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ABSTRACT

This dissertation investigates the ways in which Dallapiccola created coherent twelve-tone forms. It applies an analysis of tonal allusion (tonal pitch constructs found in atonal contexts), tonal analogue (specifically, the use of row levels to mimic a tonic and its transpositions), associative linear structure, and octatonic harmonic organization to one work from each of the four decades of Dallapiccola’s twelve-tone output, Rencesvals (1946), Piccola musica notturna (1954), Parole di San Paolo (1964), and Tempus Destruendi/Tempus Aedificandi (1971). Where these formal elements exist, they generally act in concert.

In Rencesvals, it was found that the linear skeleton of the opening three-chord module is expanded over the entire first movement as well as several mid-range spans. Beginning with Piccola musica notturna, this study elucidates the intimate connection between text and form in Dallapiccola’s music. It is claimed that this instrumental work is actually a tone poem setting the prefatory poem by Antonio Machado. Parole di San Paolo and Tempus Destruendi/Tempus Aedificandi also demonstrate the way text-setting and tonal analogue produce form.

Finally, the last chapter surveys eight more works covering his twelve-tone period in order to assess the relative importance of the four major formal elements. After Piccola musica notturna (1954), tonal allusion disappears from his oeuvre. Octatonic harmony maintains a steady, though not ubiquitous, presence throughout. Tonal analogue and linear structure are present as a strong formal element as late as his penultimate work, Tempus Destruendi/Tempus Aedificandi (1971), but beginning with Preghiere (1962) they is increasingly absent. Sicut Umbra (1970) and Commiato (1972) suggest that Dallapiccola may have been moving toward replacing the row with a succession of trichord-generated aggregates. 

From my perspective as composer, the enduring interest of Dallapiccola’s music lies in his attempt to achieve the formal cogency of the finest works of the tonal period with contemporary harmonic means. In works such as Piccola Musica Notturna and Tempus Destruendi/Tempus Aedificandi, he most successfully creates a new and convincing harmonic language based on tonal analogue and/or octatonic harmony.
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Chapter 1 
Introduction and Methodology


 On September 13, 1492, forty days into his first voyage of discovery, Christopher Columbus noted that the relation of magnetic north to true north changes with the position of the observer. Dallapiccola attached a mystical significance to the fact that Arnold Schoenberg was born on an anniversary of that date, Sept 13, 1874.

    It will be thought that a superstitious and irrational man of the Mezzogiorno speaks here; nonetheless, how could I deny that the strange coincidence of dates struck me deeply!…

    Schoenberg too became aware that the north is not always, in all circumstances or in all latitudes, that tonic of which they speak at school.

    And, as Columbus was condemned to silence, the Maestro too was condemned to silence, a great silence of eight years (1915-1923). In those years he elaborated the basic facts and the complex laws of the twelve-tone system. And his instinct and his faith led him to discover new lands, partly unexplored even today. In a few centuries his definition of a “new logic” may constitute an equivalent of what Monteverdi found over three centuries ago when he spoke to the world of the “seconda Prattica.”


Obviously, Dallapiccola was a committed twelve-tone composer. Yet his twelve-tone music is like no other. What makes Dallapiccola’s twelve-tone style is indivisible from how he came to be a dodecaphonist. Unlike Schoenberg, who arrived at twelve-tone composition by continuing Wagner’s evolution toward ever-increasing chromaticism, Dallapiccola began with the modal diatonicism of the early Renaissance into which he progressively introduced more and more dodecaphonic elements. In 1956, Roman Vlad described the first three phases of Dallapiccola’s development.

Roughly speaking, the first [period] covered the years 1930-1936 and included works that were predominantly diatonic. The second period 
 was characterized at a certain stage by the constantly increasing number of chromatic threads which Dallapiccola wove into the diatonic fabric of his works. They tended to resemble actual twelve-note rows and ultimately absorbed the diatonic elements. At this point he began to adopt a systematic row-technique, and so entered the third phase of his stylistic development…

A fourth phase can be discerned, comprising the years 1955-1972. The early twelve-tone period (1942-1954) is still characterized by a ‘triadic sensuousness’ (even though the triads are more or less expressions of the 12-tone technique, although not always, especially in the earlier works). After 1955, triads become rare; Dallapiccola relied more heavily on his increasingly sophisticated dodecaphonic technique.



