Analytical Diptych: Boulez Anthémes / Berio Sequenza Xl

John MacKay

Large-Scale Motivic Construction: Boulez Anthemes for Solo Violin (1992)

In his conversations with Celestin Deliege in the mid-1970s Boulez recalls his
idest r uclassiaainfarmalosthenta in the Second Sonata and in particular what he
call ed t he Astateoprplile@tiomaf a simgple tgxéi a favorite form which he used
in the second movement of the sonata, and then later specifically in the Third Sonata and
more informally elsewhere.

This is a way of thinking to which | have become very attached, and which | have used again
several times, particularly in a later work, the Third Piano Sonata. It involves taking a fairly simple
text and causing it to proliferate by running in parallel certain elements of, let us say, type A,
always varied and amplified in a given way, with elements of type B, so that the structure of the
original simple text can be found again in the larger text in a variation; but this variation will not be
mechanical but truly organic, because it is in itself a simplification of even the small motifs that
went to make up the original text. Basically this text can be read on two levels: one very simple,
the other much more complex.*

Il f not itself a much | ateremarkable Anthames at i on
for solo violin (1992) r e pr esent s one of the composerds most
the motivic organicism represented by the earlier form. In its Mallarmean ambiguity, the title
evokes at once antiquity, i . e . the simple strophic faamcht hemsad
common-parlance formal theory, ie.t he noti on of éme smusvhd chempple:
promi nent | y amo n @sthetih eritingsoamtheotine.¥ Bdez, in a conference
with Peter Szendy at IRCAM dedicated to Anthémes 2, notes that the title has no
conventional meaning in French but further encourages its liturgical aura by likening the
Afsignal 0 tones b & firo haemoniesa anth oftenewdth glissandi - to the
decorated, outsized capital letters at the beginning of paragraphs in ancient hand-scribed
bibles.® The fragmentary opening of Anthémes, taken from the violin part of the 1972
ver si orexplosantfixe¢éé 0 proj ects a spasametene acoscenyrated at t h
subtlety of detail which is easily grasped as a guiding axiom for the expansive series of
tropes that follow. *

Conversations with Celestine Deliége/Pierre Boulez. forward by Robert Wangermée, London:
Eulenberg, 1976, p. 41.

SeeJal ons (pour une d®cennie): Di x a n.sParid: &hkristien g ne me nt
Bourgeois, 1989, in parti cul ar section i, chapt-80) foil (O6Le
commentary of specific relevance to Anthémes.

Conference publ i sheldn deesr sam nadp megn diiheames (0918 Creating @ 0 s
Labyrinth out of Another Labyrinth.. . . . . , availaBled énlthe web at http://www.andante.com
Ireference/academy/thesis/anthemsthesis.pdf, see p. 108.

Boul ez employs the nondescript term fiintroductiono
Atext eeali weths well as the more analytically suggesti
useful here. Unlike in the original Anthémes Roman numeral markings of sections I-VI are given in
the score of Anthémes 2 (again, however, without designation for the opening fragment) and the
punctuating fisignal so are designated by their appear
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The Model, Form, and Cryptic Dedication

The five gestures which comprise the model (Example 1) trace a number of
distinctive relationships in register, contour and dynamics. Registral spikes on the opening A
natural and F# are reflected throughout the work and the transference of the seven tones of the
initial), general |l y desc e ncdrtoordn the opper middie regisies o ) i nt
( @ gindicates the | at timportarece as a formative element throughout the piece and
foreshadows a number of further points of registral reference and invariance. The particular
di s posi tpresents itervallit gaps between E flat and F#, and B flat/C# (see Figure 1)

as well as a chromatic wedge from B flatdowntoA,and G up to G#. The initi
taken in isolation actually anticipatethezi gzag aspect ofprecellentdorfarthat cr eat
suchf oreshadowi ngs of central ideas at the beginn

projects a referential registral segment i the upper mid-register B-C-C#-D - as well as a strict

linearity (chromatic or otherwise) which emerges in various guises throughout the work. The
reductvefie, 0 concei vabl yisanidedlizedyilteo neec hion oifs ofica,td ono w
textural in the pizzicato second section and the tense, virtuosic, bowed staccatissimi of Sections

Il and V. Its unique col legno coloration is also reflected in the later sections of the work.
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Example 1: Motivic Model of Anthemes mm. 1-2
Anthemes 1|fuir Violine © Copyright 1992 by Universal Edition A.G., Wien/UE 19992
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Figure 1: Pitch Registration of Motivic Model, N\ indicates filled chromatic segment

The positioning of t he mynsAndtémesoimngies énsi gnal
enticingly unbalanced symmetry among the six sections of the work: a second section, as
mentioned, is exclusively in pizzicato, a reduced echo of the third section comprises the fifth, and
in the sixth, an extensive tripartite commentary and conclusion spans the entire second half of the
composition. A schematic representation of the form of Anthemes appears below in Figure 2:

I/IL, /11, M/1V etc. Boulez in Jalons pp. 267-269 and 386-388, writes at length concerning the notion
of the #fsi g mawhidh marks aahange ia theprevailing formal process. The tones and
glissandi in harmonics which punctuate the sections in Anthemes would qualify as the most basic
and perhaps even naive examplesof Ffsi gnal so6 in Boulezds terminology.

The descriptive register designations will refer to absolute register rather than register relative to the

instrument: mid-register C natural being middle C, upper-register C the C an octave above, high-

register C the octave further above, etc. The convenient designation of fuppgfi smedo wi | |
to tones at or around the octave above middle C.
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Figure 2: Formal Schematic of Anthémes Pitches, [ ¥ ] Indicate GlissandoMot i ons of #fASignal o F

There is much at play on many levels over the entire sectional form of the work.
We see in the first line of Section I, in its graceful weave of eighths and triplets, the insertion
of a brief but independent zigzag i t r icdntbue.aAs indicated in Figure 2, this idea also
recurs, though slightly abbreviated, in Section Il before its closing phrase. The trilled contour
then becomes the subject of the fourth section, framing elaborations of the quick zigzag incipit
of i@ i t s e lbycliniactia sustaihed trills. The trill contour in the attenuated fifth section
consists of four tones instead of five and as in Section Ill, it is abbreviated relative to its initial
presentation in Section |. Although the pizzicato second section is seemingly autonomous in
its canonic structure, it does reflect the zigzag eleme nt of Aco sgniftcantpr es en
reflections of the septuplet linear contours which articulate Section 1.

If it can be viewed as one section, Section VI begins suggestively with a virtual
repetition of the ascending arabesque from the beginning of Section V, rising to the upper-
mid-register D natural of the opening model (instead of the previous upper mid-register C
natural) which, in contrast to its non-emphasis in Sections | through V (it is even absent
from almost all of Section Ill), becomes once more a central and persistent element to the
end of the work. The trilled contour which is transient in Sections I, 1ll and V and central in
Section IV of the first half of the work, is absent in its definitive form in the second half.
Nevertheless the trilled tone pervades Section Vla in alternation essentially with the legato
zigzag filagree from the central part of Section IV while the ascending contour which
actually initiates the section, disappears until the end of Vic.

