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ABSTRACT 

This document presents the most salient features of Jolivet's mature 

musical style as exemplified in two of his major solo works for trumpet. The 

two works which serve as the musical focus of the document are one of his 

latest works, Arioso Barocco (1968) for trumpet and organ, and a work situated 

near the center of his compositional output, the Second Concerto (1954) for 

trumpet and a thirteen-member chamber ensemble. 

Following an exposition of Jolivet's life and musical development, we 

begin by examining five technical principles of harmony, texture, melody, and 

rhythm, which Jolivet set forth in a 1946 article. His aesthetic principles as 

stated in this and other articles by the composer are also examined. The most 

important of these aesthetic principles holds that music is by nature 

incantatory or has an incantatory mission-that is, it has the power to connect 

man with the cosmos, eternity, or that which is greater than man himself. At 

the heart of this incantatory aesthetic ideal is Jolivet's belief in the primacy of 

expressive melody, free of the harmonic restraints of traditional tonality. 

The musical analysis proceeds by identifying in Arioso Barocco the 

specific application of Jolivet's technical and aesthetic principles to the music, 

as well as considering formal structure and thematic process. The Second 

Concerto is then examined in the same way, and a stylistic and technical 

comparison is drawn between the two works. 

The study concludes that while both works serve the same underlying 

atonal and incantatory musical aesthetic, they are markedly different in many 

significant technical characteristics and stylistic traits. In view of the fact that 
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both works come from what is considered Jolivet's third and final creative 

period, these findings give cause for further research into Jolivet's 

compositions from this period to determine whether they do in fact constitute 

one creative period or two separate and distinct periods. 
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INTRODUCTION 

The two concertos for trumpet of Andre Jolivet are among the most 

challenging and highly regarded works in the instrument's repertoire. Yet, 

too little is known about the compositional style of this "very considerable but 

neglected composer."l His two later solo trumpet works, Arioso Barocco (1968) 

for trumpet and organ, and Heptade (1971) for trumpet and percussion, are 

written in a style which seems completely different from that of the concertos, 

which date from two decades earlier. Yet all four works are from what is 

considered his third creative period. He has been described by his 

contemporaries as "an unpredictable enfant terrible" and as "the cosmic 

musician ... a free man in a tonal jungle."2 But there are also the inevitable 

critics who contend that his music is nothing but "intelligent trash," "skillful, 

uncomplicated, and unsubtle surface music," or "clotted, oppressive, serving 

to disguise the plain ideas which lurk beneath."3 Has his Concertino (1948) for 

trumpet, strings, and piano really, as Suzanne Demarquez says, "exhausted 

the magnificent possibilities of the ... instrument," or is it merely a "morceau 

de Shostako'llitch a la fran~aise," as Richard F. Goldman would have us believe?4 

1 Andrew Thomson, Rev. of Sarabande sur Ie nom d'Erik Satie, Ouverture en rondeall, 
Choral et fllgato, Dance incantatoire, Poemes pOllr I'enfant, and Quatre melodies sur des poesies 
anciennes, by Andre Jolivet, Musical Times 134 (1993): 84. 

2Irving Lowens, "Current Chronicle: Washington, D. c.," Musical Quarterly 45 (1959): 
387; Richard Freed quoting French critic Bernard Gavoty in "One Hundred Years of Neglected 
French Music: A Specialist's Library," Stereo Review 32.2 (1974): 75. 

3James Ringo, "The 'Intelligent Trash' of Jolivet and Milhaud," American Record Gllide 
37 (1970): 166; Gunther Schuller, Rev. of Concerto pour percussion et orchestre (1958), Notes 18 
(1961): 653; Max Harrison, Rev. of Piano Sonata No.2, Musical Times 110 (1969): 399. 

4Suzanne Demarquez, Concert Rev. of Concertino for Trumpet, Piano, and Strings, 
Concerts Pasdeloup, Paris, Mllsical COl/rier 142.10 (1950): 8; Richard F. Goldman, "Jolivet: 
Concerto for Piano and Orchestra," Mllsical Qllarterly 40 (1954): 466. 
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Ultimately, these kinds of questions can only be answered with the passage of 

time and the understanding which comes from knowledge accumulated 

through study and experience. The present study has been undertaken for the 

purpose of contributing to this body of accumulating knowledge, in order to 

arrive at a deeper, more thorough understanding of Jolivet's musical style. 

Previous authors have divided Jolivet's output, which spans roughly 

forty years from about 1934 until his death in 1974, into three creative periods. 

The first of these covers the years preceding World War IT and can be loosely 

described as atonal. The second occurs during the war, with a marked change 

to more traditional modal writing. The third period comprises all the years 

after the war and is regarded as a kind of synthesis of the first two periods. 

Hence the divisions between the creative periods are based on stylistic 

changes in Jolivet's music which occurred at the outset and the ending of the 

war and which will be examined further in the forthcoming pages. However, 

the period after the war covers nearly thirty years-six times the span of either 

of the first two periods-and, in fact, Jolivet's compositional style undergoes a 

third change, which initiates a fourth distinct creative period around 1960. 

But since the few existing studies of Jolivet's output have focused exclusively 

on works written well before 1960, the existence of a fourth creative period has 

until now been unknown or ignored. This previously unidentified fourth 

period, if it can be confirmed by further research, comprises some forty 

compositions-approximately one third of Jolivet's total output. 

The current study is unique in that it focuses for the first time on an 

important and representative work from this fourth creative period-Arioso 

Barocco-and then directs its attention backward, from this perspective, to the 
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Second Concerto (1954) for trumpet, situated near the center of his output and 

representing the more "popular" style of Jolivet's third creative period, before 

1960. By focusing attention on Jolivet's late style, we provide a fresh, clear, 

and more complete frame of reference from which to view his entire output 

than has until now been possible. 

The analysis first considers the application to Arioso Barocco of five 

technical principles, which Jolivet formulated at the beginning of his 

compositional career and which appear to describe certain characteristics of 

harmony, texture, melody, and rhythm in Jolivet's musical conception. Next, 

Jolivet's formal structure and thematic process are examined in some detail. 

Finally, the specific role and nature of incantation in Jolivet's music is 

explored and the elements of incantation, as well as those of atonality and 

modality, are identified in Arioso Barocco. The Second Concerto is then 

examined on the same basis, inviting stylistic and technical comparison with 

the later work. 

10 
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LIFE AND MUSICAL DEVELOPMENT 

Andre Jolivet was born August 8, 1905 in Paris and demonstrated a 

marked interest in all the arts from a very young age. His father was a 

painter, stimulating young Jolivet's interest in the visual arts. His mother, a 

pianist, gave him his first piano lessons. At the age of 13 he wrote a 

composition entitled Romance barbare, based on one of his own poems. At 14 

he took cello lessons with Louis Fuillard and first came to know the music of 

Debussy, Dukas, and Ravel at the Pasdeloup concerts of 1919.5 When he was 

fifteen he composed a ballet, complete with his own scenery and costume 

designs. The same year he began studying singing, harmony, and the organ 

with the Abbe Theodas, Director of the Chapel at Notre Dame de Clignancourt 

in Paris. He frequently attended musical theater productions of the Comedie

Fran~aise in his youth and dreamed of becoming a member of that institution. 

He was later, in fact, to be appointed music director of the Comedie-Fran~aise, a 

post which he held from 1945-59. 

In spite of his musical and artistic aptitudes and interests, his parents 

discouraged the young Jolivet from pursuing a career in music, preferring that 

he enter a profession with greater financial security than that of a composer. 

So he completed his teacher certification with a degree in literature and began 

teaching in a Paris state grammar school in 1927. That same year the cubist 

painter George Valmier, with whom Jolivet had studied painting for a time, 

introduced him to Paul Le Fiem, a former pupil of Albert Roussel and 

professor of counterpoint at the Sc110ia Cantorum. Jolivet's subsequent five 

5Martine Cadieu, "A Conversation with Andre Jolivet," Tempo 59 (1961): 2. 



years of studying harmony, counterpoint, and classical forms with Le FIem 

were vigorous. Le Flem taught Jolivet not only the techniques of classical 

composition, including the great polyphonic style of the fifteenth and 

sixteenth centuries-an area in which Le FIem was considered an expert-but 

he also encouraged exposure to all the contemporary trends in music. When 

three concerts were to be given at the Salle Pleyel in 1927 to honor 

Schoenberg's visit to Paris, Le FIem first introduced his pupil to Schoenberg's 

rules of twelve-tone composition, giving Jolivet his first exposure to atonal 

music. Then, in 1929, Le FIem referred JoIivet to his friend and fellow student 

of Roussel, Edgard Varese. At the time, Varese's Ameriques was being 

performed at the SaIIe Gaveau and made a deep impression on Jolivet. Varese, 

who was then 46, had never taken any students but accepted Jolivet as his 

only pupil after Jolivet complied with his request to prepare a four-hand 

piano reduction of Varese's Octandre. Jolivet remained Varese's student until 

Varese returned to the U.S.A. in September 1933. 

12 

The meetings with Varese were not composition lessons in the usual 

sense. Jolivet participated in Varese's research into acoustics, density-cells, 

sound masses and their transmutation, astronomy, and the metaphysical laws 

of music. Varese also introduced him to writers, artists, and sculptors such as 

Artaud, Picasso, and Calder. During these years Jolivet did write a few works 

still under the guidance of Le FIem, but it was Varese's influence which made 

the most important and lasting impact on Jolivet's personal musical 

conception. In his own words, "it was Varese, whose only pupil I was, and 

for whom I have the deepest admiration, who set me on my way. He helped 

me to discover one of music's most significant aspects; music as a magical and 
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ritual expression of human society. I have learnt to attach great importance to 

the balance between man and the cosmos."6 

Jolivet was not new to the idea of "magical and ritual expression of 

human society." When he was a boy one of his uncles, a retired administrator 

of the French African colonies, used to tell him stories of tribal rituals and 

legends of magic-making which fascinated the young Jolivet. The Uncle's 

villa was full of rare and exotic objects brought back from Africa-cult and 

sorcery objects, masks, weapons, and various musical instruments. Jolivet 

claims to have experienced fantasies in which he took part himself in battles, 

sacrifices, rituals, and music-making of the natives.7 Also during these years, 

African artifacts and African-inspired art were becoming popular in Paris. 

The year 1913 saw the first African sculpture exhibition in Paris, and in the 

years between the two world wars "black" art became increasingly 

fashionable in the French capital, thanks mainly to the marketing efforts of 

Paul Guillaume who was perhaps the best-known African art collector and 

dealer in Paris.8 

The crystallization of Jolivet's metaphysical ideas concerning music 

through the teachings of Varese found its first mature expression in a suite of 

six piano pieces called Mana, composed in January 1935. Mana is a Melanesian 

(or Polynesian) word referring to an "impersonal supernatural force or power 

6Cadieu 3. 

7Hilda Jolivet, Avec Andre Jolivet (Paris: Flammarion, 1978) 27-28. 

8William Albert Schmid, "Elements of Jazz Style in Contemporary French Trumpet 
Literature," diss., U of North Texas, 1991, 2-3. 



that may be concentrated in objects or persons and that may be inherited, 

acquired, or conferred."9 
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The composition represents, in Jolivet's words, "a condensed memory 

of Varese."10 Each movement portrays the mana of one of 6 figurines, given to 

Jolivet by Varese before leaving for America, and which remained on Jolivet's 

piano for the rest of his life as a constant reminder of his beloved teacher. 

Jolivet and his wife had been attending courses in the sociology of primitive 

societies at the Sorbonne, and this experience seems to be what led Jolivet to 

the idea of writing Mana. 11 Mana is Jolivet's first work in his mature style and 

marks the beginning of his first creative period-his so-called "magic" 

period-but earlier works of his had already caught the attention and 

admiration of another young and promising French composer by the name of 

Olivier Messiaen. 

Three years younger than Jolivet, Messiaen had graduated from the 

Paris Conservatory in 1930 and was, during his eleven years at the school, the 

recipient of five first prizes-in accompaniment, counterpoint, organ 

improvisation, history and composition. After graduating he had been 

appointed to the board of the National Committee of Music, of which Paul Le 

Flem was also a member and which was responsible for reviewing new music. 

When Jolivet's Trois Temps pour piano (1930) was presented to the committee, 

Messiaen immediately recognized the "exceptional qualities" of its 

composer.12 Then when Jolivet's string quartet (1934) was reviewed four 

9 I1Mana," Webster's Third New International Dictionary, 1971 ed. 

10Suzzane Demarquez, Andre Jolivet (Paris: Ventadour, 1958) 10. 

11Katherine Kemler, "Is there Magic in Jolivet's Music?," Music Review 44 (1983): 122. 

12Demarquez, Jolivet 7. 



years later, Messiaen was immediately taken with the work and later 

described his reaction in a 1980 interview with Janet Landreth: 

Jolivet presented to this committee his string quartet, and 
the members of the committee were shocked and horrified by 
the sound of this very modern music. It was a quartet, let's say, 
like Bart6k, and at this time in the century, it was something 
revolutionary. For me, it was absolutely marvelous and I 
eagerly went home and tried to play it on the piano. The quartet 
was accepted by the committee upon the recommendation of Le 
FIem and me, and arrangements were made to have the work 
performed. 

Afterwards, I wrote to Jolivet and told him that he was 
writing wonderful music-the kind of music I would like to be 
able to write ... .13 
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From this point on the two composers became close friends, sharing an 

interest in the spiritual, religious, and human qualities of music (albeit in 

somewhat different respects), and both being devoted to lyricism and to 

"widening the scope of technical and expressive means."14 When Mana was 

completed in 1935, Messiaen wrote a preface for it and then published an 

article in support of its progressive tendencies. Also in 1935, Jolivet, Messiaen, 

and Le FIem, along with Daniel-Lesur and George Migot, founded an 

organization which they called La Spirale for the purpose of presenting 

contemporary chamber music concerts at the Schola Cantorum. Then, in 1936, 

three of the founding members of La Spirale-Jolivet, Messiaen, and Daniel

Lesur-gathered together with Yves Baudrier to form the group Jeune France. 

This diverse group of composers was united by a shared desire "to 

create a living music in a spirit of sincerity, generosity, and artistic 

13Janet Elaine Landreth, 1/ Andre Jolivet: A Study of the Piano Works with a 
Discussion of His Aesthetic and Technical Principles," diss., U of Oklahoma, 1980,6. 

14Brigitte Schiffer, 1/ AndreJolivet (1905-1974)," Tempo 112 (1975): 14. 



consciousness."lS Their aim was "to promote works that are young, free, as 

far as possible from vulgar imitation, either revolutionary or academic."16 

They were opposed to both the neoclassical movement, represented best by 

the contemporary music of Stravinsky, and the serialism of the "second 

Viennese school." Together they set out to rehurnanize music, in reaction to 

the abstract tendencies of the above two prevailing musical trends. The need 

was felt for renewed expression in music-an expression of universal, cosmic 

proportions. 

To Messiaen and Jolivet ... man is part of something 
beyond himself: universal man; eternal, spiritual man. Music is 
therefore not limited to the expression merely of a personal 
experience; it must not be tied down to the technical problems of 
a particular age, still less to the arbitrary solution of a particular 
composer. Rather the way to rediscover the one universal, 
human music, whose thread had been broken, was to retrace 
one's steps to the beginnings of human consciousness, to 
primitive and oriental civilizations, exotic modes and rhythms, 
the world of nature, belief in God.17 

16 

Both Messiaen and Jolivet supported experimentation and were attracted to 

the music of exotic and primitive cultures, but Messiaen's music was deeply 

rooted in Catholic mysticism while Jolivet found his inspiration in the magical 

incantations of more primitive forms of religion.18 

The concerts presented by Jeune France, mostly of music composed by 

its four members, were well-received by the musical public and acclaimed by 

composers and critics. But four years after the group's formation it was 

lSCadieu 3. 

l6Nico]as S]onimsky, Music Since 1900, 4th ed., (New York: Scribner's, 1971) 628. 

l7Francis Routh, Contemporary Mllsic: An Introduction (London: English Universities 
P, 1968) 65-66. 

18Rollo Myers, "Music in France in the Post-War Decade," Royal Music Association 
Proceedings 81 (1954-55): 96. 
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suddenly disbanded when all its members entered the military service with 

the outbreak of World War II. The war and the occupation had a devastating 

impact on Jolivet that was reflected in a dramatic change of musical style. The 

war years are considered Jolivet's second creative period-his "traditional" 

period-and are marked by a return to traditional classical forms and tonal 

structures. Motivated by the need to serve his defeated countrymen and 

feeling the need to keep in closer contact with the public, he abandoned the 

daring innovations of his first period to write in a simpler more accessible 

style,19 However, even though more traditional in style, Jolivet's works from 

this period are by no means trivial. For example, Golea describes the song Les 

trois complaints du soldat (1940) as "one of those miracles which all of a sudden 

makes evident the presence of a genius."20 This is a very serious work of 

sorrow and desolation, but Jolivet also wrote lighter music, illustrated by his 

ballet Guignol et Pandore (1943), about which he said: "1 wished to prove to 

myself that I was capable of writing music in a sense more conforming with 

tradition, music that was meant to be nothing more than a relaxation, an 

escape from the somber years of 1940 to 1944."21 Oddly, even though Jolivet's 

works from this time did not represent his universal aesthetic ideal, it was the 

music of this period which gained for Jolivet widespread public recognition 

outside a select circle of composers and friends. In 1943 Arthur Honegger and 

Paul Claudel asked Jolivet to conduct their production of Le soulier de Satin at 

the Comedie-Franrtaise, which ultimately led-in January of 1945-to his 

19Serge Gut and Daniele Pistone, Le Groupe Jeune France (Paris: Honore Champion, 
1977) 50. 

20Demarquez, !olivet 14. 

21 Demarquez, !olivet 17. 
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appointment as music director. Shortly after this first professional association 

with this organization, he was awarded a grant by the Association pour Ie 

Diffusion de la Pensee Fran~aise, allowing him to finally quit his grammar school 

teaching position-which he had maintained since 1927, except during his 

military service-and devote all his energies to music. 

At the end of the war in 1945, Jolivet returned to his earlier conception 

of music as "magical" expression, but now with "a new dynamic quality, 

liveliness of rhythm, Oriental-sounding melodies and a mature concept of 

orchestration."22 In this new, third creative period-the synthesis period

Jolivet is considered to have achieved a kind of balance between his earlier 

revolutionary style and his more traditional style during the war years, as 

though finally balancing the influence of his two teachers, Varese the 

experimenter and Le Flem the classicist.23 The evocative titles of his first 

period (e.g., Mana, Cosmogonie, Incantation, etc.) are much less in evidence in 

the works written after 1945, replaced more often by classical ones. Among 

the more than 90 works written between 1945 and Jolivet's death in 1974, there 

are eleven concertos, three symphonies, over 25 works of incidental music for 

the Comedie-Fran~aise, a mass, a madrigal, a ballet, a cantata, an oratorio, an 

incomplete opera, and several sonatas, preludes, suites, etc. All the solo 

trumpet works date from after 1945. 

In the fourteen years that he was musical director of the Comedie

Fran~aise, he managed to write over 50 compositions in spite of a heavy 

schedule of activities at the theater. This schedule included the direction of 30 

22KemJer 123. 

23" Andre Jolivet," New Grove Dictionary of Music and Musicians, 1980 ed. 
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performances each month, the revision and re-orchestration of other composers' 

works for productions at the theater, and traveling with the group on extensive 

tours to foreign countries, not only in Europe but in Africa and the Far East as 

well. These travels confirmed his earlier musical intuitions which had inspired 

much of his previous music, particularly from the first period.24 

After leaving his position at the Comedie-Franfllise in 1959, Jolivet served 

as technical consultant to the Direction Generale des Arts et Lettres (1959-62), 

founded the Centre Fran(:aise d'Humanisme Musical at Aix-en-Provence (1959), 

was president of the Concerts Lamoureux (1963-68), and was appointed in 1965 

to the faculty of the Paris Conservatory as professor of composition (1965-

1970). This last was an unusual accomplishment considering that Jolivet had 

received his musical training through private study rather than by formal 

schooling. By contrast, Messiaen, who also was officially appointed professor 

of composition in 1965, had, nevertheless, been teaching at the Paris 

Conservatory since 1942 as a professor of harmony. 

Jolivet was a leading figure in numerous national and international 

organizations, including the Comite National de Ia Musique, the Congres 

International de Ia Musique d'U.R.S.S., the Comites de la Musique de la Radio

Television Fran(:aise, the Juries du Festival International de la Danse, the Jury du 

Concours de Rome, and many others. He was awarded the Grand Prix Musical 

de Ia Ville de Paris in 1951, the Grand Prix International de la Musique in 1954, the 

Grand Prix du President de la Republique in 1958 and again in 1972, as well as 

other prizes in music. His many recordings of his own compositions won him 

the Grand Prix du Disque ten times, in 1954, 55, 57, 58, 62, 64, 66, 67, 69, and 75. 

24Demarquez, !olivet 20. 



His works have been performed all over the world by many of the world's 

most distinguished performers, including Jean-Pierre Rampal, Mestislav 

Rostopovitch, Maurice Andre, Heinz Hollinger, Charles Munch, Maurice 

Allard, Phillipe Entremoi1.t, Lily Laskine, and Colette Herzog. Yet, in spite of 

all his honors, awards, and accomplishments, he is today one of the least 

known and most neglected of established twentieth-century composers. 

Further examination of his musical development and influences will help us 

reach a clearer understanding of Jolivet's music. 

20 

We have seen that Edgard Varese was, by Jolivet's own accounting, the 

most important single influence on Jolivet and that Paul Le FIem was another 

formative influence who encouraged Jolivet's interest in Schoenberg's music 

and other contemporary musical trends. But according to Abraham Skulsky, 

"it was through Varese that Jolivet became closely acquainted with the 

materials and methods of Schoenberg, Bart6k, and Berg," and he further states 

that in Jolivet's early works, he already makes use of "melodic and harmonic 

patterns closely related to those of the atonalists and those of Bart6k."25 The 

limited influence of the serialists has already been described and is an 

important one from the aesthetic standpoint. We could add here, however, 

that Andrew Thomas sees "a marked vein of disjunct atonal lyricism derived 

from Alban Berg" in Jolivet's early orchestral work, Danse incantatoire (1935-

36).26 It is also significant, perhaps, that following Berg's death, in 1936, 

Jolivet, Messiaen, and Daniel-Lesur gave the first "Berg festival" in France at a 

Spirale society concert.27 Bart6k was certainly another important influence, 

25 Abraham Skulsky, II Andre Jolivet," Musical America 72.8 (1952): 9. 

26Th oms on 84. 

27Nancy Lee Menk, "Andre Jolivet: Epithalame," diss., U of Cincinnati, 1985,8. 



both technically and aesthetically, on Jolivet's music. Jolivet even dedicated 

his first piano sonata-which was completed at the time of the Hungarian 

composer's death in 1945-to Bart6k's memory.28 Arthur Hoeree cites Bart6k 

as the one composer to whom Jolivet was "particularly closely affiliated" and 

whose music is characterized by "the same freedom of expression, the same 

pursuit of variety within unity, the same dynamism" as the music of Jolivet.29 
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Bart6k's researches into central European folk music are well known, 

but much less known is the fact that he also performed field research in 

Oriental traditional music. Karpati cites the direct influence of various 

Oriental musics in Bart6k's duos for violin, the Mikrokosmos series for piano, 

the ballet The Miraculous Mandarin, the string quartets, and elsewhere. This 

influence is revealed not only in his adaptation of Chinese- and Balinese-type 

pentatonic scales, but also in his orchestral coloring and sound effects as 

found, for example, in his Music for Strings, Percussion, and Celeste.30 Karpati 

credits Bart6k as "the first composer in the history of European music-both 

ideologically and technically-to make the veritable synthesis of European, 

Occidental principles and the spirit of the Orient."31 He further notes that, as 

with Jolivet, Bart6k accomplishes this synthesis not by imitating or exploiting 

actual, concrete elements of Oriental music but by assimilating these elements. 

Halsey Stevens states that "with Bart6k there were frequently additions to his 

creative equipment, but seldom subtractions; 'influences' were quickly 

28Hilda Jolivet 59. 

