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ABSTRACT

The purpose of this study is to analyze Verve, a musical composition for large

orchestra, for its rhythmic, melodic and formal content and to compare these musical

characteristics with other compositions in an effort to identify the composers'

influences and place Verve in the historical context of the Twentieth Century. The

rhythmic, melodic and formal aspects of the composition are derived from a motive

in which specific rhythm and melodic contours are retained as its identity is

developed. A comparison of these parameter developments with other compositions

will reflect an influence in the utilization of the techniques of Bartdk, Stravinsky and

Prokofieff showing Verve to be stylistically related to works of the early Twentieth

Century, 1910-1935.
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SECTION I

INTRODUCTION

Verve is a musical composition for large orchestra in one movement with a

duration of approximately seven minutes. The title means liveliness of imagination

and refers to both the emotional and spiritual approaches of the composer in

creating the work, as well as the response the work is intended to elicit from the

listener.

The content of the composition is derived from a motive that contains a specific

rhythm and contour, creating an excellent foundation on which to elaborate

rhythmically, melodically and structurally. (See Figure 1).

(Measure 29, Trumpet)

Figure 1. The primary motive of Verve.

Formulating a composition using a single motive and drawing the rhythmic,

melodic and formal parameters from it has been a standard practice among

composers for centuries. Renaissance composers created entire pieces on cantus

firmi as the basic melody to which contrapuntal voices were added. These
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motives were developed or fragmented as they reappeared, providing an element of

unity to their composition. Composers of fugues in the Seventeenth Century began

with a subject that reappeared within a complex contrapuntal framework. [Stein,

1979]. In the Twentieth Century, composers such as Bartdk and Stravinsky based

compositions on motives that could be inverted, rearranged, transposed or developed

as they were imitated. [Forte, 1973].

MELODY

An analysis of Verve's melodic development shows a relationship to the melodic

development of compositions in the early Twentieth Century. The primary motive in

Verve has a rising and falling contour. It begins with a sharp upward leap and then

subsides in a downward motion by step. (See Figure 2).

1^. ii 'r 'r 'r I ^0 1 f
mf

(Measure 29, Trumpet)

Figure 2. The contour of the primary motive from Verve.

The melodic contour of the primary motive is duplicated in figures and themes in the

composition.
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The descending motion in the last three notes of the primary motive is imitated in
melodic figures throughout Verve. These imitations occur in original form
(descending motion), in the bassoons -- Measure 42, and the Violas -- Measures 141-

142. (See Figure 3) The imitations also occur by inversion as shown in Figure 3.

(Clarinet - Measure 239 and Violin I ~ Measure 1)

(Measure 42, Bassoon)

(Measure 239, Clarinet)

(Measures 141-142, Viola)

(Measure 1, Violin I)

Figure 3. Figures that imitate ascending/descending motion of the primary

motive in Verve.

Inversion is movement from note to note with the imitating voice moving in the

opposite direction of the original line. It is a technique frequently used by composers

seeking to vary the imitation in their compositions. Melodic imitation by inversion

has been a primary feature of polyphonic music since the Fifteenth Century. (See

Figure 4).
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Sur

nusbo ♦xil pa-slorSur • re

Sur • re xil pa-slor

(Measures 1-4)

Figiu-e 4. Inversion in Giovanni Pierluigi da Palastrina's motet PastPf Bgnyg.

In the Twentieth Century, one can find melodic inversion of the original theme in

BeM Bartdk's Music for Strings. Percussion and Celesta. (First Movement, Measure

55).

Several themes in Verve share a resemblance to the rising and falling contoiu- of

the primary motive. Note that a single theme is played by two different instruments

in these examples. (See Figure 5, Violin II and Violas — Measures 145-147 and

English Horn and Clarinet ~ Measures 50-63). This motion also occurs in inversion

as shown in Figure 5, Violin I ~ Measures 87-90.

\lM

(Measures 145-147, Violin n, Viola)

(Measures 50-55

English Horn)

(Measures 57-63

Clarinet)

sol

solo I-

4.



