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ABSTRACT

This dissertation presents an experience-oriented analytical approach to Stravinsky’s
neoclassical music. The project has three main goals: first, to find and provide historical context for
written responses by audience members at early performances of Stravinsky’s neoclassicism; second,
to use these contextualized reports to direct neoclassical music analysis toward methods that can
illuminate the experiences these listeners relate; and third, to explore the methodological challenges
inherent in any endeavor to develop an analytical practice that is relevant to contemporaneous
listeners.

In connecting analysis to historical experiences, an important part of the project involves
reconstruction of past performances and the experiences associated with them. Most of this
information is not available simply in a score. I contextualize these experiences using historical
context and text analysis techniques, including quantitative techniques borrowed from the digital
humanities. Building on work by music theorists Robert Gjerdingen and Vasili Byros, who work on
determining schematic musical formulae that were “in the air” in the eighteenth and nineteenth
centuries, one strategy in my analytical chapters is to determine how Stravinsky uses such schemata
and alters them to strategic effect. These analyses allow for additional, new ways of experiencing a
piece of music that, while not necessarily being more “authentic,” may provide new insight for

present-day listeners into Stravinsky’s music and its historical context.



INTRODUCTION: ANALYSIS, EXPERIENCE, AND EXPERIENCE-
ORIENTED ANALYSIS

The interpreter’s fidelity to the details of an art work, his or her ability to
demonstrate not only homogeneity of material but also purposefulness in the
ordering and processing of material, and his or her success in capturing aspects of
our naive experience of a work [is valuable|. The key word is “our”; an interpretation
is worth something if it enhances the importance of an artifact for the members of a
cultural community for which membership is defined in terms of shared assumptions
and knowledge.

—William Benjamin, “Tonality Without Fifths” (1976)"

This project was inspired by Igor Stravinsky’s (possibly apocryphal) story about the writing
process and premiere of the Concerto for Piano and Wind Instruments (1924). Stravinsky says that
at some point during the composition process, he lost the manuscript draft of the second
movement. Unable to recall what he had written, the composer was forced to rewrite the interior
movement of the concerto. It is believed that the second draft bears little resemblance to the eatlier,
lost version. Memory issues associated with this movement also plagued the premiere: Stravinsky
played the solo part alongside Serge Koussevitsky and the orchestra of the Paris Opéra; he
successfully performed the first movement, but was unable to remember how the second movement
began. Koussevitsky was forced to (slyly) hum the incipit for the movement to the composer in
otder to jog his memory and continue the performance.” While Stravinsky suggests that this lapse
was likely due to stage fright or a slight interruption from the audience, the second movement seems

to be difficult to remember, for some reason.’

! William Benjamin, “Tonality without Fifths: Remarks on the First Movement of Stravinsky’s Concerto for
Piano and Wind Instruments,” In Theory Only 2/3, no. 11-12/2 (1976): 11.

2 Eric Walter White, Szravinsky: The Composer and His Works, 2nd edition (University of California Press, 1985),
316-18.

3 Igor Stravinsky, Stravinsky: An Autobiography New York: Simon and Schuster, 1936), 179.

1



This inability to remember portions of the concerto, an inability that the composer himself
apparently felt, jibes with my own experiences of the work. Despite several months of analyzing the
work, writing about it, and playing through portions of it at the piano, I found myself unable to
recall the themes for any movements, either aurally (in order to sing it) or kinesthetically (in order to
play it). I found, also, as I explored the historical context surrounding the work, that certain words
were used frequently, words associated with this music’s ability to throw one off-balance, to create a
sense of disability in situations that listeners and performers are usually able to succeed, especially
when dealing with music that is primarily tonal and that contains repetitive formal structures.*

The central question for the dissertation, then, is how to reconcile the most common
features people describe when they hear Stravinsky’s neoclassicism with more systematic, analytical
accounts of these works. When people write about their experiences of neoclassicism, they tend to
focus on this music’s engagement with past musical models, but analyses tend to emphasize
structural elements that do not always interact, at least explicitly, with such descriptions.

What, then, would an “experience-oriented analysis™ entail? What features would it contain,
and how could structural elements and experiential elements be productively combined? While,
clearly, no analysis will exactly match a given experience, and indeed, good analyses often zuspire and
provoke new experiences, this dissertation suggests that the practice of attending closely to others’
reported experiences can suggest analytical pathways that have not been previously explored, in
addition to connecting extant analytical models more closely with the reception history of

Stravinsky’s neoclassicism.

*There is a growing body of work on disability in music, from a variety of perspectives. See, for example,
Joseph N. Straus, Extraordinary Measures: Disability in Music, 1st edition (New York: Oxford University Press, 2011) and
Blake Howe et al., eds., The Oxford Handbook of Music and Disability Studies, 1st edition (New York: Oxford University
Press, 2015).
2



The diagram in Figure 0.1 suggests one possible (heuristic) model for reconciling analysis
with experience.” At the top of the figure, the “music” represents any encounter a person might have
with Stravinsky’s neoclassicism: a performance, a recording, a score, and any of the myriad options
contained in each of these smaller categories (for example, a performance of any of the three
Pulcinella suites, or Pulcinella as the complete, multimedia ballet). The second levels segregate
“experience” (which here concatenates historical listeners’ experiences with those of present-day
listeners) and “analysis” completely, and the last level, called “experience-oriented analysis” contains
the blending of both experiential features and analytical features.

Figure 0.1: Possible model, experience-oriented analysis

/ N

Experience

Experience-Oriented

Analysis

5 This model, as may be obvious, is inspired by Lawrence Zbikowski’s model for “conceptual blends” between
text and music in Lzeder. Zbikowski, in turn, draws from linguistic and cognitive studies: the “conceptual integration
networks” developed by Matk Turner and Giles Fauconnier as a way to understand textual blends. For Zbikowski, the
two middle-level spheres may inform one another, but for the purpose of this heuristic, I have removed that cross-
pollination. See Lawrence M. Zbikowski, Conceptualizing Music: Cognitive Structure, Theory, and Analysis New York: Oxford
University Press, 2005), 77.
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To further evaluate this model, consider what is contained in the “experience” and “analysis”
bubbles. “Experience” is diverse: both personal experiences (including those that might arise from
different encounters with the music) and the experiences of others (whether present or historical)
may be included in this apparently clean-cut category. For my purposes, “experience” in this model
also refers, primarily, to first-person, immediate reactions that one might have when engaging with
music.® By contrast, because of the segregation of these bubbles, “analysis” contains on/y encounters
with the music that are entirely systematic—experiences and analyses may not commingle in this
model.