29" Andre Jolivet," New Grove Dictionary of Music and Musicians, 1980 ed. 

30Janos Karpati, "Non-European Influences on Occidental Music: An Historical 
Survey," World of Mllsic 22.2 (1980): 30. 

31 KarpMi 30. 
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assimilated, and no matter from what source, they became so personally a part 

of his style or his technique that their gravitation lost its pull and he continued 

undeviatingly in his own orbit."32 On a more technical, specific level Karpati 

identifies the particular melodic structural characteristic of a minor second 

alternating with either a major second, a minor third, or a perfect fourth as an 

example of Oriental influence in Bart6k's music. Intervalic "cells" of this type 

also frequently play an important structural role in Jolivet's melodies, 

especially in his later compositions, of which the two late trumpet works are 

illustrative examples. The Oriental influence has been noted as a strong one in 

Jolivet's music, and atonality actually seems to facilitate a fusion between 

Occidental and Oriental musics. Cecile Delahaye tells us (in 1958) that 

Jolivet's music was quite popular in Japan, and the reason for this may be 

more than just the recognition of Oriental elements or aesthetics.33 As Jolivet 

himself pointed out in a 1961 interview, "atonality is the only system that 

permits the Japanese to fuse Western techniques with their own musical 

ideas."34 This union of Orient and Occident is of course only a natural 

development of Jolivet's own personality and "a spontaneous outgrowth of 

the musical developments of [his] time."35 

Surely the event which had the greatest single impact on musical 

developments of the time-as well as on political, economic, military, social, 

and scientific developments-was, at least for Jolivet, World War II. France's 

32Quoted by David Ewen, The World ofTwentieth-Century Music (Englewood Cliffs: 
Prentice-Hall, 1968) 27. 

33Cecile Delahaye, "The Message d' Andre Jolivet,"Schweizerische Musikzeitung 98 
(1958): 15. 

34Rafael Kammerer, "Controversial Frenchman," Musical America 81.1 (1961): 116. 

35Skulsky 34. 
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defeat of course initiated his second period, but the final outcome of the war, 

and the resulting world that emerged, shaped his musical convictions of his 

third creative period. The year 1945, he said, "marked a turning point in the 

life of the world," and in returning, in many ways, to his earlier compositional 

style he was "seeking a new musical language that would speak to all peoples, 

white or black. It is necessary now to write in a universal language that will 

be comprehensible to al1."36 His second period, seen in perspective, 

represents a nationalistic period born of world circumstances and opposed to 

his first and third "universalistic" periods. 

It seems that this "new musical language" was also influenced, at least 

in the early part of Jolivet's third period, by jazz. Many composers of the 

twentieth century, particularly in France, have been influenced in one way or 

another by jazz, especially by its early forms such as ragtime and dixieland, 

and especially by the richness and exciting power of its rhythms and its 

fundamental quality of improvisation. This influence extends into the early 

part of the century and can be traced in the music of Debussy, Ravel, Milhaud, 

Stravinsky, Honegger, Satie, Auric, Poulenc, and Bartok, to name a few of the 

more prominent composers.37 Jolivet himself mentions both his COl1cl'1'tino 

and his Second Concerto for trumpet as "works in which Jazz influences playa 

decisive part."38 The jazz elements in the Second Concerto have been studied 

and described in some detail by William Schmid in his 1991 study of jazz 

36Kammerer 116. 

37Kammerer 162; Karpati 31; Schmid 5. 

38Kammerer 162. 



stylistic elements in selected contemporary French trumpet music.39 Schmid 

notes that Jolivet's use of jazz elements is limited to only a fraction of his 

output and that the most obvious jazz-derived element in modern French 

trumpet music is a rhythmic element which often consists of Ragtime-like 

syncopations.40 This particular rhythmic element is evident not only in the 

melodic lines of the Second Concerto but also-and particularly so-in his 

percussion writing in that work. In the third movement, for example, there is 

a sixteen-bar passage for the percussion instruments alone, which is 

reminiscent of the classic "drum break" in jazz performance and which draws 

on jazz techniques for its effect. 

All these various influences, from Varese to jazz, have a place in 

Jolivet's music and all have been discussed, in a biographical context and to a 

greater or lesser degree, in the literature to date. The focus of the present 

study however is on the specific stylistic traits of the composer as revealed by 

the music itself, to which an awareness of the various "historical" influences 

serves only as an appropriate and necessary background. Furthermore, the 

question of compositional evolution is not directly considered here since any 

serious conclusions in this regard would require a detailed and lengthy study 

of the composer's entire output. Instead, in the pages that follow, the 

principal features of Jolivet's musical style are illuminated through an 

examination of two of his solo trumpet works. 

39William Albert Schmid, "Elements of Jazz Style in Contemporary French Trumpet 
Literature," diss. U of North Texas, 1991. 

40Schmid 82. 
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TECHNICAL AND AESTHETIC PRINCIPLES 

In 1946 Jolivet published an article entitled "Reponse a une enquete" 

("Reply to an inquiry"), in which he described, in his typical metaphorical 

manner, five principles which outlined the metaphysical bases that 

25 

presume ably guided his approach to harmony, texture, melody, and rhythm. 

Jolivet claims that he first formulated these principles in 1935 and that their 

first mature illustration appears in Mana (1935). Some previous writers who 

have attempted to explain Jolivet's music have unequivocally assumed that 

these five principles actually define specific compositional techniques which, 

taken together, form Jolivet's "system" of composition. But their efforts both 

to adequately explain this "system" and then to illustrate its operation clearly 

in Jolivet's music have been only marginally successful. The first problem is 

that Jolivet's rather vague, even poetic, statements are not easily translatable 

into the clear, unambiguous terminology required of a precise theoretical 

system. Secondly, the principles do not seem to be used as specific techniques 

in any consistent or systematic way. As Landreth states, " ... even though 

Jolivet's system may be at work, it is difficult to state unequivocally just how 

the principles are functioning ... "41 For example, Jolivet groups the first two 

principles together as: 

... new procedures of modulation, made ambiguous by doubles 
basses, resonance inferieure. The double basse consists of two low 
notes disposed in such a way as to generate two harmonic series 
complimenting each other without harming one another, 
permitting the inscribing on that sonorous background chords of 
remote tonalities reinforced according to their mode by one of 

41 Landreth 38. 



the two notes of the bass. Reciprocally, these chords cause the 
harmonic mode of each of the basses to stand out one by one.42 

This explanation of the first principle is followed with an example. If we 

understand, as Serge Gut tells us, that Jolivet uses the terms "mode" and 

"harmonic series" interchangeably, the "double bass" principle seems to be 

concerned with the changing "colors" of sounds in combination, taking into 

account the combined overtones of a pair of bass notes as well as the specific 

pitches sounded. However, even with the example that Jolivet supplies, how 

this principle is applied in his music is not immediately obvious. The usual 

interpretations require either the presence of a pair of distinct, sustained, and 

simultaneously sounding bass notes, or a set of pitches in a passage which 

together comprises the combined harmonics of an implied pair of bass notes. 

But neither of these conditions seems to occur in Jolivet's music with 

significant frequency or predictability to imply an important principle or 

procedure in any supposed compositional system. 

The "inferior resonance" principle is described as "the choice-and the 

fixation-from among the possible inferior harmonics of a chord, of the 

resulting basses of that chord. Once sounded those tones react in their turn 

upon the generating chord."43 Jolivet illustrates this ambiguous principle 

with an example taken from his Cinq Danses rituelles (1939), and it too appears 

to be concerned with "color" since, in fact, in Jolivet's example he refers 

specifically to a change in "harmonic color."44 Nevertheless, upon examining 

Jolivet's music, it is difficult, if not impossible, to determine any systematic 

42 Andre Jolivet, "Reponse it une enquete," Contrepoints 1 (1946): 34. 

43 Andre Jolivet, "Reponse" 34. 

44Andre Jolivet, "Reponse" 35. 
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application of the principle as a specific and consistently applied 

compositional technique. 
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An important concept which Jolivet does not explain is his fundamental 

noti_on of resonance and its musical importance. The harmonic series he refers 

to, as Gut has pointed out, includes only the first fifteen members, and he 

chooses to call the thirteenth harmonic a g-sharp instead of an a, as it is 

notated in most texts (see example 1). This in itself is not an unreasonable 

Example 1: Jolivet's harmonic series. 
/) 

choice since the natural thirteenth harmonic (840 cents) is closer to an equal

tempered g-sharp (800 cents) than to an equal-tempered a (900 cents). What is 

unusual here is the fact that he treats this entire series together as a 

consonance, or at least as the embodiment of natural resonance, without 

further comment. In a tuning system based on the harmonic series, this might 

be considered universally true, but in equal temperament it most certainly is 

not! This is because most equal tempered pitches are out of tune with natural 

intonation. Also, why does he choose only the first fifteen harmonics and not 

the first twenty, or the first ten? 

Obviously all his compositional choices must be guided-as are any 

composer's-by his own personal tastes and aesthetic ideas. The two 

principles described above, togetrler with the remaining three, have been 

linked to Jolivet's association with Varese. Their formulation in 1935, shortly 

after the "apprenticeship" ended, and their kinship with Varese's own 



metaphysically oriented musical ideas are strong indicators of a Varesian 

influence. 
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This influence is particularly obvious in the second pair of principles, 

the explanation of which Jolivet prefaces by stating his goal of "abandoning 

the habitual principles of harmonic writing in four parts, focusing on a 

dynamic of sonorousness by transmutations de ia masse sonore and employing Ie 

sens de projection du son. "45 He then explains the first of these principles in the 

following way: 

The transmutations of the sonorous matter are from abrupt 
modifications of volume (hense of intensity and timbre) obtained 
by the addition to a melodic line of harmonic elements which are 
already potentially existent within it. In a way, an 'ionization' of 
harmonic fluid is created from the melody, the premiere element 
of music.46 

Janet Landreth flatly states that this "explanation" of the principle is quite 

clear and that abrupt changes in dynamics, register, and texture are easily seen 

in the example that Jolivet supplies. It is true that these abrupt changes are 

easily detectable in Jolivet's example, as well as in much of his music from the 

first or third creative periods, but this hardly explains the principle in question 

or its use. The explanation is too ambiguous and leaves too many questions 

unanswered. For example, how abrupt is abrupt, and how are these changes 

any different in Jolivet's music than in that of many other composers? 

The fourth principle, ie sens de projection du son, has, like Jolivet's other 

"technical principles", been interpreted as a specific compositional technique 

by previous writers. Jolivet writes: 

45 Andre Jolivet, "Reponse" 35. 

46Andre Jolivet, "Reponse" 35. 



The sense of projection of sound is a sonorous phenomenon of 
dionysiac character which appeared for the first time manifested 
in the work of Beethoven. 

Here is the explanation which one may give: if one 
compares sound to the light beamed into the skies by a strong 
projector, and which one considers as a phenomenon possessing 
its own "aura" and capable of living in space, the sense of 
projection of sound is then the dynamism given off by the 
emission of the sonorous matter, dynamism such that the 
sonorous matter, dissengaging itself rapidly from all attachment 
with the emmitting instrument, projects itself into the ether, 
where it develops its own existence which,like the ether, is of 
vibratory essence.47 

Certainly this description appears to be more metaphysical than technical, but 

the usual technical interpretation is that it refers to a melodic line which rises 

from a low to a high register, where it takes on its own individual character 

and becomes independent from its harmonic background, or accompaniment. 

There are three apparent examples of this principle in operation in Arioso 

HamccD, and these will be examined in the next chapter. 

Jolivet's fifth "technical" principle has to do with the concept of 

rhythm. He writes: "This dynamic completes the notion of rhythm. This is 

not just, in reality, the repetition of metric formulas or merely the articulation 

of lyricism, but it is also determined by les phases et les intel1sites du flux 

sonore. "48 This "explanation" seems, not unlike his others, to be extremely 

vague and incomplete. At least it is clearly concerned with some rhythmic 

aspect of music, and we are aided by Janet Landreth's 1980 intervie\·vs of 

Madame Hilda Jolivet (the composer's widow) and of Madame Yvonne 

Loriod-Messiaen, Olivier Messiaens's second wife who was also a friend of 

Jolivet and frequent performer of his piano music. Madame Jolivet compares 

47 Andre Jolivet, "Reponse" 35. 

48Andre Jolivet, "Reponse" 35. 



the "sonorous flux" to "a river where you have changes in volume of water 

per unit time."49 This is practically a definition of the scientific use of the 

word "flux" and merely confirms that Andre Jolivet is speaking here about thE' 

"phases and intensities" of the flow of sound having something to do with 

rhythm. The phase or intensity of a flow of sound would naturally depend on 

the level of, and change in, rhythmic activity or density. That this is what 

Jolivet intended is attested to by Madame Yvonne Loriod-Messiaen: "When 

Jolivet speaks of the phases and intensities of the sonorous flux, he is actually 

referring to changing levels of rhythmic and textural density."5() 

The question of how this principle functions in his compositions is left 

entirely unexplored by Jolivet. Landreth, in her study of the piano \·vorks, 

proposes measuring the principle by averaging the number of articulations, or 

sound stimuli, per beat, over a measure, a phrase, or a section of the music. 

By graphing the results we should more easily see the patterns of sonorous 

flux throughout a work. Figure 1 shows such a graph for A7'ioso Sarocco of 

rhythmic density measurements, averaged over each measure. 

All these principles seem to be of little help in defining Jolivet's style, 

since they do not seem to be used consistently or systematically. To determint:· 

their importance we need first to examine the context in which they are placed 

by Jolivet himself in the 1946 article. 

His article begins: "The canon of my aesthetic I formed already in 1935, 

affirming my effort to restore to music its original, ancient sense when it was 

the magical and incantatory expression of the religiosity of human groups."Sl 

49Landreth 46. 

50Landreth 46. 

51 Andre Jolivet, "Reponse" 33. 
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This statement makes very clear Jolivet's idea of the purpose or function of 

music in society-it is to be in some way a "magical and incantatory 

expression of religiosity"-but how this purpose is accomplished remains to 

be seen. Jolivet continues: 

As to the point of view of technique, I made an effort, in 
these works [of the first period], to liberate myself from the tonal 
system. This not at all by adopting the twelve-tone theory, 
artificial in my mind because it neglects the natural phenomenon 
of resonance. But on the contrary by using these [twelve tones] 
with all their harmonics and above all the most remote ones. 
[The following are] the consequences of this utilization.52 
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Jolivet then proceeds with the descriptions and examples of his five 

technical principles. The careless reader might easily interpret Jolivet as 

saying that these five principles define his atonal system of composition or 

that they, themselves, form the canon of his musical aesthetic, but Jolivet 

makes a distinct point of separating aesthetic considerations from technical 

ones. His aesthetic is linked to restoring to music its "ancient sense," and "the 

point of view of technique," addressed in the second paragraph of his article, 

is dearly a separate matter. Furthermore, the five technical principles are the 

consequence of Jolivet's using all twelve tones "with all their harmonics and 

above all the most remote ones," in his effort to liberate himself from the tonal 

system. They are not presented as defining a complete or exclusive 

compositional system. This fact is confirmed not only by an examination of 

his music but also by the rest of his article. I have taken the trouble to so 

belabor this point because previous writers have too often mistakenly 

presented these five principles as the foundation of Jolivet's entire 

compositional system, much like Schoenberg's published rules of twelve-tone 

52Andre Jolivet, "Reponse" 33. 



composition or Messiaen's Technique de man Langage musical, published less 

than two years before Jolivet's article. But this was not Jolivet's intent. After 

his "explanations" of the five principles, he continues: 

All these researches-in order to produce valid results-are 
obliged to support human feeling. Too easily they [the 
researches] tend toward virtuosity, or at least toward a 
complexity that removes music from its fundamental principle: 
the song of man.53 
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Here Jolivet reconnects his five principles to his aesthetic by placing them in 

perspective. That is, they do not completely define his musical system but 

rather must serve the higher aesthetic ideas which themselves govern his 

musical creativity. Also, he does not refer to these principles as techniques 

here but as "researches," again alluding to their theoretical and (in his case) 

metaphysical basis. Thus to treat them, in spite of the specific examples of 

their operation which he gives, simply as specific governing compositional 

techniques is to ignore their deeper origins and fuller meaning and must be 

regarded with some suspicion. To clarify, Jolivet further states: "These 

technical acquisitions realized, it remains to put them to the service of melodic 

expression, the first depository of emotional content [and] the element of 

authenticity of a work of art."54 The central importance that Jolivet gives to 

melody is revealed here and again fifteen years later during an interview in 

which he was asked what he believed distinguishes the true musical creator. 

His reply was "unity in diversity, and lyricism-of course."55 Both these 

53 Andre jolivet, "Reponse" 35-36. 

54Andre Jolivet, "Reponse" 36. 

55Cadieu 4. 
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qualities are prominently displayed, incidentally, in Arioso Barocco. The article 

continues: 

Then arises the question of the long although atonal melody (or 
modal realized according to the principles of atonality); and, in a 
more general way, after disassociation from impressionism and 
from serial music, the question is to retrieve the sense of 
continuity, solidly stayed by clear sonorous supports and 
modulating pivots, plainly characterized and affirmed.56 

Many of Jolivet's melodic lines, as we will see in Arioso Barocco, are indeed 

quite long and, at the same time, atonal. When he refers to modes he is 

referring to any series or collection of notes-usually between eight and 

twelve different pitches-in the same way that his colleague Messiaen uses 

the word "mode" in his "modes of limited transposition." So a "modal 

melody realized according to the principles of atonality" seems to imply the 

melodic use of a limited number of pitches while avoiding traditional tonal 

pitch relationships-in other words, an atonal melody which is not necessarily 

"twelve-tone." This type of writing is particularly evident in the Second 

Concerto. To avoid any possible confusion, Jolivet then reminds us that his 

music is not associated with either impressionism or serialism, both of which 

make use of exotic scales or modes in quite different ways, and in light of this 

"disassociation" from all three systems-traditional tonality, impressionism, 

and serialism-he feels that melody must retain its sense of continuity, which 

is to say its identity as melody, by some other means, namely "clear sonorous 

supports and modulating pivots." These seem to refer to Jolivet's "double 

bass" principle. If so, this then is a very broadly stated example of how the 

"double bass" principle is applied to his music-it supports and serves the 

melody, although again he does not say precisely how this is accomplished. 

56Andre Jolivet, "Reponse" 36-37. 



The final paragraph of Jolivet's reponse is one very long, complex 

sentence: 

Subscribing to the essential principle of human song constrains 
one to choose, to simplify, to purify: to apply the technique 
summarized above to a modal language, renewing the 
millennial French tradition and the forms of its original vocal art 
and, without neglecting the symbolic and esoteric elements 
essential to all works of art, no longer trying to externalize them, 
but [rather] making [them part of] the hidden structure of the 
works which, no longer seeming to want to be superhuman, take 
a more direct approach [and] which, without losing their 
profound significance, gain in efficacy.57 

35 

"Subscribing to the essential principle of human song" is obviously the 

musical end toward which all of Jolivet's efforts and researches are bent, and 

which forms the cornerstone of his musical esthetic. To serve this end Jolivet 

feels one must "simplify," make definite compositional choices, and "purify." 

Certainly music that is overly complex, random, or dense in texture tends to 

conceal melody, but we cannot be sure precisely what the author had in mind 

when writing these words. We are assured however that applying the 

"technique" described by his five principles "to a modal (Le. atonal but non

serial) language" will satisfy Jolivet's requirements. Further, it seems that the 

application of these principles is meant to somehow renew the age-old French 

musical tradition and the old vocal forms. Even though Jolivet, like Messiaen, 

was interested in extending his technical means beyond the tonal language of 

his forebears, he did not reject the music of the past. His years of study with 

Le FIem, particularly Le Flem's influence in the area of sixteenth-century vocal 

music, gave him a solid grounding in classical tradition. In fact all the 

members of Jeune France held the long French musical tradition in great 

57 Andre Jolivet, "Reponse" 37. 
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esteem. Part of their manifesto, printed in their first concert program of June 

3,1936, stated their wish "to continue in this century the tradition of great 

composers of the past who have made French music one of the purest gems of 

civilization."S8 The name "Jeune France" itself was borrowed from a 

nineteenth-century group of writers, poets, and composers, including Berlioz, 

called "Les Jeunes Frances," which was united by a distain for academicism in 

music. 59 So using his new principles to not only serve melody, but also to 

renew the tradition of French music, is apparently of some importance to 

Jolivet, but here again we are left without specific details. 

It is not immediately dear what Jolivet means by "the symbolic and 

esoteric elements essential to all works of art," but he is obviously referring to 

some universal, fundamental aspects which he considers to be very important. 

Presumably these are some inner, "spiritual" qualities of music which make it 

intelligible or meaningful to the listener and which give such blatant 

expressive power to much of the music of the late nineteenth century, where 

these elements are exploited and "externalized." Jolivet stands against this 

"superhuman" excessiveness as he does against the opposite extreme found in 

the neoclassical movement. Instead, ~e says, the "symbolic and esoteric" 

aspects of music should be returned to their proper place, embedded or 

integrated into the very structure of the works, and music so written will then 

speak more directly to its audience and be even more effective in 

communicating the profound ideals of which it is capable. In other words, he 

is describing a musical ideal which is expressive without being sentimental, 

58SIonimsky 629. 

59Menk8. 



powerful without being overpowering, and clear in structure without lacking 

depth. It is music ideally suited to Jolivet's conception of music as the 

balancing point between man and the cosmos. 

37 

Ail these explanations and descriptions may sound very beautiful, but 

they are little help in defining a specific musical style. To summarize what 

Jolivet does tell us, melody is the most important aspect of music which all 

other aspects must serve; his musical language is atonal but non-serial and in 

some way emphasizes the most remote harmonics of tones; in an effort to free 

himself from tonality without resorting to the artificial system of serialism, he 

formulated five technical principles relating various elements of music

harmony, texture, melody, and rhythm-to what he considers natural and 

acoustical laws; the ancient French vocal forms serve as an inspiration and 

perhaps as a model for his music; and finally, the one guiding principle of his 

music, toward which all these means are directed, is that music must serve in 

some way as a link between man and the "cosmos," or, more specifically, as in 

ancient times, as a "magical and incantatory" expression of religiosity in the 

broadest, most fundamental sense. 

Seen in the light of this more comprehenSive view, and with the 

evidence from the music itself to be presented in the next chapter, the five so

called technical principles might just as aptly be described as aesthetic ones. 

Harmony for Jolivet is r.educed to his general idea of resonance based on the 

overtone series as described by his principles of la double basse and resonance 

inferieure. His principle of Ie sens de projection du son points toward the great 

importance in his music of melody which can and does develop a "life of its 

own." The principle of les transmutations de la masse sonore describes the place 



of drama in his musical expression as an important one, and les phases et les 

intensites du flux sanare provides for a broad freedom of rhythmic creativity. 

The principles were not intended to set limits, as in a system, but rather to 

destroy limits and open new possibilities for creative expression. 
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ANALYSIS: ARIOSO BAROCCO 

Jolivet's Five Technical Principles 

In Arioso Barocco one finds few clear examples of any of Jolivet's five 

technical principles operating as specific elements of melody, harmony, 

rhythm, and texture. In the case of the double basse principle, there are 

occasional instances where two or more bass notes are sounded 
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simultaneously over a relatively extended period of time, but most of them are 

pairs which generate all twelve notes as harmonics and which consequently 

can serve only to establish some kind of twelve-tone "resonant background." 

However in bar 14, c and g-sharp are introduced on the fifth beat as two new 

basses, which together generate only nine different harmonics (see example 2). 

Example 2: Arioso Barocco, copyright 1970 Editions Billaudot, measures 12-15. 
Used By Permission Of The Publisher 

Representative - Theodore Presser Company. 
@A Tempo poco plu J:63 ~-,,...---_ ..-.... 

TIIOJIP!ITTK~~~~~~~~E~~~~~~~~~~~~~~m,~~ 

1'P -----------

C and g-sharp series (3 missing tones): 

& .,i,-f,i•" 4 .... ~· ~ .,. • -~ »;itl "" !f ,.~ .. 

