated (slightly varied through registrd shifts and voice doublings) in mrn. 9-16. 

Each statement is grouped into cwo four-measure phrases, defined by melodic repeadon 

Consequendy, theme A is presented symmeaically as m o  statements each lastiag eight 

measures and refetred to metaphorically as a period. The series of repeated chords in mm. 

17-1 9 acts as a transition leading into the contrasting section (theme B) at m. 20. 

The restatement of the theme in mm. 92-1 10 also makes use of regular phrase 

lengths. In fact, an exact repetition of the first period occurs in mrn. 92-99. Of particular 

interest, however, is the second restatement of  the theme in mm. 100-107. Although this 

h e  the theme has been varied, its symmeuical phrase structure resembles the second 

period of the initial restatement of the theme in mrn. 9-16: once again the theme is presented 

as nvo four-measure phrases. As was the case in mm. 17-19, the series of repeated chords in 

rnm. 108-1 10 acts as a transition leading into the contrasting section (theme Bps reprise) at rn. 

111. 

U&e the previous reprise, the iniaal restatement of the theme in mm. 157-164 is 

altered. However, its role as a reprise is bolstered by both its similariy to theme A (e th  

respect to pc content) and its symrneuical presentation as ~o four-measure phrases. 



However, in mtn. 169-175 the paradigm of the four-measure phrase begins to break down, 

The varied repetition of the second thematic statement in mm. 165-168 is followed by a 

seven-measure phrase that elides with the opening phrase of theme B (reprise), beginning at 

m. 175- 

The movement's conclusion is iniaated by a h a 1  presentation of theme h beginning 

at m. 248. The theme is stated over the course of eight measures, whexe it is once again 

presented as two four-measure phrases. Like the previous reprise, the second thematic 

statement in mm. 256-264 does not follow the established pattem of the four-measure 

phrase length. Rather, its phrase structure is fkagmented, resuIting in four two-measure 

phrases followed by the block chords at m. 264. The &al section, mm. 265-281, serves 2s 2 

coda The section is distinguished froom the previous sections by the rhydunic osdnato of 

eighth notes in the LH and by the performance instructions acte/erando alvfvanin'nzo, 

beginning at m. 264. The coda's motoric rhythmic drive bdngs the movement to an escidng 

close. 

Bart6k's use of regular four-measure phrases during the initial presentation o f chc 

theme and its reprises helps to ensure thematic idenaty. In addition, his manipulation of 

phrase structure following the initial presentation of the theme within the third and founh 

reprises provides an important source of variety among otherwise closely related sections. 

Theme B 

Theme B is &st presented in mm. 20-48. The opening measures are both similar to 

and contrast with the initial statement of theme A in ma 1-8. For example, the phrase 

structure of theme B's opening statement consists of m o  four-measure phrases (mm- 20-27) - 

In addition, the homophonic texture is similar =cept that in mm. 20-27 the LH carries the 



melody while the RK provides the chordal accompaniment However, the similarities end at 

m. 27. Rather than repeating the & s t  nao phrases, theme B is substantially developed in ma 

28-48. Moreover, for the remainder of the theme, reguIar four-measure phrases no longer 

predominate. 

When the B materid retums at m. 11 1, it is altered. The &st two measures of the 

EW present the theme (this time transposed to ~ $ 3  in what appeaa to be an inverted form. 

Indeed, the nvo statements (LH mm. 20-21 and RH mm. 111-112) ace inverted with respect 

to melodic contour; however, the inversion is not a true lntervallic inversion as a 

consequence of the RH's hnal m o  pitches (see example 4.1). Nevertheless, the dose 

relationship between the two statements is apparent It is interesting to note, however, that 

Bart6k-perhaps as a result of having altered the theme-briefly returns to the symmecdcd 

phrase suucture of theme A. Theme B, now in its "inverted form," is presented mice: k t  

in the RH (mm. 11 1-11 8) as two four-measure phrases, and then in the LH (mm. 11 9-126) 

as two four-measure phrases. This symmetrical presentation of the theme, however, does not 

continue past m. 126. 

Example 4.1. The melodic contour and intervallic structure of mm. 20-21 and 111-1 12 

Mm. 20-2 1 (LH) 



Theme B's final reprise occurs in mrn. 175-200. Once again the theme is varied (mm. 

175-178). In addition, although the initial portion of the theme is presented as a four- 

measure phrase in mm. 175-1 78, the remaining phrases are irregular in length. 

Differences in both pitch contenr' and phrase splicture becareen the two themes play 

an imporrant role in providing thematic contrast within the movement. As a red& I argue 

that Wdson's interpretation of theme B, which he considers to be a v&ant of heme A, fails 

to recognize the genuine degree of contrast provided by the m o  themes. 

The Four Variants of Theme A 

The four remaining sections each present distinct variants of theme A (see example 

4.2). Following LhzM Somfc Konoval describes the tint three variants as 'Folk variant no. 