But experience and analysis are not so easily separable: many writers suggest that the two are
much more deeply involved than such a model would allow. David Temperley, who defines analysis
as “an investigation of the structure of a single piece,” asks a provocative question about how to
relate experience to analysis, which I reproduce here:

Is musical structure something in the mind of the listener, in which case its

elucidation involves the description of (perhaps unconscious) psychological

rocesses and representations? Or is it something that resides in the musical object
8 ]
itself—perhaps, in large part, not normally part of the listener’s hearing and

experience, but revealed by the analyst with the aim of enhancing that experience?’
Temperley calls the first kind of analysis “descriptive,” the second “suggestive,” and writes that there
are rarely instances where an analysis is fully divorced from experience.® Thus, this model is not quite

accurate. On the one hand, there is some sense in which analytical methods for approaching

Stravinsky’s music and experiences reported about it seem to run in parallel. On the other, it is neatly

6 Of course, the idea that one can have an experience that is entirely unmediated is problematic. Nicholas Cook
is one of the many music theorists who argue that one’s context affects how one hears and experiences music. See
Nicholas Cook, “Epistemologies of Music Theory,” in The Cambridge History of Western Music Theory, ed. Thomas Street
Christensen (New York: Cambridge University Press, 2002), 78—105.

7 David Tempetley, “The Question of Purpose in Music Theory: Description, Suggestion, and Explanation,”
Current Musicology 66 (Spring 1999): 66.

8 Ibid., 71.



impossible to imagine an analysis that is entirely un-experiential.” Many analysts even use others’
historical experiences, represented by especially evocative quotations, to guide certain aspects of their
work.'” Cleatly, analysis and experience intersect mote than this diagram allows.

Figure 0.2: Possible model, experience-oriented analysis

Experience

° For more on how music theorists commonly navigate this possible gap between experience and analysis, see
Benjamin Hansberry, “Phenomenon and Abstraction: Coordinating Concepts in Music Theory and Analysis” (Ph.D.
diss., Columbia University, 2017).

10 Donald Traut, for example, includes many examples of historical response to the Concerto for Piano Winds
in his recent monograph, which he uses alongside his own phenomenal response to the music as guides for analytical
inquiry. See Donald G. Traut, Stravinsky’s “Great Passacaglia”: Recurring Elements in the Concerto for Piano and Wind Instruments
(Rochester, NY: University of Rochester Press, 2016).
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Figure 0.3: Possible model, experience-oriented analysis

Experience

Experience-Oriented
Analysis

Figure 0.4: Possible model, experience-oriented analysis

Experience-Oriented

Analysis

Experience

A
Y



Another model, shown in Figure 0.2, suggests a more linear relationship: after interacting
with the work, having experiences and reading about others’ (perhaps, historical listeners’)
experiences, analysts filter these experiences through the process of systematizing them for analysis.
Here, there are many more types of analysis that can participate in the bubble—no single theory or
strategy is prioritized. But, in this model, there is no analysis that is 7o explicitly descriptive and
experience-oriented. This leaves out many successful, suggestive analyses in which a studious reader
may need to undergo intensive ear training in order to experience the authot’s analytical claims."'

Yet another model, in Figure 0.3, suggests that experience-oriented analysis is located in the
intersection between experience and analysis, without positing a linear relationship between the
two—analysis and experience can flow together freely. This Venn diagram suggests that music gives
rise to ideas that are purely experiential, purely analytical (as problematic as either of those concepts
might be), and those that are some combination thereof: experience-oriented analyses. Both
historical and personal experiences intermix, and suggestive and descriptive analyses can arise. But,
none of these models seems appropriately fluid for the project at hand: trying to understand
personal, contemporary experience as separate and different (but potentially informed by) another’s
historical experience, using an eclectic bag of analytical tools to ramify and shape past experiences
for a present audience. Thus, a final model, in Figure 0.4, shows yet another possibility: convergence.
This metaphor, while not perfect, suggests that by shuttling between music, experience, and analysis,
one can encompass and approach an experience-oriented analysis, however asymptotically. Unlike
the first models, which require a certain degree of linear flow, the last allows for multi-directional

relationships between the three nodes, allowing for multiple passes, multiple experiences, and

11 While neither Stravinskyan nor historical, David Lewin’s Stockhausen analysis explicitly requires an ear-
training exercise and multiple passes through the work in order to “experience” his analysis of pentachords across the
work. See David Lewin, Musical Form and Transformation: 4 Analytic Essays New Haven: Yale University Press, 1993), 16—
67.
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multiple analyses, in which no single feature must exist apart from the others. It is non-hierarchical,
and there are many paths through this model, much as there are many paths through a
transformational diagram. Like transformational networks, the model in Figure 0.4 represents all
possible relationships, all possible paths, but like many musical works that use such networks, certain
paths are more well-trodden than others. Thus, many of the analyses in this dissertation take the
same path through the model and may appear to arise from a model more like Figure 0.2, because
such a path helps organize writing. Yet, each analysis in the chapters to follow integrates points on
the triangle in order to serve the overall goal of using historical experiences to orient analysis, and
hence, suggest additional experiential possibilities for present-day listeners.

To return to Temperley, who argues that when integrating suggestive and descriptive
analysis, one must be very clear about how and where such crossover occurs, I close this
introduction by providing the following explanation of my usual analytical process in the chapters to
follow."” Having listened to these works in the past, and developed my own, primarily aural,
experiential understanding of a musical moment (for example, the humorous trombone slide in
Pulcinella), which sometimes bleeds into a descriptive analysis of the moment, I often turn toward
historical listeners’ accounts of the music, which contain traces of experiences that I do not always
initially share (for example, hearing that slide as suggestive of 1920s variety-show music). I then
return to the musical scores and recordings, with both sets of experiences in hand, to see if I can
shift my experience, either aurally or through analytical procedures. I then continue to work through
the music analytically in an attempt to reorient my own experience, an analytical process that is
primarily suggestive. When writing up the analyses, I tend to remove the descriptive elements of my

initial analyses in favor of providing a cleaner analytical narrative. Thus most of the analyses in this

12 Tempetley, “The Question of Purpose in Music Theory,” 78.
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dissertation take a more suggestive route, beginning with context and historical experiences and then
trying to reflect these experiences in analysis as a suggestive exercise for readers. This need not be
the only path toward experience-oriented analysis, nor is it the only possible way to approach the
final model I present here. But it does provide new analytical paths and new, historically oriented

listening possibilities for present-day audiences.



1  NEOCLASSICISM, ANALYSIS, AND EXPERIENCE

The time traveling of the Puleinella ballet probably provided the impetus for
Stravinsky’s neoclassical period, which apart from the adoption of eighteenth-century
forms and titles, is chiefly noticeable for its attempt to create melody by synthetic
manufacture. One cannot create a creature of flesh and blood out of fossil
fragments.

—Constant Lambert, “Stravinsky as Pasticheur” (1934)*

1.1 NEOCLASSICISM AFTER THE GREAT WAR

In the period immediately following the Great War, music that explicitly and ironically
engaged with the past became commonplace. Of course, composers of all eras engage the music of
the past—“deliberate imitation or revival of ‘ancient’ or obsolete musical styles for specific
emblematic or expressive purposes has a history that goes back at least as far as the Renaissance”—
but twentieth-century neoclassicism’s invocation of eatlier styles was quite different.” Whereas prior
revivals of earlier music were generally “reverential,” twentieth-century neoclassicism includes an
element of critical, even ironic, distance. This trend was not geographically limited to Paris;
composers in Russia, England, and Germany were also reaching into the more removed musical
past, writing music that idealized the past while simultaneously exploring its distance from the
present.” For Richard Taruskin, this is the moment that defines the twentieth-century musical

aesthetic; further, this music was intentionally “preromantic,” situating itself as the antithesis of

I Constant Lambert, Music Ho! A Study of Music in Decline New York: Chatles Scribner’s Sons, 1934), 101.