16'8' 
PPP 

~ ..._,-&

PPP 
f ~_nd b-flat series (no missing tones): 

~ ·····tt; .... , .. 
The c and g-sharp replace the previous! y sounding f and b-flat, which 

generated all twelve notes between their two harmonic series. This change of 
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bass pairs would seem to constitute a possible "Jolivet modulation," a 

possibility made more plausible by a change which occurs in the melody here. 

In the previous measures the trumpet twice plays a phrase which outlines the 

notes g-sharp, g, d-sharp, f-sharp. The second occurrence is varied but follows 

the same outline. The third occurrence coincides with the change of basses 

and does not go to the f-sharp but, rather, is extended in a new series of notes 

including an a-flat where g-sharp would have served just as well if indeed not 

better, from the point of view of voice leading. Finally, in bar 16, at the 

conclusion of this phrase, the organ initiates a seven-and-a-half-measure solo 

passage, which includes new material and seems to constitute a transition to a 

new statement by the trumpet at rehearsal number 5. Both these events would 

appear to support the idea of a modulation of some kind at this point. 

The next apparent occurrence of this phenomenon begins at the end of 

bar 46 with the sounding, once again, of a low c and g-sharp. Here however 

the actual "modulation" occurs two bars later in bar 48, where the g-sharp in 

the bass changes to a-sharp, and an a-flat is introduced in the trumpet figure 

where g-sharp was used in the previous measure in the same motive-only 

now, after the introduction of a-flat and the change in bass notes, the motive is 

altered and extended (see example 3). As in the first modulation, this phrase 

is followed by an organ interlude which introduces new material and leads to 

a new and different statement by the trumpet, beginning in bar 51. 

These are the only apparent examples of the specific structural use of 

Jolivet's double basse principle in this work, and as we have seen they do 

indeed seem to indicate a kind of modulation in the music, in that they occur 

at structurally important points of change, signaling a transition to a new 
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Example 3: Arioso Barocco, copyright 1970 Editions Billaudot, measures 45-50. 
Used By Permission Of The Publisher 

Representative - Theodore Presser Company 

i6' ,--

''v r vTr· 

phrase or section. However, the principle does not seem to function 

continuously in any way, since there are no further instances of its specific 

use. 

Clear use of Joli vet's version of the harmonic series also is difficult to 

find in both the melodic and harmonic structures. There is only one instance, 

in bars 30-31, where six of the seven notes of the a-flat series are quietly 

arpeggiated in the organ over two beats, while the trumpet plays a melodic 

phrase whose eight notes are mostly foreign to the a-flat series (see example 

4). There are two other similar occurrences of this isolated arpeggiation figure 

in the work, but each has a different interval content and neither constitutes, 
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Example 4: Arioso Barocco, copyright 1970 Editions Billaudot, measures 30-31. 

a-flat series:

Used By Permission Of The Publisher 
Representative - Theodore Presser Company 

Rec it 8' 2' 

or even resembles, Joli vet's harmonic series. The first of these two additional 

occurrences is in bar 23, where the organ plays alone, and the second is in bar 

42 against a sustained note in the trumpet. It hardly seems likely that Jolivet 

would intentionally introduce, for such a short duration, the a-flat series in bar 

30 against a "foreign note" in the trumpet in order to achieve or demonstrate 

resonance inferieure as a technical procedure. Otherwise why would he not 

repeat the demonstration in the other two occurrence of this motive? 

Furthermore, if this really were an example of resonance inferieure, one would 

expect the lowest sounding note to be a-flat-not f-sharp-and the f-sharp to 

be spelled as g-flat. So it seems that neither of Jolivet's first two technical 

principles have any significant stylistic importance here. 

Some more or less "abrupt" changes in texture, dynamics, or register, 

which might ill us tr ate the transmutations principle, occur with significant 

clarity in several places. Leading up to bar 16, the trumpet melody is 



accompanied first by a sustained chord (bars 12-13), then by a single note, 

which is momentarily "interrupted" by an embellishment figure (bars 13-14), 

and finally by another sustained chord (bars 14-15) whose doul1le basse-noted 

above-generates all notes except a, c-sharp, and f, the first two of which are 

actually chord members, apparently giving this chord "inferior resonance" 

(see previous example 2). Could these sudden changes in texture alone be 

examples of les transmutations? If so, how are these three different harmonic 

elements "already potentially existent in the melody," and what does Jolivet 

mean by "adding" these elements to the melodic line? Remember that tvvo of 

the chord members are even outside Jolivet's own concept of resonance. Is 

this different from simple counter melody and accompaniment? 

1 " 
"1.1 

After this last chord in bar 15, the trumpet melody continues alone for 

three beats at which point the organ enters in bar 16 suddenly nif-but with 

the pedals p-w here the previous passage had been pp and PI'I' (see example R, 

below). This is the first abrupt change of dynamics in the "..,ork and may 

indicate the first clear example of les transmutations, especially since the 

ensuing passage is one of our examples of Ie sens de projection du son (see 

example 8) which Jolivet groups together with les transmutations. Nevertheles~ 

the same questions remain. What is being "added" to the melodic line and 

how is it "already potentially existent" in the melody? The harmonies Jolivet 

uses here are not consistently within either the harmonic series generated by 

the single bass notes in the pedals or even the more comprehensive collections 

generated by the two lowest bass notes considered together as "double 

basses." So it seems unlikely that what is "already existent in the melody" 

refers to something as specific as harmonies derived from the composer's 



stated idea of resonance-the harmonic series. Lastly, to what melody are 

these elusive "harmonic elements" being added-to the organ melody, which 

becomes our example of le sens de projection du son, or to the trumpet melody 

which is just being completed? 

In bar 28 and 29 there is a sudden change in texture and intensity 

brought about by a sudden increase in rhythmic complexity and melodic 

angularity (see example 5). A return to the previous mood in bar 30 brings 
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Example 5: Arioso Barocco, copyright 1970 Editions Billaudot, measures 28-29. 

1\ 

' 
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~ 

Used By Permission Of The Publisher 
Representative- Theodore Presser Company 
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about another sudden change in texture and intensity, as well as dynamics 

(see previous example 4). A corresponding change occurs at bar 42 in an 

analogous passage to be discussed below. Bar 50 is a silent bar after which the 

orgC\n introduces a new idea-accented block chords-which may also qualify 
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as an abrupt change of the transmutations type (see example 24, below). In bar 

55 the organ "abruptly" changes from sustaining chords to playing in octaves 

with the trumpet, using the organ's cornet and trumpet stops (see example 9). 

This creates an interesting timbral change and certainly might be considered a 

transmutation. The leap of a major ninth to a high c-sharp played forte in the 

trumpet in bar 60 is another possible example of this principle (see example 

25, below). Such an entrance played on a trumpet, which in this case was 

previously marked pp, is sure to grab any listener's attention. The organ is 

"suddenly" pin bar 64, although this change-from forte-has been somewhat 

prepared in the previous bar by a thinning of the texture-the indroduction of 

rests-and by the descent of the trumpet into its low register, giving at least 

the acoustical illusion of a gradual decrease in volume (see example 6). Bar 66 

Example 6: Arioso Barocco, copyright 1970 Editions Billaudot, measures 63-64. 
Used By Permission Of The Publisher 

Representative - Theodore Presser Company 

I I I
16' -----�----.. ---

p---========= 

is a more convincing example than most. Here the tempo is slowed slightly, 

the dynamics change abruptly from p to f after only an eighth-rest, and the 

trumpet again demands the listener's attention rather abruptly with a forte 

entrnnce on rugh c (see example 7). 
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Example 7: Arioso Barocco, copyright 1970 Editions Billaudot, measures 65-66. 
Used By Permission Of The Publisher 

Representative - Theodore Presser Company 

-----._ Meno J:63-6~~ 

TG J 1t 11 1 ,ff 

--
Ii 

========--- p 

All these could be exc1mples of !es tnwsrnutations if ,,ve accept the 

interpretcltion of this principle as a specific compositional technique, but some 

examples are more convincing than others. The question of where to draw the 

line is a persistent and tenacious one because Jolivet's music is full of 

contrasts, extremes, and more or less "abrupt" changes in one element of the 

rn usic or another. A re-examination of this and the other principles if they arv 

to hc1ve any significc1rlce would appear to be in order. 

Several possible examples of le sens de projection du son can be found in 

Arioso Barocco. The first instance appears, as noted above, in the passage 

beginning in bar 16. At first it appears to be simply an ornamented 

homophonic passage, but one beat before rehearsal number 4 the melody 

suddenly takes on its own rhythm, rising over the next four beats to a high c 

(see example 8) . From this point on, the melody has its ovvn rhythmic 

character quite apart from its unified accompanin1.ent. If, we loosely interpret 

Jc, sens de projection du son so as to allow the independent melody to return to c1 

lower register, as this one does, then this passage is the clearest example of le 
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Example 8: Arioso Barocco, copyright 1970 Editions Billaudot, measures 16-22. 
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sens de projection du son in the entire work. By taking similar liberties with 

Jolivet's definition of the principle, two other likely examples can be found. 

The trumpet begins a melodic line in bar 24 which gradually snakes its 

way up to a high b-flat in bar 28 (see example 12, below). Apart from rising in 

tessitura and disappearing in a diminuendo ("into space?"), it does not seem 
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to develop its own independence. That is, it seems just as independent from 

its accompaniment at its beginning as it is at its end. However, if we consider 

the low sustained f in the organ, with which the previous "independent 

melody" just ended, as generating the harmonic background for the passage

the f harmonic series-then the melody might be seen to "project" itself 

graduall y awa y from this background. It does this by becoming increasingly 

dissonant with respect to the f harmonic series. If we disregard the rapid 

notes and consider the main outline of the melody, we see that in the first two 

bars only the d in the middle of the second bar, and perhaps the eighth note d 

in the middle of the first bar, lies outside the f series and could thus be 

considered dissonant or of "inferior resonance." But beginning in the third 

measure (bar 26) on the third beat, every note longer than an eighth note and 

every note that falls on a beat is a dissonant one, ending finally with the 

"inferior resonance" of the b-flat in bar 28. The g-quarter-tone-sharp is 

especially dissonant lying as it does mid-way "between" the g-natural and the 

g-sharp which are sounded in the accompaniment. Looked at in this way, 

then, this passage too might be construed as an application of the principle in 

question. 

The only other passage which appears to possibly demonstrate this 

principle begins in bar 54, where the trumpet line begins low and rises to a 

high a in bar 58. The organ accompaniment begins with a single sustained 

chord which encloses, as it were, the notes of the trumpet. Then after a 

moment's rest the organ joins the trumpet, while still enclosing it with an 

octave above and an octave below (see example 9). It seems significant that 

Jolivet chooses the cornet and trumpet stops of the organ for this doubling 
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Example 9: Arioso Barocco, copyright 1970 Editions Billaudot, measures 54-58. 
Used By Permission Of The Publisher 

Representative -Theodore Presser Company 
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passage. Finally the trumpet breaks free of its "organ enclosure" in bars 57-58. 

Independent melodies like these can be found in many, if not all, of 

Jolivet's works-except perhaps those of his second creative period, in which 

he abandoned many of his atonal aesthetic ideas. Yet our examination of this 

work suggests that, by their apparently random and infrequent appearance 

and their ambiguous nature, they hardly deserve the appellation "technical 

principle." "Compositional device" might be more accurate, but if we rely on 

Jolivet's own Jabel-a "sonorous phenomenon" manifesting an aesthetic 

principle-we may be able to understand le sens de projection du son more 

clearly. It is this writer's opinion that le sens de projection du son is an 

expression of Jolivet's strong belief in the supremacy of melody in general, to 
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the point that melody has, for Jolivet, a "life of its own" apart from its musical 

surroundings. This emphasis on melody can be seen not just in the specific 

examples cited here but throughout all of his solo works for any instrument. 

Le sens de projection du son, then, reflects the importance of Jolivet's melody 

and describes its nature without specifying the details of its construction. This 

more general interpretation in a way subsumes the more particular one 

discussed above and is seemingly closer to the spirit of Jolivet's own 

explanation of the "principle." It also eliminates the temptation to look for 

some systematic application of a technical device or principle, when we know 

that Jolivet was opposed to composing by any technical system. 

Accepting Jolivet's stated intent to present these principles merely as 

tools to facilitate creative expression-rather than strict rules-permits us to 

better understand all his explanations. Could not "abandoning the habitual 

principles of harmonic writing in four parts, focusing on a dynamic of 

sonorousness by transmutations of the sound mass and employing the sense 

of projection of sound" be Jolivet's way of saying "in previous times music 

was based on four-part writing following certain 'rules' of harmony and voice 

leading, but my music is based on very different precepts. In my music, the 

melody reigns supreme and has a life of its own so that anything that might be 

possible for the melody, or that is potentially within the character of the 

melody-not just according to the old 'rules'-is allowed"? Les transmutations, 

then, would refer to the general principle of letting the melody, and the 

musicianshi p of the composer, be the sole determiner of the nature of the 

accompaniment and the texture, without the superimposition of any strict 

rules or procedures whatsoever. In Jolivet's case, he seems to be fond of using 
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some abrupt changes which would not be allowed in traditional 

compositional styles. Hence, he formally describes these abrupt changes in 

his "new aesthetic" as a sort of justification for, as well as explanation of, his 

own personal compositional style. 
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Landreth and Menk believe they have identified correlations between 

rhytlunic density and form in the Sonata No.2 for piano and the twelve-part 

vocal work, Epithalame, respectively. This correlation is vaguely evident in 

Arioso Baroeeo as well and will be illustrated in the forthcoming pages. If we 

were to interpret the fifth principle as one of compositional technique, we 

might then hypothesize that les phases et les intensites du flux sonore is a tool 

which Jolivet uses to help articulate the formal structure of a work, but we still 

cannot say exactly how this is accomplished since the principle cannot be 

translated into strict procedures. Once again Jolivet's "explanation" invites re

evaluation without preconceived expectations or bias. Viewed as a purely 

aesthetic principle, his statement can be seen as a "license" or justification for 

allowing the juxtaposition or arrangement of rhythms and rhythmic 

complexity and freedom which, in a traditional musical system, would be 

disallowed or rejected as absurd or nonsensical. We could hardly imagine the 

change of rhythmic density which occurs between bars 27 and 28--from 14 

articulations per measure to 41-taking place in a Bach sonata or a Mozart 

concerto, unless it were done solely ior dramatic or special effect. But in 

Jolivet's music this flux of rhythmic density is part of the fabric of his 

compositional style, which grows not from a "system" or set of technical 

compositional rules, as is the case with tonal music and that of Schoenberg 

and his followers. Instead the cloth of Jolivet's compositional style is weaved 
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from his aesthetic principles, which attempt to free music from the restrictions 

imposed by previous compositional systems, according to his own individual 

taste. 

Form and Thematic Process 

Form in JoIivet's music is of course articulated somewhat differently 

than in tonal music. In traditional classical music, structure is provided by the 

design of logical key relationships and thematic coherence, but the atonal 

composer is faced with what Rudolph Reti calls "one of the main dilemmas of 

contemporary musical construction"-the problem of providing structure 

without tonality.60 In serialism the constantly recurring row provides the 

necessary structure, but it can be a rigid kind of structure which can easily 

lead "toward a construction without inner harmonic meaning."61 In free 

atonality, as in Jolivet's Arioso Barocco, there is the danger of creating a 

patternless and arbitrarily conceived design "without a clear structural basis 

regulating it."62 Nevertheless, as in all music, the same fundamental 

principles of stability and instability, tension and release, rest and unrest, 

clarity and obscurity, are at work here. As in the music of past masters, 

several different elements combine to articulate the large-scale structure. 
'\ 

Rhythmic density, introduced above with regard to les phases et les 

intensites du flux sanore, is one indicator of stability or instability. Considered 

alone, however, its effect is too localized to make it a useful tool for an 

60Rudolph Reti, Tonality, Atonality, Pnntonnlity (Westport: Greenwood, 1958) 112. 

61Reti 112. 

62Reti 112. 
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accurate determination of formal boundaries. Looking again at the graph of 

rhythmic density shown in figure 1, we find two high, rather sudden peaks of 

activity near the middle of the work and a rhythmic density which in general 

changes almost every measure, often significantly. It is impossible, based on 

this information alone, to pinpoint precise formal boundaries. All one can say 

is that there appears to be a beginning, a middle (around the tall spikes), and 

an end-possibly, then, a three-part structure. 

This possibility of a three-part structure is supported by another, rather 

innocuous element of the composition. The trumpet is muted at the beginning 

and end of the work, while the entire middle section is played without the 

mute. The first muted section ends in bar 16, although the trumpet's first 

open entrance comes only in bar 24 and continues until bar 70. The final 

muted section then begins with the next trumpet entrance, which occurs in bar 

74. These details are illustrated and juxtaposed on the rhythmic density graph 

in figure 2. 

Another possible factor in determining form is Tempo. Tempo 

variations can be plotted and added to the composite graph as shown in figure 

3. Tempic structure seems not to strongly support the other musical elements 

thus far examined in delineating form. However it may serve a different 

purpose. Just as a good tailor knows how to hide the seams in a garment, a 

good composer knows how to conceal or mask the boundaries between 

sections of a composition. Perhaps the generally "upward" slope of the tempo 

until bar 66 is one way Jolivet maintains the continuity or unity of the musical 

"fabric." At the same time a "shape" contrary to the "shape" of the other 

structural factors depicted on the graph may serve to hide the section 
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Figure 2: Muting of the trumpet superimposed on the graph of rhythmic density in 
Arioso Barocco. 
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boundaries of the work. In any case, tempo's relationship to form here is 

inconclusive. Likewise, an examination of the complexities and variations in 

dynamics in this work is also inconclusive with respect to formal structure. 
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The role of harmony in this respect is determined by observing Jolivet's 

"modulations," as discussed above with regard to la double basse. Because this 

music is atonal, there are no keys or harmonies in the traditional sense. Yet 

since, as we have seen, Jolivet speaks of "new procedures of modulation" in 

his discussion of hz double basse, and we know of the importance he gives to 

form in his music, we can reasonably expect his "modulations" to occur at 

structurally important points. The two such "modulations" which occur in 

this work are noted with arrows on the composite graph in figure 3, but again 

the results are inconclusive. 

The "thematic process" of a composer is an integral part of his musical 

style and plays an important role in determining the formal structure of his 

work. By "thematic process" we refer to the ways that the composer uses, re

uses, modifies, or disguises his thematic materials, including melodies, 

motives, "cells", and figurations, tonal or otherwise. 

In Jolivet's music, as in most twentieth-century music, the literal 

repetition of extended passages, which is so integral a part of much pre

twentieth-century music, is rare. In Arioso Barocco there are no large-scale 

repetitions at alC but thematic fragments do recur, often in new contexts and 

modified in some way, and some brief passages occasionally return, usually 

transposed and altered. 

The very beginning of the work is the best example of just such a 

repeated passage. The organ part in measures 5-8 is almost an exact repetition 



of the first four bars, with only a slight alteration to the embellishments in the 

top voice (see example 10). These two nearly identical phrases in the organ, 

Example 10: Arioso Barocco, copyright 1970 Editions Billaudot, measures 1-8. 
Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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which are each set off by short fermatas, are answered in turn by two phrases 

in the trumpet which are quite different from each other, rhythmically and 



melodically. However, even though quite different from each other, they are 

the same length-about two and a half measures-and both appear at exactly 

the same point in the course of the accompanying organ phrase. As we shall 

see momentarily, these two trumpet phrases, which we will call phrase I and 

phrase II in the order of their appearance, are a rich source of material for 

subsequent development. In bar 9, a third organ phrase appears which, 

except for the first bass note which is displaced downward by an octave, 

begins as another repetition of the opening phrase with yet another variation 

of the melodic embellishment figure. But on the fourth beat, the phrase is 

transposed up a semitone and two beats later up an additional whole tone, 

with a couple more octave displacements-upward this time-in the lower 

two voices. Upon reaching its second measure, the phrase is extended by a 

bar and expanded to a six-note chord in measure 11 where the trumpet enters 

on a four-times-repeated g, played ppp (see example 11). 

Example 11: Arioso Barocco, copyright 1970 Editions Billaudot, measures 9-11. 
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As in the first two phrases, this trumpet "mini-phrase" is followed by 

silence, b~t this time it is a quarter rest instead of a fermata. The listener 
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undoubtedly expects this rest to mark the end of a third phrase, even though 

the trumpet played only a single repeated pitch, but the subsequent re-entry 

of the organ in bar 12 is merely an arpeggiation of exactly the same chord that 

was just sounding. Furthermore, the trumpet enters a beat later on the same 

pitch that it was just playing-g-and then proceeds with four more measures 

of a new phrase which is really just a continuation of the third phrase that 

began with the organ in measure 9. By this kind of phrase ambiguity, Jolivet 

clouds the otherwise obvious sectionalization of these first three phrases. 

It is toward the end of the third phrase that our first Jolivet modulation 

appears. The trumpet ends the phrase alone and overlaps the next entrance of 

the organ, which begins with five-part homophonic material derived, in style, 

from the opening phrases (see previous examples 8 and 10). The example of Ie 

sens de projection du son cited earlier grows from this fourth "phrase," which 

gradually is transformed until becoming simply a single line and finally a 

single note, or drone-f-in bar 22. At this point there is an unmistakable 

change in the accompaniment, perhaps signaling the start of a new section in 

the formal structure of the work (see example 12). 

The drone is punctuated by several off-beat bursts of chromatic clusters 

and two quick arpeggiated figures, the second of which is derived directly 

from bar 13. All of these are a foil to the trumpet's melody; that is, they occur 

during the rests and sustained notes in the trumpet. A similar passage occurs, 

with variations, twice more during the succeeding measures-in bars 30-34 

and in bars 42-45. Each one is unique, and this uniqueness or individuality of 

every passage-in fact, every measure-is an important aspect of Jolivet's 

style in this work, directly illustrating his aesthetic of unity in diversity. There 
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Example 12: Arioso Barocco, copyright 1970 Editions Billaudot, measures 22-27. 
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is no mechanical application of any musical elements here, and even when a 

figure or phrase is repeated the repetition is transposed or transformed by 

some other means, or set in a new context. 

In the second appearance of this particular passage, the drone is a 

semitone higher, the punctuating clusters comprise different notes and, in 

most cases, slightly different intervalic content-they are not simply 

transposed-and the arpeggiated figures are altered as well. The first of these 

two figures (bar 30) comprises a different set of notes than the corresponding 

figure in the first passage-the a-flat harmonic series, as discussed above

and the second (bar 33) is transposed a fifth higher than its counterpart in the 

initial passage. All these punctuations and figurations occur at different times 



in each variation of the passage and quite naturally so, since their placement 

seems to be a function of the ever-changing melody. Each of the three 

passages is shorter than the previous one, while retaining the character of the 

original and containing all the same thematic elements. 

In the third appearance the drone is a pair of notes a minor second 

apart (g-sharp and a), and the punctuating clusters are now pure chromatic 

clusters (see example 13). Also in this variation both arpeggiated figures are 
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Example 13: Arioso Barocco, copyright 1970 Editions Billaudot, measures 42-45. 
Used By Permission Of The Publisher 

Representative - Theodore Presser Company 

altered in pitch and interval content from the figures in the two previous 

passages. In the smaller second figure, the first and last intervals are the same 

as before, although the pitch level has been transposed higher still, while the 

middle interval has been shrunken by only a semitone, from a minor sixth to a 



diminished sixth. It is just these kinds of subtle and careful alterations to the 

thematic materials that give Arioso Barocco its peculiar balance of unity and 

variety. 
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Interposed between these three passages is episodic material of a 

completely contrasting nature. The first episode appears in bars 28 and 29 and 

is frantic in comparison to anything previous. In fact, looking at the rhythmic 

density graph, we see that measure 28 is the most rhythmically active bar in 

the work, and these two measures together are actually the most dense 

consecutive pair of measures in the piece, with an average density of 6.5 

articulations per beat. The episodic, or interrupting, nature of these measures 

is enhanced by the fact that they are for organ only, with the trumpet 

returning in bar 30, and by the crescendo in bar 29 from! to ffwhich is in 

sharp contrast to the mostly p to ppp dynamics of the surrounding music, both 

before and after the episode (see examples 4, 12, and 24). 