Section VIb is a sequential mosaic of four contrasting gestural types, its two
pizzicato characters bearing a distinct resonance with the second section of the work. A
further veiled symmetry is suggested in Vic where the zigzag filagree (both legato and
spiccato) from Vla alternate with pseudo-trill passages in metered 32™ notes. The close of
the work dissolves from a prolonged trill on the upper-mid register D natural to a sustained
non vibrato and then harmonic D (the third natural harmonic on the open G string). The final
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nuance howeverist he fHed el ement , and n eing theDaatunahcolmo n i ¢

legno battuto with C# it delicately cuts off the harmonic D natural, recalling the terminal
gesture of the opening model and contradicting any implicit continuity in the harmonic
timbreo f t h eopéinstuationsavhich had preceded all of the constituent sections of the
work.

The pitch structure of fao and Abo (hence al so
works,® to provide an important intervallic and tonal resource for the composition. It is
symmetric about the tritone D/G# with the two minor-third gaps in the chromatic aggregate,
as mentioned, omitting B and C natural (which are nevertheless touched upon in the
ascendi ng gl )asdsEaanddFovhichfare éothgletely absent from the model. The
seven-not e col | e@ctdronfi cod niian u,ds lobosely relded toahe umarg |
septuplet (and longer) scalar arabesques throughout the work as all are composed
exclusively of steps of minor thirds, and major and minor seconds.” While Goldman points
out that the total pitch collection of the fi s i gounetuationsdi s t h aminuoA#,° éacho
one-, two-, or three-tone punctuation is different and the accompanying glissandi, in their

eerie sliding motions, are suggestive of both i daddt he zi gz ag c(seeFRigora2 s

above). Sections Il and V, which are clearly related, are both preceded by three-tone
glissando fA snalg,0 and both two-tone fsignalso preceding sections IV and VI outline
ascending major sevenths.

A final, more abstract model in reading Anthémes, can be found in the

ico)

of

tantalizihgdatei n Boul ezds dedi c ai19l1b9i -in whichAthefconfgaratidhc h | e e

of 1s and 9s is suggestive of some of the formal and intervallic symmetries in the work.
Taking the D-G# tritone axis and ascending a semitone, then a major sixth (respectively one,
then nine semitones) from G# yields A natural and F# (see Figure 3), and descending the
semitone then a major sixth from G# will give G natural and B flat. Commensurate with the
central 1s of the dedication, ascending, then descending a semitone from the other pole (D)

will yield E flat and C# and thusc omp|l et e t he pitch col |l mcthei

model. Looking conversely at the form of the piece, we can see that the unique pizzicato
elements in the second section and in VIb (or the second and second last of the significant
sections of the work) are analogous in their position to the 9s in the date, as are the sections
of the work and parts of SectionViIc ont ai di ama Atfao ih theedatd: an intriguing
speculation, but perhaps ultimately a peripheral concern in a piece whose richness and
complexity obviously far exceed any formula or recipe.

I Il i v v Via Vib Vic

1 9 1(=--» 1 9 1
arco pizz. arco arco pizz. arco
a+b a+b a+b a+b

Figure 3: 19.11.91 in Interval and Formal Structure, 0=C, 1=C#, D=2, etc.

Most notably perhaps Rituel and Messagesquisse, see Goldman op. cit., p. 17.

The only major second appears indirectly as a minor seventh in the opening collection between C# and Eb.
See Goldman, op. cit. pp. 86-89

of
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I: Trés lent avec beaucoup de flexibilité

The anaphoric nature of Section | with the five-part model is clear: its structure
is delineated in five phrases, each with an anacrusis septuplet ( i a 0 ) |l eadi ng
trilled tone ( A lar@ gently meandering 5-component contours in eighths and/or triplet eighths
( fi & The first, and most extensive intervention of the 5-tone trilled contour in mm. 4-6 breaks
up the initial trill on G natural and includes two series of undulations beneath the sustained
trill. Among the less obvious structurings (see Example 2), the two isolated tones in m. 3 can
be grouped with the three-tone undulation beneath the trill of m. 6 to also make a five-tone
group, and the expansive and more complex second phrase presents a prefix anticipating the
high E flat and the upper mid-register D natural of its second and third undulations. Without
this prefix, the phrase would have five zigzag contour elements like the first phrase in m. 7,
articulated by grace-note tones, but with the first two unidirectional triplet motions as linear
expansions of single-tone contour segments. The shortened fourth phrase (not shown) can
conversely be seen to contain five elements counting all the grace-note tones equally with the
eighth and triplet-eight tones. While the pitch structure of the linear septuplet arabesques
varies in their apparently free concatenations of semitones, whole tones and minor thirds,
they all, with the exception of the first, outline a minor seventh (the profile o f  witlwowat the D
natural) with their trilled tones.*°

Trés lent I: 92 ( J = 46), avec beaucoup de flexibilité frmannn
sul tasto v 7 tr b i~~~ ir

1 2 3 4 5 prefix 1 2 etc.

Example 2: Anthémes mm. 3-9
Anthémes 1|fur Violine © Copyright 1992 by Universal Edition A.G., Wien/UE 19992

trilled contour

Figure 4: Anthemes Section I, Registral Design (¢ indicates filled chromatic segments)

Integral to the linear structure of the section is the static registration of tones
and the concentration of different chromatic segments in different registers as illustrated in
Figure 4. Note how the isolation of E flat in the high register creates filled chromatic
segments in the first phrase from upper mid-register B to D, and E natural to B flat. As a

Note the initial presence of the zigzag ii cetement in m.3 as an anticipation of the central figures of the

phrase, mimicking the anticipatonthempdelgzag moti on

1 The interval structure of the opening septuplet arabesque of the trope would be analogous to the

others if it were placed in close position with its F# scalicly next to its F natural.

of
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general rule, the contours of each zigzag phrase in Section I, while touching intermittently
and alternatively on tones in one of these aggregate segments, explore more consistently
the semitone structure in the other. Following its anticipatory appearance in the trilled
contour of m. 5, E flat occurs only in m. 8 as a transient, third registral pole in the expansive
second phrase. A partial zigzag contour is defined by the five sustained trill tones,
G&A( C&F#&G#, in which the chromatic segment (F#-G-G#-A) is reflective (an octave
higher) of that in fco of the model. The final two phrases in mm. 12-14, in their lower
aggregate segments seemingly reverse the very opening descent in m. 3 from the D natural
of the model to C# and C natural, back upward from C to C# but stop short of returning to
the central D.

II: Rapide, trés rhythmique, rigide

The pizzicato ie c ho ¢ a iBectios B seenf to embody some of the eventual
transformations of Anthemes into Anthemes 2 with its live electronic control of the echo of specific
pitches. Boul ez 6s tloedRGAM lacture with Pierre Szendy are most pertinent:

There is a compression. There are three lines which are in rhythmic delay, and which are conceived
as such, but which are gathered together in the violin so that the violin plays a line but this line is
composed of three lines which are bundled together, as could be said, as if you had a cable. And
there, obviously, in order to prolong this with Andrew Gerszo (in charge of the electro-acoustic
realization), it was augmented. That is to say that this possibility was enlarged in undoing the cable
and in multiplying it. In as much as one hears the same notes which arrive, or not, which begin again,
etc. [.] ... it wanders in space and it is arranged so the [dynamic] level in the loud speakers is
approximately that of the violin so that you do not know which plays what at any moment. You are
completely lost in a type of sonic labyrinth with some things naturally which are louder than others.™

As in Section |, Section Il begins with a fragment which anticipates its central
section. eTthe fciamothoi i s ma sfkeEendtural bui egina With yhe
twice repeated (echoed) E flats (see Example 3). Also interwoven into the first cannon is an
extra four-tone strand descending from B flat to A natural, anticipating tones 12 and 13 of
the canon, then echoing G# - B, or tones 7 and 6 of the longer strand. The initial echo
canon thins out and ends with emphatic sforzandi on high-register D flat.