One might ask why, given his diatonic starting point, he did not move toward neo-classicism. In 1973, he told Ursula Sturzbacher

Certainly, in all my work, you will not find a single measure, a single note written under the influence of Stravinsky. That might seem unbelievable because during the ‘40’s, when properly speaking my development toward the composer I am today took place, no music in Italy existed other than that execrable neo-classicism.

It was precisely its popularity in a fascist society that repelled him. “Above all, Dallapiccola could not forget that, as a result of visit to the Palazzo Venezia in the 30’s, the worldly Russian [Stravinsky] had declared that Mussolini was the savior of Italy and- as he would like to wish it- the savior of Europe.”
 In his essay, “My Choral Music”, Dallapiccola cites the Italian invasion of Ethiopia in 1935 and the onset of the Spanish Civil War in 1936 as the stimuli to his political awakening. Referring back to the ‘sunny, serene, carefree tone’ of the Sei Cori di Michelangelo Buonarroti il Giovane (1936) he writes:

Here ended for me, never to return again, the world of the colorful, the cheery, the anecdotal, the world of carefree serenity. With it, perhaps, the time of youth, and with this the first period of my creative activity. I had now to seek other wood in other forests.

The passage of the anti-Semitic racial laws of 1938, an ominous turn of events for his 

Jewish wife, further stiffened his anti-fascist resolve.
 


For Dallapiccola, then, commitment to dodecaphony was also a program of inner resistance; the unexplored territory of twelve-tone possibilities held the promise of liberty. Indeed, in the years 1938-1955, during which he completed his trilogy Canti di Prigonia (Prison Songs), Il Prigionero (The Prisoner), and Canti di Liberazione (Songs of Liberation), he was preoccupied with the theme of captivity and freedom. A neat equation can be made between the sunny diatonicism of his first period (1930-36) and his political quietism, and the increasingly dodecaphonic character of the second period (1937-41) and his political awakening. Thus, the union of twelve-tone technique with tonal allusion in Dallapiccola’s twelve-tone oeuvre through Piccola musica notturna (1954) was conditioned by the evolution of his political consciousness.


Dallapiccola’s unique twelve-tone style derives from the persistence of various pre-serial habits in a dodecaphonic context, not only tonal allusion, but tonal analogue (the use of twelve-tone row levels to substitute for tonal keys), linear structure, and octatonic harmony. Of these, only tonal allusion, the presence of tonal elements (such as triads) in a non-tonal context, has received much notice in descriptions of Dallapiccola’s music. Outside Italy, critical admiration of the bel canto quality of his twelve-tone world is so prevalent that one comes away with the idea that the major factor in Dallapiccola’s success is his country of origin (although Dallapiccola notes that in Italy his music has been judged international).
 Of the Canti di Liberazione (1955), Jacques Wildberger writes that, “Despite the transparency of the composition and the predilection for the employment of large intervals, the melodic line does not at all lose its bel canto character.”
 Paul Henry Lang writes: “Job (1950) is a twelve-tone work, yet it is unmistakably vocal music in the great Italian tradition… In fact, Dallapiccola’s manner of using the system is so independent and personal, that one is constantly aware of a latent diatonicism.”
 John Waterhouse finds Dallapiccola’s “Mediterranean triadic sensuousness” typically Italian. He, too, observes that though Dallapiccola’s vocal lines exhibit extreme angularity and rhythmic complexity, “by some alchemy they rarely lose the suave cantilena quality of the bel canto tradition.”



In the 1940’s and 1950’s, when the virtues and vices of twelve-tone composition were still a hotly debated issue
, Dallapiccola’s assimilation of traditional tonal materials within his twelve-tone technique was taken by advocates of that method as proof of the continuity between it and the Western musical tradition.
 On the other hand, twelve-tone opponents credited his music’s success to the presence of tonal elements, despite the twelve-tone structure. For instance, in 1957 Reginald Smith Brindle wrote that, “Dallapiccola’s greatest gift to music has been his humanizing of what threatened to become (in the hands of the lesser post-war breed of men) an arid, barren ‘method of composition’.”
 