The next episode occurs in bars 35-41 and can be considered 

developmental (see example 14). The organ part in Bars 35-37 is a variation of 

bars 1-2, transposed up a fourth (down a fifth in the bass line), and the 

trumpet part above it is a variation of the end of the trumpet part from the 

same phrase, in bars 3-4 (see previous example 10). In bars 37-38 the trumpet 

presents new material which is then paraphrased between bars 39 and 41. 

"Underneath" this, in bars 38 and 39, the organ slips into a transposed and 

augmented "repetition" of the fourth and fifth beat of measure 28. However, 

only the right hand part appears, and this with a variation at the end. The left 

hand is given a new, more angular line which nevertheless retains the same 

rhythm as the left hand part in bar 28. Then, accompanying the trumpet's 
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Example 14: Arioso Barocco, copyright 1970 Editions Billaudot, measures 35-41. 
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paraphrase of its line from bars 37-38, the organ part plays material in the 

style of measure 29 which becomes, in bar 41, a varied and transposed (up a 

minor third)-but not augmented-repetition of bar 29 (see previous example 

5). There are only two alterations in this "repetition" -c-sharp is added to the 

downbeat of bar 41, creating a vertical tritone which reflects the linear tritone 
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that leads to the corresponding downbeat in bar 29, and the last sixteenth note 

cluster of the fourth beat-a/g-sharp/b in bar 29, stacked as a major seventh 

and a minor third, becomes a b-sharp / c-sharp / d chromatic cluster in bar 41. 

Again we see the care for detail and subtlety with which Jolivet treats his 

musical materials. The reason for this second alteration is unclear, but Jolivet 

apparently felt the need for a change-perhaps intuitively, to avoid a variation 

too close to a simple transposed repetition of material. 

In the beginning of the third drone passage, which starts in bar 42, it is 

interesting to note that the trumpet is still in the middle of its phrase instead of 

beginning a new one with the organ, as it did in measure 30, in the previous 

drone section. Similarly, the final episode which follows this last drone 

passage begins, in bar 45, in the middle of a long trumpet phrase. 

The final episode is also developmental but does not re-use the material 

of bars 28-29. Instead, it is an essentially four-part homophonic passage, 

similar in style to the opening phrases and to bars 16-17 and 35-37 (see 

examples 3, 8,10, and 14). In fact the first chord is a tritone transposition of 

the first chord of the piece with a new bass note added, but any direct 

similarity stops there. The passage is heavily syncopated, unlike the opening 

three phrases, and covers a much wider register. The final two sustained 

chords are followed by three beats of rest. This silence, and the new and 

completely contrasting material which follows it, implies a large formal 

section boundary here, in bar 50. This conclusion is further supported by the 

composite graph of the other factors (see previous figure 3). 

Before proceeding further in the music, a few additional observations 

are in order regarding the trumpet part up to this point. After the three initial 
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"statements" and the solo organ passage which follows them and leads to the 

"drone" section, the trumpet's next entrance in bar 24 begins clearly as a 

derivation of the first phrase. It is embellished, rhythmically altered, and 

transposed up a major second, but bar 24 is a clear variation of bar 2 (see 

example 15). Starting in bar 25 the trumpet seems to diverge from the original 

Example 15: Arioso Barocco, copyright 1970 Editions Billaudot, measures 24 
and 2, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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phrase, but the original outline can still be traced, structurally (see example 

16). The g, approached and repeated three times in bar 26, is the next 

Example 16: Arioso Barocco, copyright 1970 Editions Billaudot, measures 25-28 
and 3, trumpet part. Used By Permission Of The Publisher 
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expected pitch of the melody. It is cluttered by intense melodic chromaticism, 

and the trumpet continues to a g-sharp which is sounded twice before 

returning only briefly to a g followed by a quarter-tone-sharp g, as though the 

melody were straining to break free of its thematic origin (see the above 

discussion of le sens de projection du son). Now in bar 27, the next expected 

pitch of the tune, an f-sharp, arrives on beat three with relatively significant 
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duration. After four more intervening notes the line ends on ab-flat 

approached not by leap, as the corresponding a-flat is in bar 3, but by 

chromatic step. While Jolivet may possibly have intended this passage to be 

freely conceived material, independent of the earlier phrase, this seems highly 

unlikely, given the direct relation between bar 24 and bar 2, and given the 

continuation and completion of the phrase in the same disguised manner

and at the same transposition-at the next trumpet entrance. 

After the organ interlude of bars 28-29, the trumpet re-enters on the 

same b-fla t and the next three expected pitches, transposed from phrase I ( a, f, 

and e), follow with significant prominence (see example 17). The rhythmic 

Example 17: Arioso Barocco, copyright 1970 Editions Billaudot, measures 30-
31, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 

flow and harmonic background of the new phrase is of course in sharp 

contrast to the original statement, helping to create the variety which is almost 

of an improvisatory--or incantatory-nature. Nevertheless the thematic 

connection is present, from a structural point of view, and continues in the rest 

of the phrase. After the first note of bar 31, the trumpet appears to present 

new or independent material, but the last three notes of bar 32 and the first 

two of bar 33 are a rhythmically varied restatement of the first five notes of bar 

3, novv transposed down a minor third. At the same time, the organ is 

restating exactly a figure from bar 25, transposed up a perfect fifth and in a 

different part of the measure (see examples 18 and 12). If, in the trumpet, the 
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Example 18: Arioso Barocco, copyright 1970 Editions Billaudot, measures 32-34. 
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grace note f and thee on the fourth beat of bar 33 are considered a kind of 

double appogiatura, then beat three of bar 33 through the second beat of bar 

34 might be drawn from beat five of bar 2 through thee on beat 3 of bar 3, 

transposed a major second higher. Whether these two apparent relations are 

legitimate examples of intentional and genuine thematic development, or 

merely coincidental, there can be no doubt that the succeeding material 

presented in bars 35-36 bears a direct and intentional relationship to the 

opening phrase. We have already seen that the organ part in bars 35-37 is 

obviously derived from bars 1-4, and the trumpet part is just as obviously 

derived from the fifth beat of bar three (including the grace note) through the 

end of bar 4 (see example 19). This trumpet figure in bars 35-36 is transposed 

Example 19: Arioso Barocco, copyright 1970 Editions Billaudot, measures 35-36 
and 3-4, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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a major second higher than the original, finally completing the restatement of 

the entire first phrase at this transposition, between measures 24 and 36. 

By contrast, the trumpet line from bar 37 to 50 makes little use of the 

opening material, but it does have some interesting structural features and 

continues to be developmental in nature. The figure in bar 37 returns at the 

end of bar 39 with a new rhythm, an expanded opening interval, transposed 

upward, and of course, as virtually everywhere else, the accompaniment is 

different (see example 20). Both fragments continue in an upward-moving 

Example 20: Arioso Barocco, copyright 1970 Editions Billaudot, measures 37-
41, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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line spanning an octave and a half or more. The second of these rising 

melodic lines uses the notes of the octatonic scale, which in jazz usage is called 

the whole-half diminished scale, due to its alternating whole and half steps 

and its consequently outlining two different diminished seventh chords-in 

this case the c-sharp and cl-sharp diminished seventh chords. But because the 

accompaniment in this measure is not restricted to the notes of this scale or 

even to the notes of the dominant complexes which might be associated with 

them if this were tonal music, there is no suggestion of a jazz or tonal function 

of any kind here. It is interesting however to note that the succeeding 

downbeat of bar 41 forms, with the a in the trumpet and the c-sharp in the 
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organ, a dominant seventh chord on a in first inversion and without the fifth 

(see previous example 14 and compare to bar 29 in example 5). This 

"dominant seventh chord" does not of course resolve in any way and is 

perfectly allowable in an atonal musical style. Bart6k's thoughts in this regard 

are particularly significant, considering Jolivet's substantial respect for the 

older composer: 

An isolated triad of the diatonic scale, a third, a perfect fifth or 
octave amidst atonal chords ... do not give an impression of 
tonality; furthermore, these means, already withered by long use 
and misuse, acquire from such a totally new surrounding a 
lively, quite special effect arising just from the contrast. Yes, 
even whole sequences of such triads and intervals, if they do not 
have a tonal effect, might be perceived as quite in style. An 
unconditional elimination of these old sonorities would imply 
the disclaiming of a-not even inconsiderable-part of the 
means of our art; however, the ultimate objective of our 
endeavors is the unlimited and complete use of all extant, 
possible tonal materia1.63 

Jolivet's use of the octatonic scale is not exceptional and can be found in other 

works of his, as well as works by many of his French contemporaries, 

undoubtedly stemming from the French fascination with certain elements of 

jazz style. For example, it assumes a much more significant role in Jolivet's 

Second Concerto, which exhibits several jazz stylistic characteristics and which 

is discussed in a later portion of this study. It's use is also characteristic of his 

occasional fondness for symmetrical structures. In this case, however, the 

strongest motivations for using an "octatonic melody" in bar 40 are thematic. 

The repeated and overlapping intervalic pattern found here of up a major 

third, down a minor second, up a major third, or the still simpler and even 

more fundamental pattern of down a minor second and up a major third, is 

63Dela Dal't6k, "The Problem of the New Music,"Bela BartOk ESsays, ed. Benjamin 
Suchoff lLincoln: U of Nebraska P, 1976) 458. 
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the same intervalic pattern found in measure 3 or 7, respectively (see previous 

example 10). The more direct link seems to be to the figure in bar 7. Here in 

bar 40 it occurs five times, with a different rhythm each time, and on the fifth 

occurrence it is inverted, leading into the melodic tritone across the bar line to 

the high point of the trumpet phrase. 

With the return of the haunting drone accompaniment in bar 42, the 

trumpet recalls the mordant-like figure first heard in the organ at the 

beginning of each of the first three statements of the work (see example 21). 

Example 21: Arioso Barocco, copyright 1970 Editions Billaudot, measure 42-46, 
trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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This little thirty-second note figure is an important melodic feature of the 

work, as might be expected given the title, and it occurs most frequently near 

the beginning and near the end. This _might lead one to look for a structural as 

well as decorative function, especially since it usually appears with or very 

near a fragment or variation of one of the first two opening phrases. But here, 

in and around measure 42-the figure also appears in bar. 41 written as actual 

grace notes-there is no sign of the opening material. So if Jolivet intended 

the figure to have a structural function on a large scale, it must be one more 

aspect of a tendency toward ambiguity. 
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The triplet figure leading to the half note in bar 42 is another variation 

of the organ figure in bars 13,25,33, and 44. It is given prominence here by 

augmentation and by its position in the trumpet part. It also recurs, with a 

new rhythm, in bar 45, again in the trumpet and following the thirty-second 

note mordant figure. In this variation, the minor sixth interval is changed to a 

major sixth, just as in bar 44-in the organ-the minor sixth became a 

diminished sixth. These alterations are consistent with the unstable, 

constantly shifting character which dominates this entire section of the work, 

since about bar 24. This figure "almost" appears once more at the end of bar 

46, but without the mordant figure preceeding it. The triplet figure appears in 

the trumpet with the first two intervals, the tritone and minor sixth, but the 

final major seventh is only a major third here, possibly helping to signal the 

end of the passage. 

Turning now to bar 43, the next triplet figure is also reused, in bar 44. 

The pitches and intervals are the same except for the first ones, but the b-sharp 

which begins the figure in bar 44 is no stranger to the listener's ear since it was 

sustained for two and a half beats in bar 42, just prior to this triplet figure first 

sounding in bar 43. Beat five of bar 43 to beat one of bar 44 presents another 

variation of the fifth beat of bar 2. This makes the b-sharp alteration to the 

triplet even more acceptable to the ear because it will also be heard as another 

repetition or variation of this chromatic figure from phrase 1. The entire 

passage is a truly ingenious example of Jolivet's unified yet diverse use of 

materials within an improvisatory-like theme and static harmony. 

As mentioned above, the organ part returns in bar 45 to a passage 

stylistically like the opening phrases, but mostly syncopated (rhythmically 
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more unstable). Above this the trumpet sounds an almost complete whole

tone scale in an ascending triplet run between g-sharp and £-sharp-the use of 

d-sharp instead of e ensures the avoidance of the whole-tone cliche. Then,

from the £-natural at the end of bar 45 through the d-natural in the second beat 

of bar 46 we find, for the first time, a fragment from the beginning of phrase II. 

The passage from the f to the d forms a variation of the melody found in bar 6 

through the second beat of bar 7 (see example 22). The intervals are the same, 

Example 22: Arioso Barocco, copyright 1970 Editions Billaudot, measures 45-46 
and 6-7. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 

the pitches are a minor third lower, the accompaniment is quite different, the 

rhythmic relationships between the notes are similar but different, and the 

metric placement of the fragment, as well as the melodic and harmonic 

context, is vastly different. Yet, the striking individuality of the two thematic 
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fragments, by virtue of their melodic shape and intervalic content, is sufficient 

to link them motivically. 

The final three measures of the melody here are more difficult to link 

with other material. From the c-sharp near the end of bar 46 to the a-flat in bar 

48, the pitches and their ordering are found-enharmonically at least-in the 

first four notes of bar 3 (see example 23). The final note of the phrase in both 

Example 23: Arioso Barocco, copyright 1970 Editions Billaudot, measures 46-49 
and 3, trumpet part. Used By Permission Of The Publisher 

Representative- Theodore Presser Company 

cases is a d-natural, but all the material between the a-flat and the final din 

the original phrase is replaced, in bar 48 by a solitary c. Here, too, the two 

phrase fragments are quite different rhythmically, they are in different 

octaves, and they have different melodic contexts. The accompanying 

harmonies here and in phrase I, while apparently different, do show some 

similarity-they both exhibit a compound major seventh between outer voices 

and a prominent internal interval of a minor sixth (see previous examples 10 

and 3). Once more Jolivet has succeeded in making his re-working of the 

material so ambiguous that we are uncertain whether it is really meant to be 

the same material or simply a coincidental and distant resemblance. The 

result is that our conscious attention is drawn away from the actual economy 

of musical means to an apparently freely flowing and improvisatory melody, 



which seems to be unhampered by classical considerations and restrictions of 

form. 
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After three beats of silence in bar 50, the organ enters with a new 

texture of alternating six-note and two-note "chords" for three measures 

before the trumpet enters in bar 54 (see example 24). The interval structure of 

Example 24: Arioso Barocco, copyright 1970 Editions Billaudot, measures 51-54. 
Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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these chords is another illustration of the careful attention to detail inherent in 

Jolivet's compositional process. Embedded in each of the six-note chords are 

two major sevenths, either one or two tritones, and one minor ninth, along 

with varying intervals of more consonant types. These dissonant intervals in 

themselves, because of their strong, dominating nature, tend to give each 

chord an overall sound, or sonority, similar to that of the others, despite 

variations in the other intervals present. Further examination reveals that, in 

the right hand, the second chord is only the first one transposed up a minor 

third, and the third chord is the same as the first a major third higher with the 

intervals stacked in reverse-a minor sixth on top of a minor third instead of a 

minor third (augmented second) on top of a minor sixth. The left hand chords 
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are related somewhat differently. The bass of the second chord is, as in the 

right hand, a minor third higher than in the first chord, but the intervals above 

it are a minor sixth and a tritone instead of a tritone and a major third-a kind 

of "harmonic inversion." The third chord of the left hand can be related to the 

first in a still more obscure way. The outside interval of the first left hand 

chord-a minor seventh-is preserved as an augmented sixth and transposed 

a minor second higher in the third chord, and the middle note in the first bar, 

which is a major third below the top note, is shifted a major third above what 

would have been the top note, but which now is the middle note, in the third 

bar. 

Between these three strangely related sonorities are two major seventh 

sonorities played by the pedals and marked with strong accents and 

sforzandos. The second pedal sonority is,like the chord in the right hand and 

the bass note of the left hand, a minor third higher than the first. In the third 

measure (bar 53), the notes of the previous major seventh exchange positions 

to form a minor ninth which is then sustained into the next chord during 

which the trumpet enters with its serpentine melody discussed above as a 

specific example of Ie sens de projection du son. 

This long, upward-moving trumpet line is sustained by a motivic cell 

which occurs three times in succession, each time slightly more augmented 

than the prevjous time (see previous example 9). The cell first appears at the 

end of bar 55 and consists of an ascending whole step followed by a 

descending half step and an ascending major third (or diminished fourth). 

Each cell is dovetailed with the next one, and the third oC'currence is altered by 



an intervening note (the e-flat), which only serves to extend the line, provide 

variety, and disguise its motivically economical construction. 

Bar 58 brings a return of the alternating block sonorities of the type 

introduced in bars 51-53, but here metric regularity is avoided-or broken

by giving bar 58 four and a half beats. Rhythmic irregularity is maintained in 

the rest of this passage too, through bar 63, by these alternating chords 

occurring in different parts of each measure, in effect preventing the 

establishment of any steady pulse (see example 25). 

Example 25: 
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The trumpet entrance in bar 60 has already been mentioned as possibly 

illustrating les transmutations de la masse sonore. The upward leap of a major 

ninth found here also happens to be the span of phrase II, circumscribed by 
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the first and last notes of bar 7 (see previous example 10). Whether or not 

there is any real relationship between this entrance and phrase II, the 

continuation of the trumpet line through the second beat of bar 62 bears some 

resemblance to the middle of bar 3 from phrase I, transposed down a minor 

second. Alternatively, it bears somewhat less convincing resemblance to the 

end of bar 7 through the beginning of bar 8 from phrase II, transposed down a 

major third. In either case, thematic material is being "recycled" on a motivic 

level. The second half of bar 62 through about the first half of bar 63 bears a 

close resemblance in rhythm and general contour-even though some of the 

intervals are altered-to a fragment of phrase I from the last beat of bar 2 

through the first half of bar 3. The next derivative comes only at the end of the 

phrase in bar 65. Here the quarter note triplet going to the half note g-sharp 

seems to be a variation of the eighth note triplet going to a long note in bar 42 

(see example 26). Again, the middle and least diss~nant interval is the one 

Example 26: Arioso Barocco, copyright 1970 Editions Billaudot, measures 65 
and 42, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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that is altered, from a minor sixth to a major second. The relatively consonant 

intervals are of course the logical choice for alteration since they are the least 

"colorful" and thereby contribute the least to the distinct overall sound or 

character of any gjven fragment, motive, or sonority. 

In bars 64 and 65 the accompaniment changes to four-part homophony 

which can be traced to bars 45-46. The later passage is given a simpler, less 
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syncopated rhythm, and it is transposed up a minor second. The two inner 

voices are changed in the third chord, and the second half of bar 65 follows an 

independent course. The relationship between the two passages is also 

supported by identical organ registration (see example 27). 

Example 27: Arioso Barocco, copyright 1970 Editions Billaudot, measures 64-65 
and 45-46, organ part. Used By Permission Of The Publisher 

Representative- Theodore Presser Company 

p ---========== =======--p 

After an eighth rest on the downbeat of bar 66, the organ returns to 

sustained block chords similar to those of bars 51-53 and 58-63, but now the 

thirty-second note embellishrnent figure from the opening phrases is added, 

and the chords on the manuals are sustained over the pedal diads instead of 

alternating with them (see exampl~ 28). The construction of these chords is 

somewhat different but continues to feature a high level of dissonance 

through the presence of tritones, semitones, and octave compounds of these 

intervals. The registration of the organ is the reverse of the previous two 

block chord passages, progressing from the full registration at forte to the 



Example 28: Arioso Barocco, copyright 1970 Editions Billaudot, measures 66-
71, organ part. Used By Permission Of The Publisher 

Representative- Theodore Presser Company 
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lightest registration (Recit), and dying away to ppp into bar 71. This reversal 

of registration and dynamics, along with the silence of the pedals after their 

second sonority and the fermata in bar 71, helps to signal the return of the 

quiet opening material in bar 71. The trumpet part during this passage, from 

bar 66-70, is actually derived from phrase II in its entirety. It begins 

transposed a major third higher than in bar 6 and shifts course near the end of 

bar 67 by leaping down a minor ninth, instead of a minor third, and then up a 

minor third, instead of a major third (see example 29). Now transposed down 
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Example 29: Arioso Barocco, copyright 1970 Editions Billaudot, measures 66-70 
and 6-8, trumpet part. Used By Permission Of The Publisher 

Representative- Theodore Presser Company 
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a perfect fifth, the theme proceeds, with the ubiquitous rhythmic changes, 

toward the end of the phrase even further removed from the original-this is 

as close as Jolivet comes to repeating, even as a variation, a complete thematic 

statement in this work. In bar 8, the original phrase falls from the high b 

through b-flat toe by way of a grace note f, a semitone above the e. In bar 68, 

Jolivet uses a grace note a semi tone below, instead of above. Then he skips 

two notes from the original sequence and goes directly from f up to c-sharp, 

an interval of a minor sixth, whereas, in the original, c leaped up a major 

sixth-through e-flat and g-to a. That c-sharp is in fact the final note of the 

phrase is confirmed, after a brief extension passage in bar 69, by the fermata in 

bar 70. In the organ part of this measure, Jolivet brings back for the last time 

probably the most reused motive in the whole work. This little four-note 

figure is heard, in one form or another, at least eight times, as we saw in bars 

13, 25, 33, 42, 44, 45, 65, and finally here in bar 70 (see previous example 28). It 

appears neither during the firsttwo thematic statements of the work nor 

during the final section, beginning with bar 71. So its structural function, if 

there is one, may be to help mark off the outer sections-the "exposition" and 

"recapitulation," or coda. Considering all the other elem~nts which shape the 



form of the piece this suggestion seems plausible, but the evidence is still 

inconclusive due to the purposefully ambiguous nature of ]olivet's 

compositional style. 
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In any event, bar 71 is a clear return to the opening material. It is 

almost an exact repetition of the first bar, the difference being a different 

registration, an even quieter dynamic marking, a different though very similar 

tempo indication, and the octave displacement of the last two pedal notes. 

The downbeat of bar 72 can be considered derived either from the downbeat 

of bar 2, transposed up a major second, or from the downbeat of the variant in 

bar 10 with the bass an octave lower and the whole phrase from the fourth 

beat of the previous bar (bar 71) transposed a semitone lower (see example 

30). Realistically it is both and neither, being derived from the original 

Example 30: Arioso Barocco, copyright 1970 Editions Billaudot, measures 72, 2, 
and 10, organ part. Used By Permission Of The Publisher 

Representative- Theodore Presser Company 
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musical ideal, imagined in the mind of the composer, which spawned all three 

examples and the other variations of them as well. One of those other 

variations takes us from the fourth beat of bar 72 through bar 74 (see example 

31). Again the variation is subtle and unsystematic. It is like bar 71 

transposed first a tritone, then a perfect fifth, and finally on the last note of bar 

73 a major sixth higher, but with different embellishments, almost completely 



Example 31: Arioso Barocco, copyright 1970 Editions Billaudot, measures 72-
74, organ part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 

Riten. 
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new notes in the pedals, and a different resolution than any of the previous 

variants-namely, an embellished three-octave f-sharp on the downbeat of bar 

74. Just as in the beginning, after the organ reaches its last note of the phrase, 

the trumpet enters on the third beat of the measure. The melody it plays, 

however, as well as all the trumpet's material from here to the end, has little if 

any direct connection to the opening phrases. It has more in common with the 

anachronistic serpentine material from bars 55-57 and bar 40 (see examples 32 

and 20). 

Example 32: Arioso Barocco, copyright 1970 Editions Billaudot, measures 74-77 
and 55-57, trumpet part. Used By Permission Of The Publisher 

Representative -Theodore Presser Company 
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Specifically, the trumpet phrase beginning in bar 74 exhibits in its first 

five notes the same motivic cell that dominates bars 55-58. The rest of the 

phrase slithers gradually down to a sustained f-sharp, embellished by the 
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mirror image of the thirty-second note mordant figure on f-sharp played by 

the organ in bar 74. The entire three-and-a-half-measure trumpet phrase 

spans only a tritone, in sharp contrast to the preceding material, and it 

includes every semitone within that span in what might be termed a cluster 

melody, or cluster phrase. A quick look at previous trumpet material reveals 

such cluster phrases, or at least cluster fragments, in bars 35-36, 25-28, and the 

second half of phrase I (in bars 3-4), as well as other places. 