2 Richard Taruskin, The Oxford History of Western Music: Music in the Early Twentieth Century, vol. 4 (New York:
Oxford University Press, 2005), 449. Taruskin details several moments in which neoclassicism of a sort appeared prior to
the twentieth century (as what he calls “delicious neoclassicism,” a form of stylistic pastiche) on pp. 449-56.

3 Composers throughout Europe looked to Baroque forms, galant styles, and other “classics.” They made
explicit reference (ironic or otherwise) to music that preceded the “Romantic” era. These composers include Hindemith,
Prokofiev, Stravinsky, Ravel, Debussy, Satie (and the rest of Les Six), Shostakovich, Busoni, and later Benjamin Britten.
Even Schoenberg was writing music that engaged with Baroque dance forms. See Scott Messing, Neoclassicism in Music:
From the Genesis of the Concept through the Schoenberg/ Stravinsky Polemic (Ann Arbor, M1.: UMI Research Press, 1988); Glenn
Watkins, Pyramids at the Lonvre: Music, Culture, and Collage from Stravinsky to the Postmodernists (Cambridge, MA: Belknap Press
of Harvard University Press, 1994); Robert P. Morgan, Twentieth-Century Music: A History of Musical Style in Modern Europe
and America New York: W. W. Norton & Company, 1991).

10



nineteenth-century values and musical tendencies toward subjectivity, expression, and maximalism.*
The French neoclassical turn was not just anti-romantic but also distinctly anti-Wagnerian, and the
resultant turn toward “lucidity and simplicity” became characteristic of twentieth-century
neoclassicism.” This neoclassicism, which Scott Messing has shown was also associated with musical
features such as linearity, polyphony, and counterpoint, had a unique flavor that could be traced to
Stravinsky, Les Six, and other Russian ex-pattiots then living in France (e.g., Prokofiev).® This ironic
distance was marked for listeners as significant, and they sought ways to ground this significance in
ideas, emotions, and other states of being. Of course, meaning varies, and Stravinsky expressed
publicly and repeatedly that he believed music was incapable of expression.” Yet, audience members
often described this music as if it carried referential content, and disagreed, in subtle and not-so-

23 <¢

subtle ways, about how to describe it, calling it “objectivist,” “realist,” and “constructivist,” among
many other adjectives.® It is worth noting here that there is an immense body of work on meaning(s)
and music(s). I find Michael Klein’s nuanced understanding of Nicholas Cook’s and Jean-Jacques
Nattiez’s theories of musical meaning (specifically, semiotics) to be particularly relevant to the kinds
of (musical) meanings I want to explore in this project. Klein writes:

Troublesome in Cook’s theory, Nattiez’s tripartition, and my borrowing of this work

is the conception that attributes (and structures) are somehow 7z the music. It may

just as well be the case that we project these attributes and structures oz the music, so
that the immanent level collapses into the esthesic.”

* Taruskin, Oxford History of Western Music vol. 4, 448, 457.

5 Marion Schmid, “A Bas Wagner! The French Press Campaign Against Wagner during World War 1,” in French
Music, Culture, and National Identity, 1870-1939, ed. Barbara L. Kelly (New York: University of Rochester Press, 2008), 89.

6 Scott Messing, “Polemic as History: The Case of Neoclassicism,” The Journal of Musicology 9, no. 4 (October 1,
1991): 481-97. Messing also shows that the term “neoclassicism” had a fraught history that included French writers
using the term pejoratively against German music of the eatly twentieth century. Boris de Schloezer was the first to use
the word to describe Stravinsky’s output in 1923, reclaiming the term for its (eventual) present-day use (see p. 490).

7 Stravinsky’s views, and the importance of not always taking the composer at his word, are discussed further in
the following section.

8 Messing, “Polemic as History,” 490.

9 Michael Klein, “Chopin’s Fourth Ballade as Musical Narrative,” Music Theory Spectrum 26, no. 1 (2004): 24n6.
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In other words, there is no need to suppose that meaning exists and is transferred from composer to
listener, or that meaning is inherent to this music. Rather, listeners may be imposing their own
understandings and meaningful content upon this music, regardless of composer intent or music’s
ability to carry referential content. In neoclassicism, the juxtaposition of traditional and modernist
musical materials, ironic or otherwise, was evocative for many listeners. As the epigraph to this
chapter indicates, that commentary was not necessarily positive: Lambert sees Pulcinella as
unnatural—a skeleton rather than a living entity—a quality that changes his experience and
understanding of the ballet’s “time traveling.”

Tracing twentieth-century neoclassicism’s particular origins and implications, though, is quite
difficult."” Richard Taruskin, Scott Messing, Martha Hyde, Pieter van den Toorn, and Maureen Carr
have all grappled with the problem of how to understand the many ways in which twentieth-century
composers dealt with the past.' Taruskin notes that in most cases what makes twentieth-century
neoclassicism unique and count as “modernism” is its itonic approach to past materials.'” Irony as a
governing paradigm still allows for variation: at its core, irony simply involves some level of critical
distance and opposition, whether verbal irony (saying the opposite of what is meant, e.g., “clear as
mud”) or situational irony (juxtaposing an event’s expected outcome with its opposite). These
variations in ironic approach to the source material allow for vast differences between twentieth-

century neoclassical works.

10 Martha M. Hyde, “Neoclassic and Anachronistic Impulses in Twentieth-Century Music,” Music Theory Spectrum
18, no. 2 (October 1, 1996): 200-35.

1 Richard Taruskin, “Back to Whom? Neoclassicism as Ideology,” 792h-Century Music 16, no. 3 (April 1, 1993):
286-302; Hyde, “Neoclassic and Anachronistic Impulses in Twentieth-Century Music”; Pieter C. van den Toorn,
“Neoclassicism and Its Definitions,” ed. James M. Baker, David Beach, and Jonathan W. Bernard, Music Theory in Concept
and Practice (Rochester, N.Y.: University of Rochester Press, 1997), 131-56; Maureen A Cart, Multiple Masks: Neoclassicism
in Stravinsky’s Works on Greek Subjects (Lincoln, NE: University of Nebraska Press, 2002); Maureen A. Carr, Affer the Rite:
Stravinskys Patly to Neoclassicism (1914—1925) (New York: Oxford University Press, 2014).

12 Taruskin, Oxford History of Western Music vol. 4, 457.
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Even within Stravinsky’s own neoclassical output from 1920 to 1951, the composer’s
engagement with the past varies widely, and listeners’ responses to these works are similarly diffuse.
Two works that demonstrate very different relationships with the past are Puleinella (1920) and the
Concerto for Piano and Wind Instruments (1924), both early examples of Stravinsky’s
neoclassicism." Stravinsky’s approach to “past” musical materials and forms in Puleinella is distinct
from his approach in the Concerto. In the former, Stravinsky uses already-extant music by eatly
eighteenth-century composers and limits himself to changes in instrumentation, occasional irregular
shifts to irregular meters, and alterations in inner voices. He only rarely interpolates passages in
which the writing is entirely his own. Stravinsky’s relationship to the music with which he engages in
Pulcinella is more like sampling than composition: remixing, adding textures and timbres, splicing in
small snippets of new material—an unsuccessful attempt, in Lambert’s eyes, to resurrect dead music
through artificial means."