In order to comprehend Dallapiccola’s formal architecture, then, one must go beyond tonal allusion, which, in any event, he ceased to employ after Piccola musica notturna (1954). This paper demonstrates how the pertinent formal elements interact to create form, whether they are tonal analogue, linear structure, octatonic harmony or tonal allusion. Where there is a text, the form itself almost always expresses it. As a first step, any analysis of a texted work must describe the relation of the musical form to the text. Here, that will usually take the form of a text annotated with the musical sections in bold to the right of the appropriate lines.



Next, the rows and row forms will be marked on the score or score reduction. Ironically, as fewer and fewer composers in the 1970’s, 1980’s and 1990’s were actually writing in a twelve-tone idiom, more and more analysts focused on the twelve-tone organization of Dallapiccola’s music. In particular, the application of set theory in order to elucidate the postulated coherence of the twelve-tone organization
 has given a new lease on life to twelve-tone analysis.
 However, the identification of a work’s row organization is merely a preliminary step prior to the description of some kind of audibly perceptible structure. The deployment of rows results in tonal analogue, linear structure and, occasionally, octatonic structure. These elements, and their interaction, will be described in turn. As Dallapiccola’s technique matured, he enlisted non-pitch parameters such as dynamics, register, and rhythm in the service of the compositional design. Where appropriate, the role of these parameters will be integrated into the overall analysis of the musical structure. This basic procedure will be applied to one work from each of the four decades of Dallapiccola’s twelve-tone output, Rencesvals (1946), Piccola musica notturna (1954), Parole di San Paolo (1964), and Tempus Destruendi/Tempus Aedificandi (1971). In this way, one obtains a picture of the changing relationship between row and non-twelve-tones modes of structure. A more detailed discussion of my analytical method follows.

Twelve-tone analysis


This study assumes a basic knowledge of 20th century music theory.
 Therefore, I will confine my remarks to matters of notation that may not have been standardized, and the peculiarities of Dallapiccola’s personal twelve-tone idiom.


Pitch class is abbreviated pc; order position is abbreviated op. Both pcs and ops have the following range: 0, 1, 2, 3, 4, 5, 6, 7, 8, 9, t, e. This means that the first op number is 0, the second op number is 1, and so on. 


Each R form (retrograde) is labeled according to the pc it ends on. For instance, the retrograde of P0 is R0. Furthermore, the pcs of R0 (for instance) retain the same order positions (ops) that they hold as members of P0. Therefore, every R form begins with op e.  The same principles apply to the relationship between I and RI. This notation facilitates the identification of row levels because it is more likely that P and R forms with the same subscript will project the same harmonies, but in reverse. (However, as will be shown later, this relationship will usually not hold between and P and I forms.)


Dallapiccola often deployed more than one row in a single work. These fall into two classes: secondary rows and derived rows. Secondary rows bear no obvious relationship to the primary row. The forms of the primary row are labeled P, R, I, RI; the forms of the secondary row are labeled PA, RA, IA, and RIA. If there is another secondary row, it will be labeled PB, RB, IB, RIB, and so on. 

Potentially, there are an unlimited number of procedures for deriving one row from another. With few exceptions, Dallapiccola restricted himself to one such procedure. He typically created new rows by replicating a segment, or segments of the primary row. The example below illustrates how Dallapiccola constructs a derived [image: image1.png]Lent, vague, indecis
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 Ex. 1.1 Piccola musica notturna: derived row

row from the first trichord of Piccola musica notturna’s primary row. The dashed lines mark off the four 014 trichords used to construct the derived row, which appears in mm. 33-34. The first three ops of the derived row can be identified as P1 0-2, meaning ops 0-2 of the first transposition of the prime form. As shown above, derived rows will be labeled DR, followed by the set designation of the replicated segment 


Rencesvals (1946) provides an exception to the above practice. In the first movement, Dallapiccola composed three four-note chords first, from which he then derived a row!  The linear row, P, and the three-chord module, M, are then treated independently in ways that make it impossible to reduce one to the other. This hybrid technique is explicable as a stage in his compositional transition from tonality to dodecaphony.


In his late works of the 1970’s derived rows become so prevalent that the privileged status of the “primary” row is challenged. In the first and last movements of Commiato (1972), for instance, no row attains the pre-eminence of a primary row. At the same time, the twelve-tone harmonic material is organized into paired six-note chords, somewhat reminiscent of the harmonic modules of Rencesvals.