Overlapping the end of the trumpet phrase in bar 77 is a simple two

voice figure in the organ which brings to prominence the thirty-second note 

figure and the interval of a tritone (see example 33). The trumpet then 

Example 33: Arioso Barocco, copyright 1970 Editions Billaudot, measure 77-80. 
Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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reenters with another cluster fragment from g-sharp through e-flat before 

being "interrupted" by an a, a tritone higher. After this highlighted melodic 

tritone, the line sinks back down to the a below. Another curt, overlapping 

organ interlude, featuring both the thirty-second note figure and the tritone, 

brings us to the third and final trumpet phrase. This time the line consists of a 

sequence of a half step, a tritone, a descending augmented triad, another 

tritone, two overlapping ascending diminished triads-forming a partial 



octatonic scale in a way reminiscent of bar 40-and finally the thirty-second 

note figure once more, on an f-sharp (see example 34). This entire last section 
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Example 34: Arioso Barocco, copyright 1970 Editions Billaudot, measures 81-85, 
trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 

from bar 71 to the end produces a very meditative, restful effect through its 

quiet dynamics, its low rhythmic density, its sustained, drone-like 

accompaniment, and its mostly conjunct melodic lines. 

In the last three measures, while the trumpet sustains its final f-sharp, 

the organ quietly sounds two final chords, the second of which is topped by 

what would appear to be a slow motion variation of the thirty-second note 

embellishment figure, appearing here in eighth notes followed by a dotted 

half, rather than thirty-seconds followed by a dotted eighth (see example 35). 

Example 35: Arioso Barocco, copyright 1970 Editions Billaudot, measures 86-88. 
Used By Permission Of The Publisher 

Representative - Theodore Presser Company 

morrndo 

II 

If we were to try to analyze these chords by traditional means, the final chord 

might be labeled an f-sharp 6/9 (#11/#9) chord, which is almost a legitimate 
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jazz sonority and might at least be called "jazzy." However, the invalidity of 

applying traditional analysis techniques to Jolivet's mature works has already 

been pointed out, and the penultimate chord, which in a traditional analysis 

we would expect to be some sort of dominant, is nothing of the kind. In fact it 

is a very similar sonority to the final chord and might even be labeled an f

sharp 6/9 (#5/#9), except that the 6, 9, and #5 are voiced lower than would be 

considered correct, and the 5, #5, and 6 are presented in a cluster-an 

unorthodox procedure by tonal standards to say the least. Other attempts to 

analyze or justify these chords traditionally prove equally fruitless. But in 

light of Jolivet's tendency toward the most dissonant intervals and his 

particular atonal aesthetic, these sonorities seem just as reasonable as any 

others, if not more so. Furthermore some form of 6/9 sonority, with or 

without altered extensions or added notes, is found to be the final chord in 

several of his other, earlier works. We find it, for example, in Cinq interludes 

for organ (1943): f 6/9, Air de Bravoure for trumpet and piano (1952): c-minor 

6/9, Fantasie-Caprice for flute and piano (1953): d 6/9 (#5), Epithalame for 12 

vocal soloists (1953): c-sharp 6/9, and the Concerto for bassoon (1954): d 6/9. 

Putting together all of the preceding discussion of the many elements 

which help to determine the shape or form of the work, we can now describe 

Arioso Barocco as having a four-part structure: ABCA'. Ultimately form in 

Arioso Baracco seems to be largely determined by thematic process with some 

circumstantial but important support from muting and texture, but the role of 

harmony, which is so important in classical structure, appears to be negligible, 

as one might expect in atonal music. 
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Atonality 

No discussion of Jolivet's music would be complete without 

considering both how Jolivet's personal conception of atonality is manifested 

in his work, and how the influence of primitive and exotic music is reflected in 

his treatment of melody and rhythm. Jolivet's statements about the tonality

or atonality-of his music indicate that he was sympathetic to the aesthetic of 

serialism but adamantly opposed to the technique of serialism. The essential 

aesthetic goal of the twelve-tone composers was to free music of the 

limitations of the pitch hierarchy which governed and defined tonality. In 

other words, serialism and Jolivet both supported a "non-discrimination 

policy" toward pitch, advocating, as it were, a sort of equal rights movement 

applied to pitch. This is indeed the goal of any atonal system. As explained 

by Bartok in 1920: 

The decisive turn toward atonality began only when ... the need 
was felt for the equality of rights of the individual twelve tones
of our dodecaphonic mode: when the attempt was made to 
avoid arrangement of the twelve tones according to certain 
scalar systems or to attribute to the individual tones greater or 
less value in conforming with this arrangement, so that use 
could be made of the individual tones in any optional 
combination, horizontally as well as vertically, irretraceable to 
any scalar system. It is true that certain tones in combination 
also gain by this procedure a relative predominance; this 
difference of importance, however, is not based on a certain scale 
pattern but is the outcome of the occasional combination; just as 
the individual members in the combined groups have a different 
value and intensity in relation to each other. The possibilities of 
expression are increased in great measure, incalculable as yet, by 
the free and equal treatment of the twelve tones.64 

It is just this increase in the expressive power of music that was sought by 

Jolivet in adopting atonality. In fact Jolivet founded the French Center for 

64Bart6k 455-56. 
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Musical Humanism in 1959 for the express purpose of exploring the 

expressive powers of non-serial atonal music. Twelve-tone music replaced, or 

supplanted, the pitch-hierarchical system of tonality with a different structural 

system of pitch ordering ("pitch" here is used synonymously with "pitch 

class"), which defined the technique of serial composition. But since, as we 

know, Jolivet objected to any technical system of composition, especially one 

which limited creativity as the "forced equality" of serialism did, he could no 

more adopt the new-fangled serial technique than the old-fashioned tonality. 

Of course his music, except that of his nationalistic second period, 

could employ only a kind of free atonality, where pitch choices-both 

melodically and harmonically-were governed solely by aesthetic principles, 

i.e. his own personal taste. His taste was inclined toward just about anything 

which was contrary to the "rules" of tonality, including dissonant intervals 

(particularly the most dissonant ones, the tritone and the half step, and all 

octave compounds of them), and the avoidance of any tonally functional 

relationships in his harmonic and melodic "progressions." His five stated 

"technical researches" or principles, dealing metaphysically and ambiguously 

with resonance, "modulation," sound projection and transmutation, and 

rhythm, seem to have served merely as reference points around which his 

musical imagination played freely. 

We have seen in the foregoing pages that these principles, when 

considered as specific compositional techniques, are evident only at isolated 

points within Arioso Barocco, and do not appear to be in any way primary 

determiners of style in the work. In fact, the listener's most immediate 

impression, upon hearing the work, is likely to be one of striking and virtually 



continuous dissonance, both harmonically and melodically, and of freely 

expressive but atonal melody dominating the texture. 
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These impressions of the atonal character of the music are due largely 

to the intervalic structure of the vertical and horizontal pitch combinations. 

Virtually every vertical sonority in the work contains an interval of a tritone, 

major seventh, minor ninth, or some combination of these "crucial intervals" 

or their octave compounds. This illustrates Jolivet's statement, made just two 

years before he wrote Arioso Barocco, that in his harmonies, "one does not find 

perfect chords, [but] rather a juxtaposition of tones ... characterized by 

intervals removed as far as possible from the diatonic."65 The tritone, minor 

ninth, and major seventh are indeed as far from diatonic intervals as one can 

imagine. Similarly, one can hardly find a single melodic phrase which does 

not exploit at least one of these intervals both linearly and in harmonic 

relation to the accompaniment. The first phrase of the piece is a case in point. 

In the organ part, the first, fifth, and sixth chords-the sixth being sustained 

for two measures-all have either a simple or compound major seventh 

between the outer voices, and all the other chords have a simple or compound 

minor ninth between the outside voices (see previous example 10). The first 

chord also includes a tritone between the top two voices and the fourth would 

form a semi tone cluster except for the octave displacement of the f. It is also 

significant that all twelve notes are used in the first six beats, although not 

serially, and the voices all move by a tritone from the second to the third beats. 

The interval of a tritone held a special fascination for Jolivet, not only because 

of its potential disassociation from tonality but also because of its purported 

65 Andre Jolivet, quoted by Gail Delente, "Selected Music in France Since 1945," diss., 
Washington V, 1966, 133. 



"magical" qualities. "The tritone, 'diabolus musica,' ... is in fact a dionysian 

melisma 'par excellence.' In melodic movement, it is impetus; in harmony, it 

is tension. According to the use to which it is put, it is possible for it to 

dispense either white magic or black magic."66 
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The trumpet melody which sounds over the sustained final chord of the 

organ's first phrase also exhibits these most dissonant intervals, primarily 

through its relationship to the accompanying chord. Linearly, the tritone 

turns up between the a-flat in bar 3 and the d in the next beat and, more 

strongly, between the g on the fourth beat and the d-flat on the fifth beat. This 

second tritone is the more significant one because of its placement directly on 

two successive beats, even though three notes intervene between the g and d

flat. Probably more important than either of these relatively weak melodic 

tritones are the harmonic relationship here between the trumpet and organ, 

and the "dustural" nature of the melody itself. 

Of the sixteen notes in the trumpet which sound during the sustained 

chord in the organ, ten of them form some compound of either a major 

seventh, minor ninth, or tritone with one of the three organ notes being 

sustained underneath. Of the remaining six notes, four are d-flat, which is 

also sounding in the organ chord as c-sharp, and two are f (see below). The 

only two pitches which are absent from the trumpet phrase are b-flat, which 

sounds as the bass of the organ chord, and f-sharp, which-oddly-appears 

only once in the first four bars, on the third beat of bar one in the middle voice 

of the organ. Except for the absence of this f-sharp, the entire trumpet melody 

of bars 3-4 could be seen as a single "linear cluster," or as two linear clusters 

66 Andre Jolivet, "A Propos du premier concerto pour ondes et orchestre d' Andre 
Jolivet," Revile internationale de 7nllsiqlle 10 (1951): 394. 
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with the first missing an f-sharp and the second-from the fourth beat of bar 3 

through bar 4-missing its central"pivot" note, an e-flat. 

Phrase II exhibits the same characteristics. The organ part, as noted 

previously, is almost an exact repetition of the first phrase, and while the 

trumpet melody is quite different we still find the same prominence of 

dissonant intervals and melodic clusters. Of the eleven notes sounding during 

the same sustained organ chord, eight form one of the three crucial intervals 

with one of the organ notes. Two of the remaining three are f-sharp and one is 

f-natural. The only pitch not appearing in the trumpet phrase here is c-sharp 

which, of course, is sounding in the organ chord. Of the seven notes in bar 

eight which complete the trumpet line after the organ chord ceases, all but one 

form a crucial interval with one of the notes of the previously sounding organ 

chord, which is presumably still "sounding" in the listener's imagination. The 

one "consonant" note is the grace note f which, even when it was sounded as a 

relatively long note in bar 7, is not really very consonant since it forms an 

augmented triad with the c-sharp and a of the organ chord. Melodically, the 

first note of the phrase forms a tritone with the last note of the previous phrase 

and a major seventh with the a in bar 7 (the fourth note of the phrase). A 

tritone is heard plainly in bar 7 between the d and g-sharp on the third and 

fourth beats, respectively, with the two intervening notes merely leading 

smoothly to the g-sharp. In bar 8, where the trumpet plays alone, the presence 

of three crucial melodic intervals insures consistency in Jolivet's tonal (or 

atonal) fabric. A major seventh is formed by the first and last notes of the first 

beat, and these notes are also the highest and lowest pitches of the second half 

of the phrase. This major seventh encloses a tritone between the second and 



third sixteenth notes-ignoring the grace note-and another tritone falls 

between the e-flat and a, from the second to the third beat of the bar. 

An interesting question to ask is why did Jolivet write a g between 

these two notes instead of a g-sharp, since wouldn't a g-sharp lead more 

smoothly to the a and even more clearly highlight the tritone? Furthermore a 

g-sharp here would relate this figure to the first beat of bar 9 as a transposed 

and augmented inversion of the b-flat to the e, by way of the grace note f, and 

it would relate more strongly to the melodic tritone figure in bar 7 mentioned 

above. The fact that Jolivet chooses g-natural here rather than the more 

obvious and more predictable g-sharp may illustrate his antipathy toward 

musical predictability, and it is at least an aspect of variety in his melodic line. 
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Melodic clusters, another characteristic of Jolivet's style in this work, 

are more apparent, in this second phrase, in the melodic chromaticism than in 

the actual motivic figuration. The first five notes could be considered a 

melodic cluster with the a displaced an octave lower, and one might describe 

the last three beats of bar 7 as a cluster framed by major thirds. In any case, 

examination of the first two phrases of Arioso Barocco reveals a strong 

prevalence of dissonant intervals, chromaticism, and melodic variety and 

unpredictability. These characteristics are apparent in every part of this work 

and a few more examples will suffice to further illustrate their importance and 

use in Jolivet's particular style of atonality. 

The passage from the third beat of bar 16 to bar 23 is by far the longest 

stretch of music in Arioso Barocco in which the organ plays alone, and we saw 

above that it seemed to afford the first and clearest example of Ie sens de 

projection du son in its narrow definition (see previous example 8). Here the 
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writing is in five parts or more in most of the passage, and all the vertical 

sonorities contain at least one and usually more than one crucial dissonance. 

For example, the very first chord forms a tritone between the soprano and 

bass, and a major seventh, another tritone, and a minor ninth between various 

members of the chord. In addition, the top voice of the organ forms a major 

seventh with the trumpet note that overlaps it. In the second chord of this 

measure there are two harmonic tritones and two minor ninths, and this 

pattern of dissonance continues through the rest of the passage all the way to 

the last vertical sonority of the passage, proper-a tritone--on the fourth beat 

of bar 21. Other than the semitone and the minor sixth (or augmented fifth) 

which occurs six times, the tritone is the most common interval found 

between successive notes of the melody in the passage, occurring also six 

times, once between bars 16-17, twice in bar 19, twice in bar 20, and once in 

bar 21. A melodic tritone is also plainly audible between the e and b-flat in 

bar 20, with only a brief passing a-flat between them, and, in the same bar, a 

major seventh between the b-flat and a on the fourth and fifth beats, 

respectively, is just as plainly heard with only the g-flat between them. There 

are no crucial dissonances linearly apparent in the bass line given to the organ 

pedals here, but these are somewhat less common in Jolivet's bass lines than 

in his melodic lines throughout the work. For example, in the opening phrase 

there is only one linear tritone in the pedal part, and in the third phrase (bars 

9-11), there are two linear tritones in the pedals. In the corresponding melodic 

lines there is only one tritone in the first phrase but two in the second-in 

which the bass line is an exact repetition of the first phrase-and three in the 

third. Examination of other such passages yields similar results. 
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Melodic "clustering" is also clearly evident in bars 16-23 (see previous 

examples 8 and 12). Except for the d-sharp passing tone at the end of bar 16, 

the melody from the beginning to the f-sharp in bar 17 forms a melodic cluster 

between f-sharp and b-flat, inclusive, and the five notes of the next two beats 

also form a chromatic cluster. A third cluster begins on the third eighth note 

of the triplet on beat one in bar 20 and ends on beat three of the same bar. 

Like the first cluster it has one "foreign" member-the d-flat-and, together 

with the e that precedes the cluster, it is thematically just a melodic 

embellishment of the last two beats of the preceding bar, oscillating around g. 

From bar 16 to 22, the passage consists of 49 melody notes within six 

and a half measures, and each of the twelve pitches is represented between 

two and six times, illustrating Jolivet's free (i.e., non-systematic) and "non

discriminatory" use of the complete chromatic palate. No single pitch is 

omitted and no single pitch, by virtue of either repetition or context, is given 

special prominence, but nor is an artificial or forced equality of pitch imposed 

on the music. 

The B-section of the work is comprised of essentially three different 

structural elements, as previously discussed, which are each quite different 

from each other in texture and form, yet fundamentally much the same in 

tonal structure, utilizing to a high degree the three crucial intervals, exhibiting 

clusters, and avoiding predictable patterns of any kind in both rhythm and 

pitch. For example, bars 28-29 form the first b-part of the (large) B-section, the 

first measure of which is largely a two-part linear construction (see previous 

example 5). Minor ninths, major sevenths, and tritones are harmonically and 

melodically ubiquitous throughout the measure, perhaps even more so than in 
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the previous passages. Minor sevenths and major ninths are also relatively 

numerous in the fleeting vertical structures, contributing to the high level of 

dissonance in this particular bar, and, while virtually all intervals are 

represented melodically-the major third is the only harmonic interval absent 

from bar 28 and the major second the only melodic one absent-the strength, 

frequency, and regular distribution, throughout the bar and in both hands, of 

the three crucial intervals gives the passage its peculiar quality of dissonance. 

Melodic clusters are not present here, per se, since the melodic contour is quite 

angular, but chromatic clusters of pitch classes are at least conceptually 

present in note aggregates. The term "aggregate" is used here in its usual 

sense-that is, as a "bunch" or "group"-not as used in systems of atonal 

theory such as that articulated, for example, in John Rahn's Basic Atonal Theon) 

(New York: Longman, 1980), where it refers to the complete dodecaphonic 

set. For example, in the first beat, c-sharp, d, d-sharp, and e are all sounded 

within half a beat of each other. Similar chromatic bunches of pitch classes 

can be found throughout the measure and, while certainly these aggregate 

clusters are not actually audible as true chromatic clusters due to the octave 

displacements and the rapidity of the figuration, they do contribute to the 

dissonant character of the passage and they help to further illustrate Jolivet's 

atonal style of "chromaticism" found here. 

In bar 29 the texture changes from two angular and intertwining lines 

to one angular line, with two-note and three-note harmonic clusters on the 

third and fourth beats and another linear cluster formed by the three accented 

notes in the last beat of the bar. In bars 28 and 29 together, each note of the 

chromatic scale occurs between eight and ten times, except f, a, and b-flat. B-



flat appears only six times, but its presence is quite significant, due to the 

trumpet sustaining it for three full beats at the beginning of bar 28. An a 

occurs five times and f only four times, but one appearance of the f is a 

unison-there are only three such momentary instances in the 41 articulations 

of bar 28-and it is marked with an accent. Thus the f and b-fIat are given 

special prominence which, whether purposeful or not, seems to make up for 

their relatively poor frequency in this passage. Only the a is left with a weak 

representation. However, "equal rights" for all twelve tones does not 

necessarily mean balanced representation or equal frequency of occurrence in 

each phrase. Such a rule would imply an artificial and restrictive technical 

system very much like serialism, which is contrary to Jolivet's conception of 

free atonality. 
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The a-part of the B-section makes its second appearance in bars 30-34, 

where the sudden change of texture and dynamics was described above as an 

example of Jolivet's principle of les transmutations de la masse sonore. We find 

the same tonal characteristics as elsewhere, but here true chromatic clusters 

are found not only melodically, in the trumpet part-for example in bars 33 

and 34-but also in pure harmonic form in the organ part (see previous 

examples 4 and 18). Both here and in the third appearance of the a-part of this 

section (bars 42-45), these harmonic clusters are "pure" four-note chromatic 

clusters while in the first a-part (bars 22-27) many of them are "impure" 

clusters having an octave displacement or a "missing" or "misplaced" note. 

The clusters are not only dissonant in themselves but each also usually forms 

a crucial interval between one of its members and both the accompanying 

melody notes in the trumpet and the drone in the organ. One possible 
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explanation for the impure clusters with octave displacements in the first a

part is that they are structurally necessary to maintain a significant audible 

presence of the crucial intervals-in particular, major sevenths and minor 

ninths-since these are notably lacking in the trumpet melody of this passage 

which instead emphasizes melodic clusters. In the other two appearances of 

the a-part, the harmonic clusters are alII/pure," but the trumpet line 

emphasizes the crucial intervals and gives some, although less, emphasis to 

melodic clustering. The entire passage in each of its three versions has the 

effect of being improvised because of the freedom and unpredictability of the 

trumpet melody and the rhythmic unpredictability of the accompanying 

clusters and figurations in the organ-their is no discernible rhythmic pattern 

in their placement. Also, as discussed above, the short rapid figurations in the 

organ during these passages strongly exhibit the crucial intervals as well. 

The c-part of the B-section is derived from the opening two phrases and 

so need not be discussed in detail. It exhibits in both its appearances all the 

expected tonal characteristics in the same manner as the opening phrases. 

In the C-section of the work, Jolivet again presents a new idea in the 

form of a texture that was avoided in previous material-block chords. The 

complex relationship among these block chords was explored in the previous 

discussion of form and thematic process, and this relationship is of course an 

important ingredient of Jolivet's style in this piece. The chief impression on 

the listener is one of dissonant chords having no apparent relationship to each 

other-Le., having no tonally functional relationship to each other. We have 

seen that they do indeed have a relationship to one another, but it is one 



which might be termed atonal, arising from intervallic transposition and 

inversion. 
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The chords are also related by intervalic composition, i.e. in terms of 

the statistical presence of crucial intervals. Leaving alone for a moment the 

diads in the pedals, each six-note chord in the first three bars (bars 51-53) 

contains a minor ninth, two major sevenths, and a tritone (see previous 

example 24). In addition, the first chord contains a second tritone. This 

similarity is no surprise given the intervalic relationship between the chords 

and the fact that the outside interval of each half of each chord remains the 

same in almost every case. In the right hand it is a major seventh and in the 

left a major ninth, except in the first chord. Only the middle note in each hand 

is moved intervalically to achieve coloristic variety. This entire C-section is an 

interesting balance of variety and unity because, even though all thirteen of 

the block chords which appear between bars 51 and 71 share a similar-in 

some cases the same-crucial interval content, not one is an exact 

transposition of another. The closest Jolivet comes to such a mechanical 

procedure is in bar 61 (previous example 25), where the chord struck is the 

same as that found in bar 52 except that the right hand is transposed down a 

major second while the left is lowered a major third, thereby making it a quite 

different sonority. Furthermore, in bar 61 there is a trumpet melody strongly 

sounded above the block chord, whereas there was no trumpet in bar 52, and 

the diad in the pedals which dovetails with this chord is different than the 

corresponding one in bar 52. 

The different placement and/or configuration of similar crucial 

intervals is an important way in which Jolivet achieves both unity and variety 
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simultaneously. The ever-changing trumpet line provides further variety as 

does, in a way, his typical rhythmic unpredictability, both in the trumpet and 

the organ. Unity of style and structure is supported here by his relative 

consistency of harmonic interval choices, specifically in the pedal diads and in 

the outer intervals of the right and left hand chords of the organ. Four of the 

ten pedal diads in the C-section are major sevenths and four more are minor 

ninths. The remaining two (bars 61-62), as previously noted, are related to 

each other by transposition and inversion. As implied by the intervallic 

consistencies of the first three chords, the major seventh is the most common 

outer interval in the right hand during this passage, occurring eight times, and 

the major ninth is most common in the left hand, occurring seven times in the 

thirteen block chords of this section. This division of these chords into two 

halves, according to the left and right hand notation, may seem to the casual 

observer to be an artificial one, employed only for obscure theoretical 

purposes. However, the consistency of the results obtained seems to shed 

significant light on a part of Jolivet's compositional process and, in turn, on his 

musical style, which is precisely the goal of this study. 

There are no harmonic clusters in the C-section, but atonal 

chromaticism, including melodic clustering, is still evident in the melody, 

primarily in the trumpet (see examples 9, 25, and 29). The symetrical melodic 

structure in bars 55-58 was discussed above as an element of Jolivet's thematic 

process (see previous example 32). It is a brief island of pitch stability in a sea 

of uncertainty, much like the octatonic structure in bar 40, but here there is no 

detracting accompaniment, only monophony. The chromaticism inherent in 

the line, the tritone hidden within its structure, and the sequential interval of 



an ascending perfect fourth govern its level of dissonance and provide tonal 

ambiguity. 

After this first phrase of the C-section, the usual tritones, major 

sevenths, and one important minor ninth are found coloring the trumpet 

melody (see previous example 25). The organ has no melodic material in this 

section apart from the monophonic passage just discussed. Linear and 

harmonic tritones also playa dominating role in characterizing the organ 

accompaniment in bars 64-65 (see previous example 27). Vertical tritones 

occur in every simultaneity in the passage, as do other crucial intervals, and 

three strong melodic tritones are also present. 