Take, for example, Stravinsky’s light reworking of “Se tu m’ami.”" Figures 1.1 and 1.2

reproduce, respectively, the score from .Arie Antiche (the edition from which it is believed Stravinsky

13 Stravinsky scholars debate whether Puleinella (1920) or the Octet (1923) represent the beginning of
Stravinsky’s neoclassical “period.” See Taruskin, Oxjford History of Western Music vol. 4, 469-71 for a discussion of why he
believes the Octet is the true beginning of neoclassicism. Martha Hyde cites Puleinella as one of the first examples of
“reverential imitation,” though she is not entirely convinced it is truly neoclassical either (see Martha M. Hyde,
“Stravinsky’s Neoclassicism,” in The Cambridge Companion to Stravinsky, ed. Jonathan Cross (New York: Cambridge
University Press, 2003), 110). Stuart Campbell locates the shift earlier, either with Puleinella or the Symphonies of Wind
Instruments (see Stuart Campbell, “Stravinsky and the Critics,” in The Cantbridge Companion to Stravinsky, ed. Jonathan
Cross (New York: Cambridge University Press, 2003), 239). Maureen Carr argues that Pulinella is an important signpost
on the road to neoclassicism (see Carr, After the Rite, 227). For my purposes, any explicit engagement with forms and
structures of earlier music counts as neoclassical, as the overall focus of this dissertation is the ways in which historical
listeners responded to Stravinsky’s engagement with the past.

14 Carr writes that “Stravinsky at times reshapes his sources almost beyond recognition,” but her examples of
such deformation still fall far short of what Stravinsky does in other, later neoclassical works such as the Piano Concerto.
Most of Cart’s analysis, in fact, shows that Stravinsky does exactly what I suggest here: pulling musical fragments at will
into Puleinell’s fabric and occasionally splicing together multiple copies of a musical idea (in other words, imitation)
where the original might have had a simpler texture. See Maureen A. Cart, ed., Stravinsky’s Pulcinella: A Facsimile of the
Sonrces and S ketches, Music in Facsimile (Middleton, WI: A-R Editions, 2010), 22.

15 Barry Brook calls this aria “a late nineteenth-century forgery” that would be difficult to reconcile with
Pergolesi’s style. Barry S. Brook, “Stravinsky’s Pulcinella: The ‘Pergolesi’ Sources,” in Musiques, Signes, Images, ed. Joél-
Marie Fauquet and Francois Lesure (Genéve: Minkoff, 1988), 49. Brooks notes further that the aria seems to have first
appeared in Alessandro Parisotti’s 1885 anthology of arias, and was likely written by Parisotti himself. Despite this,
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worked), and the 1920 vocal score of the same movement within Pu/inella. 1 use the vocal score here
because the texture most closely approximates that of the “Pergolesi” that Stravinsky set. The arietta
does not appear in the orchestral suite for obvious reasons (that is, because it is a vocal number), but
serves as a typical example of Stravinsky’s alterations as they appear in Puleinella. In the first vocal
phrase, Stravinsky leaves the vocal line intact, and chooses neatly the same set of bass pitches,
though his first four measures of accompaniment eschew stepwise motion in the bass for a more
disjunct approach. His inner-voice accompaniment contains more dissonance, using major- and
minor-second dyads and quartal structures rather than triadic harmonies. The changed pitches
coincide with instrumentation changes: whereas the original suggests a keyboard accompaniment,
Stravinsky’s full orchestral score accompanies the soprano with strings, which maintains the single
timbre but perhaps softens the effect of the dissonances. Despite such changes, the movement is
very little altered, and maintains a strong essence of, if not resemblance to, the “Pergolesi” original.
More analysis of Pulinella’s relationship to the musical sources will follow in Chapters Two and
Four.

In the Piano Concerto, by contrast, the references to the past are still apparent but operate
principally at the stylistic, formal, and schematic level. There are no obvious quotations of extant
past works." Instead, in the Concerto, Stravinsky acts as composer who references or alludes to the

past, without directly filtering or reviving examples from it. The allusions are multifarious, layered,

Stravinsky and others believed this was a genuine Pergolesi, and the myth that this is a genuine aria from the “Classical”
era is perpetuated today, even though the aria is now often attributed to Parisotti instead. The aria still features
prominently in vocal anthologies for the seventeenth and eighteenth centuries, such as Caccini et al., 30 Italian Songs and
Abrias of the Seventeenth and Eighteenth Centuries, ed. Roger. Nichols, trans. Sarah. Nichols (London; New York: Edition
Peters, 2007).

16 Donald Traut argues that there is a quotation of the Musical Offering in the first movement, but the quotation
remains under the surface. I have not found evidence that listeners recognized more than a general (stylistic) nod to
Bach. See Donald G. Traut, “Revisiting Stravinsky’s ‘Concerto,”” Theory and Practice 25 (2000): 75.

14



and often contradictory.'” For example, the opening of the third movement evokes not only a
Bachian fugal subject-answer narrative between soloist and orchestra but also an emphasis on (then-
contemporary) ragtime rhythms and jazz-like themes. The first piano cadenza, beginning at “Tempo
I”” and continuing unaccompanied until rehearsal number 69 and shown in Figure 1.3, emphasizes
the rhythmic quality and use of dissonance that evokes ragtime, a stylistic reference that is at odds
with the otherwise Baroque approach to the movement. The triadic harmonies suggest a C tonal
center, but the right hand’s emphasis on Bb and the disjointed contour of the left hand help push the
ragtime/jazz reference to the forefront at this moment. (Further analysis of the Piano Concerto will
follow in Chapter Five.)

Figure 1.1: Parisotti, “Se tu m’ami”"
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17 While neither “fugue” nor “ragtime” are common to the vocabulary of musical topoi (though fugal entrances
are often considered markers of the learned style), certainly the layering and incompatibility of these references works
much in the same way that Robert Hatten suggests topical troping works. See Robert S. Hatten, “The Troping of Topics
in Mozart’s Instrumental Works,” in The Oxford Handbook of Topic Theory, ed. Danuta Mirka, Oxford Handbooks Online
(Oxford University Press, 2014), 514-306; and Hatten, Interpreting Musical Gestures, Topics, and Tropes: Mozart, Beethoven,
Schubert (Bloomington: Indiana University Press, 2004). Scott Schumann has used the concept of topical troping to
develop a sense of the ways in which Stravinsky “distorts” musical topoi in the service of neoclassical detachment and
irony. See Scott Charles Schumann, “Making the Past Present: Topics in Stravinsky’s Neoclassical Works” (Ph.D. diss.,
University of Texas at Austin, 2015).