I: vocai style," "Folk variant no. 2: peasant flute s yle," and "Folk variant no. 3: peasant 

Mdle scgle."5 These descriptive phrases seem reasonable in their attempt to capture the 

unique quality of each thematic variant and I have therefore borrowed them for esample 4.2. 

By extension, I have applied the description 'Folk variant no. 4: vocal style" to the h a l  

variant presented in mm. 227-247." 

4 Pitch materials will be evamined shortly. 

j Konoval, An A n a & k a / S ~ &  135. For a discussion on the relationships between 
various folk genres and the third movement see Sornfai 'The Influence of Peasant Music on 
the Finale of Bart6k's Piano Sonata," in Studer rir M~st'caIXo~rc~~ and J$e: EII~I rir Homr of 
Jan LmRue, ed. Eugene K Wolf and Edward H. Roesner (Madison: A-R Editions, 1990), 
535-555. 

Wonoval refers to mm. 227-247 as a variant over a "dominant pedal." See A n  
Ana&ical Shr& 1 3 5. 



Example 4.2. Four variants o€ the opening theme 

FoIk variant no. 1 ("vocd style") 

FoIk variant no. 2 ("peasant flute style") 
- 5 7  

Folk variant no. 3 ("peasant fiddle style") 

Folk variant no- 4 ("vocal style") 

Pitch-C1af.r Set Relations 

Our examination of pc set relations begins with a consideration of theme A and the 

coda followed by theme B and the four variants of theme A. I will demonstrate that sections 

cor res~ondi .  with resnect to chemadc material evince a significant amount of interrehaon 

similarities as well as differences between and 

among sectional divisions. 



Therne A and the Coda 

As noted above, theme A is defjned in part by irs symmenical phrase structure. 

Internal structure with respect to theme A is also apparent w i t h  its pitch resources. 

Example 4.3 presents a pitch reduction and segmentation for each of the four statements of 

the heme as outlined above in figure 4.1 (section 1, mm. 1-19; section 4, mm. 92-1 10; 

section 7, rnm. 157-175; and section 11, mrn. 248-264). The example also includes a pitch 

reducaon and segmentation of h e  coda (section 12, mm. 265-281). rllthough the coda does 

not reintroduce themaac material horn either theme A or theme B, its pitch materials, as we 

shall see, are closely related to chose of theme A. Once again, my segmentation strategy (for 

the entire movement) relies on primary segments. 



ExampIe 4.3. Pitch reduction and segmentation of theme A and the coda 

Section 1, mm, 1 -1 9 (A) 



Example 4.3 (continued) 

Section 4, mm. 92-1 10 (&reprise) 



Example 4.3 (continued) 

Section 7, mm. 157-1 75 (A-reprise) 

'L3 
341 1914) 3-11 18.3) 3-1 l {W4) 



Example 4.3 (continued) 

Section 1 1, mm, 248-264 (A-reprise) 

Section 12, mm. 266-281 (Coda) 
f A \  



Exampie 4.3 (continued) 

In his analysis of the opening measures (mm. 1-8) Wdson comments on the 

"...remarkable homogeneity of harmonic ~ocabdary."~ For example, as Wdson points ouq 

not only is a form of sc 4-23 (el461 presented (melodically) in the RH in rnm. 1-2 and mm. 

5-6, but forms of sc 4-23 provide harmonic support in mm. 1-8 (see =ample 4.3). 

Consequently, both phrase structure and pitch structure serve to provide a source of internal 

consistency within the theme. Moreover, all of the pitch materials contained within theme 

A's various presentations (and the coda) are diatonic to the extent that the scs they embody 

represent subsets or supersets of the diatonic collection 7-35. The significance of this will be 

addressed in the following section. 

7 Wdson, Tbe ~Mrcn'c of Biia Bud&, 79. 



Not only do the scs identified within theme A (and the coda) represent subsets or 

supenets of the diatonic collemon 7-35, but they are themselves doseiy rekited by means of 

inclusion. This can be seen in figure 4.2, which presents an indusion manix for the scs 

identified. The degree of interconnection among the scs is also shown in table 4.1, which 

identifies the ratio of actual to possible co~ections: 0.7660. 

Figure 4.2. Inclusion matrix for the scs of theme A and the coda 



Table 4.1. Ratio of. actual to possible subset/superset connections among the scs of 
theme A and the coda 

I Scs I A d  I Possible 

Ratio = 0.7660 

7-35 
L 

Total 

Although the diatonic coUection 7-35 is not contained within the &st statement of 

the theme in mm. 1-19, sc 7-35 does receive explicit expression when the theme is 

reintroduced (see example 4.3). Following the initial presentation of rhe reprised theme, in 

mm. 92-99, a varied repetition is presented in mm. 100-1 10. The last four measures of this 

thematic restatement (mm. 104-107) -press a form of sc 7-35 (124689e). Set-class 7-35 is 

excressed when the pitch materials of mm. 104-1 05, which present a form of sc 5-35 

(e1468) (sc 7-35's abstract compiement), are combined with the pitch materials of mm. 106- 

107, which express a form of sc 5-23 (9e124). As my sejpmtation of these measures 

16 
167 

16 
218 



demonstrates, the transitional material of mm- 108-1 2 0 extends the domain of sc 7-35 

(224689e) to the end of the section. 