Tonal allusion and tonal analogue

A tonal allusion is a tonal pitch construct found in an atonal context. In contrast, a tonal analogue refers to a structure that attempts to fulfill a tonal function by other means.
 Allusion and analogue are not mutually exclusive. As will become evident, they may work together to increase the power of a formal element.


Tonal allusions run rampant in Dallapiccola’s early twelve-tone period, although they rarely form progressions delineating a tonal center. There is experimental evidence, however, that even one triad in isolation is enough to create a tonal force field. Carol Krumhansl reports that “Even in the absence of any context at all, chords in two different keys were judged as less related than chords of the same key. These findings argue for the strong psychological connections between harmony and key…”
 Furthermore, anyone with a trained ear in tonal music is going to find it very difficult, if not impossible, to avoid identifying tonal elements as such, regardless of the context in which they appear. The sudden appearance of a triad in an otherwise non-triadic context renders it more remarkably a triad than it would have been in a tonal context. This does not add up to anything approaching a tonality; it is an allusion to tonality. Tonal allusions, though extremely local in themselves, can become structural when they are echoed later in the form even though the intervening material may be unrelated.
  They often act in tandem with tonal analogue and linear structure to emphasize important points of articulation. 

In an effort to ‘reinstate the effects formerly furnished by the structural functions of harmony’, Schoenberg often treated row levels as if they were keys, thereby making an analogy between tonal structure and twelve-tone structure. He wrote: 

While a piece usually begins with the basic set itself, the mirror forms and other derivatives, such as  the  eleven  transpositions  of  all  the four basic forms, are applied only later; the transpositions especially, like the modulations in former styles, serve to build subordinate ideas.

For example, in the first twelve measures of Begleitmusik fur eine Lichtspielscene Op.34, Schoenberg establishes the row level P0 (Eb, Gb, D, E, C#, C, A, B, Bb, Ab, F, G), presenting it nine times in succession. Because of the held Eb-Gb, and the frequent association of the three dyads (A, B), (Bb, Ab) and (F, G), the repetitions of the row reinforce the perception of one harmonic area. In the last twelve measures of the work, the return of P0 would seem to function as a tonic row level. Richard Hill was the first
 to write about this attribute of Schoenberg’s idiom.

Nevertheless, it is with a feeling of relief that one comes to Op. 32, Von Heute auf Morgen, and finds that the transpositions are treated as functional modulations. The idea apparently was first put into practice facetiously in the cantata Der Neue Klassizismus,
 Op. 28, No. 3, in order to ape classical modulations; it was first seriously applied only in Op. 32. No new rows in different transpositions are combined here, and throughout, when a new transposition appears, all simultaneous rows are in a new ‘key’.

However, it seems clear that Schoenberg was thinking in terms of a tonal analogue as early as the Wind Quintet, Op.26. Andrew Mead characterizes its first movement as

“perhaps the most notorious example of a twelve-tone movement imitating a tonal form. It appears to be a text-book sonata-allegro, with repeated  exposition complete with “first theme,” “second theme,” and a transitional passage connecting them; it also contains a development section, and, most damning of all, a recapitulation in which the “second theme” is transposed up a perfect fourth, the appropriate interval had this indeed been a tonal work with the second key area in the dominant.”

Schoenberg attempts to create a ‘tonic’ row level in mm.1-28, where he limits the row forms to P0, I0, R0, and RI0. Ideally, mm.42ff., which present I4 and RI4, would be heard as a contrasting second key area. The problem here is that I4 is more closely related to P0 than is I0. The first hexachord of P0  (Eb, G, A, B, C#, C) has five pcs in common with the first hexachord of I4 (G, Eb, C#, B, A, Bb) but only four in common with the first hexachord of I0  (Eb, B, A, G, F, F#). 

In his “Study of Hexachordal Levels in Schoenberg’s Violin Phantasy Op.47”, David Lewin shows that, after establishing a referential hexachordal level for 211/2 measures, Schoenberg transposes the area through an interval-9 cycle which is analogous to Liszt’s practice of cycling through symmetrically related keys.
  Here again, although the evidence that Schoenberg planned it this way is incontrovertible, I don’t hear it, owing to the difficulty of distinguishing the hexachordal areas as discrete sound units. One concludes that the perceptibility of tonal analogue depends on the composer’s desire to make it so, and the method with which he does.