The process of the central part of Section Il is more fragmentary and complex:
a clear longer-range echo appears between measures 31 and 37 beginning with the high-
register F#, the only pitch class not involved in the opening canon. Inner strands from the
initial fragment in m. 31 drop out in its more condensed echo in m. 38 which overlaps into the
beginning of the closing canon. The initial tones of the closing canon, G-D-B (mm. 37-38)

1 Il'y a une compression. il y a trois lignes qui sont en décalage rythmique, qui sont congues comme tel,

mais qui sont ramassées dans le violon, si bien que le violon joue une ligne, mais cette ligne est
composeée de trois lignes qui sont mises en faisceau, si je peux dire, comme si vous aviez une torsade.
Et 1a, évidemment, pour prolonger ¢a, avec Andrew Gerszo (le responsable de la réalisation électro-

Wi

t h a

acoustigque), onadi aegqmedo®. aC®lkatgi cette possibilit

mul tipliant. Si bien qudon entend souvent Il es

recommencent, etc. [.] ... -a se balade dans-
parl eurs soit " peu pr s qgungaavez Eluslqe joue guoi] 2oquel
moment. Vous étes complétement perdu dans une espéce de labyrinthe de son, avec naturellement,

m° me

| 6espac

S

des choses qui sont @dnferencefbyg Pi¢rre Boulgzuwor Anthénzes 2, withs .

Pierre Szendy (IRCAM, Paris, October 21, 1997) in Goldman op cit. p. 121.

bi e
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Rapide J‘ = 180, trés rythmique, rigide

Example 3: Anthemes mm. 15-30
Anthemes 1|fur Violine © Copyright 1992 by Universal Edition A.G., Wien/UE 19992

m.15 m.30-31 m.35-36 m.37
echo canon
r— ¢cho canon

b ® be be ho 2 b#é#z fe %_. #;:.gl,,
am—— . o 'Q,'L: N r———
&( & & &( & ( ‘8/

Obbbpbb bb bbbt
B-G-Bb-Bb-G-Eb-Eb-A-C#-C#-A-B
Cbbbbbi
Figure 5: Anthémes Section I, Registral Design with Insert of fEchooStructure of m. 31

e

also appear among the accented upper tones in the first fragment of the central section (m. 31)
- F#-C-Bb-G-D-B - and what is essentially reduced in m. 38 from mm. 30 and 31 is a series of
single-tone echoes written out in the insert of Figure 5 with variable delay on different tones,
the shortest being the immediate echoes of Bb, Eb and C#, and the longest, of course, from
the B natural at the beginning of the sequence to the B natural at the end.

In mm. 32-36, between these two fragments and at the heart of the central
fragment of the section, are three further echoes of the culminating Db of the first echo canon
(now C#), the first and third of which evoke pseudo-scalic descents beginning with Eb-D-C
natural (three of the first four tones of the first canon) against repeated E flats 7 a

rhythmicized reversal perhaps of #Ado of tae

The two repetitions of the C# in mm. 34 and 35 each acquire an E natural prefix and,
respectively, suffixes of G and D i three of the first four tones of the closing canon. While the
B natural of m. 37 echoes that of m. 31 it is also tempting to hear it with its following G/B flat
as a symmetrical echo of the initial rising B-G-Bb of m. 30.

The closing canon does not unfold without apparent deviation: in m. 41 what
should be D natural in the third strand appears as B natural (a likely misprint which is corrected
in Anthemes 2). The third strand however lacks E flat and a second C natural somewhere in the
final two measures, and given an embryonic fourth strand (the G-B only) abandoned in m. 42,
this is likely part of a closural deterioration of the essential generating process of the section.

lll: Lent, régulier/ tres irrégulier

In Section Il the initial anticipatory figure is expanded to an opening idea of a
small AB/AB: a smooth sul ponticello tremolo zigzag ( réguliero Jinking to an anacrusic
contour and sustained trill which alternates with the tense, quasi-serialized stacatissimo
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attacks ( tfés irréguliero.) The latter project independent structuring in parameters of
pitch/register and attack/dynamics: four discrete registral poles on F, B flat, E flat and F# (with
chromatic deviations, see Example 4) vary freely with the four dynamic levels (ff, f, p, pp)
linked to the two bowing (down bow / up bow) and two accent types, which yields four
discrete dynamic/articulation combinations. The registral poles are also active in the régulier
sul ponticello tremolo/trill phrases and each pole is associated with one of the sustained trills
in these phrases: the f i mrégulierofphrase pauses on a trilled upper-register F, the second
has trills on both high-register F# and upper-register B flat and the intervening trilled contour
(reduced from Section | to just its initial and central portions) is clearly contoured to the E flat
with its inner tones shifting chromatically from A flat to A natural and leading to the emergent
trill on the B flat poleinm.60.Boul ez6s comments on the contrast
reveal his concern for the aleatoric elements of the sound structure:

Here also, we can have an opposition T without coordination, this time i between a very intentional
gesture and gestures which are completely without intention. ... And it is a contrast, always,
between the loud sounds and the soft sounds. There is a contrast of tempo, | wrote on purpose
@xtrémement irrégulierd:*? it has to be as if it were ataxic, that one would have the impression [that
the violinist] is no longer in control of his movements. This is a type of ataxia, but which is realized
with numerical values. The sonic essence of thisfiat a x i a éd in as aleateria manaer, and it

is there that it gives place to another form of ataxia. It is the same thing, but completely by chance.

| said aleatoric, but the values are not chosen in any way, of course. For the pitches, there is a pool
[of values] which is very precise, and the choice is made within this pool. There is also a pool for
the rhythmic values, because if one were to put any value, naturally, one would not have this result.
The values are written in such a way that there is repetition of the very short values in relation to the
longer ones: it is here that short values are favored in relation to long values etc. It is simply a
question of proportion, but | wanted you to know that they are not to be taken as if in a lottery ...
There is, all the same, a little more selection than (if one trusted) simply pure chance.®®

trés irrégulier

Lent J. =92, régulier slaccalissimg M (reprendre I'archet chaque fois) "
>

v

- A
sul pont. /*\"I" (pont.) —> pos.nat. 0 % V“é v : n Y \'/
he Fhe o

——FFr Fr— 0 Hr— [HHIHr [ IHP

fico fa® o0bo
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Example 4: Anthémes mm. 46-51
Anthemes 1|fuir Violine © Copyright 1992 by Universal Edition A.G., Wien/UE 19992

2 This is the expression mark as it appears in Anthémes 2; in Anthémesitisit r —s i rr ®gul i er o

13 La aussi on peut avoir une opposition - pas de coordination cette fois-ci - entre un geste qui est trés

vol ontaire et des gestes qui sont compl tement sans
sons tres forts et des sons trés piano. I y a un contrast e exdr@memertmpo, ]
irrégulierd : il faut qubil saitt ddmmerasaxobguég queudan vi ol
ces mouvement s. Cbest une esp ce dobataxi e, mai s qui
Cette ataxie va °tre r®alis®e en fond sonore dobéune
une autre forme dbéataxi e. Cbébest |l a m°me chose, mai s
Joai dit al ®atoire, mais |l es valeurs ne sont pas
haut eur s, il y a un r ®servoir guirieureds te ré&sarvoils Poprr ®c i s,
l es valeurs rythmiques, il y a aussi un r ®servoir
naturell ement on ndéaurait pas ce r®sultat. Les wval
répétitions de valeurstrescour t es par rapport ° des valeurs plus

courtes sont favori s®es par rapport aux valeurs |
proportion, mai s je voulais gque vous s acédstitoatzde qubon
m° me un peu plus choisi que [ si Goldmaneop.fcit. @.i123] si mpl em
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Figure 6: Anthémes Section IIl, Registral and Formal Design: # = Tremolo Timbres, ‘% = Staccatissimo
(\, indicates filled chromatic segment)