The second presentation occurs when the theme is restated in mm. 157-175 (see 

example 4.3). In this instance, both the initial statement of the theme and its repetition 

present variants of the opening theme. Moreover, the second thematic statement represents 

a vaeiant of the first It is during the second thematic statement, in mm. 165-168, that a forrn 

of sc 7-35 I134689e) is expressed The sc is formed as a result of a composite segmem 

involving a form ofsc 5-35 (e1468), presented in the RH in mm. 165-166, and a forrn of sc 

5-24 (9e134), stated in the R H  in mm. 167-168. This time, however, (as my segmentarim 

illustrates) harmonic support is provided by the two forms of uichord 3-11: {914) (m. 166) 

and {8e3) (m. 168). Also worth mentioning are the additional presentations of sc 7-35, 

which serve to bring the reprise to a dose- The fksg in the form {134689e), is presented in 

ram. 169-171, while the second, in the form (124689e), occurs in mm. 171-274. 

Theme B 

Although the phrase structure of theme B and its varied reprises (with the exception 

of mm. 20-27 and ma 111-126) lacks the symmetry of theme A, its pitch resources, like 

those of theme A, evince a high degree of interconnection. h pitch reduction and 

segmentation of the three presentations of theme B (secaon 2, mm. 20-48; section 5, mm. 

1 1 1-138; and section 8, rnrn. 175-200), as outlined in figure 4.1, appears below as example 

4.4. The degree to which the pitch materials of theme B are interconnected is illustrated in 

figure 4.3, which presents an inclusion matrk for the scs identified. Table 4.2 presents the 

ratio of actual to possible subset/superset connections: 0.7768. 



Example 4.4. Pitch reduction and segmentation of theme 

Section 2. mm. 2048 (8) 



Example4.4 (continued) 

Section 5. mrn- 1 11 -138 (6-reprise "inverted") 



Esample 4.4 (continued) 

Section 8, mrn. 175-200 (6-reprise) 



Example 4.4 (continued) 

Figure 4.3. Inclusion matrix for the scs of theme B 



Table 4.2. Ratio of actual to possible subset/superset c o ~ e c t i o n s  among the scs of 
theme B 

- scs 
3-2 

Ratio = 0,7768 

7 J 

I should point out that the inclusion matrix and accompanying table have not nken 

Actual 
10 

9-9 
Total 

into account the two expressions of a form of sc 4-1 {5678) that occur in the h a 1  

Possible 
13 

presentation of theme B (mm. 175-200) at m. 195 and in m .  197-200 (see example 44). 

15 
188 

The reason is that these presentations of sc 4-1 are identical to, and as a result foreshadow, 

16 
1 

242 

the LH's accompanying ostinato that permeates the second-to-last variant of theme A char 

follows in rnm. 201-226 (whose pc content d be examined shortly). 

With the exception of the chcornatic interjections of sc 4-1 mentioned above, the scs 

of theme B and its two reprises are diatonic. However, the sc invent0 y of theme B is nor 

endrely related by indusion to sc 7-35, as is confinned in mrn. 38-39 and again at rn. 42 (see 



example 4.4). In both instances the combined pitch materials of the R H  and LH constitute a 

form of sc 8-21 {89te0246), a superset of  sc 7-34. Indeed, sc 7-34 plays an importaut role in 

the subsequent presentadon of theme B. When the theme returns in m. 11 1-1 18 (in its quasi- 

inverted form) the RH's melodic presentation results in a form of sc 7-34 {124579e). Since 

the pc content of the theme's restatemeng in the L H  in mm. 119-126, is identical to that of 

the RH's presentation in mm. 11 1-118, an additional statement of sc 7-34 results t124579e). 

Set-&s 7-35 makes one fkd appearance dudng the opening presentation of the 

theme in mm. 175-178 and 179-181, In both instances the sc receives expression as 

(024579t). The combined significance of sc. 7-35 and 7-34 will be evamined below under 

the heading 'Pitch-Class Set-Generic Relations." It is interesting t~ note, however, that 

theme B's incorporation of scs 7-35 and 7-34 (and their respective subsets and supersets) 

resembles the first movement's second-theme area 

The Four Variants of Theme A 

Example 4.5 presents a pitch reduction and segmentation of the four variants of 

theme A as outlined in figure 4.1. Each variant is presented in the RH. The s a  of the four 

variants, like those of theme A, are all subsets or supersets of sc 7-35. As figure 4.4 and table 

4.3 demonstrate, a high degree of inclusion among the diatonic scs of the four vadants 

results, the ratio of actual to possible connections being 0.8723. 