The concept of tonal analogue in twelve- tone music
 is most compelling when:

· The rows in a row area are limited to P and R forms of the same subscript (or I and RI of the same subscript, but not mixing any form with its inversion). Whereas it is generally very difficult to equate harmonically a prime and its inversion with the same subscript, say P0 and I0, it relatively easy to hear the prime and its retrograde with the same subscript as projecting the same harmonies, albeit in reverse order. (This assumes, of course, that the composer is interested in revealing the row structure on the surface of the composition.)

·  The rows projecting a row area are articulated so they are heard as such. Where they exist, Dallapiccola’s twelve-tone tonal analogues usually satisfy these criteria.

Octatonic organization


Dallapiccola’s use of octatonic collections through Piccola Musica Notturna (1954) is well documented.
 This study will endeavor to go beyond the simple identification of octatonic passages and give some account of their structural role.



A harmony can be said to be octatonic if its pitches are some subset of a 1-2 cycle (an alternating pattern of whole tones and semitones). There are three and only three such collections which, not surprisingly, Pieter van den Toorn has labeled Collection I, Collection II and Collection III.
  They appear below.

Table 1.2 The Octatonic Collections

	Collection I
	C#, D, E, F, G, G#, A#, B, C#

	Collection II
	D, Eb, F, F#, G#, A, B, C, D

	Collection III
	D#, E, F#, G, A, Bb, C, C#, D#


The fact that so many 20th-century composers
 have used octatonic harmony as a compositional resource suggests that it possesses some inherent, though as yet undefined, quality that makes it especially attractive to the listener. One senses that the natural warmth of the triad is intensified in octatonic harmony.



Before the presence of a valid octatonic harmonic structure can be asserted, two criteria must be satisfied.

· One must be able to differentiate octatonic from non-octatonic formations; and

· Motion between collections must be more harmonically significant than motion within the same collection.

To satisfy the first criterion, the following conditions should apply:

· An octatonic harmony must include at least four members of the collection to which it belongs. Since all sets containing two pcs belong to some octatonic collection, it is obviously meaningless to identify them octatonically. 58% of 3-element sets are octatonic whereas only 45% of 4-element sets possess that property. The decision to draw the line at 4-element sets is a compromise between the increased significance of the concept given a greater the number of pcs in the octatonic set, and the desire to avoid restricting its definition to the point where it becomes broadly inapplicable. However, a single four-note harmony that can be interpreted as a tonal element will not be heard octatonically. For instance, dominant, minor, half-diminished and diminished seventh chords will be heard as tonal allusions, not octatonic harmonies. Nonetheless, if the composer presents a rainbow of tonal elements, all of which belong to the same collection, the tonal reference point evaporates and the individual tonal elements are heard to inhere in the all-encompassing octatonic harmony;

· All the pitches of an octatonic harmony must belong to the same collection. Failure to observe this condition generalizes the octatonic concept to the point of meaninglessness;

· The only exceptions to the previous condition are the octatonic ‘passing tone’, “appoggiatura”, or “neighbor”. The first three measures of Scriabin’s Prelude, ​Op. 74/3, furnish a good example of the octatonic ‘passing note’.31
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Ex. 1.2 Scriabin, Prelude, Op.74/3 octatonic ‘passing tones’ (Collection III)
If the above conditions are met, a characteristic octatonic ‘sound’ can be perceived. An association between octatonic harmonies may be present even if the octatonic stream is interrupted by non-octatonic formations. In that case, the octatonic harmonies relate to each other in a manner analogous to tonal harmonies acting upon each other at a distance.



It is not enough to distinguish octatonic from non-octatonic harmonic areas. To assert structural possibilities within the octatonic sound world, one must demonstrate that motion between collections is more harmonically significant than motion within collections. 

Consider the first two measures of Scriabin’s Prelude, Op.74/4 that appear below with the octatonic collections indicated. 
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Ex. 1.3 Scriabin, Prelude Op.74/4 octatonic structure

The changes in harmony audibly coincide with the changes in collection. One concludes that each octatonic collection is a single harmonic entity and that the octatonic sound-world is a rather restricted harmonic system that contains only three possible harmonies. This approach yields interesting insights into Dallapiccola’s harmonic architecture.