Indeed, interesting long-range pitch and articulation/dynamic distributions can
be noted in Section Ill. The grace-note character which embellishes the initial tremolo
contours of the frégulierd phrases is suppressed at the beginning of both staccatissimo
sequences but re-emerges more insistently as these progress. In the unfolding of the
staccatissimo sequences the first begins with only dynamics of ff and p, and only in the
upper three registral poles, the f dynamic arising only with the first grace note and pp with
the first upper-register F natural. In the second staccatissimo sequence, we see the same
delay of the entrance of the first (and only) f value and the pp level is similarly held until the
exclusive shift to pp and p dynamics which close the section. The virtual disappearance of
the f dynamic in the second staccatissimo sequence parallels the absence of the upper
registral pole on high F#. The intriguing structure of these passages lend themselves to the
breakdown presented in Figure 7 which further shows the equilibrium of dynamic
constituencies between ff and p and in the lower three registral poles. A further binary
balancing can be seen in the compensation for the shorter staccatissimo sequence in the
second fréguliero by its longer régulier sul ponticello tremolo and the inclusion of the trilled
contour in the second half of the section.

Registral Pole 1% Phrase 2™ Phrase dynamic 1% Phrase 2" Phrase
F# 9 ff 14 8
Eb 7 7 f 7 1
Bb 15 11 p 13 2
F 5 3 pp 2 4

Figure 7: Distribution of Pitch Level and Dynamic/Attack Values in Staccatissimo Phrases of Section Il

In the evolving pitch structure of Section 1, D natural, present only fleetingly in
the first measure, is absent throughout the rest of the section and the first frégulierfi fires
irreguliero alternation contains neither A natural nor C# which are directly asserted at the
begi nni ng o fégutielbe ssed d mdihefrilled contour 5irbits descent through E
natural, also appears to facilitate the passage of the F# as the uppermost pitch polarity to Eb.

IV: Un peu plus rapide, agité instable

In Section IV the trilled contour is raised from its embedded roles in Sections |
and 1l to the developmental foreground. The central part of the ABA form of Section 1V, is
actually a magnification of the miniscule zigzagos ci | | ati on f r omoftthee begi
model (see mm. 73-74, Example 5, note the actualr e pl i cati on of nmiW®, cont o1l
extended, contoured and articulated into symmetrical parts by sforzandi accents on high-
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register A natural and upper-register A flat (see Figure 8). Trills on these pitches,
respectively at the beginning and end of the central part of the section, are also the goals of
the most protracted anacrusic arabesques in the entire piece - 20 tones and 10 tones
respectively. The first of these arabesques introduces the lower registral limit of the
instrument, the open G string (m. 72, see Example 5), a twelfth below the central D which is
in turn a twelfth below the upper registral limit of the high-register A natural.

The sporadic double-stop accents accompanying the two extensive contours
refl ect the fAco of t he model Ilirmactid A naturalc pEofect
various whole-tone sub-groupings. The trilled contours themselves (Figure 8), the first
consisting of 12 tones, and the second of 18, present quasi-serial structuring in their
sequences of durations. The first contains only five durations of 1, 2, 3, 4 and 7 sixteenths,
the second, seven, filling in the missing 5- and 6-sixteenth increments in the durations of the
first. The first extended contour contains no D natural (also absent for almost all of Section
) but repeats A flat. The second contains all twelve pitches of the aggregate with
repetitions of B, C, C# and E, F, F#. The redundancy in the second contour arises from its
initial five-tone segment, Db-C-F-F#-B, of which, following an intervening G natural, the last
four tones are repeated in permutation (C-B-F#-F) and followed by E natural in anticipation
of the eventual final tone of the entire series/contour and then C#, repeating its initial tone.

b

U lus rapide o = 112, agité, instabl &
n peu plus rap g Ié LJ b‘rM

Example 5: Anthémes mm. 67-70
Anthémes 1|fur Violine © Copyright 1992 by Universal Edition A.G., Wien/UE 19992
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Figure 8: Anthémes Section IV: Reduction of Trilled Melodic Contour with Rhythmic Values (in V's)

Without its repetitions, the tones of the second trilled contour suggest a
twelve-tone series in which both constituent hexachords can be generated via alternating
fourth and tritone super-positions starting on the initial tone (D flat) and the final tone (E
natural). As this directly reflects the chromatic tritone structure of the initial the trilled contour
of m. 5, the entire 18-tone contour of mm. 81-88 can be seen as a culmination of this
germinal intervention in Section .

or
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V: Lent, régulier avec beaucoup de flexibilité/ assez irrégulier mais rhythmique

The dénouement, in Section V, of the initial half of the first half of the work
evokes temporary closure through recall of the linear septuplet arabesques and the very
slight melodic figures inflected with grace-notes from Section I. In its concise ABA structure
however, the clearer @chodis of Section Il and once more, of the trilled contour. Registral
poles on upper mid-register C natural, F# and high-register Db/C# are projected in the trills
and staccatissmo attacks and in the latter, a descending chromatic line is traced from G#
through G natural and F# to F natural (see Figure 8) - a registration which is repeated in the
closing arabesque of the section and which also persists significantly in Section VI. The
central D natural returns finally in its original register in mm. 94-95 immediately before the
trilled contour (the D naturals of the end of Section IV and the beginning of Section V were
respectively above and below the central register). The trilled contour of mm. 94-95, of only
four tones, adjoins the trill on the upper pole D flat and the structure of the ending is strictly
symmetrical with the beginning of the section, reversing the direction of the initial anacrusic
arabesque from the trill to its rhythmically empty resolution.

oo . bqr/”l’\
be 4 HO®T— be. 2 be *ohoh, b
_9 567': #g&lhh‘ :I" Q. L"_'HT’#%
frn—— 2" :
SV, oo -
trillled contour N
flao fi b+toa
Figure 8: Anthémes Section V: Registral Reduction
VI: Lent

calme régulier / agité / brusque / calme, retenu

cal me, mai s sans trainer, déun mouvement tr

Vla (Lent) focuses exclusively on the sustained trill and anacrusic undulating
figurations (as in the central part of Section V), slurred here in descending skips to the now
persistent upper-mid-register D natural. Over the course of Vla, four arabesqueftrill
sequences are articulated by three nigéscdans,ndi ng
moitié bois,0 sExample 6 and Figure 9). The first arabesqueftrill phrase is the most
extensive, with an initial pair of preparatory motions to sustained trills on upper register G#
and high-register Eb, before the beginning of the more consistent dyadic slurs. Within the
anacrusic arabesques in all phrases there is consistent alternation of the descending dyadic
slurs with ascending, or subtly meandering contours in single slurs (see Example 6).