Example 4.5. Pitch reduction and segmentation o C the four variants 

Section 3, rnm. 49-91 (A-variant no. 1) 

of theme 

4-23 r-1 



Example 4.5 (continued) 



Example 4.5 (continued) 

Section 6. mm. 139-1 56 (A-variant no- 2) 



Example 4.5 (continued) 

Section 9, mm. 201-226 (A-variant no. 3) - 



Example 4.5 (continued) 



Example 4.5 (continued) 

Section 10, mm. 227-247 (A--ant noc 4) 



Figure 4.4. Indusioa ma& for the sc invent0 rp of the four variants of theme A 

Table 4.3. Ratio of actual 
four variants of theme A 

possible subset/superset connections among the scs of the 

Ratio = 0,8723 

8-23 
Total 

Example 4.5 illustrates that in addition to the diatonic scs of the four variants, 

chromatic osdnati accompany the & s t  three variants.* For example, in mm. 49-73 (vadant 

10 
82 

8 The final variant (mm. 227-247) is accompanied by a non-chromatic (diatonic) 
hexschord, a form of sc 6-33 (79el24). 

10 
94 



no. I), the LH presents a form of sc 4-1 {789t). Dudng the same variant, in mm. 74-80, the 

chromatic osdnato is =panded through the indusion of pc (e)  , resulting in a form of sc 5-1 

(789te)- The variant concludes with a retum to the initid chomaac tetrachord 4-1 (789t) 

in mm. 81-9 1. The second variant (mm. 139-1 56) presents a different chromatic ostinato. 

This time the chromatic figure is represented by a single form of sc 5-1 (12345). The third 

variant (mm. 201-226) is also accompanied by a chromatic osdnato, a form of sc 4-1 {5678}, 

in mm. 201-219. This teuachord receives its iniad presentation (as mentioned above) during 

the conduding measures of theme Bps find retum where it is presented at m. 195 and again 

in mm. 197-198. One final chromatic tetrachord, in the form {6789), appears in m. 217 and 

rnm, 219-221. 

Since these non-diatonic (accompanimeng ostinaa do not affect the variants 

directly, the scs they embody have not been induded in figure 4.4 and table 4.3. However, 

their significance as an important source of contrast d be adcnowiedged in the find 

section of the chapter under the heading "Pitch-Class Set-Generic Relations." 

Two additional scs have been evduded fkom the indusion matrix (and 

accompanying table): forms of s a  5-33 {579e1) and 6-35 (13579e). These non-diatonic 

(wholetone) scs, which briefly conclude the first and second variants (represented by 5-33 

(579e1) in the RH in mm. 87-89, and G-35 (13579e) in the RH in mm. 90-92 and m. 156), 

will also be addressed in the foI.Iowing section. 

The preceding sections have demonstrated that formal (thematic) divisions within 

the movement, identified above in figure 4.1, are also supported by pitch-structural 



relationships within the r e a h  ofsc inclusion. As we have seen, the pitch materials of each of 

the corresponding formal divisions e-xhibit a strong degree of intercomemon. In our h a 1  

examination of the movement's pitch materials, thematic sections will be considered in 

terms of their pc set-generic makeup. Once again, our discussion will begin with an 

examination of theme A (and the coda), followed by theme B and the four variants of theme 

A 

Theme A and the Coda 

A significant degree of interconnection among theme A's scs (and those of the coda 

has already been demonstrated duough indusion, where the ratio of a d  to possible 

subset/superset connections among the scs is 0.7660 (see table 4.1). In addition, d of the 

scs identified share an important propeny: they are subsets or supersets of the diatonic 

collection 7-35. Consequently, we can account for the pitch materials of theme A and the 

coda in t e r m s  of the diatonic simple genus 7-35. Table 4.4 presents the member scs of the 

simple genus 7-35. 

Table 4.4. The simple genus 7-35 

LsriTlple Genus 7-35 (53 scr) 



Since the simple genus 7-35 introduces a new genus into the discussion, the 

ch-aracterisac scs of the simple genus are presented below as cable 4.5. 

Table 4.5. The characteristic scs of the simple genus 7-35 

Scs Sias Icvs 
9-9 (1-1-1-2-1-1-1-2-2> [GTGG831 
8-23 c I -1 -1 -2-2- 1 -2-2> [454721 
7-35 c 1-2-2-1 -2-2-2> p43611 
6-32 <2-2-1-2-2-3> [I 432501 
5-35 <2-2-3-2-3> [032140] 
4-23 <2-3-2-5> [021030] 
3-9 <2-5-5> [O I OOZO] 

As the sias of the characteristic scs demonstrate, all of the scs are symmetrical (as is the 

cynosural sc itself). The scs are also related by inclusion In addition, the characteristic scs 

duster in complement pairs on either side of the hexachordal sc 6-32 Symmetrical reladons 

are also reflected within the genus as a whole in which a sigdicant number of symmetrical 

scs result: 29 out of 53. Regarding the characteristic sa 's  intervallic properties, the icvs of scs 

6-32,7-35, 8-23, and 9-9 each demonstrate an important feature of diatonic scs; namely, they 

contain a variety oEic types. In addition, the ics represented are predominantly uneven in 

distribution. These properties are best represented by the cynosural sc itself, whose icv 

contains a different number of occurrences for each of the six ics (this is also true of sc 6-32, 

although sc 6-32 does not contain the nitone)? 