18 Alessandro Parisotti, Arie Antiche., vol. 1 Milano: G. Ricordi, 1885), 102.

15



Figure 1.2: Stravinsky, Pulcinella, “Se tu m’ami””

Figure 1.3: Stravinsky, Piano Concerto, III, first cadenza®
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Stravinsky’s different kinds of engagement with musical references seem to be matched by

listener response: Puleinella was often immediately understood and usually well received while the

19 Tgor Stravinsky, Pulcinella; Ballet Avec Chant En Un Acte D ’aprés Giambattista Pergolesi. (london: J. & W. Chester,

1920), 61.
20 Igor Stravinsky, Concerto for Piano and Wind Instruments (London: Boosey & Hawkes, 1960), 50. Rests in the

orchestral accompaniment have been removed.
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Concerto was more off-putting and baffling to its audience.” This is not to say that the composet’s
differing approaches to earlier material in these works directly caused listeners’ responses (there are
many additional factors at play) but rather that these phenomena coexist. Both works still
demonstrate Stravinsky’s interest in displaying the music of the past in some degree of incongruity
with the present, and the degrees and kinds of incongruity do correlate with differences in historical
listener reception.” After all, it is no sectet that neoclassical music gains its aesthetic power in part by
highlighting the (often strained) relationship between past and present. This relationship, the result
of the close juxtaposition of past and present, is not always the same, though irony remains a
prevailing feature. Listeners perceive (and respond to) the many differences. As Carolyn Abbate
writes about Ravel’s neoclassical works (e.g., Tombean de Couperin (1913):

These works, and perhaps others categorized as neoclassic, are thus not only

nostalgic, or melancholic, sardonic, anxious, awed, reverent, or painful stolen glances

at antiques from music’s attic. The litany is not entirely ironic. Neoclassicism as an

idea is protean, as Richard Taruskin has shown in witty commentaries on the

phenomenon and the scholarship it engendered. What does it mean to invoke the

past? What past? How? When? Here [Ravel’s| neoclassicism is a Parisian cordon

sanitaire against Wagnerian encroachments; there (Stravinsky) an aesthetic of

inexpressiveness, a sinister compositional cool; somewhere else Teutonic chauvinism

mixed with psychopathologies of influence (Schoenberg and friends); somewhere

else again, nostalgic kitsch (Richard Strauss). Anxious influence and psychology, or

politics and sociology, have become classic grounds for debates about twentieth-

century works in which we sense the presence of an old and alien voice.”

Clearly, the ever-shifting nature of neoclassicism, even when limited to looking only at Stravinsky,

affects listeners’ relationships to and interpretations of these works. As we will see, contemporaries

2l As I show in Chapter Three, Pulinella often received adjectival descriptions that emphasize the positive effect
Stravinsky’s alterations had on the music, such as “good” and “respect,” and the Concerto’s reception was more fraught:
while it still often is described as “great,” more qualifiers (like “merely”) surround the descriptions, and deeper analysis
reveals more tension between reference and realization in the Concerto than Pulcinella.

22'This is, of course, a simplification—music of “the present” is always informed and infused by music by other
composers and in different eras. But in neoclassicism, the composer self-consciously appropriates musical cues that are
associated with past-ness and modifies them in ways that make it possible for listeners to separate the stylistic reference
(that is, how something “should” sound) from its deformation in the music.

23 Carolyn Abbate, Iz Search of Opera, 1st edition (Princeton, N.J: Princeton University Press, 2001), 193.
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indeed often used adjectives such as those Abbate uses above (nostalgic, melancholic, inexpressive,
alien, and so on), suggesting the diversity of their experiences. This dissertation will allow these
differences in reception of and writing about Stravinsky’s neoclassicism to inform and enhance the

analytical process.

1.2  ANALYZING NEOCLASSICISM: PROBLEMS AND SOLUTIONS

Heinrich Schenker, Viennese analyst-extraordinaire and one of the most influential music
analysts of the twentieth century, wrote the following about Igor Stravinsky’s Concerto for Piano
and Wind Instruments (1924):

These bars are written in succession, as is normal in music (perhaps the time will

come when, in the name of progress, the bars will be lined up vertically instead of

horizontally); thus I must believe that this succession signified a cohesive whole to

the composer. But in music, all cohesion is nothing other than a composing-out in

linear progressions; thus it is the linear progressions alone that bear witness to

cohesion, not whatever the composer may say or write on the subject.?

As should be evident, Schenker was not fond of Stravinsky’s music. This is not surprising. As the
quote indicates, he found the Concerto to be incoherent, unable to provide much in the way of
development or a composing-out of the Ur/inze. It does not demonstrate tonal coherence, or, in
Schenker’s mind, coherence of any kind, even if the composer says otherwise. He does not
understand why a composer would turn away from writing a coherent, organically constructed work,
and therefore finds the Concerto lacking on all fronts.

The particular passage Schenker cites, rehearsal number eleven, features the piano alone,

moving with a toccata-like fervor centered on D. The ostinati and other forms of repetition in this

2+ Heinrich Schenker, The Masterwork in Music: Volume 11, 1926, ed. William Drabkin, trans. Ian Bent, John
Rothgeb, and Hedi Siegel, Trade edition (Dover Publications, 2014), 17.
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passage do create a certain kind of harmonic stasis, something that many other analysts have noted.”
Schenker’s analysis of this section focuses on its failure to assert of any kind of linear close. Figures

% Note

1.4 and 1.5 reproduce Schenker’s reduction of the score alongside his sketch of the passage.
that in Figure 1.5, Schenker recomposes these measures in order to sketch them, adding thirds to
complete triads and changing the bass where necessary to create neighbor and passing motion in
keeping with Schenker’s theory of tonality and progression.

Despite these changes, the music captured in the sketch shown in Figure 1.5 still does not
meet Schenker’s standards, not least because there are several low-level linear progressions that are
set over dissonances. Schenker bemoans the lack of coherence here, explaining that Stravinsky writes
“notes [that] constantly coincide in dissonances, a procedure which serves him as a substitute for
content and cohesion.””” For Schenker, the features most often associated with Stravinsky—
dissonance (especially the altered octaves and displacement of expected resolutions) and repetitive,
layered blocks of music—are the same features that cause this music to fail the coherence test. In
particular, Schenker’s search for coherence and continuity fails in large part due to the way that his
sketch in the first line of Figure 1.5 reduces on the line below. Dissonance refuses to disappear, and
to make matters worse, Schenker says, Stravinsky does not even use dissonance properly: “Stravinsky
imagines that he can make the dissonance still more dissonant by piling up dissonances,” but “the
only surety even for dissonances...is the cohesiveness of a well-organized linear progression: without

cohesiveness, dissonances do not even exist!”’*® Even Stravinsky’s dissonances fail to meet

Schenker’s standards. The vitriol is palpable.

% See, for example, Benjamin, “Tonality without Fifths”; Robert P. Morgan, “Dissonant Prolongations, Perfect
Fifths, and Major Thirds in Stravinsky’s Piano Concerto,” In Theory Only 4, no. 4 (1978): 3—7; Malia Jade Roberson,
“Stravinsky’s Concerto for Piano and Winds (1924): Metrical Displacement, Tonal Distortion and the Composer as
Performer” (Ph.D. diss., University of California, Santa Barbara, 2012).