Temps  E- G- G# G#G- E

archet normal

mon.ué crfns. rr?omé bois Lm /__\ #trvi?: /_\ Iq;a; E —

Ty,

A4 "ﬁ — e PR R PR T

o = - -

ke
— pP PP f =
fidyadi ciméamdering
arabesqueso

Example 6: Anthémes mm. 102-105, mm. 104-105, Second Arabesque/Trill Sequence
Anthémes 1|fuir Violine © Copyright 1992 by Universal Edition A.G., Wien/UE 19992
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Figure 9: Anthemes Section Via, Registral Reduction
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Figure10:¥Y and b Pitch Registrations

The entire section has distinctly transitional characteristics. The arabesqueftrill
figures slow down in rhythmic intensity from the first sequence to the last and the zigzag
staccati conversely quicken and gradually open out in register from first to last. The fixing of
pitch registration which was a constant factor in previous sections varies in this section,
perhaps as a reflection of the @moddl, butdistirict s hi f t
registrations are applied to the arabesque/trill and zigzag staccati phrases, indicated as Y
and b respecti velisplated m Fifuredl0. While the essertial difference
between the two registrations is in the placement of A and E, pitches can also be observed
to shift in register in the anacrusic arabesques between the descending dyadic slurs and
their freer, singly slurred, and fAmeanderingo c

As in the trilled contours of Section IV, and indeed, as in the pitch content of the
opening model itself, much of the pitch organization of Vla can be associated with incomplete
and/or redundant 12-tone structures. The registration of the 12 tones in the contour outlined
by the sustained trills,r ef | ect s t he #f s, bulbckseBeandF# ane dpibles G#at i o n
and E, the doubled first and last tones of the closing trilled contour of Section IV. The initial
preparatory phrase of mm. 98-99 and the subsequent three arabesqueltrill sequences
articulated by the staccato interjections all lack single tones from the complete aggregate:
respectively G, G#, F# and F natural, the four tones which comprise the central chromatic
cluster in the U registration. | n simgpmgse ofi ng pr
mm.111-112, reflects the pitches of the second arabesque sequence of mm. 100-102 and so
is without G#, as well as the F# and B which, as mentioned, are lacking from the long-range
contour of sustained trills. A certain ABA pitch structuring permutes tones 3-4-5 (E-G-G#) of
the second arabesqueltrill sequence as its closing tones (G#-G-E, see Example 6) and in the
third arabesqueftrill sequence (mm. 107-108, see Figure 9) a similar redundancy arises
between the Bb-A-E natural of the initial phrase and the A-Bb E of the second suggesting an
AAB grouping over the three phrases of the sequence. The final phrase can also be regarded
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as a composite of the slurred oscillating arabesques with the staccato character in the
descending register of its grace-note figures.

The gradual registral expansion of Vla also foreshadows the expansive mosaic of
VIb which is based on a cycling of four distinct timbral and gestural characters in which a certain
general design emerges in their number of appearances:

calme régulier (ricochet) 11 (including m. 43)

agité (pizz.) - 10
brusque (arco) -9
calme, retenu (pizz.) - 8

Figure 11: Number of Appearances of Mosaic Characters in Second Part of Sixth Section

cal(;ne, régulier brusque calme, retenu agité
arc .
~ Th /E: pizz. N I):h: be l}:b hebe e hﬁbﬁ
- - "h""_— o ol Fhele “‘**hﬁ B
= = = 1 B B HP' - S—
Cer e Rl Byt
i e 30 17 w— —— — = s
- l}; [ — 3 3 3
% p mf —— f ——
¥ mo fed?

Example 7: Anthémes mm. 125-128
Anthemes 1|furr Violine © Copyright 1992 by Universal Edition A.G., Wien/UE 19992

Practicality may have limited the alternation between arco and pizzicato
articulations, hence the general pairing of the agité and calme, retenu characters. A certain
symmetry is seen in the overall sequence in the exclusion of arco articulations in mm. 121 1
124 and of pizzicato articulations in mm. 133-135 (see Figure 11). The double calme, retenu
pizzicati in m. 121 are similarly balanced by the double (arco) ricochet gestures in m. 125 and a
structural periodicity accumulates toward the middle of the larger sequence and disintegrates
toward the end. The sequence begins with alternations of single pizzicato and arco characters
but introduces the first pizzicato calme régulier /agité pair in the sixth and seventh elements of
the mosaic (mm. 118, 119) and four-element groupings (either mixed 2+2, or the 4-element
pizzicato or arco groupings as in mm. 121-124 and mm. 133-135) persist from the fifth element
until the virtually the last of the 37-element sequence. The second last of the 4-element groups
finally breaks the pizzicato agité / calme retenu pairing and the 37" gesture mistakenly
designated as calme, retenu (it is corrected as calme régulier in Anthémes 2) appears to be
unattached to any 4-element subsequence. In the more abstract structuring of process in the
work the four-way dialogue of characters in VIb can be seen to correspond to that of the four
registral poles and dynamic/attack characters in Section IIl.

In addition to the alternation of distinctive sound qualities, the longer sequence
traces significant metamorphoses between and within character types. The most transparent
of these are the calme, régulier ricochet glissandi of varying lengths from the central D
natural. This sequence of final tones of these motions are summarized in Figure 12. Note the
spanning of the minor seventh (upper-mid-register D down to mid-register E), the structuring
of the tonal space in semitones and whole tones, and also the five-part zigzag contour
structure i all found in the elements of Section I.

The pizzicato calme, retenu is the most persistent character, repeating, in
each gentle iteration, the central upper mid-register D natural with ostensibly free-variation
of the lower accompanying harmonies. The relative invariance of this element seems to be
a factor in the direction of the tonal/structural narrative in the overall sequence and in the
form of the entire piece at this point.



124 ex tempore

12 Stepre., m. 118 m. 121
§ ‘.:_,..--' Ay ¢ N I Ny, Obbbbbbggbonybbbbbb C
LY A Y CeN, QR 2%\
m. 113 b;.. i CND RN #[, i g Ry s
e e e
{ - N o el B
== S e o
PY) m M 4L n = Ve At bt
b * b b
Obbbbbbdscbonlybbbbbbb ¢
" m. 128 A m. 131 m. 133
BN oo PN o AN
m. 125 2N wiet N Yo il ML
b, be® e j be gl
= el |2
) o R e
1 ® gy ® P 1 LN
ﬁ [ ) o I o
« be | - x
m. 135 A "..:‘- E'\.}; -.i'::.{ ( [ Ay mllJl a1 .:’;'.:, b
:‘. C . :‘..§; E-i\; m. 142 H
0 m % m s gmitioe 2 | p_< | G4 e
o #L - 1 1T
#j' Oy L 1 d——ﬁmﬁt
Dioe j ﬁ‘:i he = % be——
- ~ _-¥
(L u -
[ N o
g calme régulier  ,S%W%¢, agité pizz.) 200 brusque (arco) 3= calme, retenu (pizz.)
TO%s v ° fo—
Figure 11: Anthémes Section VIb, Mosaic Reduction,(U) ( b) i ndicate altered re

(not all bar lines are actual in score)

g A

Figure 12: Successive End-Tones of Ricochet Glissandi in VIb with Resultant 5-Part Contour Structure

The brusque character, clearly related to the opening gesture of the model,
undergoes a dramatic expansion and contraction over the course of the mosaic, apparently in
tandem with the complex and more intricate development of the pizzicato agité character. The
latter was actually foreshadowed in the contrasting moitié crins, moitié bois staccati of Via
and retains its b pi t ch r(seg BExamplead); i the first appearance of the agité
character in the mosaic in m. 114, however, is actually a semitone displacement of the b
registration which is restored in the following appearance in m. 116. This is anticipatory of
further shifts of the agité character in its registration and alternations to come in the mosaic
wi t h t he U The eextiestranceacft dgité in m. 118 displaces the Bnaturalof t he b
registration two octaves upwards (actually exceeding the limit of the extreme high-register A
natural of all previous registrations) and brings the A natural and A flat to an octave above
their fixed-register position. At m. 122 the agité character presents the E flat and D flat in the
upper mid-register, positions to which they return - after iterat i ons o f tdne b nor mal

% The staccato of the agité character are very suggestive of the earlieriec h o0 p inthe wamks e s

Each agité clump would appear to have its own profile in terms of the number of repetitions for
particular tones as in the less systematic echo structures of the central part of Section II.
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registrations in mm. 124 and 128 i with other transformations of registration including a
climactic surge of E, F, G and A natural into the high register at m. 131 which is coincidental
with the most intense and elaborate expansion of the brusque character of m. 133.