Figure 5 (continued).

(Measures 87-89, Violin I)

Figure 5. Themes from Verve that share the same contour of the primary motive.

The contour of a primary theme in Stravinsky s L Histoire du Soldat is outlined in

subsequent imitations as shown in Figure 6.

Cornet i pinoos in Li

Traoibaoe

?£l J)f i :

n

y=f=\

(Marche du Soldat, Measures 1-4)

Figure 6. Contour imitation of primary theme in Stravinsky's i; Histpirg dh SpMat-

Verve demonstrates the use of melodic contour imitation and inversion in figures

and themes which are techniques used by Twentieth Century composers like Bartdk

and Stravinsky.



RHYTHM

An analysis of the rhythmic development of the primary motive in Ysns. reflects

a relationship to the techniques of Stravinsky, Bartdk and Prokofieff in the early

Twentieth Century. In order to develop the composition rhythmically, the primary

motive is fragmented into several figures that can provide essential material for

reconstruction and transformation. (See Figure 7).

B
-1 r

■I li >r f ^
mf C

(Measure 29, Trumpet)

Figure?. Rhythmic figures from the primary motive of YSEys.

Examples of these figures in their original form are illustrated in Figure 8.

(Measure 239, Clarinet)

rc—71

(Measure 214, Piano) (Measure 43, Viola)
Figure 8. The figures in their original form.
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When these figures are combined they create their own motives that relate very

closely to the primary motive rhythmically. (See Figure 9).

(Measures 29-32, Bassoon)

t

(Measures 87-90, Violin I)

4li j. I J U'l j J Mr pT' I'r ^ i'

(Measures 190-195, Violin 11)

Figure 9. New motives created from combined figures of the primary motive.

In his .Svmnhnnv No. 5. Serge Prokofieff reuses motivic figures from the first

theme in successive themes making their relationship with the original theme

consistent. (See Figure 10).
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m

(First Movement,

Measures 1-4, Flutes)

(First Movement,

Measures 83-84, Violin I) */

(Fourth Movement,

Measures 36-38, Violins)

Figure 10. Development of motivic figures in themes from Prokofieff s

Symphonv No. 5.

In Verve, several compositional techniques are used to develop these motives

rhythmically and make them more interesting. One elementary technique is

augmentation of a motive, an increase in time values upon repetition which is a

practice common in many Fifteenth and Sixteenth Century compositions. [Sparks,

1963]. (See Figure 11).

J ̂ Cantus

re. . eur re - xit

Altus.

.xit ter£t re.fur. re .

Tenor.

Et re.fur . re . xit ter . . . li - a di .

(Measures 97-101)

Figure 11. Melodic augmentation in Tomds Luis de Victoria's

"C>edo"ffom Missa Ave Maris Stella.

Melodic augmentation takes place quite frequently in Verve. An example follows in

Figure 12.
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(Measures 87-90, Violin I)

(Measures 60-63, Violin 11)

Figure 12. Melodic augmentation in Verve.

The note values of the original melody (Violin I - Measures 87-90), are tripled in the

augmentation (Violin H ~ Measures 60-63). The eighth-note rests are combined

with the preceding note in the original melody so that rests will be eliminated in the

augmentation.

Another technique for developing rhythmic interest is the use of motor rhythm.

Serge Prokofieff used the term motor rhythm to define the consistent, driving

rhythmic patterns frequently found in his music. [Bauer, 1947]. An example of

Prokfieff s motor rhythms can be found in his String Quartet No. 1. (See Figure 13)
Alle^iiro

Violino I.

Violinu II.

Viola.

violoncello.

V
plzz.

(First Movement, Measures 1-3)

Figure 13. Ser^e Prokofieff s String Quartet .No. 1

9.



An example of motor rhythm in Verve can be found on pages 21 and 22 in the
Bassoon and Cello parts.