The final, closing section of the work brings a return of serenity 

induced by a quiet, sustained sonority in the organ. Unlike the beginning, 

however, the sustained sonority is not a triad but a pair of solitary f-sharps, 

separated by two octaves. As discussed above with regard to thematic 

process, chromatic clusters are an important element of the melody in these 

measures, particularly in the first two of the three trumpet phrases. The third 

phrase places more emphasis on the melodic tritone, an augmented triad, and 

an octatonic fragment relating to bar 40 (see previous examples 34 and 20). 

Although the tritone is the most prevalent of the three crucial intervals 

in this section, the major seventh and minor ninth are also present, vertically 

at least. Each time the trumpet sounds the pitch g against the organ's 

sustained f-sharps-namely in bars 74,83, and 84-a major seventh is formed 

with an f-sharp in the organ manuals, and a minor ninth is formed with the 

organ pedal. Another major seventh occurs in bar 81 between the b-flat in the 

pedal line and the sustained a in the trumpet, while a tritone (plus an octave) 
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lies between the pedal and the e in the manuals of the organ part (see example 

36). In the corresponding measure at the end of the first trumpet phrase of 

Example 36: Arioso Barocco, copyright 1970 Editions Bilaudot, measure 81. 
Used By Permission Of The Publisher 

Representative- Theodore Presser Company 
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this final section (bar 77), there is no major seventh. Instead, a tritone (plus an 

octave) lies between the pedal note and the trumpet note, and melodic tritones 

are found in both organ lines instead of only the treble line (see previous 

example 33). 

After the gossamer texture of bars 74-85, the thick chords of the final 

three bars, together with the fermata over a whole note and the indication of 

morendo, give a very clear signal to the listener that the end of the work has 

arrived. The first chord contains, among its eleven notes, two tritones, two 

major sevenths, three minor ninths, two more tritones due to octave 

doublings, and three half steps, none of which involve the £-sharps, and a 

momentary additional major seventh from the g-sharp eighth note in bar 87 

(see previous example 35). The resulting dissonance level, determined by the 

number of crucial intervals contained in the chords, is slightly less in the final 

chord than in the penultimate one. This, coupled with the thrice doubled f

sharp, which forms a convincing root of the last chord, gives a relative sense 



of resolution and finality, which is further supported by the chord's long 

duration, contrast with the previous material, and the fading dynamics. 

Incantation 
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As stated near the outset of this study, Jolivet believed that musk has a 

humane and religious mission in the sense that it was in ancient times, and in 

his mind remains, fundamentally an incantatory expression of human 

religiosity, linking man to the cosmos, or supernatural. According to Romain 

Goldron, "in all the great civilizations of the past, music occupies such a 

central position that its history is really also a chronicle of the relationship 

between man and the universe. Similarly the true function of the scale has 

always been that of a ladder reaching from earth to heaven through the octave 

of the universe."67 These statements clearly bear striking resemblance to what 

we know of Jolivet's conception of the nature of music. Is it just a coincidence 

that in Hymne it 1 'Univers, written for solo organ in 1961, the final thirteen-note 

chord includes every note of the chromatic scale stacked from a low d-flat to 

high g and is heldffff for four beats at a moderate tempo. Could this be 

symbolically just such a "ladder" as Goldron mentions? The answers to these 

and similar questions, while very interesting and potentially valuable, 

unfortunately lie well outside the intent and scope of the present study. 

However, a few additional observations concerning ancient and exotic musics 

will complement and further our understanding of Jolivet's music, since so 

much of his musical philosophy is intertwined with and influenced by his 

own studies in this area. 

67Romain Gold ron, Ancient and Oriental Music (N.p.: H. S. Stuttman, 1968) 56. 
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Music in all the ancient civilizations of the world, and still today in 

"primitive" societies having ancient origins, is a central part of religious 

rituals and ceremonies. It was believed to possess powers of healing and was 

used as a means of inducing a state of trance, ecstasy, musical delirium, 

spiritual inspiration, and divine "possession."68 In this sense it was believed 

magical and provided man a direct link to supernatural or "cosmic" reality. In 

fact Walter Wiora reminds us that even "after [the year] 1600 there were 

trends in music that sought to accomplish psychic effects similar to those 

made famous by the myths of Antiquity."69 One of the most renowned 

musicians of our own century wrote that "all creative and interpretative 

activities of man point to an origin of music in the spheres of the coursing 

stars. Our art of music, pervaded as its temporal manifestations are by its 

essential timeless character, does not only exert a decisive influence on our 

culture but is also a message from higher regions which exhorts us to be 

aware of our own higher origin."70 The idea of music possessing powers 

transcending physical reality is clearly not new or unique, but in atonal music 

it is unexpected. 

Another characteristic not usually associated with atonal music is 

melody. The importance of melodic expression, as the foremost element of 

music, is certainly evident in Jolivet's music, and it in part explains the 

relatively large number of concertos (eleven) and other solo works. The 

preeminence of melody is also a characteristic of the music of India, which 

68Goldron 29. 

69Walter Wiora, The FOllr Ages of Music, trans. M. D. Herter Norton (New York: 
Norton, 1965) 41. 

70Bruno Walter, Of Mllsic alld Mllsic-Makillg, trans. Paul Hamburger (New York: 
Norton, 1961) 15. 
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Jolivet and many of his contemporaries studied, along with other exotic and 

primitive musics. Bonnie Wade states that melody and rhythm are the two 

basic elements in Indian music, and that harmony has never appealed to 

Indian ears. Chords produce "too much sound at once," making it difficult for 

the listener to concentrate on what is, in Indian music, most important

melody and rhythm. But this by no means implies that Indian music is less 

developed than Western music. While harmony and polyphony have been 

left alone, melody and rhythm have been developed far beyond Western 

traditions: 

In Indian classical music, melody takes priority. And only one 
melody is developed at a time. Because Indian music makers 
have never tied melody and rhythm to the restrictive base that 
harmony is (in many respects), and because they have avoided 
multiple simultaneous melodies (as in Western polyphony), they 
have been free to concentrate on subtleties of melody and 
intricacies of rhythm that can boggle the Western musical 
imagination?l 

Jolivet's affinity for, and study of, the music and musical traditions of 

ancient and exotic cultures, including India, has been mentioned above and 

discussed to some extent in previous studies. The titles of several of his works 

reflect his interest in primitive musics and ideas and their magical and 

incantational qualities. For example, Hopi Snake Dance (1948), for two pianos, 

refers to the paean to the gods by the Hopi tribe of American Indians 

performing the dance of the serpent in thanks for rain and a bountiful harvest. 

The work was inspired by a postcard received from Varese who was visiting 

Santa Fe, New Mexico at the time. Others of his works with titles evoking 

primitive or exotic images include Mana (discussed above), Danse incantatoire 

71Uonnie Wade, Mllsic in India: The Classical Traditions (Englewood Cliffs: Prentice
Hall, 1979) 24. 



(1936), Cosmogonie (1938), Cinq danses rituelles (1939), Suite delphique (1943), 

Psyche (1946), Hymne a ['Univers (1961), and Ying-Yang (1973). 
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While JoIivet was fascinated and influenced by the music and musical 

traditions of primitive and exotic cultures, he never quoted or borrowed 

musical materials directly from other sources. Instead he borrowed and 

absorbed their stylistic elements, more in the manner of Bart6k, but the 

musical language was always uniquely his own, and it is this musical 

language which informs his style and is the focus of this study. His music 

does possess certain melodic and rhythmic elements common to most ancient 

and primitive musics, and most of these elements are demonstrated in Arioso 

Barocco. 

Janet Landreth has identified two types of themes dominating Jolivet's 

piano output which appear to be related to or derived from primitive and 

exotic melody types. The first type, oscillating themes, is characterized by a 

narrow compass and static rotation around a single note, or set of notes, 

and! or rhythms. Many of the "cluster" melodies identified in the above 

analysis certainly fall into this category. For example, the first trumpet phrase, 

in bars 2-4, seems to rotate around d-flat, and there is a suggestion of an 

oscillating-type theme in the melody of bars 24-28, which has been described 

above as a derivation or "variation" of phrase I (see previous examples 10 and 

12). There is also the suggestion of "melodic oscillation" in the two trumpet 

phrases between bars 74 and 81, but generally the melodic style in Arioso 

Barocco seems to be of the second type, that of improvisatory themes, which

according to Landreth-progressively develop from simple beginnings into 
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"elaborate ornamentations."72 We have seen how motives and figurations 

from early phrases appear in constantly varied form in later phrases and how 

little exact repetition there is in the work as a whole. These factors tend to 

produce an improvisatory effect. The trumpet phrases themselves seem to 

grow in length and complexity from the first two-and-a-half-bar phrase, 

through a four-bar phrase, then a four-and-a-half-bar phrase, to a twenty-bar 

conglomeration in bars 30-50 which seems almost like one long, constantly 

varied phrase, due to several factors. First, there are no rests longer than two 

and a half beats in this long trumpet passage, in marked contrast to rests of 

from one and a half to seven and a half measures between phrases in all the 

rest of the work. Second, after almost every rest or breath mark within these 

twenty bars, the following entrance is either on the same note or nearly the 

same note. Third, the melody has no periodic structure, such as we see in 

music of the Classical and Romantic periods, to delineate phrase endings and 

beginnings. In this respect, this music relates more to that of the Baroque 

period, hence the title of the work. Fourth, when there is a significant rest in 

the trumpet of more than a beat (as in bars 37, 39, 43, and 44) the organ is in 

the middle of a phrase, or at least gives no signal of a phrase split (see 

previous example 14, for instance). In any case, many of the trumpet phrases 

are very long, requiring careful control and planning of the breath, and the 

endless motivic and rhythmic variety-Jolivet utilizes over twenty different 

rhythms, often juxtaposed against each other, which naturally requires good 

rhythmic discrimination from the performer-combined with the occasional 

thematic variation discussed above, creates an improvisatory effect in the 

72Landreth 85. 



melody. Indeed, the entire melody, from beginning to end, might even be 

quite plausibly considered a single, extended improvisation. 
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Another way that Arioso Barocco reflects the incantatory aspects of 

primitive and exotic musics lies in the profusion of embellishments. Given the 

title of the work, one might think that Jolivet's motivation-besides the 

structure of the phrasing-may have been Baroque ornamentation, but the 

effect of his embellishments is closer to that of Oriental traditional music, 

where the "ornaments" are an integral and indispensable element of the 

melodic conception, rather than a mere decoration added to a melody already 

complete in itself. Instead it seems more likely that the term "Barocco" in the 

title refers only to the intertwining style of phrasing and to the "twisted" 

nature of the melodic lines themselves, which, as we have seen, incorporate 

serpentine chromatic clusters and dissonant intervals in sometimes quite 

angular writing. 

Regardless of the inspiration behind the title, the influence of Oriental 

and other traditional musics is also reflected in Jolivet's use of the slide, or 

portamento, and in his incorporation of quarter-tones. Twice in Arioso Barocco 

glissandos are marked in the trumpet part between a series of pitches moving 

by semitone (see example 37). These "glides" can be accomplished on the 

Example 37: Arioso Barocco, copyright 1970 Editions Billaudot, measures 25, 
34, and 27, trumpet part. Used By Permission Of The Publisher 
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trumpet either by use of the movable third valve slide, or-with a less 

satisfactory resulting tone quality-by using the "half-valve" technique, or by 

"lipping" notes, or by some combination of these three techniques. Glides 

such as these are a normal and important part of melodic expression in 

traditional Indian music. 

A single quarter-tone (a quarter-tone-sharp g) appears also twice, first 

in bar 27 and again in bar 34, at the end of the second series of semitone 

glissandos (see above example). It has long been known that many ancient 

cultures, including the ancient Hindus, Persians, and Greeks, used intervals 

smaller than a semitone.73 Curt Sachs further notes that while the ancient 

Greeks used quarter-tones in what we call the enharmonic genus, or scale, the 

use of portamento or sliding in that culture was strictly avoided.74 

The glissandos and quarter-tones give Jolivet's music a quality which is 

difficult for Western ears to accept. As J. Kuckertz remarks, "glides between 

unornamented tones or instead of them, and small changes of pitch are more 

repulsive than attractive for a Western listener who comes across Indian music 

for the first time."75 In traditional Western music they are even more 

incongruous. As Kuckertz further notes, "in Western music ... it is 

impossible to sharp or flat a pitch less than half a tone, or to introduce glides 

into artistic melodies, for the simple reason that in such cases the harmonies 

73Carl Engel, The Mllsic of the Most Allcient Nations (1909; New York: Books for 
Libraries P, 1970) 164. 

74Curt Sachs, The Rise of Mllsic ill the Ancient World (New York: Norton,1943) 207. 

75J. Kuckertz, "Reception of Classical Indian Music in Western Countries During the 
20th Century," Essays ill Mllsicology, ed. R. C. Ml"hta (Baroda: Indian Musicoiogic(li Society, 
1983) 206. 
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would go out of tune."76 But Jolivet has rejected traditional Western 

harmony, making such melodic nuances possible in his music. We should 

also observe that in the first instance of both the glissando and the quarter

tone the only accompaniment during these effects is a drone and a momentary 

percussive harmonic duster, and in the second instance the trumpet plays 

alone, making these effects unquestionably prominent. 

It is interesting that these two melodic effects occur in Arioso Barocco 

only during these drone sections of the work, where the three basic elements 

consist of a melody accompanied by a drone and drum-like punctuating 

clusters. Incidentally, we will observe this same kind of chromatic cluster 

used to represent percussion instruments in the piano reduction of the 

accompaniment to the Second Concerto. In India a solo melody instrument is 

typically accompanied by a drone instrument and a drum,77 As Bonnie Wade 

tells us in her book, Music in India: The Classical Traditions, the participation of 

the drone is a relativel y recent development in Indian music, originating 

possibly from as late as the seventeenth century,78 Still, if Jolivet has 

borrowed the musical idea of a drone from modern India and not ancient 

India, this is perfectly consistent with his musical incantatory aesthetic, which 

holds music's mission to be a humane and religious one, because this aesthetic 

conforms to the aesthetic of modern Indian music also: 

Indian classical music is largely used for religious purposes and 
it has been explained in the light of Hindu philosophy. 
According to this interpretation, the Indian artist tries to reveal 
his experience of the Universal Being or the Divine Self in his 

76Kuckertz 206. 

77Wade 141. 

78Wade49. 



artistic creation ... So Indian music can finally be perceived as a 
power which forms a bridge from the human world to the 
infinite, and it is therefore praised as a "heavenly" or "divine" 
art. 79 

109 

Jolivet's treatment of rhythm is the final material parallel between his 

music and that of primitive and exotic societies. In Arioso Barocco an exotic 

rhythmic influence is seen in the cluster punctuations mentioned above, which 

function percussively although not actually like an Indian drummer would in 

Indian music, and in the general absence of a clear metric pulse. The only 

passage where there is even a hint of metric regularity is at the beginning of 

the C-section, where bar 52 is exactly the same rhythmically as bar 51, but bar 

53 is different again. The first beats of measures generally seem to have little 

or no metric significance, and the complexity and variety of rhythmic 

configurations used, together with the high degree of structural independence 

at the phrase level between trumpet and organ, create a generally non-metric 

atmosphere. This is not to say that an unstructured or chaotic environment 

exists but rather that Jolivet's idea of structure here is not a traditional tonal 

one, familiar to the average Western listener, and the bar lines seem often to 

be more a matter of notational convention than of functional importance. 

Summary 

A collage of compositional elements, including Jolivet's five self

defined "technical" principles, atonal procedures, the importance of melody, 

the influence of primitive musical ideas and exotic procedures, and the 

composer's own guiding conception of the sacred or magical nature of music 

79Kuckertz 207. 



110 

can paint a complex and confusing picture of Jolivet's musical style. But in 

Arioso Barocco a clear and consistent style emerges which can serve as a model 

for contrast and comparison with other works of Jolivet in order to come 

closer to a clear, complete, and articulate understanding and appreciation of 

the work of a creative and prolific composer, whose music has been too often 

overlooked in this century. 

We have shown that the use and importance of Jolivet's five principles, 

interpreted as describing specific compositional techniques, is minimal in 

Arioso Barocco and that such a narrow interpretation may in fact be erroneous. 

The evidence suggests that Jolivet's metaphorical and ambiguous 

"explanations" of these principles were conceived as no more than what they 

appear to be-conversational descriptions of his philosophical and aesthetic 

understanding of certain aspects of musical structure and some specific 

examples of how that understanding can be manifested in actual music. At 

the fundamental level, these aesthetic ideas can be summarized as follows: 1) 

Natural resonance is a valid musical concept and an important compositional 

consideration. 2) Dynamism, or drama, is also a valid musical concept and an 

important compositional consideration. 3) Melody is the most important 

aspect of music, by which its worth is measured. 4) Rhythm is a complex 

element of music which goes beyond meter and pattern repetition to embrace, 

at a more fundamental level, activity and movement, and it must be freed 

from metric and patterned restrictions to do this. These principles set aside 

the rules of traditional tonal music and exclude the formulation of any 

substitute rules. They emphasize the primacy of certain fundamental 

characteristics of music and allow the creativity of the composer to determine 



the shape of the resulting composition, free of "artificial," or at any rate, 

synthetic restrictions. 
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We have seen that Jolivet's atonality is manifested in a number of very 

definite and consistent procedures and principles made evident in Arioso 

Barocco. The persistent and virtually continuous use, in his vertical structures, 

of the most dissonant intervals-namely, the tritone, minor ninth, and major 

seventh, with their compounds-is an important stylistic trait in this work and 

a cornerstone of his conception of atonality. The domination of these same 

intervals in his melodic structures is also apparent. Other researchers have 

noted the profusion of these "dissonant" intervals in the melodic and 

harmonic structures of such early period works as Cinq incantations for flute, 

Mana for piano, and other piano works. They are evident too in Cinq danses 

rituelles (1939), Prelude apocalyptique (1935), and Incantation (1937), and they are 

prominent melodic and/ or harmonic elements in many of his late works 

which have not yet been studied, such as Hymne a l'Univers (1961), Contreversia 

(1968), Suite rhapsodique (1965), Suite en concert (1965), Concerto No.2 for Cello 

(1966), and Pipeaubec (1971). 

Jolivet's melodic structures are further characterized by the significant 

use of clusters and free use of all twelve tones. Clusters also appear with 

significant frequency in his harmonies, and he appears to successfully 

maintain an authentic free atonality-by "non-discriminatory" use of all 

twelve tones harmonically as well as melodically-until the very end of the 

work, where a kind of tonic is implied, mainly through sustained duration 

and multiple doubling within the final sonority. This tendency to move in the 

direction of a free tonality at the end of an otherwise freely atonal work is 



present in many of Jolivet's compositions and thus seems to be an important 

aspect of his style. 
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A free and unpredictable approach to rhythm and meter is another 

manifestation of his atonality, inasmuch as rhythm and meter are intertwined 

with and limited by harmony and melody in traditional Western music. We 

have seen that he uses a very wide variety of rhythms in an endless variety of 

combinations and juxtapositions and that the effective metric organization and 

coordination of his phrasing between the two instruments follows an 

unpredictable path. 

From the casual but musically trained listener's viewpoint, the one 

stylistic element that perhaps most sets Jolivet's music apart from that of 

many of his contemporaries is the importance given to melodic expression. 

Jolivet's thoughts on the subject are made quite clear in his writings, and 

Arioso Barocco generously demonstrates a wealth of melodic invention and 

expressiveness. Strict thematic repetition is not to be found, but motivic 

variation, and phrase extension and development are used in such a carefully 

controlled way, combined with and integrated into freely conceived material, 

that an improvisatory effect is achieved. 

Improvisation is an important element in many-if not all-primitive 

and exotic musics, including Western music of the Baroque period, if we can 

call the Baroque style exotic. But even in Baroque music improvisation is 

usually guided and restricted by conscious or unconscious societal traditions 

and tastes. In Jolivet's music his own personal taste seems to be his only 

guide for, or restriction on, his musical creativity. Of course his personal taste 

is partly determined by the influence of the French musical tradition in 
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general and of the music and ideas of other composers and artists in 

particular, the most important of these being Varese. Nevertheless, Jolivet's 

music is highly individual, in no way a copy or imitation of the style of Varese 

or anyone else. 

Other elements of Jolivet's style, which further reflect his interest in the 

musical incantatory expression of primitive and exotic cultures, include the 

frequent use of melodic embellishments, the presence of oscillating-type 

themes, and the use of drones, glides, and intervals smaller than a semitone. 

Jolivet uses these primitive or non-Western elements in his own distinctive 

way, i.e. non-imitatively, so that the fact that they arise from his interest in 

primitive and exotic musics is much less important to an understanding of his 

style than simply observing that he does use them and that he uses them as 

freely and imaginatively as he uses all the other elements that we have 

discussed. Similarly, Jolivet's belief in the sacred or magical purpose of music 

is an interesting facet of his creative impulse, but it is hardly pertinent to a 

clear articulation and understanding of his musical style, technically speaking, 

although it sheds much light on his motivations and on a correct approach to 

the performance of his music, as well as to a more complete understanding of 

his music in general. 
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MUSICAL ANALYSIS: SECOND CONCERTO 

The two concertos are written in a more accessible style, seemingly 

closer to Jolivet's second period than to the later style illustrated in Arioso 

Barocco. The Second Concerto was written for Roger Delmotte and recorded by 

him before the 1956 concert premiere of the work. "Jazz style" is an important 

influence in both concertos, but for the purposes of the present study it is 

enough to acknowledge a jazz influence and briefly summarize the jazz 

elements since, as we have seen, jazz was an important part of the musical life 

of very many French composers. The primary focus here is on the presence or 

absence of late-style characteristics of atonality and incantation in an earlier 

work. 

Hilda Jolivet states that she prefers the Second Concerto to the Concertino, 

and yet it receives fewer performances. She attributes this to the difficulty and 

expense of assembling and rehearsing the unusual 13-piece orchestra, which 

she likens to "certain jazz formations," and she describes the piece as Ita 

profoundly dramatic work, which conveys a state of mind comparable to that 

which inspires the Negro spirituals ... "so Madame Jolivet then relates that at 

about the time the Second Concerto was written, her son, who had been 

studying for a year in the United States, returned home with an "impressive 

collection of jazz records of high quality" and that these recordings had a 

marked effect on Andre. 

William Schmid identifies several elements in the concerto as being of 

jazz origin, including the use of two saxophones, extensive use of percussion 

80Hilda Jolivet 224. 
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instruments in a way "reminiscent of a jazz drum set," the high tessitura of the 

trumpet part, the use of the "wa-wa" mute and other mutes, "walking bass" 

lines, ragtime syncopations, wide use of the diminished scale, and 

glissandos.S1 Some of these elements are undeniably of jazz origin. The 

walking bass lines and ragtime-like syncopations are certainly a product of the 

French fascination with jazz and ragtime in general and with Jolivet's interest 

in these styles in particular. However, some of these elements, such as the use 

of saxophones an~ trumpet mutes, also reflect Jolivet's typically French 

interest in tone color, and others, such as the important percussion parts, 

glissandos, and diminished scales, may more directly reflect Jolivet's personal 

interest in exotic rhythms and effects more than those of jazz, specifically. 

This is particularly likely considering the tendency of the French-especially 

in Paris-to equate, confuse, or associate American jazz music with primitive 

African art. 

As in Arioso Barocco, it is impossible in the concerto to conclusively and 

meaningfully identify more than a few specific examples of Jolivet's five 

technical principles in their narrow sense as compositional techniques. 

However, the principles do operate more clearly in their broader, more 

complete sense. For example, there is no use of the double bass principle 

directly, but resonance, in one way or another, definitely plays some role in 

the music. This is evident by the rather extensive treatment of themes and 

bass lines in octaves and in the melodic and harmonic use of specific "modes" 

of less than twelve notes, which act as a kind of harmonic "field." For 

example, in the passage between rehearsal numbers 2 and 4 in the first 

81Schmid 54-57. 
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movement, there are four distinct elements of music-a bass line, a melodic 

line, a rhytlunic "line," and the strumming of the harp (see example 38). 