Subsequent developments of the agité, brusque and the ricochet calme,
régulier characters are all directed to the ultimate convergence of the mosaic on the central
D natural including the drop of the C# in the agité in m. 136 to the upper mid-register below
the central D natural and, following the descending slip of calme régulier to B natural in m.
141, the reduction of brusque character to a single triple-stop attack, similarly taking the C#
outofit s b r e inio thé upet-nicoregister (all other upper tones of this character are
in their positi onAftarthe finahcalme retene op mslé2rihe tlosiognapite
drops A# down into the developing upper-mid register to join the ascending chromatic line
from A natural rising to A#, B, B#, C# against a close oscillation between D and C# before
converging on the final D-C# dyad

Vic is based on a confluence of characteristics derived in summary from the
closural linear developments of VIb and in symmetry with Vla. It similarly projects aspects of
t he U agistdtiofis and their linear transformations as well as an alternation of the
dyadi c pasition natral® i | i k e Via)lwithssa pontinello metered trills, also in 32™
notes, and a staccato contour also as in Vla (see Example 8).

Calme, mais sans trainer J = 108, d'un mouvement trés régulier pos. nat rall. _ . _ _ . .
—_— Rl pont. stacc. (nﬁsr‘ringJ

E non legato (on siring) .
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Example 8: Anthemes mm.144-146
Anthémes 1|fur Violine © Copyright 1992 by Universal Edition A.G., Wien/UE 19992

The double stops of the sul ponticello pseudo-trill oscillations are positioned in
large part at four registral poles - upper mid-register D, F# and high-register Bb/C and Eb -
and underpinned by ascending or descending linear motions of various lengths, in veiled
suggestion perhaps of the earlier ascending septuplet pseudo-scalic figures of Section | and
descending ricochet glissandi of VIb (see Figure 13). The structural rhythm of this alternation
(see Figure 14) traces the varying ratios between the dyadic slurs ( stil ponticellod and the
metered pseudo-trill oscillations ( gdsition naturaleo,)from their opening parity through the
suppression of the dyadic thirty-seconds to a single oscillation in m. 151 and their progressive
return to near parity at the end of the section.

The first of the staccato contour punctuations, gives the complete and likely
definitive 12-tone ar t i cul ati on of the b registrat:i
contour which mimics, through the upper-mid and lower-mid registers, the shape o f ifi
the very opening model. The position natural / sul ponticello alternation is later punctuated
by ascending arabesques, in mm. 154, 156, 161, like the septuplet contours of the first
section which emerge in the closing developments. The last of these is a partial recall
(without the six upper tones) of the pre-climactic sweep of the middle of the fourth section in
m. 72. Note in Figure 14 that each type of punctuation (the scalic, and staccato contours)
appears three times in the course of Vic. The final pianissississimo D/C# represents both an
echoing of the end of VIb and a subtle balancing and faintest possible contradiction of the
prolonged trill with E flat of the model in the final measures. It differs significantly from the
col legno battuto uni son D nat ur abdsl simcé thefiC# teversds the imation
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i nher e ndand reflacts fihd motion away from the central D in m. 3 which was the first
step in the remarkable tonal adventure of the composition.
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Figure 13: Anthémes Section Vic, Linear/Registral Reduction
Measure #s  scalic contours Sul pont.  Pos. naturale  staccato
144-147 6 6 69
148-149 5 4
150 5 3
151 1 7
152 2 8
153 3 4
154 3 3
154-155 3 4
155 3 3 4
156-157 3 4 2
158-160 5 6 4
161-164 3 6 8

Figure 14: Duration in V s of Alternating of Structural Timbres in Section Vic
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Mosaic, Gestural Flux and Multi-Dimensional Continua: Berio Sequenza Xl for Guitar Solo (1988)

B e r ipkaid yet comprehensive comments in the liner notes on Sequenza Xl
reveal much about later stages of his musical language:

In Sequenza Xl for guitar | was concerned to develop a dialogue between the heavily idiomatic

har mony that is bound wup with the tuning of t he
passport between these two far-flung harmonic territories being the interval of the augmented

fourth. In Sequenza XI, two instrumental and gestural styles are also present, one having its

roots in the flamenco guitar traditions, and the other in that of the classical guitar, the passage

bet ween these two fAhistoriesd being my more experi me
between the two harmonic dimensions on the one hand, and the two technical and gestural ones

on the other, is pursued through a continuous process of exchangesand fAtr anscri pti ono
recognizable figures."

Wher e notions of Apol yphony, o Aifocuso and Com
clarinetist/ mime/clown from Beriods youth) fig
sequenzas, his later reflections, as in the above citation, abound in practice- and literature-
relatedconcepts of MAgest ur adansaidtionl €, Gonsi stenf esbr an
sequenza seriesh owever , is the issue of nAdiuashssrialonal i t
parametric structurings of pitch and gestural resources. In comparison with previous works

in the series the sequenza for guitar is perhaps most similar to the viola sequenza

(Sequenza VI) in its expansive textural image, and its brute-force explorations of chordal

tremoli. At the same time however, it also explores the intimate, pitch-specific timbral

gualities of the instrument in the same focused manner as the sequenzas for violin

(Sequenza VII) and clarinet (Sequenza X). In the equally essential issue of virtuosity, Berio

touted the fiendish difficulties of Sequenza XIi n hi s f amous il mdledattgd eni ng
though at the same time seemed surprised to see how badly the intense chordal tremoli

would deform the tuning of the instrument i a situatonfor whi ch he i-htueagngbed
episode prior to the culminating passages of the piece.®®* Asi de f r ooutinge ra fo 6tsi sfi
flamenco concept in the liner notes, the guitar sequenza does not explicitly probe the
composer 6s r emar k a bolk eusic, gdt the understatdd,i delicate iand tyricdl

elements of the work are often suggestive of more refined folk idioms amid the haunting

kaleidoscope of intense, pointed and richly varied arabesques and extended effects.

Figure 15 summarizes important axes and trajectories of the gestural materials of
the sequenza. The chordal tremoli and rasgadi represent maximums of iterative string crossing,
as opposed to the expansive lyrical lines which can be taken as minimal instances in this
dimension, with the various shades of filagree and arabesque in between. Iterative, non-string-
crossing gestures include the single-tone tremoli and rasgadi, flefth and ' ardlah s, o
intriguing i hybr iidiamatici melode eliees with mrepetitive eopen-string
accompani ment which wil | selesatad ed leam &adt d rimbrélStr reu cat st
colorations are found in the glissandi and plucked harmonics in isolation or passing proliferations,

1o Sequenzas, Deutsche Grammophon, 1998, CD liner notes, p.20.