26 Schenker, The Masterwork in Music, 17.

27 Tbid.

28 Ibid., 18.
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Figure 1.4: Stravinsky, Piano Concerto®
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Many analysts today study Schenket’s theories in order to develop their analytical work,

without necessarily adopting Schenker’s values and belief system. Another option for reading this

2 Ibid., 17.
30 Thid.
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analysis, however, is as a historical object, as a product of the contingent moment of being Heinrich
Schenker in 1926 Vienna.”' Reading Schenket’s writing as a product of its historical time and place
provides a different understanding of the forces at work here. Schenker writes his dismissal of
Stravinsky in 1926, after his Harmonielehre and Kontrapunkt had been published (but before Der freie
Satz). There are many things at play here: Stravinsky’s music does not conform to Schenker’s
understanding of how music should work and be perceived. He also represents a wave of new music
and art that Schenker is not and cannot be a part of, as the French modernist movement, especially
the neoclassical movement, is strongly aligned against Germanic influences. Furthermore, Schenker’s
understanding of this music is shaped not only by his theories but by his distinct relationship with
the world. Schenker’s theories are inextricably linked with his beliefs in German supremacy,
organicism and hierarchy, and the superior quality of eighteenth- and nineteenth-century (German)
music.” In this light, then, rather than agreeing or disagreeing with the statements Schenker makes,
present-day readers might wonder under what circumstances one could hear this music as Schenker
does: unable to develop, unable to reach a satisfying linear close, unable to complete the desired
linear progressions, and therefore utterly incomprehensible. Fully understanding Schenker’s world-
view requires more information and context than can be fully explored here, and Nicholas Cook’s

excellent book on the subject provides one such point of entry.”

31 Returning context to Heinrich Schenker’s writings has a long and varied history. See, for example, William A.
Pastille, “Heinrich Schenker, Anti-Organicist,” 79th-Century Music 8, no. 1 (1984): 29-36; Kevin Korsyn, “Schenket’s
Organicism Reexamined,” Intégral 7 (1993): 82—118; Leslie David Blasius, Schenker’s Argument and the Claims of Music Theory
(New York: Cambridge University Press, 1996); Nicholas Cook, The Schenker Project: Culture, Race, and Music Theory in Fin-
de-Siecle Vienna (Oxford University Press, USA, 2007); Robert P. Morgan, Beconzing Heinrich Schenker: Music Theory and
Ideology (Cambridge: Cambridge University Press, 2014).

32 These views have been well documented. See, for example, Robert Snarrenberg, Schenker’s Interpretive Practice
(New York: Cambridge University Press, 1997), xv; William Drabkin, “Heinrich Schenker,” in The Cambridge History of
Western Music Theory, ed. Thomas Street Christensen (New York: Cambridge University Press, 2002), 815.

33 Cook, The Schenker Project.

21



What interests me here, however, is the idea that one could, through (admittedly speculative)
reconstructive processes, come nearer to an understanding of a historical experience. This experience
could, in turn, provide fodder for a different analysis of the piece that captures some essence of that
experience. Schenker’s analysis portrays some degree of his understanding of the Piano Concerto. It
represents the very specific, contingent experience of a man steeped in many years of listening to and
exploring music whose primary mode of development and expansion is linear composing-out of
underlying consonances.” For Schenker, this music neither follows these tenets nor does it
organically cohere, and it is therefore worthless. It is easy to imagine, because so many music
theorists have studied Schenkerian analysis, that with some additional context and exploration it
would be possible to recover something of what it was like for Schenker to experience Stravinsky’s
Piano Concerto. Indeed, Robert Snarrenberg suggests that Schenker’s writing, while often
insufficient to capture the experience, contains traces of his experiences. He writes:

No utterance, analytical or theoretical, should be assumed to be a straightforward

reporting of his musical experiences. Schenker’s public speech is a trace—albeit

richer than most, but no less partial—of experiences that invariably outran his

attempts to communicate them.*

The goal of the analytical vignettes in this dissertation, then, is to provide a link between analytical
methodology and (historical) listener experience. I will address this further in the sections below.

Sometimes, analysts read Schenket’s analysis not as a historical object but as containing tools

that they may adapt in their own analyses of Stravinsky’s neoclassicism. These analyses tend to

follow one of two patterns. First, they may demonstrate, as Schenker does, that Stravinsky’s work is

3 The question of how Schenker’s analysis relates to his experience, and of what this expetience consists (was it
a performance, reading a score, or some other engagement with the music?) is unanswerable here, but the fact remains
that Schenker’s relationship to Stravinsky’s music is colored by his analytical philosophy in a way that would not have
affected many of his contemporaries, especially those without musical training, Robert Snarrenberg and Joseph Dubiel
have explored this relationship between Schenker’s experiences and his analyses in Snarrenberg, Schenkers Interpretive
Practice; Joseph Dubiel, ““When You Are a Beethoven’: Kinds of Rules in Schenker’s ‘Counterpoint,” Journal of Music
Theory 34, no. 2 (1990): 291-340.

% Snarrenberg, Schenker’s Interpretive Practice, xvii.
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deficient, lacking in the kind of structural unity and connection that Schenker deems necessary for a
work with tonal properties.” Second, and more frequently, they may argue that Stravinsky’s music
simply follows other rules for defining consonance and closure, and that the consistency with which
he adheres to these rules insures that his works are in fact unified structures. These writers show that
Stravinsky composes out octatonic clusters, dissonant chords, or other sets, rather than the diatonic
structures Schenker seeks.” In either case, the undetlying assumption remains that linear
development and closure are necessary, desirable properties of music. When Stravinsky’s music fails
these test cases or the theory requires severe adjustment to presuppositions about voice leading for
Stravinsky’s music to pass, it does so in part because it does not conform to these organicist values,
but also because it is centric, not strictly tonal.”® Centricity refers to music that may revolve around a
“center” rather than a tonic, and indicates a loosening of tonal regulations, including mode (e.g., is
this passage in D major, D minor, some other mode, or organized around the pitch-class D in some
other way?). Kip Wile and Stanley Kleppinger have explored this phenomenon in detail—much

greater detail than is necessary here—to show that the relationship between centricity and tonality is

36 This happens fairly rarely. Yet, the lack of unity remains a sticking point for Adorno, who makes no
Schenkerian claims and finds Schoenberg perfectly palatable (unlike Schenker). See Theodor W. Adorno and Robert
Hullot-Kentor, Philosophy of New Music Minneapolis: University of Minnesota Press, 2006). Felix Salzer demonstrates a
slightly more politic approach, suggesting that Stravinsky’s music is not entirely antithetical to Schenkerian analysis, but
still slightly deficient. See Felix Salzer, Structural Hearing: Tonal Coberence in Music (New York: C. Boni, 1952).