In 1957, Roman Vlad was the first to mention octatonicism in Dallapiccola’s row construction. He noted that the first ops 0-6 of the row used in Quattro Liriche di Antonio Machado (1948) belong to Collection III and 6-e belong to Collection II, op 6 being shared between both collections.32  However, he did not analyze compositional consequences of the rows’ octatonic organization.

Michael Eckert reveals that Dallapiccola’s teacher, the Florentine composer, Vito Frazzi, published the first known theoretical description of octatonic harmony in 1930, Scale alternale per pianoforte. Dallapiccola’s later claim that his compositional studies in Florence had not influenced his musical language can therefore be viewed with some skepticism, given the strong octatonic presence in his early twelve-tone period, 1942-1955.33  Eckert ‘s discussion of octatonic harmonic structure covers short spans of two or three bars.34 Extending Eckert’s work, I believe I can show that Dallapiccola organizes entire movements according to octatonic principles, especially in Tempus Destruendi, and that this structure reinforces the linear organization.

General approach to linear analysis

The prospect for post-tonal prolongational analysis has been stated eloquently by Paul Wilson:

The mention of hierarchical pitch structure immediately and appropriately calls forth the imposing figure of Heinrich Schenker. His immensely important (if not universally accepted) theories of the structure of tonal music are the inescapable source for any subsequent inquiry into this general area. Unfortunately for those who wish to apply his ideas to newer music, the prolongational model does not seem to travel well outside the common-practice tonal period for which it was designed. The introduction alluded to efforts by Felix Salzer and Roy Travis to employ that model in Bartok’s music and in other music of the twentieth century. As two recent studies convincingly show, these efforts, although interesting, were essentially unsuccessful.1 Any attempt to find complete and convincing analogies to prolongation in post-tonal music is doomed to failure.35
That does not mean, however, that there are no grounds for asserting any linear hierarchy in post-tonal music. Josef Straus makes the case for an associational hierarchy.


 Associational claims differ significantly from prolongational claims. Given three musical events X, Y, and Z, an associational model is content merely to assert some connection between X and Z without commenting about Y. Assertions of this type are relatively easy to justify and provide the only reliable basis for describing post-tonal middlegrounds.36
In other words, the material between the associations remains unintegrated into those associations. Nevertheless, any association will inevitably form some kind of a partial hierarchy because, all other things being equal, the associated events will take on greater importance than those that cannot be obviously associated. On the other hand, associational hierarchies are much weaker than prolongational hierarchies because they are not totalized into an all-encompassing structure, but arrayed in a multiplicity of separate structures.

Discussing Bartok’s music, Wilson imposes two conditions for the existence of an associational hierarchy: differentiation of structural weight through function, and the presence of design. In his model, local events can have three functions: initiating and goal events, local dominants and secondary tonal centers, and tonic extensions and substitutes.37  My analyses are informed by Wilson’s model without being a rigorous application of them, owing to the significant differences between Bartok’s music and Dallapiccola’s.38
Since, as is characteristic of post-tonal music, each of Dallapiccola’s works expresses its structure according to principles that are particular to it, the “tonic” can be variously realized as a pseudo-tonality, a referential chord, a pitch, or an octatonic collection. This multiplicity obtains within the individual work as well so that, for example, in Piccola musica notturna, the tonic is successively projected through a pseudo-tonality, a chord and a pitch. In Tempus Destruendi/Tempus Aedificandi, an octatonic collection assumes the tonic function. The bass pitch associated with the tonic function will be prioritized in the linear analysis.

  Implied by an associational hierarchy are the “incomplete organization of a given context, in contrast to the fully formed multi-voice model of prolongation” and a multiplicity of structures given that “there is no requirement that all parts of a texture participate in one structure”.39 Accordingly, secondary tonal centers are a frequent phenomenon in Dallapiccola’s music as evinced by the competing hierarchies in Piccola musica notturna and Parole di San Paolo. 