Only taro additional scs share propertg, the h e d o r d  6-1 [543210] and the 
heptachord 7-1 (6543211. For a discussion of unique icv enm'es and their dismbutions see 
Forte, The Stmtfun ofAtonPI11/1un'i 1 6-1 8. 



Other features of the diatonic genus's characteristic scs include the maximization of 

ic 5-10 Interval-dass 5 appears in ascending order from 2 through 8, beginning with sc 3-9. 

Interval-dass 2, which appears next-to-most often, is also prominently represented among 

the scs, receiving expression in ascending order horn 1 through 7. The h a l  prominerdy 

represented ic is ic 3, which is presented in ascending order horn 0 through 6. 

WhiIe aII of these features of the diatonic genus contribute to the wide variety of 

harmonic possibilities that diatonic scs afford, in the context of the hird movement Bart& 

rends to focus on symmetrical scs that maximize ic 5 (e-g., 3-9,4-23,s-35,6-32, and 7-35). In 

addition, emphasis is given to those scs strorxgly represented by ic 2 (4-1 1 [I21 1 101,s-24 

[131221]), ic 5 (4-14 [111120], 5-27 [122230], 5-29 [122131]), and ics 2 and 5 (4-22 [021120], 

5-23 p321301, and 6-33 p432411). 

Figure 4.5 provides a summary of theme A's (and the coda's) pc set-generic relations 

in accordance with figure 4.1's sectional divisions. 

lo This observation was made previously in chapter 3 concerning sc 3-9. The - .  
maxmuzation of an ic within a particular scs's icv can be expressed as: c-1, whcre c is the 
cardinal number of the sc. For example, in the case sc 3-9, ic 5 receives 2 counts (3 minus 1). 
For a discussion of ic maximization within icvs see Forte, T h  Shr/&re of Aoonnl~M'n'c, 1 6-1 8- 



Figure 4.5. Theme A's and the coda's pc set-generic relations and formal divisions 

-- 

Theme h Genus Scs 
rnm. 1-19 7-35 (diatoaic) 3-7.3-9.4-1 1.4-23 

L 

mrn- 92-1 10 7-35 (diatonic) 3-7,3-9,4-t l,4-23 
5-23,s-24,5-29 
5-35- 7-3 5 

mm. 157-1 75 7-35 (diatonic) 3-1 1,4-23,s-24, 
5-35,6-33,7-35 

mm, 248-264 . 7-35 (diatoaic) 3-43-7,3-9,4-11 
5-23,5-24,s-27, 
5-29.5-35 

I Coda I Genus I SCS 
mrn. 265-281 7-35 (diatonic) 3-4,3-9,4-13,4-14, I 1 4-22.6-32.7-35 

Theme B 

A strong degree of intercomecuon among the scs of theme B (and its varied 

reprises) has already been demonstrated in figure 4.3 and table 4.2. In addiaon, it was noted 

that while many of the scs identified are subsets and supersets of the diatonic collection 7- 

35, the presence of sc 7-34 (such as when the theme is restated in its quasi-inverted form in 

rnm. 11 1-126) must also be addressed. Modeling the pitch materials of theme B by way of 

the complex genus 7-34/7-35 successfully addresses this issue. The complete list of member 

scs for the complex genus is presented as table 4.6. Although the member scs of this 

complex genus were presented earlier in chapter 2, table 4.6 highlights the sc inventory of 

theme B and its two varied reprises. 



Table 4.6. The complex genus 7-34/7-35 



The effectiveness of modeling the pitch materids of theme B by the compIex genus 

7-34/7-35 is supported by the observation that 12 out of the 15 scs identSed (e,xcluding the 

cynosural scs themselves) represent primary members of the complex genus; that is to say, 

twelve of theme B's scs (3-2,3-4, 3-8,3-21,4-11,4-21,4-23,s-23, 5-24'6-33,8-22, and 9-9) 

constitute member scs of the intersection of simple genera about 7-34 and 7-35 (see tabie 

4.6). 