' seeMar k Porcaro, Aaf Pbl gypbonhng TypanSquedzaXlf ofr FGmd usar , Be
Beri ods Sequenzas: Essays on Pe edJanetiaHalysed, wittCaoimtip-o s i t i on
duction by David Osmond Smith. Aldershot, England/Burlington, VT: Ashgate, 2007, pp.255-274, see p, 273.

Y Al so referr ednotetdl |adordao, ¢pt cit. Teep involve striking or plucking the string
with the free fingers of the |l eft hand in the fAhamme
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and also in the essentially transient use of vibrato and slap pizzicati. The more persistent

tuning fAeffectsd on page 8, echo, with obvi ous
immediately preceding pages, and the lyrical pitch glissandi from the opening passages of
the work,andfi nal 'y, a wuniquely delicate and Ainwardo

emerges in the muffled tambora palming of chordal sonorities above the sound hole 7 an
ethereal and perhaps even ghostly reflection of the full instrumental timbre.

The harmonic network of the sequenza presents the most challenging
structural relationships of the piece. It derives from the three basic formations in Figure 16.
The first, which is elemental and symbolic of the instrument, is the open-string sonority
designated as fi [J the second is the artificial but also harmonically generic and equally
historic series of chromatic tritones - i.e. a series of tritones in descending semitones, G-C#,
F#-C, F-B etc. within a twelve-tone row'® indicated simply by fi x & a n dits ¢ostituerit o r
hexachords. The third is designated with Roman letters and comprises the great variety of
sonorities in which the elements of the first two formations are combined; i Uo a hfdy ¢ x 0
thus represent polarities in a continuum between the complete absence and the maximal
saturation of the tritone, again, with many shades and variations in between. Like the other
elements in the harmonic palette, the un-transposed and minimally transformed twelve-tone
series and its hexachords appear throughout the work in various stages of integrity and
prevalence and they saturate the narrative of the filagree and arabesque elements.

Integral to the unfolding of harmonic color of the sequenza and the augmented
fourth fApasspomensods, avelthe sdmitoBeeshifismpward from open-string
tones i.e. shifts from the high or low E strings to F naturals, to E flat from the open D string,
and to or from B flat above the A string. These arise, of course, in all gestural characters but
are perhaps more pronounced in the lyrical and chordal tremolo passages. The upper tones
of the composite (i.e. oa, 0 fAb, 0 A a,pdtculat c. )
collection of pitches which can be seen in Figure 17. Of these, the upper-register B flat, F
and F#, and high-register E natural also function as conspicuous focal points in an extended
it onal & cthee fwbrlo bndadpar with the lower open-string tones and their upper
chromatic neighbors.

The alternation in the opening line between al and bl sonorities based,
respectively around mid-register tritones C-F# and D#-A (the second and last tritones of the
12-tone row), permeates the harmonic character of the opening come preludiando and
persists through the wide variety of sonorities of the improvisamente, violento tremolo chord
streams. Composite structures evolve which are based on lower open strings and tritone
and fourth sonorities in the upper strings and viceversaand cert ai n sonoroi ties
while traceable in part to fi 0 ar e c 0 mp | -eoinm@ete dvarmomcesaufflings of
chromatic tritone structures. It is interesting, for example, that at the culmination of the
second tremolo chord stream intervention at page 2/3 (page two line three) a formation,
fi3,0isreachedwhi ch is only r emot wHolg-tore ket bflopen-t o 7 UoO
string elements. Also distinctive is the variety of symmetrical formations in subsequent
tremolo chord streams on page 5. The function of the array of harmonic formations of the
sequenza, however, can only be fully understood in terms of their relation to the overall
narrative design and t he gdastdral dyhamnigsuobtive wark.t h  t he | i

18 See Porcaro, op. cit. pp. 266-267;ix 06 outl i nes, a ch atically descen

rom
natural: G-C#, F#-C, F-B , as mentioned above and, Ay, 0 another
from B flat - E but permuting the order of the D#-A and D-G#, giving B flat- E, G#- D, A-D#.
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Form

While obvious formal articulations are skillfully blurred and avoided in this work,
discussion is nevertheless served by viewing it in four larger sections (see Figure 18). An
opening ABABA alternation, (pp. 1/1 1 3/3), of the come preludiando and improvisamente
violento (chordal tremolo) characters exposes the fundamental dynamic axis of the piece as
well as most of its essential gestural characters which arise transiently in the sect i onds
closing elaboration of the come preludiando character. Departing from the two initial
characters, a more focused mosaic of arabesques (3/3 to 4/5) gives way eventually to the
more fluid serenata character (4/5 7 5/5) which, destabilizes amid increasing fflashbacksoof
the earlier elements and in its turn dissolves in a cadential fixation on the left-hand trill on
upper-register Bb. A third section is marked by the most forceful and intense incursion of
the chordal tremolo in the piece (5/6 to 5/9) which briefly weakens, returns, and gives way
to a pair of similarly structured and punctuated episodes: a dramatic development and
registral growth from lower-mid-register chromatic/scalic riffs and the i rteuni ng epi sod
centering closely around open-string and attendant chromatic elements. The climactic
development and coda of the work (top of page 9 to the end of the piece at 12/7) involves a
final, more attenuated return of the chordal tremolo which decomposes into a static
harmonic field in which a peculiar metric contrapuntal sequence ascends chromatically and
recedes to intense focused, cyclical reiterations of the 12-tone row. The disintegration of the
row cross-fades with increasing fiflashbackso to the coda and an expansive, though
unsettled denouement in the opening lyricism.

1/2i 3/3  3/3-5/5 5/61 8/9 9/1-12/7
ABABA mosai c edenata BYY | i néatruniBYg¥ metri ¢ onpt rOW2 Y A cod
arabesques arabesques episode

Figure 18: Schematic Reduction of Sequenza XI; A-L y r ilibreardmerfied0 -Bhordal Tremolovi ol ent 00

Mar k Porcaro has commented effectively on
the focus and out-of-f ocus of t hi n g soa itswdlatioh to aspetts ef Bteu ri & 6 s
other notion of fi p o | y p lisenming.t &hat can be loosely inferred as fiin focuso
whatever elements are maintained consistently in ear of the listener. Thus a lengthy span of
chordal tremolo, though obviously varying in its harmonic details, maintains this particular
gestur al character Ai n f ogcon secab of gis pharacten willg f or e
obviously be dAout of focuso and there are al sc
focus in many points in a work; generally, in the sequenzas, focus, at least on a particular
gestural character, is not allowed to remain, unrelieved for too long a time.