Eachof the elements undergoes subtle changes during the passage, but 

nevertheless a high degree of repetition in the construction of the phrases 

lends harmonic stability and a certain "resonance" to the passage. Ten 

different pitches are used in the passage, although only nine appear in the 

second four bars, and they are not obtainable as harmonic overtones of any 

double bass combination. As another example, in the passage from number 11 

to number 13 in the same movement, the diminished scale provides the entire 

pitch material except for three "foreign" notes-d, f, and a-fiat-which appear 

only twice, in the first bar of the phrase and in its varied repetition, at 

numbers 11 and 12, respectively. Even in an atonal setting, such exclusive use 

of a limited set of notes for such an extended passage cannot help but give an 

impression of harmonic unity and stability-in a sense, resonance-for the 

duration of the passage. Use of synthetic scales or pitch sets in this manner 

has been noted by Landreth in Jolivet's piano music and by Menk in his 

twelve-part vocal work, Epithalame, written in 1953,just before the Second 

Concerto. 

In Arioso Barocco, doubling-either at the unison or octave-was rare, 

but here it is a frequent practice. This not only demonstrates a somewhat 

different approach toward resonance but also results often in a thinner 

harmonic texture, which not only permits melodic lines to cut through the 

frequently dense acoustical texture-a "wind ensemble" of this size and 

composition produces a quite significant volume and "density" of sound-but 

also permits the relatively easy introduction of traditional contrapuntal 



Example 38: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 15-22. Used By Permission Of The Publisher 
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techniques, which do in fact appear often in this work and are an important 

part of its thematic process. 
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The dramatic aspect of music described by }olivet's transmutations 

principle is strikingly evident in this work in the frequent sudden changes of 

dynamics, texture, orchestration, and register, particularly in the two outer 

movements. In the first movement, the trumpet line between numbers 4 and 5 

illustrates this kind of dramatic treatment of dynamics and register with a 

rapid crescendo from p to f followed by a subito p and immediately another 

rapid crescendo to f The melodic line spans an octave and a half, reaching a 

high d-flat, and contains a difficult skip of an octave at the end of a series of 

rapidly repeated notes in the first bar (see example 39). Example 40 shows 

Example 39: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 23-26, trumpet part. Used By Permission Of The Publisher 

Representative- Theodore Presser Company 
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another instance of this stylistic aspect. I-Iere Jolivet writes crescendos from p 

to f over only an eighth note part of a beat at a quick tempo, sudden changes 

fromfto pas in the third bar after 9, and wide shifts and contrasts of register 

in the piano part during this whole passage. The passage between rehearsal 

numbers 20 and 21 provides a good example of sudden changes in dynamics, 

texture, and orchestration (see example 41). 

}olivet's principle of le sens de projection duson appears most clearly in 

its narrowly specific sense only once in each of the outer movements-in the 
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first movement between numbers 21 and 25 (see example 67, below), and in 

the third movement between numbers 20 and 23 (see example 88, below). But 

the melodic lines are in general prominently presented and a very audible 

element of the music, due largely to doubling and orchestration. The nature 

or character or the melodic lines will be discussed in detail below, as an aspect 

of in can ta tion. 

It is difficult to see-or hear-how les phases et les intensites du flux 

sonore has any important specific and technical function here. The problem is 

compounded by the wide variation in tempo. For example, an average 

rhythmic density of 2.0 articulations per beat has a significantly different 

absolute meaning at m.m:=84, as at the beginning of the first movement, than 



Example 41: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 126-133. Used By Permission Of The Publisher 

Representative -Theodore Presser Company 
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it does at m.m.=132, as at the end of the same movement. In any case the 

range of rhythmic density in the concerto is less extreme than in Arioso 

Barocco, and the rhythmic density from bar to bar is more consistent, due to a 

much higher level of thematic repetition here. In example 41, above, we see a 

passage where the rhythmic density changes abruptly from about eight 

articulations per beat to four-ignoring the glissando in the harp and the 

tremolos in the flutes-but this is one of the more abrupt changes within the 

work, and the density holds steady at eight and four, respectively, for the four 

bars before the change and the three bars after it. Nothing like the three- and 

four-fold changes of rhythmic density and the constantly changing density 

levels found in Arioso Barocco are in evidence here. 

First Movement 

The form of the first movement is a binary one, featuring the 

continuous unfolding of two themes, one at a time (see example 42). Neither 

Example 42: Second Concerto, copyright 1955 Heugel S.A., movement I, bars 
15-16 and 99-102, alto sax part. Used By Permission Of The Publisher 

Representative- Theodore Presser Company 
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of these themes is ever transposed in its entirety, but fragments or motives 

from them are occasionally transposed and often varied or developed in a 

similar fashion to that found in Ariasa Baracco, by making subtle changes in 

intervals and/or rhythms. What is strikingly different here is the amount of 

pure repetition, not only of these two themes, of course, but also of various 

accompanying figures, chords and motives. The principal features of the 

movement, in identifying Jolivet's style, are his particular and eclectic use of 

modality, ostinatos, oscillating themes, improvisatory themes, and other 

incantatory elements. 
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The work opens with percussion alone for two bars in a haunting, 

mysterious-sounding passage employing a bass drum played with wire 

brushes-ra ther unorthodox writing, producing an unusual sound-and a 

Chinese cymbal (or large cymbal) and tam-tam, struck with timpani mallets. 

The first measure becomes a kind of rhythmic ostinato, accompanying the 

entire first section, which serves as a slow introduction to the movement (see 

example 43). The monotony of the ostinato is relieved by four slight 

variations, or deviations. In bar three the Chinese cymbal and tam-tam 

strokes are replaced by the entrance of the contrabass. Then in bar seven these 

same two strokes are delayed until after the trumpet figure in bar eight. The 

percussion instruments rest in bar 10, resuming their ostinato again in bar 11, 

and in the final bar of the section the figure is altered and cut short with the 

bar itself being cut short as well, having only three beats instead of four. 

The trumpet is muted with a wa-wa mute throughout the introduction 

and introduces what Serge Gut calls cell x at its very first entrance. This 

motive-a-flat to g-figures prominently in the entire first half and much of 



Example 43: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 1-14. Used By PermissionOf The Publisher 

Meslo J. 84 
Representative -Theodore Presser Company 
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the second half of the movement in either its original form or, less frequently, 

reversed or transposed. Gut calls the second note-g-"the veritable sonic 

pole of the whole movement."82 Although this is an oversimplification, it 

does reflect the tendency toward pitch centricity in this work, which is 

perhaps better described in Jolivet's own words regarding his harmonies from 

this period: "a sort of tonic is always suggested, and every chord is a 

dominant demanding resolution. Inevitably, the resonances produce a 

tonic."83 But lest we get the wrong idea, he also describes his harmonic 

progressions as "a succession of chords which permit avoiding tonality."84 

82Gut 60. 

83Landreth 56. 

84Delente 157. 



These two statements reaffirm the importance of resonance to the composer 

and, at the same time, his commitment to atonality. 
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The phrases of both the trumpet and the bass part-first contrabass, 

then contrabassoon-keep returning to g, giving this introduction a strong 

melodic orientation toward g. Yet a key is not implied by the pitch patterns. 

Rather, the aggregate of the pitches used forms a Jolivet-type mode, which 

seems to comprise ten notes-all except d-sharp and c-sharp. Modes like this 

one serve throughout the concerto, to unify the phrasing "harmonically." It is 

interesting to note that in the piano reduction of the orchestral 

accompaniment, c-sharp is present in the piano realization of the percussion 

part, represented by chromatic clusters low in the left hand. 

Cell x appears not only at the first entrance of the trumpet but 

throughout the trumpet line in the introduction. Indeed, the second figure, in 

bars 4-5, is an embellished transposition of cell x. Furthermore, the trumpet in 

the first eight bars (up to number 1) actually outlines theme I, with added 

embellishments and wa-wa mute effects. Immedia~""l after this disguised 

"forecasting" of the theme in the trumpet, we hear a brief figure in the bass 

which includes an incantatory glissando, spanning a minor third, and two 

pitches-€ and f-which appear here for the first and only time in this section. 

The trumpet phrase starting at the end of this bass figure twice features an 

embellished cell x, first transposed up a half step and then at the original pitch 

level, and it also introduces a note-d-for its first and only appearance 

during the introduction. These three pitches, if removed from the mode of 

this slow introduction, leave only a chromatic set of seven notes from f-sharp 

up through c. Thus if they are considered as being outside the actual 
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underlying mode of this section (of "inferior resonance"), then we are left with 

a mode spanning a tritone-that interval which carries magical significance 

for Jolivet and which has a significant presence throughout this work, 

melodically and harmonically. In fact the d just mentioned in the trumpet 

part of bar 10 is the first appearance of such a melodic tritone, coming after a 

g-sharp. 

The notes of bar 10, in which only the trumpet plays, comprise five of 

the eight notes of a diminished scale. If we then add bar 9 and the second half 

of 8-after the completion of the theme I statement-then two more notes of 

the diminished scale (e and f) are added from the bass part. There is also an a 

in the trumpet in bar 9 which lies outside the diminished scale, but it starts p 

and leads strongly to a fp on g-sharp through a crescendo and a grace note-like 

figure which, like in Arioso Barocco, is a significant melodic element of this 

concerto. Thus the a might be considered a kind of appogiatura-a non

harmonic tone. 

The case for considering these two and a half measures as a kind of 

interruption or interlude on a small, phrase-level scale is strengthened by two 

important factors, besides the obvious use of a diminished scale and the 

appearance of three pitches for the first and only time in this section. First, the 

statement of theme I in the trumpet, which ends in bar 8 just before this 

interruption, is followed in bar 11, just after the interruption, by a second, 

similarly disguised statement of the theme in the contrabassoon, which 

replaces the contrabass as the bass voice at this point, while the trumpet 

simply reiterates an embellished cell x. Thus these two and a half measures 

form a bridge between two thematic statements. Secondly, t~s kind of 
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procedure, where a brief passage based on the diminished scale, or mode, 

serves as an interruption or bridge between two thematically related passages, 

occurs-again in this movement in bars 33-34, 45, 55, and 126-129 (see example 

44). 

Example 44: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 33-34, 45, 126-129, and 55, trumpet and piano reduction. 
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Also, in bar 55 diminished or half-diminished sonorities are used in a similar 

connecting passage, but due to the chromaticism of the passage all twelve 

pitches appear (see above example). 

One final aspect of thematic process evident in the introduction 

involves the percussion instruments. The basic rhythmic outline of the theme 



is stated five times in the percussion with the last being the most complete 

statement, including as it does the last two "answering" notes of the theme 

(see example 45). Joli vet's writing for the percussion, both here and 

Example 45: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 1-14, percussion. Used by permission Of The Publisher 

Representative - Theodore Presser Company 
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elsewhere, is not limited to rhythmic definition. The illusion of melody is 

often created by his use of flam strokes or grace notes, by various 

combinations of different percussion instruments producing different kinds of 

timbres which mimic the melodic outline of a theme or motive (like the 

drum/cymbal/tam-tam combination found here), and by writing like that at 

rehearsal number 2, where the different "pitches" of similar instruments are 

exploited to complement melodic material in other instruments (see previous 

example 38). 

After the introduction comes a new section marked by a new tempo 

(Concitoto, half note=84), twice as fast as the opening, and by the first 



appearance of theme I proper, stated by the alto saxophone. From this point 

to rehearsal number 14, the musical material is shaped by the domination of 

three thematic elements-theme I, cell x, and a two-bar bass line, which we 

will call motive y, introduced here at number 2 (see example 46). The third 

Example 46: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 15-16, bass part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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and fourth bars of number 2 are an exact repetition of the first two, except that 

theme I is shifted from the alto saxophone alone to the tenor saxophone and 

English horn in octaves (see previous example 38). This pattern of varied 

repetition is continued in the next four bars as theme I appears first in the 

piccolo flutes, harmonized in parallel minor thirds, and then in the piano in 

octaves, with triplets being introduced, perhaps to forecast the rhythm of the 

trumpet entrance in bar 23. The bass motive, harp accompaniment (quasi 

guitarra), and percussion are slightly altered in the second four bars (19-22) but 

are again grouped in two two-bar units, of which the second is an exact 

repetition of the first, except for a small change in the last bar of the 

percussion part. 

This leads to a four-bar passage which twice features an f harmonic 

minor scale (but starting on a note other than f) in rising triplets in the 

contrabass, accompanying the dramatic entrance of the trumpet, also playing 

triplets. Here the trumpet is muted with the ordinary straight mute and 

remains so until the return of the slow introductory material after number 14. 
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These four bars also are divided into two related two-bar units. The rhytlun 

and the percussion parts are the same in each unit, except for a slight rhytlunic 

modification of the trumpet's second bar, and the underlying mode is 

essentially the same throughout the four bars. In the first two bars a is added 

to the Iff minor" mode on the last two beats of the second bar, while in the 

second pair c-flat-appearing for the first time in the work-is the added 

passing tone in the same position in the phrase. The f minor mode is actually 

the basic mode of the whole section from number 2 to number 5, but a and e

flat are added between numbers 2 and 3, a only is added from 3 until two bars 

before 5, and c-flat only is added (as just mentioned) one bar before 5. Even 

though neither theme I nor bass motive yare present in the four bars between 

numbers 4 and 5, cell x can be discerned, embedded in the solo part and in the 

triplets of the saxophone, clarinet, and piano parts. Also, the important role 

that diminished structures play in this movement is reflected in the g half

diminished seventh sonority sustained through bar 25, accompanying an e 

fully diminished seventh chord outlined by the trumpet line (see previous 

example 39). 

Then, at rehearsal number 5, the pizzicato bass motive y returns, 

beginning a fourth lower than at number 2 but undergoing changes in each 

bar instead of two-bar repetitions as before (see example 47). Between 

numbers 5 and 8 the trumpet soloist plays a long, constantly changing, 

oscillating-type melody centering around e until about bar 36, where a-flat 

and b-flat dominate the melodic line until bar 43 (see example 48). The notes 

of this rhytlunic and often syncopated trumpet tune comprise a nine-note 

mode excluding only the pitches of c, b, and f-sharp, and in the last seven bars 



Example 47: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 27-32, bass part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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Example 48: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 27-45, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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of the 11tune" itself only five pitches are used, comprising the notes of thee 

fully diminished seventh chord plus a-flat. The accompaniment through this 

section uses all twelve tones between numbers 5 and 6, then only the notes of 

a diminished scale plus f (on the last beat) in the first two bars of number 6, 

and fi!1all y the original mode from the beginning of the Concitato, where the 



bass motive y first appeared-that is, the notes of the f harmonic minor scale 

plus a (there is no e-flat here). 
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Except for those first two bars of number 6, motive y runs through this 

whole passage from number 5 until the motive begins to diverge after number 

7 into a hemiola figure, which leads to a largely chromatic triplet passage in 

bar 43-44. Thus the section is unified by an uninterrupted and constantly 

evolving trumpet melody and a rhythmically repetitive bass line which is 

interrupted only once, for two bars, as mentioned above. Apart from these 

two unifying elements, an important percussion part-somewhat 

independent, rather repetitive, but also undergoing subtle changes and 

alternating between two different patterns-enhances the insistent and 

motoric effect of this passage (see example 49). The varying use of modes in 

Example 49: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 27-42, percussion part. Used By Permission Of The Publisher 

Representative- Theodore Presser Company 
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this passage is revealing of Jolivet's style of "atonal modality" at this time. As 

we have seen, the trumpet moves from a mode of nine notes to one of only 

five, while the accompaniment starts with a mode of twelve, then nine, and 

then eight notes, independent of the trumpet modes. This independence of 

the solo part from the orchestra, not only harmonically but rhythmically, 

dynamically, and thematically as well, reminds us of Jolivet's principle of Ie 

sens de projection du son, which may be operating here in a general sense. 

While theme I itself does not appear in this passage, cell x can be found 

frequently in the trumpet part as occurrences of a-flat to g, sometimes 

separated by an intervening note. We also may observe here the significant 

use of the melodic tritone in the solo part (see, in previous example 48, bars 28, 

30-32,35,37-41). Here and throughout the work, however, the frequent 

occurrence of the melodic and harmonic tritone seems to be only a result of 

Jolivet's preference for the diminished mode, along with diminished and half

diminished sonorities, although these often appear with "added" notes. As 

we have seen, there is little use of major sevenths and minor ninths, and none 

of these three dissonant intervals seem to be exploited as structurally or 

fundamentally important features of the composition nearly to the degree that 

they are in Arioso Barocco. 

Clustering, another important harmonic and melodic feature of the 

trumpet and organ work, is likewise only rarely encountered in the concerto. 

We saw how percussive clusters in the piano reduction were used to 

substitute for percussion instruments in the opening of the work, but this was 

not part of the original musical conception and hence should not be 

considered a legitimate example of vertical clusters in the music. There are 



also examples of vertical sonorities-particularly in some of the piano 

figuration-in which two notes are only a half step apart, but, like the 

appearance of occasional major sevenths and minor ninths, they are usually 

the result of "harmonies" being derived from the mode used and hardly 

constitute clusters, per se (see example 50). In bar 50 we find what appears to 

Example 50: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 46-47, piano part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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be a melodic cluster in the trumpet, but, while it is true that a melodic cluster 

is formed by the pitches presented, the figure itself is actually a variation of 

the first bar of theme I (see example 51). 

Example 51: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 50-51, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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Looking back to the bar before .rehearsal numbe~ 8 (bar 45), following 

the passage discussed above, we find a measure in triple meter, colored by 

chords based on the c-sharp whole-half diminished scale and exhibiting cell x 

in reverse and in bold relief in the trumpet (see previous example 44). Theme 

I returns at number 8 in the alto saxophone, just as in its first appearance at 

number 2, except that here it is doubled by trombone. However, this is not 

any mere repetition of previous material. The bass motive y is replaced with a 



new, rather acrid two-bar phrase which, like motive y, is repeated, this time 

twice without change (see example 52). The percussion part too is quite 
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different than at number 2, complementing the new bass line rather than 

following the melody. The original chordal accompaniment in the harp is 

replaced by a new accompaniment in the piano and additional rhythmic and 

melodic supporting material in the clarinet and tenor saxophone. 

Nevertheless the mode that Jolivet uses here as his tonal (or atonal) reference 

is the same as at number 2-the f harmonic minor mode plus a and e-flat. The 

third and fourth bar of numb~r 8 are almost an exact repetition-with a re

orchestration of the melody-of the first two bars, just as was the case at 



number 2. Then comes the "melodic cluster" in the trumpet entrance at 

number 9, which initiates a variation of theme I (see example 53). 
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From 9 to 10 all twelve tones ar_e used, and the six bars here are 

composed of three groups of two bars each. The first pair of measures states 

the variation of theme I in the trumpet, with the answer-the two last quarter 

notes-coming from the woodwinds. The second pair is a variation of this 

variation, not only in the trumpet but in the accompaniment as well, except 

that the percussion part is exactly repeated. The third pair begins as a further 

variation, including the percussion, but in the second bar it becomes a 

transition compelling the music forward to the next phrase through the nearly 
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chromatic triplets, harmonized as parallel half-diminished seventh chords, as 

was noted above (in example 44). 

At number 10, all twelve tones are no longer used. Instead, the f 

harmonic minor scale returns in ascending triplets in the contrabass part and 

serves as the basis for the mode of the next two bars, with c-flat and a added 

(see example 54). These four bars between numbers 10 and 11 are also 
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measures 56-59. Used By Permission Of The Publisher 
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grouped in pairs, the second pair resembling, but differing from, the first. The 

material in these bars bears very little resemblance now to theme I, but cell xis 

still embedded within the clustering melodic figures. In the third bar of 

number 10, the ascending triplets in the bass form a diminished scale missing 

one note (e-flat), instead of the f minor scale of the first bar, and the other pitch 



material in the measure is derived from this new mode. In the fourth bar, 

however, the mode changes once again to include all pitches except f-sharp 

and g. 
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At rehearsal number 11 bass motive y returns in the tenor saxophone at, 

once again, a different pitch level than before and varied (see example 55). 

After the dramatic build-up of the previous ten bars, this passage is suddenly 

marked p and pp, except for the harp which is mf, and leggiero is indicated in 

the rather busy piano part. It would certainly be described as an abrupt 

change and therefore might illustrate Jolivet's transmutations principle. In any 

case the trumpet melody here-again a new tune, which seems completely 

unrelated to theme I, except for its strongly syncopated character-is 

constructed entirely from the notes of the diminished scale, withe and g being 

the most frequently occurring pitches, just as in the passage between numbers 

5 and 8. In the accompaniment, the percussion follows its now rather 

established pattern of beginning with a two-bar phrase, which follows the 

bass line to some extent and is repeated twice before undergoing some 

variation. The tenor saxophone, which carries the bass line until number 12, 

provides constant pitch variations to a rhythm which remains consistent for 

five bars, at which point the rhythm changes and the line begins to rise 

gradually in tessitura, joining the melodic texture and releasing its bass line 

role. The harp and piano each have very angular, rhythmic figurations which 

change subtlely with each bar while remaining consistent in style or type. The 

piano seems to be paired with the trumpet here in that it rests usually when 

the trumpet does. The pitch material of the accompaniment is constructed 
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entirely from the same diminished mode as the trumpet line, except for the 

solitary appearance of d, f, and a-flat in the bass line of the first bar. 
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At number 12 this "new theme" is repeated f by the full orchestra, with 

a varied ending and continuation, while the trumpet rests. It is harmonized 

for the first four bars by parallel octaves, major sevenths, and tritones, and it is 

accompanied by the bass line and the percussion, as at 11, except that the harp 

and piano are given different material than before (see examples 56 and 55). 

Example 56: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 70-82, harp and piano parts. Used By Permission Of The Publisher 

Representative -Theodore Presser Company 
~ ' 

The piano doubles the melody while the harp plays glissandos based on 

diminished sonorities across every second bar line until three bars after 

number 13, where it resumes angular, rhythmic playing to the end of the 

section, completing the first half of the movement. In the fifth bar after 

number 12, the harmonization of the melody at a major seventh in the English 
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horn becomes an octave doubling, the bass line begins to ascend and diverge 

from its bass function-although in a different way than it did in the previous 

passage-and the percussion battery starts varying its pattern earlier than in 

the previous instance. The mode employed through number 13 is still the 

same diminished mode, except for the first four bars of the English horn, 

which interestingly enough is omitted from the piano reduction, and except 

for the notes of the d diminished triad in the bass line of the first bar, as 

before. Between numbers 13 and 14 the mode changes with the reintroduction 

of the harp figuration in the third bar after 13. The new mode is comprised of 

only seven pitches (f, g, a, b-flat, c-flat, c, and d-flat) and is replaced two and a 

half bars later by another new mode of eight pitches, comprising the a-flat 

harmonic minor scale plus f-sharp, which appears in the last four beats of the 

passage. 

At this point, after a brief silence, Jolivet returns to the material of the 

opening introduction, beginning this time with the bass part, then adding the 

percussion and finally the trumpet, once again with the wa-wa mute (see 

example 57). While the basic material and mood here are the same as at the 

beginning, the actual construction of the music is different, so that this is not 

at all a repetition but rather a variation, or even merely an evocation, of the 

opening, quite characteristic of Jolivet's later variation style, observed in 

A rio so Barocco. The percussion part is significantly abbreviated and altered, 

playing for only five and a half bars of the ten-measure passage, as opposed to 

playing almost the entire fourteen bars of the opening. The bass begins with 

the same syncopated, chromatic figure as in bars 3 and 4 but also is 

abbreviated and altered after its entering phrase. At number 15 the bass stops 



Example 57: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 83-92. Used By Permission Of The Publisher 
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playing and is replaced only by the English horn and alto saxophone, 

sounding an embellished and sustained cell x. The trumpet too begins with 

the same cell x as jn the opening, but played mp instead of p and embellished 

differently. It again states theme I in varied augmentation over the next four 

bars but in a different way than in bars 3-8 (compare to example 43). The 
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remaining four bars, before the next section begins, serve as a kind of cadenza 

for the soloist, or, perhaps more specifica11y in Jolivet's terms, as an example 
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of his principle of le sens de projection du son. The passage begins with cell x 

transposed down a step, and then the melodic line rises in tessitura, reaching a 

high point on a-sharp, marked p subito after the previous crescendo to f The 

melodic line after the initial cell xis apparently not derived from any other 

material in the work but is constructed of two different diminished modes. 