Table 4.7 presents a list of the complex genus's charactedkac scs. Although the scs 

are the same as those presented in chapter 2, I have identified symmeaical scs with an 

asterisk in order to highlight an important reladonship bemeen the characteristic scs of the 

simple genus 7-35 and those of the complex genus 7-34/7-35. As we noted above, all o F the 

characteristic scs ofthe simple genus 7-35 are symmeaical. Symmetrical scs are also 

represented among the complex genus's characteristic scs. Note, for example, the alternation 

(by adjacent cardinaliy) between symmetrical scs (3-6'5-34'7-34,7-35, and 9-6) and 



asymmeaical scs (4-22? 6-33, and 8-22). In addition, as in the simple genus 7-35, symmetry 

plays an important role within the complex genus since 39 (out of 76) scs are symmetrical" 

Table 4.7. The characteristic scs for the complex genus 7-34/7-35 

S c s  Sias Icvs 

Relationships between the simple genus 7-35 and h e  complex genus 7-34/7-35 are 

not h k e d  to symmetrical properties. For example, sidarides in ic content also result 

While the maximization ofic 5, followed by a predominance of ics 3 and 2, was evident 

among the icvs of the characterisac scs of simpie genus 7-35, a similar hierarchy of ics results 

among the characteristic scs of the complex genus 7-34/7-35. This time, however, the 

ranking of ics changes. Among the complex genus's characteristic scs, ic 2 (rather than ic 5) 

is the most strongly represented, while ic 5 is the second-most-strongly represented ic 

receiving a total of30 counts (ic 2 receives a total of 35 counts). 

The slightly higher concentration of major seconds (ic 2) is reflected in the musical 

surface when theme B is reintroduced (ma 11 1-1 12) in its quasi-inverted form (see example 

l1 in comparison, the "aspmmemcal" complex genus 6-225/5-11 contains only 44 
(out of 112) symmeaicai scs. The majoucp of the genus's scs (68 out of 112) are 
asymmetrical. This reladonship was also reflected in the complex genus's charactenistic scs in 
which all 7 were shown to be asymmetrical. 



4-4). Its opening statement CCCB-C$-B-A-G-F> deady emphases ic2. These ordered pcs 

are presented three more times: in nun. 1 El G, 1 19-120 (L,K), and 122-123 0. In addition, 

as accompanimentd support in the RH, in rnm. 1 19-121 and 123-125, the bottom voice 

presents a series of descending whoietones <GI-F:-E-D-C> against the LH's final two 

presentations of the theme's opening statement 

Figure 4.6 presents a summary of  theme B's pc set-generic relations in accordance 

with figure 4.1's sectional divisions. The mpo presentations of the chromatic sc 4-1 

(presented in m. 195 and mm. 197-200), have been labeled ccduomatic'' under the heading 

"Genus." These presentations o f  sc 4-1 were not factored into the sc inventory of theme B 

given that their pitch content is identical to (and rhus foreshadows) the LH's accompanying 

ostinato figure o f  the following sectional &vision (to be examined below). 

Figure 4.6. Theme B's pc set-generic relaaons and formd divisions 

.. - 

Theme B 
trim, 20-48 

rmn. 175-200 

Genus 
7-34/7-35 

Scs 
4-11,4-23,523, 

7-34/7-35 

------------------------------------ 
(chromatic) 

8-22 
4-11,4-21,4-23 
5-37,5-24,6-33 
7-35,8-21 
4-1 



The Four Variants of Theme A 

Our discussion of pc set-generic relations will condude with the four variants of 

theme A. As noted above, the sc inventory of the four variants (with the exception of the 

chcomatic osdnati presented as accompaniment to vananants 1,2, and 3, and the presentation 

of the m o  wholetone scs, 5-33 (579el) and 6-35 (13579e)), consists of subsets or supenets 

of sc 7-35. Indeed, we might have expected this since theme A's pitch materials are diatonic- 

Figure 4.4 and cable 43 iuustrated the high degree of inclusion among the diatonic s a  of the 

four variants* 

Figure 4.7 lists the pc set-generic relations of the four variants following the formal 

divisions of figure 4.1. As the figure indicates, the four variants have been accounted for by 

way of the simple genus 7-35, which establishes a pc set-generic connection to theme A 

(table 4.8 presents the member scs of genus 7-35, highlighting the scs identified within the 

four variants)." The sections' non-diatonic pitch materials (the chromaac accompaniments 

of variants 1 through 3, and the brief presentations of forms of scs 5-33 and 6-35 mentioned 

above) have been identified in figure 4.7 as ccchromatic" and ccwhoIetone" respectively- Both 

the chromatic osdnati (as accompanimentai gestures), and the brief presentations of the two 

wholetone scs 5-33 and 6-35, add to the character of the &st three variants. I have not, 

however, introduced a formal discussion of chromatic and wholetone genera because the scs 

represented (forms of sc 4-1, {5678), {6789), and (789t); 5-1 (789te); and, 5-33 {579e1}, 

and 6-35 (13579e)) so obviously invoke chromatic and wholetone characteristics 

respectively. The importance of these scs, however, is reflected in the distinct conuast they 

provide in relation to the diatonic genus that so strongly characterizes the four vadants. 

I2 The genus's characteristic scs are presented in table 4.5. 