It is useful, however, to distinguish a number of syntactic relations within
these larger lines. As just mentioned, the most prevalent of gestural characters is rarely
monolithic; the interjection of the rasgado riffs within the chordal tremolo, for example,
provides immediate and various fluctuations in the consistency of this character (see ahead
in Example 9). Intermediate stages arise between stable motivic/gestural conditions in the

1 see Porcaro, op.cit., in particular his schematic on pg. 272. While an intriguing and pertinent

representation of Beri ods ¢ 0 n-teelpd dynarhic irftecaction, of i t avo
characters and materials upon which the present narrative is based. Ber i o0 6s imbreouest r at i on

the relative soci al iind and Aout -ofeefPamoarop.@57)0f i ndi
would appear to be tangential to what Porcaro pursues analytically and what is viewed here as

igeslt ufrlaux o and fAmosaic. o
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form of alternations between pairs of characters (ab-ab) which lose their transitional

character upon extension (ab-ab-ab-ab etc.) or take on a developmental guise through

variation i ab-ab-cb-cb etc. Immediate fluctuation is at an extreme when there is no obvious

repetition in the succession of characters (i.e. a-b-c-d-e-f etc.) but many of the slower lyrical

passages of Sequenza Xl involve a similar sequential diversity but with a persistent, if not

predictable,r ei t er ati on of el-emehi sowmbbiancadbéd)odebad:
While transitional syntax is by far the norm in this sequenza, imposing, contrastive and

sustained shifts of character are essential to its formal design as in the various pre-emptive

entries of the chordal tremolo. A unique extension of the notonsof Af ocuso and Af | |
seen in the many instances of literal repetition of a particular gesture i indicated in the

score with x4, x5, x6 etc.’® These create what will be calleda fif reeze framed w
larger process, temporarily focusing on the instantaneous form of a particular gesture i a

new | evel of interruption and hfamlarelongarangee w i nf
manipulation of materials.

Pages 1/1 to 3/3

The very opening of the sequenza deals with the subtle activation of the
instrument, shifting from the dull (tambora) palming of the open strings to the elegantly
arpeggiated osci | |sanorities radoraed in fhighd crysatlime hdrnbodic E
naturals. The cadence, in gracefully drawing its low F natural to the gentle mid-register F#-
G-A (page 1/2, see Example 9), adds a further referential color to the serene opening
moments.

J =50, ma liberamente, come preludiando

1) b iter g = MESTN
" Caliier s IS
»p V4
; = 2 " @)
AUo al
;‘r;—mﬁi;vz‘s‘t;mente violento f/ /%’ = =
, Fﬁ fﬁb b= #f g1
ESilk AN i FTI |§§
Jf—=
A 0o al az a3

Example 9: Berio: Sequenza Xl pg. 1/1-2
Sequenza Xl|fir Gitarre © Copyright 1988 by Universal Edition A.G., Wien/UE 19273

Although the immediately intrusive improvisamente violento echoes the
harmonic incipit of the opening, it quickly evolves its own coupling of sonorities and contour
tones (see Figure 16). In its mixture of open-string and tritone/fourth components it pursues
bold motions to high-register B flat, C and C# in a variety of progressions and relapses

2 e repeat four time, five times, etc. Note also the fi tening episodeodfits intothe if r eeze fr ameo

format since it requires periodic repetitions of the open strings until they are brought into tune.
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within the tremolo chord stream, butit 1 & fvh # c &ito tsigger the initial breakup (1/5)

into the first of many "filagree models 6 or t r i t o fiypically ofd hes dikes hexac hc
which taper into delicate left-hand trills. An incisive semitone trichord (actually a condensed
whole-tone transposition of the left-hand trill), evokes a brief resurgence of the chordal

tremolo and clarification of the i & s o nbatmuicklyarpeggiates again intothei f i | agr ee
model,0 expanded to 11 chromatic tones (minus Bb) with its left-hand trill at the pitch of the

incisive trichord. The first return of the lyrical opening character introduces modest scalic

and arpeggiating enhancements, and also a rising inflection of the cadential trichord F#-G-A

to A-B-C, reflecting the minor third relation of the tritones in i a 0  a.dltdcadénbes on
embryonic semitone motions above the low E and A strings, further developing single-tone

lyrical lines within the persistent eight/dotted-eighth structure of the opening chords (1/6).

The more substantial return of the chordal tremolo brings harmonic and contour
extensions, the latter arching to high-register E natural and receding to alternations of high-
register C with (neighboring) upper-register B flat, F# and F natural which in turn reduce to
upper-register B flat and F# and finally just the F# and its lower neighbor F natural (see
Figure 17). The <cl o3®i m@nddity of the resurgence is a
major/minor quality i the doubled open A string being the only retained elements from the
openi 0As atfiplige 1/4 and 1/5, the chordal tremolo breaks into i f i | modetsé (e
fi xh@xachord arabesques plus left-hand trills) but here the trill prolongs the F natural/F
sharp alternation of the end of the chord stream (Example 10) and it is interrupted by a pair
of new figurations: a diffuse open-string filagree and the firstb r i e f h iserénatad Thet he 0
initially diffuse open-string filigree undergoes chromatic alternation and stabilization in a
Aresonati ng s,bretainmgoneafreayovibratiggustring - first the B string then the
D (also later G at 2/6) T against angular chromatic leaps. This latter figure is clearly linked to
the serenata in its open D string component, and its semitone oscillation with E flat is
homonymous with the chromatic shift (Dt o D#) bet ween the roeturni
sonorities. Continued enhancement of the liberamente, come preludiando also maintains
the lilting eighth/dotted eighth values and projects the chromatic oscillations on the D string
downward to parallel motions above the A and low E strings.

; Obb fif b il etbice
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Example 10: Berio: Sequenza Xl pg. 2/3-4
Sequenza Xl|fir Gitarre © Copyright 1988 by Universal Edition A.G., Wien/UE 19273

Foll owing the mebdrstepaf i bpaditidnal Eelem@riso
enter the gentle circulation of ideas: a soft, sustained, high-r e gi st er -reflectvelofor d A
AUO i n 1its quar(dea Figurp L6 itshhighsrdgister cG¥# provieles an upper
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registral limit for almost all of the work) - is reiterated several times, a low rasgado E string
onto isolated slapped pizzicati on mid-register B flat and neighbor F naturals provides
violent punctuation of the ongoing serenity, and a swelling single-tone tremolo on upper
mid-register B natural (2/8) which skips dramatically up to high-register C natural, forsees a
cl i mact i c thetfatenstages ob thedwork. fAs the mosaic attains increasing rhythmic
and melodic fluidity, the lilting eighth/dotted-eighth rhythms become rounded to triplet
eighths and high E string harmonics return from the very opening and spread into a sonority

BN

and cadential arpeggiation in fifth harmonics on the uppe r strings before

trichord (dolcemente).

3/3 to 5/5

The per v as i v emodelb prdfigurgs eeneore consistent sense of mosaic
contour and development at this point. Its variation is underpinned by increasingly coherent
unfoldings of the 12-tone row at 3/3-4, 3/4-5, 3/5, the last of which at 3/6 anticipates its
climactic form on pg.10 (see Example 11). Confined initially to open strings, the delicate left-
hand trills transform into the more intense single-tone tremolo at 3/6, on upper-mid-register
B natural at the heart of the 12-tone row, and to rasgado chromatic neighbor motions above
the upper E string (3/6-7). Following a descending arabesque almost completely in upper-
neighbors onto open strings (3/7, a reversal of almost the same figure on 1/6) - a fixation on
high-register C# in harmonics and rasgado tremoli (3/7) initiates a defective form of the 12-
tone row (without the initial G natural) which unfolds in discontiguous segments to the initial
entry sefenatath ec Mar act e r -tana fixadion oretipeeopen A-D# tritone, the
last two tones of the row.

Otbbbbbb ffiligree nbi@

CbboxoObbbecbb Ayo ... ..
Obbbbbbbbb fAifilblgblelebeoitet
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arabesque ba:
with upper neighbors . . . oo

Example 11: Berio: Sequenza Xl pg. 3/5-7
Sequenza Xl|fir Gitarre © Copyright 1988 by Universal Edition A.G., Wien/UE 19273

The full emergence of the serenata character is delayed through a lengthy

array of conflicting f i gures including substanti al devel

t he

op