METER

Verve contains many examples of metrical devices used in the early Twentieth

Century. The most elementary technique is the use of asymmetrical meters — meters

that do not break down into equal units. [Sachs, 1953]. Many Twentieth Century

composers have utilized this technique. A good example can be found in Bela

Bartok's Mikrokosmos Book IV, No. 150, with its use of the meter ̂ 8. [Bartdk,

1956]. Rhythmic interest is established in Verve with the meter ̂ 8, the first use of
which can be seen on page 3, Measure 17. This meter alternated with 6g makes

use of another technique ~ alternating meters ~ two meters that consistently alternate

in successive measures (again frequently seen in Bart6k, [See Figure 14]).

w

1^-
Vk.

5

(Fifth Movement, Measures 181-186)

Figure 14. Alternating meters from B61a Bartdk's .Suite for Orchestra. No. 1.

In Verve, one can find an example of alternating meters in Measures 29-32. (See

Figure 15).
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p-i^p p iZi -M--■11 P 7 1r-Nt- p 7 ■ p 7 1- ^ tt ' • • 9 9

(Measures 29-32, Bassoon)

Figure 15. Alternating meters in Verve.

Changing meter is another rhythmic feature of Verve. The music is not governed
by a constant metric pattern. The meters are often changed in successive measures to
add depth and definition to the mood. [Ewen, 1959]. Igor Stravinsky used this
technique in many works, including Le Sacre du Printemps. (See Figure 16).

C.lngl.

Cl. b.

J alSfi

jOrsempre

jnrtempre
I  1

jBrsempre

(Danse Sacre, Measures 1-9)

Figure 16. Changing meters in Igor Stravinsky's Le Sacre du Printemos.

An example of changing meters in Verve is shown in Figure 17.

(Measures 146-155, Bassoon)

Figure 17. Changing meters in Verve.
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A final feature of Verve's rhythmic organization is the use of polyrhythm.

Although the meter remains constant in all the instrumental parts, in some

instruments a different rhythm is superimposed on the original meter which causes

displaced and shifted accents. [Creston, 1967]. An example from Bartdks Sixth
String Quartet is shown. (See Figure 18).

(First Movement, Measures 207-212)

Figure 18. Polyrhythm in Bartdk's Sixth String Quartet.

The meter is while the cello plays in a meter that appears to be 3 g but is

superimposed on the original ̂ g. Three of the many examples of polyrhythm in

Verve are illustrated in Figure 19.

(Measures 29-32, Double Bass and Violoncello)

12.



Figure 19 (continued).

(Measures 1-7, Snare Drum)

(Measures 60-63, Violin 11)

Figure 19. Polyrhythm in Verve.

The first example (Measures 29-32) demonstrates the double bass playing a ̂ 4

meter within the alternating ^nd ̂ 8 meters. The second example (Measures 1-2)

exhibits the snare drum playing an alternating 6g and pattern which is

superimposed on a 6g meter. The last example (Measures 60-63) shows the horns

playing in ̂ g over the alternating 6g and 5g meters.

Polyrhythm, asymmetrical meters, changing meters, motor rhythms and

augmentation are used by Bartdk, Stravinsky and Prokofieff as techniques to develop

rhythmic interest in compositions of the early Twentieth Century.

STRUCTURE

An analysis of Verve's structure establishes similarities to through-composed

13.



form ~ without intemal repetitions, as seen in Twentieth Century compositions. An

example of this form can be identified in Bartdk's >>tnng Qpartgt NQi 3- Motives
continually reappear, but in various fragmented or developed guises. There are no

actual repetitions throughout the composition. [Griffiths, 1983].

A graph showing major divisions of the composition including the tonal centers

and thematic content further establishes Verve's form as through-composed. (See

Figure 20). Thematic material reappears, but in fragmented or developed forms.

Intro
duction

SECTION I

Measure: 1

Tonal Center: C#

Subsection
A

Present Themes 1 atid 2

12

C#

n  I

37 49

G# Eb

SECTION n

Tran
sition

Present

Con

trasting
Theme

C3)

Subsection
B

Develop
Themes

1.2,3

Subsection
C

Blend

Themes

1.2.3

83

C

90

F

122

Eb

129

F

I

140

C

Conclu
sion

190

G

-f
220

D

246

C

Figure 20. Form of Verve.