Figure 4.7. The four variants' pc set-generic relations anci formal divisions 

I I "wholetone" 1 5-33. 6-35 I 

Variant no. 1 
mm. 49-91 

Table 4.8. The simple genus 7-35 

Gerim 
7-35 (diatonic) 

10 
Total 

Scs 
4-1 1,4-21,422 

Scs 
3-9,4-11,s-23 
6-32,7-35 
4-1 

Scs 
4-1 1,4-23,6-33 

Variant no. 3 1 Genus 

This chapter 

mm. 202-226 

Variant no. 4 
mm. 227-247 

- 
has demonstrated that the third movement, like the first and second, 

7-35 (diatonic) 
------------------------------------ 

ccchromatic7' 
Genus 

7-35 (diatonic) 

also a highly structured movement whose fomd boundaries, established by thematic and 

textural means, are likewise supported by pitch suucnual relationships within the domains of 

sc inclusion and pc set-generic relations. In addition, as we have seen, relationships of  



similarity and contrast pervade the movement For example, the contrasting themes (themes 

A and B) also evince a high degree of sirnilarky since the complex gems 7-34/7-35, which 

accounts for the pitch materials of theme B and its two varied reprises, bears a sigdicant 

resemblance to the simple genus 7-35, which accounts for the pitch materials of theme A 

and its thee varied reprises; both genera exhibit important diatonic chara~t~stics.13 

O n  the other hand, the integraaon of distinct pitch resources within and among 

sectioaal divisions provides for an -sting contrast For exampIe, although the pitch 

materials of theme A (and the three v&ed reprises) are diatonic, through their strong 

association with sc 7-35, the first three variants of theme A feature chromatic and whoIetone 

elements against the diatonic background- 

13 Interrelationships betwem scs 7-34 and 7-35 were also mentioned in chapter 2 in 
connection with the second-theme area of the first movement, 



CHAPTER 5 

CONCLUSIONS 

This thesis has shown that pc set theory in combination with pc set genera theory 

provides an appropriate and effective means by which to examine important aspects of the 

Sonata's pitch materials. Through the examination of large-scale s p u c t d  reladoaships 

within each of the three movements, the thesis has demonstrated that the Sonata exhibits a 

high degree of pitch-structural integration. This is confirmed by the observation that within 

each movement, formal divisions, idenfied primarily duough an examinadon of thematic- 

modvic associations, are also supporred by pitch-structural relationships; that is, 

interco~ections between form, modvic-thematic materi&, pc sets, and pc set genera work 

together in forging large-scale stntcnues for each of the three movements. 

In our consideration of the first movement we noted that although the &st and 

second themes display a degree of similadty from a motivic point of view, the &st-theme 

area is distinguished fiom the second-theme area by its partidar saturation with the three- 

note motive. Strong relationships of sc inclusion among the sc inventories of each theme 

were also noted. Complementing this, we observed that the fkst- and second-theme areas 

are tLnher distinguished on the basis of their pc set-generic assoaations, the &st theme 

demons t ra~g  octatonic characteristics though its assodation with the octatonic genus 8-28, 



and the second theme demons t ra~g  diatonic characteristics through its assodadon with the 

complex genus 7-34/7-35. 

Similar observations were noted in the second movement. However, here the 

analytical strategy was slightly altered. In order to appreciate the degree of indusion among 

the scs of the two large-scale formal divisions A and A', it was necessary to divide the sc 

inventory of these sections into two d i s ~ c c  groups, diatonic and non-diatonic scs. From a 

pc set-generic perspective, this resdted in a new complex genus. The compI= genus 7-35/9- 

1 effectively served as our pc set-generic model. 

In a similar manner to sections h and A', sem-on B also contained a mixture of 

diatonic and non-diatonic scs. Once again it was necessary to divide the sc inventory in:o 

m o  distinct groups, diatonic and non-diatonic scs. We noted that both the diatonic and non- 

diatonic scs exhibited a very high degree of interco~ecdon in terms of indusion (higher 

than the sc invent0 ry of sections A and A'). Section B's complex genus brought into the 

discussion two new scs 5-11 and 6-225. The asymmetrical sc 5-12 supplied us with an 

appropriate non-diatonic cynosural sc (whose appearance in the score, dong with its abstract 

complement, was noted in chapter 3), while the asymmetrical cynosural sc 6-225 (also 

present in the score) provided us with an appropriate diatonic counterpart 

In addition to the distinct pc set-generic associations of sections A and B we 

identified an important set-theoreacal relationship connecting these m o  contrasdng formal 

sections. This involved the abstract complement relation becween the opening trichord of 

section A, a form of sc 3-7 (3581, and a form of sc 9-7 (01234578t) presented by the LH in 

mm. 3041 (section B). And finally, we noted section B's emphasis on the pcs of secaon A's 

opening motive <42> (in the LH in mrn. 30-41). 