Wilson’s four types of design are projected sets, privileged patterns (lines and cycles), symmetry, and departure and return. The designs most evident in Dallapiccola’s music involve privileged patterns, and departure and return. Although in some cases, such as the Ciaccona from the Ciaccona, Intermezzo e Adagio (1945) and the Simbolo from Quaderno Musicale di Annalibera (1952), the patterns are reminiscent of tonal linear patterns, most of Dallapiccola’s works exhibit a linear structure that is idiosyncratic to that particular work and cannot be generalized to other works. With the exception of Rencesvals (1946), which I believe exhibits a two-voice associative skeleton, the bass line seems to be of far greater structural importance than the upper voice. Not only in Dallapiccola’s music but in post-tonal music in general, attempts to organize the upper voice into convincing linear patterns in analysis often seem arbitrary whereas it is much more likely that a plausible structure can be found in the bass. Perhaps this is the still potent legacy of the tonal period in which composers heard the music from the bottom up. (I certainly do.)

An associational hierarchy implicitly assigns relative importance to events. For instance, the initiating and goal events are more important than the events between the two.  However, before goal events, tonic substitutes and linear designs can be detected, one must have some criteria for the selection of important pitches. In the absence of tonal functional organization and its pre-established conditions for the resolution of dissonance, mere duration and frequency of pitch iteration take on structural weight. First and last tones, the beginning and end of an ascent or descent, the highest and lowest tones, and metrically or dynamically emphasized tones also receive priority.

Given the inherent ambiguity of post-tonal music, there is no way to predetermine the relative importance of these factors. As a consequence, analysis of this music is more of an art than a science. Given that there is a multiplicity of parallel structures in the typical post-tonal work, and a corresponding multiplicity of possible interpretations, the most that can be expected of an analysis is a reasonable degree of plausibility.

With the exception of Edward Michael Murray’s superficial analysis of 25 bars from Parole do San Paolo 40, nothing seems to have been done to apply linear analysis to Dallapiccola’s music. Although I do not hear the structure Murray proposes, I pose another one that articulates an important section. I also have found important long-range linear structures in Rencesvals, Piccola Musica Notturna and Tempus Destruendi/Tempus Aedificandi as well as many (but not all) of the other works of Dallapiccola surveyed in the last chapter. In Rencesvals, I propose to show that a voice-leading skeleton found in the first measure exists, not only locally, but expanded onto intermediate and long-range levels. Although I use a typically Schenkerian slur-and-beam graphic notation, it cannot be overemphasized that the connections indicated are, for the most part, associational.41 (For instance, I do not claim that a beamed note is somehow ‘in force’ or ‘prolonged’ for the duration of the beam; the most that can be assumed is that it is a salient pitch that is associated with the pitch at the other end of the beam.)

Text-music relationship

Excluding arrangements of pre-existent works, more than two-thirds of Dallapiccola’s mature output is vocal. If one counts the first period, the percentage is much higher.42 

The concept of symbolism remained fundamental to Dallapiccola’s compositional processes throughout his life, permeating his entire output in a diversity of form and expression. From the traditional madrigalian style of text-painting which he had employed since his earliest works, the composer developed an advanced form of symbolism in which structural associations are drawn from certain words and phrases in the text to determine the form adopted over a whole section of music or even a complete movement. In addition, Dallapiccola exploited the possibilities of visual symbolism in the use of ideograms and created a means of personal rhythmic representation by transforming the five syllables of his name into a symbolic quintuplet. By imposing abstruse serial interpretations upon appropriate textual passages in his later works Dallapiccola devised a highly recondite form of symbolism detectable only by rigorous and painstaking serial analysis…43

Evidently text-expression held pride of place in Dallapiccola’s musical aesthetic. Since, to a large degree, text-setting considerations condition the row deployment and, by extension, all the parallel layers of structure, it is essential that the text, row, tonal analogue, octatonic organization, and linear structure be analyzed together as interdependent elements. 


Piccola musica notturna is the only work in this study that is not a vocal work.

However, it will be treated as if it were because it is prefaced by a poem that controls its form. The form of Parole di San Paolo depends almost completely on the kind of arcane dodecaphonic symbolism described by Rosemary Brown above whereas this is much less present in Rencesvals.


It should be clear, then, that not all forms of organization under discussion are equally in evidence in each of the four works to be analyzed. Neither will the formal elements necessarily be discussed in the same order for each work. Just as each realizes its form in its own way, so each analysis strives to respond to the individuality of each. This study will reveal a composer intensely concerned with formal architecture. Although every effort has been made to provide adequate musical examples, space does not permit the inclusion of all the music of the works discussed. The reader, therefore, may find it profitable to refer to the scores.
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