37 See, for example, Joseph Straus, “A Principle of Voice Leading in the Music of Stravinsky,” Music Theory
Spectrum 4 (April 1, 1982): 106—24; Richard Taruskin, “Chez Pétrouchka: Harmony and Tonality ‘chez’ Stravinsky,” 795-
Century Music 10, no. 3 (April 1, 1987): 265—-86; Marshall Malone Thomason, “Neo-Tonality: A Unified Approach to
Stravinsky’s Neoclassical Music” (Ph.D. diss., University of Texas at Austin, 1987); Morgan, Twentieth-Century Music; Pieter
C. Van den Toorn and Dmitri Tymoczko, “Stravinsky and the Octatonic: The Sounds of Stravinsky,” Music Theory
Spectrum 25, no. 1 (April 1, 2003): 167-202; Joseph Straus, “Harmony and Voice Leading in the Music of Stravinsky,”
Music Theory Spectrum 36, no. 1 (June 1, 2014): 1-33. Prolongation of non-tonal structures has also been well-discussed in
the theoretical literature (see Joseph N. Straus, “The Problem of Prolongation in Post-Tonal Music,” Journal of Music
Theory 31, no. 1 (April 1, 1987): 1-21; Steve Larson, “The Problem of Prolongation in “Tonal’ Music: Terminology,
Perception, and Expressive Meaning,” Journal of Music Theory 41, no. 1 (April 1, 1997): 101-36; Olli Viisila,
“Prolongation of Harmonies Related to the Harmonic Series in Early Post-Tonal Music,” Journal of Music Theory 46, no.
1/2 (2002): 207-83).

38 The degree to which Stravinsky’s neoclassical music is tonal certainly varies, but it would be difficult to argue
that it is completely atonal. In Daniel Harrison’s words, we might say that Stravinsky’s neoclassicism retains a level of
“backward compatibility’ with traditional as well as other tonal music.” Daniel Harrison, Pieces of Tradition: An Analysis of
Contemporary Tonal Music (Oxford University Press, 2016), 5.
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a difficult and fraught one.”” Wile defines Stravinsky’s relationship to tonality as “neocentrist,” by
which he means that Stravinsky’s music clearly establishes a tonal center without exhibiting all the
properties that are usually associated with tonality proper. Analysts who view this music through a
Schenkerian lens thus must redefine the tool (e.g., instead of composing out a single triadic harmony,
Stravinsky’s music composes out a diminished seventh chord or some octatonic span) or recompose
the music to fit within Schenkerian norms, as Schenker does himself.*’

In addition to requiring Stravinsky’s music to be more tonal than it is, Schenker’s analyses of
Stravinsky’s music (and those that follow his lead) engage very little with the central property of
neoclassicism: juxtaposing music of at least two different time periods in such a way that each
remains recognizably distinct, but the joint product also is received as meaningful.* This product is,
after all, where Taruskin locates irony in neoclassicism. Ignoring this duality is not just a problem in
Schenkerian approaches. Many analyses of Stravinsky’s neoclassicism are unable to address this
mixture because they treat this music as unified by a single principle, rather than shot through with

plural logics. In these analyses, Stravinsky’s music is treated as either tonal, “common-practice”

% Kip Douglas Wile, “Collection in Neocentric Music: A Study in Theory and Analysis of the Music of
Debussy, Stravinsky, Scriabin, Bartok, and Ravel” (Ph.D. diss., University of Chicago, 1995); Stanley V. Kleppinget,
“Reconsidering Pitch Centricity,” Theory and Practice 36 (2011): 65-109.

40 Note that Joseph Straus defines prolongation, simply: “some musical entity stays in control even when it is
not explicitly present,” which allows for these sorts of post-tonal prolongations to be possible (Straus, “The Problem of
Prolongation in Post-Tonal Music,” 2). Certainly, these types of spans can be prolonged in this sense, and Megan
Lavengood has explored the possibility of recomposing Stravinsky in order to write Schenkerian sketches. She restricts
herself to adjusting pitches by two or fewer semitones in each direction, and after graphing the recomposition, she
superimposes the graph on Stravinsky’s original. While there are problems with this approach (e.g,, normalizing the
abnormal, turning octatonic melodies into diatonic ones), Lavengood shows that, at least for her and many Schenkerians,
it is possible to hear a tonal background of sorts superimposed upon Stravinsky’s foreground. Megan Lavengood,
“Following Schenker’s Lead in Analysis of Stravinsky” (Annual Meeting of the Music Theory Society of New York
State, Mannes School of Music, New York, NY, April 3, 2016).

# Such communication is interpretive: meaning is socially constructed. Historical listeners’ writing about and
experience of neoclassicism’s meaning is the focus of this dissertation—by using the words “meaning” and
“communication” I never intend to assert that any intent or missive is inherent to the music. Stravinsky himself is rather
emphatic that “music is, by its very nature, essentially powerless to express anything at all” (Igor Stravinsky, Igor Stravinsky,
an Auntobiography New York: Simon and Schuster, 19306), 163. While the composer might like this to be the case, historical
evidence shows that listeners found a variety of expressive content within the music—though they often disagreed. For
more on how listeners wrote about their experiences of this music, see Chapter Three.
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(eighteenth- and nineteenth-century) music, or as post-tonal, scale and set-based (twentieth-century)
music.” At least on the surface, Stravinsky’s neoclassicism intertwines these procedures in ways that
can be difficult to separate analytically but remain easy to hear.

In the passage that Schenker analyzes, there are many features at play that signal a duality
between the “neo” (Stravinskyan) and the “classical” (Baroque, perhaps Bachian). The mechanistic
and frenetic quality of the piano part here evokes a toccata. The open fifths, rather than the fully
triadic tonality that Schenker returns to the passage in Figure 1.5 defamiliarize the genre, perhaps
instilling a pastoral quality that is at odds with the academic style of the toccata.” This quality may be
enhanced in the orchestral interludes by the instrumentation, winds and brass, which are more
closely tied with pastoral moments (e.g., the usage of winds in the first movement of Beethoven’s
“Pastoral” Symphony) and are less typically associated with Baroque-style concerti (especially
moments of Fortspinnung), where strings would be more prevalent. Yet, the Baroque references retain

a certain quality that listeners can recognize, even when ironically juxtaposed with Stravinskyan

4 The history of the octatonic approach is long and varied, with Richard Taruskin as heavy advocate, though
for historical reasons. See, for example Arthur Berger, “Problems of Pitch Organization in Stravinsky,” Perspectives of New
Music 2, no. 1 (October 1, 1963): 11-42; Pieter C. van den Toorn, “Some Characteristics of Stravinsky’s Diatonic Music
(I1),” Perspectives of New Music 15, no. 2 (April 1, 1977): 58-95; Taruskin, “Chez Pétrouchka,” April 1, 1987; Van den
Toorn and Tymoczko, “Stravinsky and the Octatonic”; Richard Taruskin, On Russian Music (Berkeley, CA: University of
California Press, 2009); Richard Taruskin, “Catching Up with Rimsky-Korsakov,” Music Theory Spectrum 33, no. 2 (October
1, 2011): 169-85. On the Schenkerian side of the fence, approaches to neoclassical music include Roy Travis, “Towards a
New Concept of Tonality?,” Journal of Music Theory 3, no. 2 (November 1, 1959): 257—84; Marshall Malone Thomason,
“Neo-Tonality: A Unified Approach to Stravinsky’s Neoclassical Music” (Ph.D. diss., University of Texas at Austin,
1987); Donald G. Traut, “Revisiting Stravinsky’s ‘Concerto’ (Schenker’s Failure to Account for Its Tonal Properties),”
Theory and Practice 25 (2000): 65—806; Peter Scott Silberman, “Neighbor Spaces: A Theory of Harmonic Embellishment
for Twentieth-Century Neotonal Music” (Ph.D. diss., University of Rochester, Eastman School of Music, 2006); David J.
Heetderks, “Transformed Triadic Networks: Hearing Harmonic Closure in Prokofiev, Copland, and Poulenc” (Ph.D.
diss., University of Michigan, 2011); Joseph N. Straus, “Harmony and Voice Leading in the Music of Stravinsky,” Music
Theory Spectrum 36, no. 1 (June 1, 2014): 1-33.