Unity is achieved in the structure of Verve by using the contour of the primary

motive as a basis for tonal constmction in small divisions, large sections and the

complete work.

The tonal organization of Verve moves from C-Sharp at the beginning of the work

to C-Natural at the end, imitating the half step resolution of an upper leading tone.

This movement is represented by the descending motion in the last two notes of the

primary motive. (See Figure 21).
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Jjj 11^ fr=iif— p>—-HU
/-l=k=-

mf
(Measure 29, Trumpet)

Figure 21. Primary Motive in Verve.

The first half of the composition, Measures 1-122, progresses through a series of

tonal centers that imitate the individual notes of the primary motive so closely that a

graph of the tonal centers is almost indistinguishable from the contour of the primary

motive. (See Figure 22, Section I).

SECTION I SECTION n
G# -

F -

Eb -

Tonal Center ® ~
C# -

c -

G -

1  1 1 1 1 1  i l l
Meuure; 1 49 83 90 122 129 140 190 220 246

Figure 22. Tonal centers in Verve.

(Tonal center "C" at measure 183, is not included in the contour because it is a brief

modulatory section.)

The tonal centers in the second half of Verve. Measures 140 - 246, imitate the

individual notes of an altered version of the primary motive. (See Figure 22, Section

U). This altered motive can be identified in Verve in Measures 151 - 152, Tuba and

Measures 163 - 165, Cellos. These tonal centers also refer to roots of chords used in

an authentic cadence, (ii-V-I). The tonal organization is virtually based on an
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authentic cadence as can be seen in Figure 20, Section II. The tonal centers progress

through "C"-"G"-"D" and "C". The function of the second half of Vervg is to

stabilize the tonal center "C" in order to legitimize the movement from "C#" at the

beginning of the composition to "C" at the end. Using the authentic cadence formula

achieves this.

Various small sections of the composition share a resemblance to the rising and

falling shape of the primary motive. (See Figure 23).

(Measures 43-49, Strings)

J-IJ'

n J* n

n nmnm\ J>

(Measures 99-105, Strings)

Figure 23. Small sections from Verve that share a resemblance to

the contour of the primary motive.



Using the contour of the primary motive as the basis for tonal organization of

small divisions, large sections and the complete work gives Ygryg a unified, through-

composed structure.

CONCLUSION

It is hoped Verve exhibits a high degree of unity because its rhythmic, melodic

and formal content is derived from one source ~ the primary motive. The tonal

structure is based on the melodic contour of the primary motive. Themes and figures

share the contour of the primary motive. New motives are reconstructed using the

fragmented rhythmic figures of the primary motive. The rhythmic and melodic

identity of the primary motive is retained as it is imitated, fragmented and elaborated

throughout the entire composition. When these parameter developments were

compared with other compositions they reflected a strong influence of the

compositional techniques of Bartdk, Stravinsky and Prokofieff placing Vervg's

stylistic origins within the context of the early Twentieth Century, 1910-1935.

Verve is unique, however, in its attempt to incorporate these disparate elements into

a truly organic structure.
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SECTION n

VERVE

INSTRUMENTATION:

FLUTES I,n
PICCOLO
OBOES i,n

ENGLISH HORN
CLARINETS IN A I,n
BASS CLARINET
BASSOONS i,n

HORNS i,n,m,iv
TRUMPETS IN C I,II
TROMBONES I,II

TUBA

TIMPANI
PERCUSSION I

Snare Drum
Bass Drum

Crash Cymbals
Triangle

PERCUSSION II
Temple Blocks
Tambourine

Suspended Cymbal
Glockenspiel

PERCUSSION m
Vibraphone
Marimba

Antique Cymbals

PIANO

STRINGS

Transposed Score

Duration: 7 minutes
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