In the h a 1  movement we saw a return to diatonic materiais in connection with 

sections 1,4,7,11, and 12 (theme A and the coda). This time, however, it was not necessary 

to introduce the complex genus 7-34/7-35; h e r ,  the diatonic simple genus 7-35 proved 

sufficient. Theme B (sections 2.5,  and S), on the other hand, while st3I expressing diatonic 

characteristics, demonstrated a strong connection to the complex genus 7-34/7-35. -And 

Gnally, the four variants of theme A (sections 3,6,9, and lo), while incorporating 

contrasting chromaac and wholetone dements, were found to be strongly assoaated (like 

theme A itself) with the diatonic simple genus 7-35. Once again we observed that formal 

divisions were also complemented by set-theoreacd reladonships of sc indusion. 

Finally, similarities between the movements were noted. For example, we obsencd 

the presence of the fist movement's three-note motive in our examination of the second 

movement, An additional feature common to both of the outer movements is the harmonic 

contrast provided by the diatonic complex genus 7-34/7-35. Here I would argue that the 

harmonic contrast provided in each movement is not the same; that is, the contrast provided 

in the &st movement by the octatonic genus (&st theme) versus the diatonic compIex genus 

7-34/7-35 (second theme) is greater than that of the third movement involving the simple 

genus 7-35 (theme A) versus the complex genus 7-34/7-35 (theme B). This diverges from 

TVison's view that the third movement "...is a variant of rondo form in which changes in 

bmmonic se#zit& rather than a true change of theme ma& out the separate sections (emphasis 

As we have seen, differences between the two themes in both pitch content and 

phrase structure provide for a significant amount of contrast, whereas the harmonic pitch 



materials of the m o  themes (although distinct) bear a siflcant amount of  similarity in 

terms of their diatonic PC set-generic associations. 

While alL three movements demonstrate a common pc set-generic characterisac in 

their incorporation oE diatonic pitch materials, the second movement's incorporadon of  scs 

that f d  outside the spectrum of diatonic colIections (a feature of the entire movement rather 

than a parriculat section, as in the third movemenis four van-ants of theme A) effectively 

sea the movement apart from a pc set-generic perspective- 

And £inally, the analyses have attempted to reflect my opinion that segmentadon and 

formal analysis should have some bearing on how the piece sounds. For thk reason, my 

segmentadon strategy emphasized primary segments dehed by musical gestures and rno tivic 

coanections, which in cum helped delineate my formal subdivisions. Of come,  the analyses 

represent my own experience with the piece. The interreIationship b e m e n  analysis and 

musical experience (albeit my own) is also reflected, I believe, &om a pc set-generic 

perspective. For example, I observed that the pitch materials of the third movement's 

themes A and B are quite similar tiom a diatonic point of view, in contrast with the &st- and 

second-theme areas of the &st movement, whose pitch materials evince occatonic and 

diatonic characteristics respectively. These differences, I suggest, are percepable. All of the 

scs identified In the &st-theme area are subsets of the ocmtonic scde and we can therefore 

hear these passages' pitch materials as evincing octatonicism in the same way that we can 

hear passages with strong assoaaaons to the complex genus 7-34/7-35 (or the simple genus 

7-35) as evindng diatonicism. Distinctions between diatonic genera and the octatonic genus 

are percepable as a result of their respective scs's ic contents. For example, while ic 3 

predominates among the member scs of the octatonic genus 8-28, diatonic genera exhibit a 

much broader representation ofics among their scs. This resulrs in a tangible aural 



disdncuveness between the two types ofpc  set genera. In addition, the characteristic scs of 

the simple genus 7-35 (9-9,s-23,7-35,6-32,s-35,423, and 3-9) exhibit a unique quality 

since they each share the intervallic propery whereby ic 5 is maximally represented among 

their respective icvs. As a result, in contrast to the &st movemenG the third movement's 

harmonic materials (With the exception of the chromatic and wholetone embellishments 

accompanying variants 1,2, and 3) sound more homogeneous (less differentiated) than those 

of the fkt movement 

As we have seen, pc set theory in combination with pc set genera theory provides 

the analyst with appropriate tools by which to explore the pitch resources of the Sonata for 

Piano. I t  is reasonable, therefore, to speculate that fiuther examination may provide 

additional insights into Bahk's harmonic language. For example, are certain pc set genera 

unique to Bart6k's piano music speaficdy, or perhaps to his music in general? Are particular 

genera innuential in the composer's earlier woks as opposed to his more mature works? Are 

there pc set-generic characteristics unique to particular genres (e-g., works for solo 

instruments in contrast to works for orchestra, string quartets, etc.) ? Do B a d &  

compositions For the stage invoke similar genera to those identified in this study? How does 

text influence the pc set-generic makeup of these works and others? While all of these 

important issues Lie beyond the scope of this thesis, p&haps others d take up the analytical 

challenge. In conclusion, I submit that future endeavors of a similar name  may prove to be 

extremely beneficial in our attempts to broaden our understanding ofBart6k's harmonic 

language. 
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