43 This combination of toccata and pastoral references engages in topical troping, as discussed eatlier. The topic
or other easily identified musical object is imported into a new context, where its relationship to the new context can
have a variety of meanings, such as irony or metaphor or synecdoche. See, e.g., Robert S. Hatten, “The Troping of
Topics in Mozart’s Instrumental Works,” in The Oxford Handbook of Topic Theory, ed. Danuta Mirka, (New York: Oxford
University Press, 2014), 514-306.
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features such as metric irregularities, mismatched ostinato-like patterns, and a block structure that

resists traditional motion toward cadences and closure.

Figure 1.6: Piano Concerto, reduction mm. 1—4
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Figure 1.7: Piano Concerto, recomposition mm. 1-4
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This juxtaposition is especially apparent in the first measures of this movement’s introduction, a
piano reduction of which is shown in Figure 1.6. The dialogue between tradition and modernism is
apparent, evoking strains of a Lully-like French overture (or perhaps a chorale-like, Funeral March
topic, given the orchestration) intermixed with strident dissonances. These measures begin
ploddingly, centered on A. The motion of the outer voices outlines a faitly standard harmonic
progression: root position tonic passes to first inversion in the first two measures, then a diminished
seventh chord becomes dominant seventh chord in the third measure (missing its bass E) and is
resolved deceptively in the fourth measure. These evenly divided four measures and associated tonal
design may feel archetypical, but there is also absence and difference here: C and C# and G and G#
occur interchangeably and sometimes simultaneously, and the resolution to a root position tonic or
submediant chord has been replaced by an ambiguous first-inversion submediant. Yet, the allusion

to a prototypical chord progression has been made explicit, the topical possibilities (Funeral March,
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French Overture) have been suggested, and the tonal center has been established as A. Figure 1.7
presents a recomposition of these opening measures in A minor (one could also choose A Major;
indeed, either mode will suffice, since this music is more centric than tonal). This process requires
adjusting only a few pitches to artive at the prototypically tonal chord progression suggested above.*
Listeners could easily extrapolate that such a reference exists in Stravinsky’s opening, though the
appearance of a dominant substitute, vii*’, in the second half of bar 2, which anticipates the inverted
dominant on the downbeat of m. 3, remains unusual. While I have chosen recomposition here as a
tool to gesture toward a possible tonal reference, I do not do so in the hope of making this music
conform to Schenker’s notion of the Ursazz. Instead, I would like to suggest that while hearing
Stravinsky’s opening, listeners may also be aware of the tonal allusion, able to hear the difference
between historical reference and the sounding music. This dialogue creates space for listeners to
ascribe meaning and feelings to the music, especially for Stravinsky’s intended audience, (historical)
listeners for whom the recent past (the Great War) was a real and likely painful memory. This
reaching beyond the recent past to the eighteenth century, toward something ostensibly purer and
cleaner, but deformed in its presentation, is striking, and historical listeners were keenly aware of
these references, and found meaning in them.® The passage Schenker analyzes, while more difficult
to connect with a specific referent, also contains vestiges of Baroque features that, in their alteration,
become meaningful and provoke listeners to understand them in a different way than they would

have understood, for example, a Bach toccata on its own. Schenker’s analysis, and analyses that

follow a similarly unified approach, tend to overlook or undervalue these references and their

# These moments are most likely connected to the prevailing sense that Stravinsky composed “wrong-note
music,” i.e., music that was a/wost tonal but replete with wrong notes.

4 As I will show in Chapters Three and Five, the Concerto’s effects on listeners was striking in its duality.
Listeners heard machines, felt vertigo, and found the effects chilling
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importance in relation to the modern work on which they are layered in their zeal to analyze the
work as a single, unified compositional impulse.

Pieter van den Toorn writes that many questions about the specific relationship between
these traditional and modern elements in neoclassicism “do not lend themselves all that well to
analysis [because] they touch to too great an extent on the immediacy of the experiencing subject.”*
While he is interested in using this argument to push against organicist notions of Stravinsky’s work,
van den Toorn also alludes to an important aspect of experiencing neoclassicism that can make
analysis difficult: the listener’s subjectivity. Obviously, any listenet’s response to any music is
dependent upon myriad factors, including his or her situation in time or geographical place, and his
or her prior engagement with music. For neoclassical writing, however, this subjectivity takes on a
new importance: the listener’s ability to respond to the music on both the level of the past references
and their present manifestations makes this experience all the more complex and interesting. Because
neoclassicism’s listeners recognize references to earlier musics, there is a certain barrier to entry, a
degree of shared experience required for listeners to understand what the composer is trying to
communicate—or, more accurately, what they #zn£ the composer is trying to get across, even if, like
Stravinsky, the composers allegedly intended to communicate nothing. Historical listeners, those able
to attend the premieres of these works, would have a different set of shared experiences than
listeners today, and relate to these references differently. It is true that no formal system will explain
the complexities of this subjective experience, but, turning this question on its head, it makes sense
that these experiences can be used to inform the kinds of analyses one attempts. Van den Toorn

realizes this as well, and wishes to place more emphasis on these mixed elements. He wishes to put

46 Toorn, “Neoclassicism and Its Definitions,” 131.
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them in an ongoing dialogue with one another in analysis, but finds the “solution to be beyond the
analyst’s grasp.”*’

Van den Toorn’s reproach is well taken: when he was writing this article in 1996, analysis of
Stravinsky’s music remained, in large part, staunchly focused on issues of compositional practice and
intent. Most analysts refrained from engaging with the issues that were presented in musicological
discussions of neoclassicism, patticularly as situated in Paris in the 1920s.* In recent years, this has
changed some, but not as much as one might hope. Analyses of Stravinsky’s neoclassicism still tend
to fall into one of two categories, as described earlier: those that prioritize Stravinsky’s modernism
and use scale- or set-theory to demonstrate Stravinsky’s use of “Russian” sets or scales (especially
octatonic scales), and those that foreground the works’ relationship to traditional tonality and apply
Schenkerian models or voice-leading sketches.” Analyses of Stravinsky’s neoclassical works
consistently appear in collected texts on the composer, such as Jann Pasler’s Confronting Stravinsky,
Ethan Haimo and Paul Johnson’s Stravinsky Retrospectives, and Jonathan Cross’s Cambridge Companion to
Stravinsky.” As noted above, most of these contributions subscribe to either a Schenkerian or scale-
theoretic approach (sometimes resorting instead to set theory) in order to explain the larger part of
Stravinsky’s diverse output. Often, these analyses are meant to show the utility of a particular brand
of music theory in understanding Stravinsky’s neoclassical music. Given the variety within

Stravinsky’s writing during this period, a toolbox approach, choosing multiple analytical styles and

47 Ibid., 156.

8 For exampl