The first of these begins with the first notes in bar 89 and continues to thee

fla t or perhaps the last b in bar 90. The second begins here on the b and 

continues to the end of the phrase, with the a in bar 92 being the only "non

diatonic" tone in the passage. All twelve tones are used in the entire phrase, 

as well as in the entire ten-bar passage, but the tritone appears relatively 

infrequently, considering the use of the diminished mode in this phrase, and it 

never occurs between two successive pitches here. 

At 16, duple meter returns with the indication Concitato. But this time 

the tempo is marked faster than before at m.m. (half note)=108. In spite of this 

nominally faster tempo, the music starts slowly and is harmonically static, 

alternating in the first 4 bars between an e/b-flat diad and a tremolo b-flat (see 

example 58). The only melodic interest here is in the saxes, which trade 

statements of a "tune" whose four notes-f, d, e, and b-flat-include all the 

pitch material of these six bars, excluding the overlapping g-sharp from the 

previous trumpet phrase. This mysterious section serves as prelude to the 

introduction of theme II at number 17, again appearing in the alto saxophone, 

as was the case for theme I (see previous example 38). 

The theme is a four-bar phrase repeated, with each phrase further 

divided into two-bar sub-phrases, each with the same first bar. Like theme I it 

is of very narrow compass, spanning only a tritone, a half step more than 
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theme I. Both its brevity and its narrow compass are traits it shares with some 

types of primitive incantation, but how it is used is an even more convincing 

link to incantation. At number 17 it is stated plainly, without any 

accompaniment except for a rhythmic drumming in steady eighth notes and 

syncopated accents played in the background (see example 59). The repetition 

in the second four bars shifts the theme to the tenor saxophone in the same 

octave, doubled by the piccolo flute sounding three octaves higher, with the 

same rhythmic accompaniment. From here to the end of the movement, this 

theme appears in almost every bar always at the same pitch level, often 

doubled in thirds or some other interval, like a primitive chant in some 

magicnl or religious ritual. 



Example 59: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 99-106. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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straight mute (see example 60). Its first phrase is doubled at the octave below 

by alto saxophone for four bars and then accompanied in the next four bars by 

the clarinet, playing the theme transposed a minor sixth higher. During these 

last four bars the theme in the trumpet undergoes some slight variations. The 

percussion in this phrase continues the four-bar pattern of the previous phrase 

but adds a new rhythm and introduces a pitch variation of the old pattern 

starting in the fourth bar. But the most significant addition to the musical 

texture here with respect to form is the introduction of a well disguised 



Example 60: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 107-114. Used By Permission Of The Publisher 
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variation of theme I in the contrabass, which is joined just before the fifth bar 

by the tenor saxophone, sounding an octave higher in an exact repetition of 

the bass line of the first four bars of the phrase. 
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The next phrase, between numbers 19 and 20, is similarly structured 

except that the solo part becomes more and more independent from the 

orchestra and from the theme itself (see example 61). This would seem to be 

another example of Jolivet's use of le sens de projection du son. The subtle 

differences between this passage and the previous one at number 18 reflect in 

a rough way the acute attention to structural details that was observed at a 



Example 61: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 115-125. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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more intense level of development in Arioso Barocco. The theme itself is stated 

high in the flute at number 19, in thirds with the clarinet, which is merely 

repeating its previous four bars and which is now doubled an octave lower by 

the alto saxophone. At the fifth bar of number 19, the two upper voices of this 

thematic trio shift up an octave and from flute and clarinet to piccolo and 

flute, respectively, while the lower voice remains at the same pitch level but 

changes from alto sax to English horn. The percussion in this phrase has a 

more stable structure, with the tom-toms beating the same figure in every bar 

and the other player alternating between the figure just introduced at number 

18 and two rhythmic variations of that figure. The bass line continues to 

repeat its four-bar phrase without variation, except for the change in timbre 

from English horn and contrabassoon in the first four bars back to tenor 

saxophone and contrabass in the next four. Could this be an illustration of les 

transnzutation de la masse sonore? It seems highly likely. 

In effect then, this first theme II section, which is comprised of three 

eight-bar phrases extended by a brief cadenza-like passage for the trumpet 

alone, proceeds from a simple statement of the new theme, accompanied only 

by a solitary drummer, to a progressively denser, ever-changing, and more 

complex, yet economical treatment of a relatively few simple musical 

elements. The theme and its variations are all constructed from a whole-tone 

mode with some chromatic passing tones, while the bass line, being a 

variation of theme I, introduces g and a, resulting in a composite mode 

constructed of four consecutive whole steps and four consecutive half steps. 

However, because of the structural and thematic clarity and simplicity of this 

section, such an overall "mode" is of little or no importance. The whole-tone 



character of theme II, its treatment in contrapuntal combination with the 

theme I variant, and the rhythmic character of the passage are much more 

relevant here in defining the nature of the thematic process. One might say 

the passage is pol ymodal, or bimodal, with two modes being used as tonal 

references sim ul taneousl y. 
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At number 20, however, the single prevailing mode becomes an 

important factor in the musical structure because it serves directly as the 

primary musical material of the passage from number 20 through the fourth 

bar after 20, and it continues to be an important element in the next four bars 

up to rehearsal nu1nber 21. The mode is the whole-half diminished mode on c 

and is sounded as an ascending scale in quarter notes by the trombone at 

nu1nber 20, then taken up by the English horn in the third and fourth bar of 20 

(see previous example 41). The upper woodwinds in these four bars use this 

diminished scale directly as their melodic material. In fact the second pair of 

bars is actually a varied and reorchestrated repetition of the first pair, by now 

a well worn procedure. At the fifth bar of number 20, the trumpet enters and, 

with the trombone and tenor saxophone, presents a new "theme" of one note 

per bar in parallel minor thirds, thus forming diminished triads throughout 

the brief passage. This new material incorporates sliding glissandos spanning 

relatively wide intervals which, for the trumpet, means incorporating the half

valve technique. The rapid dynamic changes presented here are characteristic 

of ]olivet's transn1utations principle. This interlude "theme" is accompanied by 

a semi tone tremolo in the flute and piccolo (a tog-sharp), which could be 

viewed as a transposed derivation of cell x, and by a new accompaniment of 

steady eighth-note rhythm in the piano-which has been silent since bar 82-
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similar to its part at ~umber 8 (see previous example 50). Here however, the 

mode, or "harmony,'' seems to change with each measure and thus with each 

melody note. The first bar utilizes only five pitches, taken from the 

diminished mode of the previous four bars. The second bar incorporates three 

of these notes plus four others to form a synthetic mode resembling a 

harmonic minor scale on a, but with a major third degree. The third bar uses a 

very similar collection of pitches, which might be described as the whole-half 

diminished mode on d, without g and with a added, and the pitches of the 

fourth bar form a mode like that formed by the notes used between numbers 

17 and 20-that is, a mode having four consecutive whole steps and four 

consecutive half steps. Interestingly, the first sonority at number 17looks 

rather like an e dominant seventh chord and so does the first sonority of the 

bar here, albeit in a different voicing, inversion, and orchestration. What is 

more important in this bar is the "early" return of theme II in the trombone, 

which interrupts the four-bar phrasing of the previous bars and prepares what 

appears to be the "real" entrance of theme II in the trumpet one bar later, at 

number 21 (see example 62). We hear this as the "real" theme because it is 

played here in thirds with the English horn and because the percussion figures 

which accompanied the first theme IT section return, with some variation. The 

piano, however, continues to accompany in a steady eighth-note figure in 

another new pattern, which utilizes some repetition between numbers 21 and 

22 but none between 22 and 23 (see example 63). 

From number 21 to nearly the end of the movement the music becomes 

increasingly intense, as it did in the first theme II section from number 17 to 

number 20. At 21 begins a canon of theme II between the trombone and the 



Example 62: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 133-135. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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trumpet and English horn, which are paired together playing the theme in 

parallel thirds. This canon continues all the way to three bars before number 

25, with periodic changes in orchestration along the way. For example, the 

initial statement of the four-bar theme in the trombone occurs three times 

before being passed to the flute and piccolo, which play once in unison and 

then a second time in octaves, accompanied first by the tenor saxophone, a 

compound major third lower, and then by a variation in the trumpet (see 

example 64). At that point, the theme returns to the trombone for two more 

statements, accompanied first by a major second above in the tenor saxophone 

and then by a major third above in the alto saxophone, compounded by an 

additional octave every second measure (see example 65). 

The trumpet, which begins at number 21 as the second voice of the 

canon, begins to diverge after its first statement, taking on "a life of its own" 

as it did in the first theme II section, illustrating again, in the general sense, le 

sens de projection du son (see example 66). The second four bars of the trumpet 

still bear a resemblance to the theme in its first and fourth bars, but from 

number 22 on it is largely independent of anything else in the ensemble, 

melodically and rhythmically. An exception occurs in bar 149, where the 

trumpet joins the flutes for four bars (example 64). The flutes are the first 

voice of the canon here, and the trumpet plays a variation of the theme 

transposed down a major third, with the original rhythms almost intact. On 

either side of these bars is unrelated material in the trumpet. The trumpet in 

this whole passage utilizes all twelve tones, while the theme itself and the 

piano part are largely whole-tone based, with some additions and exceptions, 

and the contrabass part which begins at nu1nber 22 consists of the same 



Example 64: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 145-152. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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Example 65: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 153-160. Used By Permission Of The Publisher 

Representative -Theodore Presser Company 
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Example 66: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 134-164, trumpet and piano reduction. 

Used By Permission Of The Publisher 
Representative - Theodore Presser Company 
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variation of theme I that served as the bass line in the first theme II section (see 

example 67). In spite of the trumpet melody's chromatic completeness, much 

of the line has a whole-tone outline, particularly the last four bars. 

Example 67: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 142-149, bass part. Used By Permission Of The Publisher 

Representative -Theodore Presser Company 
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Underneath this wild and improvisatory incantation in the trumpet lies 

the steady and repetitive rhythm of the drums. The tom-tom player uses only 

two different rhythmic figures between numbers 21 and 25, and the other 

drummer uses three, of which the third is merely a variation of the first. The 

bass line is also quite repetitive from number 22 through the first three bars of 

23. The four-bar bass line phrase at 22 is played three times, the first two by 

the contrabassoon and bass and the third by bass and clarinet. The piano part 

too is structured in four-bar phrases in this section, and until number 23 it 

deviates from an essentially whole-tone construction only once, in bar 141, 

where an eighth-note synthetic scale is played in ascending parallel tenths to 

lead into the next phrase at number 22 (see previous example 63). One beat 

before number 23, the left hand of the piano joins the bass line while the right 

introduces an ascending pattern for two bars, deriving its pitch content from 

the combined major/harmonic minor mode previously found in the third bar 

before number 21, except that there it was based on an a scale and here it is 

based on a d scale (see example 68). The third bar of number 23 returns to a 



Example 68: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 149-153, piano part. lJsed By Permission Of The Publisher 
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whole-tone construction, and in the fourth bar the right hand joins the left in 

octaves until number 25. 
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The last three bars before number 25 constitute, in effect, a crescendo of 

intensity through sheer motivic repetition of the last bar of theme II and a 

"cluster" bass motive, which is taken from the theme I bass line and which 

first appeared as a repeated motive a few bars earlier (see previous example 

66). This intensification leads to the return, at number 25, of the mostly 

diminished-mode passage found between numbers 20 and 21, but here 

abbreviated and varied (see example 69). The quarter-note scale passage is 

only two bars instead of four, the single harp glissando is now two parallel 

glissandos a tritone apart and likewise shortened to two bars, the trumpet trill 

and clarinet tremolo are absent, the contrabassoon and tenor saxophone whole 

notes are missing, the sixteenth-note diminished scales are played by the flute, 

clarinet and alto saxophone simultaneously, instead of being traded between 

these instruments individually for two bars and then appearing in the flute 

and piccolo in unison for two bars, and a new diminished scale figuration is 

introduced during these same two 1neasures in the English horn. 



Example 69: Second concerto, copyright 1955 Heugel S.A., movement I, 
measures 164-165. Used By Permission Of The Publisher 

Representative- Theodore Presser Company 
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The three-bar "glissando section" which follows is only one bar shorter 

than the previous passage at bar 137. The flute tremolo is "replaced" by a 

tom-tom roll, the English horn adds a note to the parallel sustained chords, 

making them diminished sevenths, the alto saxophone is also added, 

contributing a fifth note, and the piano part is altered from steady eighth-note 

rhythm to sextuplet eighth notes (see example 70). Each bar of these 

sextuplets uses the same five pitches being sounded in the wind instruments, 

which we might say actually constitute dominant seventh sonorities in second 



Example 70: Second Concerto, copyright 1955 Heugel S.A., movement I, 
measures 166-168. Used By Permission Of The Publisher 

Representative -Theodore Presser Company 
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inversion, but with the flat ninth added in the bass(!) . Nevertheless, the piano 

figuration emphasizes diminished triads in the first two bars and a purely 

pentatonic repeated pattern-a different pentatonic set than the traditional 

one-in the third bar. The dominant ~eventh sonority with a flat ninth falls 

within the diminished mode and would seem to be operating here as an 

aspect of that mode rather than as a functional dominant. However, Jolivet 

may also be using these preparatory-type sonorities purposefully here to help 

prepare the listener for the end of the movement. The sudden change in 

texture at number 26, where only band dare sounded and sustained through 

the whole bar, seems to be another signal of the approaching end (see example 

71) . 
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In the bar after number 26, the percussion battery resumes its theme II 

accompaniment figure to the end, now back in its original form but on wood 

blocks instead of tom-tom. The two brass instruments are marked vibre, and 

most of the wind instruments sustain a note or a tremolo for four measures. 
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The flutes are silent in the first bar after playing the downbeat, in order to 

allow cell x to be heard one last time, albeit in retrograde, in the clarinet. The 

notes of the sustained chords form an f-sharp pentatonic structure in the bar 

after 26 and c-sho.rp pentatonic in the last four bars of the movement, the 

difference between the two being only one note-f-sharp changing toe-sharp. 

Thus the movement ends with some sense of finality or restfulness in a more 

traditional sonority than most of the previous material. 
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Second Movement 

In the second movem~nt the trumpet is given sole responsibility for the 

melodic line. None of Jolivet's five teclmical principles are in evidence here in 

a specific technical sense, and the texture is that of a plaintive melody with 

simple chordal and rhythmic accompaniment. The music is freely modal

one might say panmodal-with generally a quartal structure to the chords. 

The harmonies throughout consist usually of five-note or six-note chords, 

which are never tertian but which are often consecutive notes of a scale, 

expanded into open intervals. A modal sound is maintained by the non

functional use of these sonorities, by the modal nature of the melodic line (see 

example 72), and by the use of only six different pitches (e, a, d, g, b, f) in the 

Example 72: Second Concerto, copyright 1955 Heugel S.A., movement II, 
measures 4-13, trumpet part. Used By Permission Of The Publisher 

Representative- Theodore Presser Company 
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first eighteen of the fifty-one bars of the movement. In fact, the first accidental 

does not appear until measure 21. Schmid points out that the very first 

sonority of the movement corresponds to the tuning of the six open strings of 

a guitar and that the vvhole movement has a strong Spanish character, induced 

not only by the rolled chords in the harp and piano, which seem to imitate the 

strumming of a guitar, but also by the melodic allusion to phrygian mode, 

which is often associated with Spanish music.BS This kind of music is 

BSschmid 58. 



reminiscent of Joli vet's more "traditional" second style period. It is intuitive, 

dreamy music. The percussion battery of tam-tam, Chinese cymbal, 

suspended cymbal, and bass ·drum add to the exotic, "other-worldly" 

atmosphere (see example 73). 

Example 73: Second Concerto, copyright 1955 Heugel S.A., movement II, 
measures 1-3. Used By Permission Of The Publisher 

Representative - T~eodore Presser Company 
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The form of the movement is binary with a coda, or tag: ab I ab coda. 

161 

This structure is articulated clearly in the treatment of the two principal 

themes. Few of the other possible factors influencing form have any particular 

importance or relevance. The rhythmic density during the movement remains 

between 1.0 and 2.0 articulations per beat, except in bar 36, where there are 

eight articulations in the three beats of the measure (rhythmic density=2.67), 

and in the final two bars, where the final chord is simply sustained. There are 
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no defining formal features revealed by this density pattern. The muting of 

the trumpet here does support the binary form-the first part is open and the 

second part muted-but its importance is questionable, beyond its coloristic 

effect. The dynamics, another possible determining factor, are generally p 

with an occasional mf in the solo trumpet and in a few soloistic passages in 

one of the orchestra parts. For example the alto saxophone is marked mf and 

"solo" at the b-section, beginning in bar 22, where it plays a counterline to the 

trumpet melody, while the other orchestra parts are marked p. Then in 

measure 42-the return of the b-section-this counterline is given to the 

English horn, marked mp, while the other accompanying instruments are 

marked either p or pp. In addition, most of the pizzicato syncopated figures in 

the bass (see, for example, bar 2 in example 73) are marked mf, and the harp 

part is often marked at a higher dynamic than the other instruments. This 

careful and detailed attention to dynamics would seem to reflect a concern for 

proper dynamic balance, as well as Jolivet's long experience as a conductor, 

but no particular large-scale structural significance can be discerned. The 

tempo design follows and supports the overall form in as much as it helps to 

articulate the phrasing. Both b-sections are at a quicker tempo (m.m.=66) than 

the a-part, and the tempo modulations are generally placed in similar 

structural positions in the two large sections of the movement. 

Also in this movement, pitch relationships playa very important role in 

the large-scale structure. As noted above, there are no tertian chords or 

traditional harmonic patterns, but modal tonal centers are established through 

doubling and repetition. The first nineteen bars center around e, which 

sounds almost constantly in the bass notes of the piano and harp and is 
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usually doubled at least once in an upper octave. The trumpet melody 

through this first a-section also gravitates strongly toward e. The measures 

following bar 19 move through a series of pitch areas until bar 29, where the a

section returns, transposed up a major third and in an abbreviated form, with 

a slight variation to the melody and more or less new material linking it with 

the next section (see example 74). The orchestration-in the full score but not 

Example 74: Second Concerto, copyright 1955 Heugel S.A., movement II, 
measures 29-38, trumpet and piano reduction. 
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the piano version-is subtlely modified in the repeated portion of this second 

a-part as well. The return of b in bar 42-also with altered orchestration and 

different voice leading but without embellishment of the melody-is 
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transposed down a minor second from the original and follows the same 

sequence of bass notes (transposed) as the original b-part until the coda, which 

returns to the original tonality of e. 

As in the first movement, repetition plays an important structural role 

here, much more so than in Arioso Barocco. But repetition also contributes to 

the meditative mood of this movement. The opening three measures set the 

mood with repeated f~ve-note quartal chor~s in the woodwinds, harp, and 

piano, stated softly and dominated by the harp (see previous example 73). 

The low pedal a in octaves in the piano part of the first bar appears eight times 

in the first twelve measures. In fact these octave bass notes on the third beat 

occur throughout the movement in one form or another, except during the b

theme areas. This structural function of the pedal notes is complemented and 

supported by a recurring, syncopated pizzicato figure in the string bass, which 

is varied at each of its eight entrances and precedes each phrase or statement 

of the trumpet. It too is absent during the two statements of the b-theme. It 

recurs for the final time in bar 48 to signal the return of the opening material, 

which ends the movement as it began (see example 75). 

Even though repetition is a prominent structural feature of this 

movement, we can still see the seeds of Jolivet's later use of varied repetition 

in several ways. In bar 36-38 a new tune is heard in the trumpet (example 74), 

and yet due to its modal character and clever composition it sounds merely 

like a natural extension of the previous material. Bar 38 does bear a 

resemblance melodically to bar 11, and bar 39 is a repetition of the figure 

heard in both bars 16 and bar 19 (see example 76). The harmony in bar 36 is a 

repetition (transposed) of that in bar 9, but the orchestration, and therefore the 



Example 75: Second Concerto, copyright 1955 Heugel S.A., movement II, 
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Example 76: Second Concerto, copyright 1955 Heugel S.A., movement II, bars 
11, 38, 39, 16, and 19, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company . 
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color-for which French composers are so well known-is different. In bar 37 

the harmony is a unique arrangement of all the notes of the e phrygian mode 

except c-Le., it consists of the same pitches as found in many measures of the 

first a-part but arranged somewhat differently than anywhere else. Bar 38, 

which is a transitional bar leading to the return of the b-section, is a textbook 

example of modal planing-an established technique of the impressionistic 

style (see previous ex~mple 74). Thus, here again we see Jolivet's propensity 

to introduce a traditional element or technique at a chosen moment, outside of 

its traditional context, and integrate it smoothly into his own musical style. 

These three bars (36-38) serve, structurally, as the counterpart of the ten bars 

between bars 9 and 18 and hence lend an element of variety within unity in 

the overall form, as well as in thematic and harmonic details. 
I 

So, while the formal structure is clearer and more traditional here than 

in Arioso Bamcco, by virtue of a greater degree of repetition and more obvious 

thematic unity, the saPle fundamental approach to balancing unity and 

variety is found in both works. Frequent repetitions exist in the concerto, but 

there is still the tendency to introduce subtle variations in returning melodic 

and harmonic elements, as well as in texture and orchestration. 

Incantatory elements are certainly strongly felt here too, as in the other 

two movements. The repeated chords followed by "pedal" octaves, recurring 

throughout the a-section, are an incantatory ostinato, as is the recurring 

pizzicato figure in the string bass. The fact that these motives recur with 

subtle variations heightens the incantatory effect by introducing an 

improvisatory-like character to the music. Melodic embellishments, another 

incantatory element, are not prominent in the movement except in the two 
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cadenza-like phrases between bars 14 and 19, where they contribute an exotic 

flavor (see example 77). The themes themselves can also be viewed as 

Example 77: Second Concerto, copyright 1955 Heugel S.A., movement II, 
measures 14-19, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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incantatory. The a-themes are loosely of the oscillating type, centering around 

e in the A-part and, briefly, around g-sharp in the B-part. The b-themes are of 

the improvisatory type. In the first instance, ten different pitches are 

encountered in a melodic style which would seem to demonstrate Jolivet's 

notion of a modal melody "realized according to the principles of atonality."86 

The return of the b-theme is an exact repetition for nearly five bars

transposed down a half step-but introduces an eleventh pitch with the 

altered material in bars 46-49 (see example 78). 

Example 78: Second Concerto, copyright 1955 Heugel S.A., movement II, bars 
22-29 and 42-50, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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Third Movement 

Of the three movements .in the concerto, the third is the most obviously 

incantatory, and it also well illustrates Joli vet's atonal modality and even some 

of his technical principles. Its overall form is fairly straightforward and uses 

only one principal theme and one secondary theme in an ABA structure (see 

example 79). Gut notes that the main theme-or at least the variations of the 

main theme-appears in the following sequence of pitch levels: c, e, £-sharp, 

g-sharp. In the second A-part he says they appear in this order: c, £-sharp, a

flat, and high c, but he apparently misses the important tonal shift and the 

brief allusion to the theme one-flat at rehearsal number 21, which falls 

between the c and f-sharp appearances. There is also an additional f-sharp 

Example 79: Second Concerto, copyright 1955 Heugel S.A., movement Ill, 
measures 2-8 and 97-100, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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appearance-in the orchestra but not the trumpet-after the a-flat one. Thus, 

the return of the A-part is really a carefully designed variation of the original 

A-part, rather than a simple iteration. It is interesting too to note that the main 

theme appears in its complete and original form only on c and f-sharp-



tonalities separated by a tritone. All the other appearances are variations or 

mere fragments of the theme. 
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The main theme begins simply with a repeated c, sounding eight times 

in succession before falling to a and g. In the course of the movement the 

theme appears in various forms, but this pattern of a repeated note followed 

by a descending minor third and major second remains the theme's most 

distinguishing charac~eristic. Combining this simple theme with the ostinato

like repeated figure in the accompaniment creates an almost hypnotic effect. 

Obviously, incantation is Jolivet's motivation here in a simpler, more direct 

form than in Arioso Barocco. Repetition, both varied and exact, plays an even 

more important role in this movement than in the first. In fact, the first bar of 

the accompaniment is played six times exact! y the same before changing in the 

seventh bar (see example 80). In most of the appearances of the theme there is 

Example 80: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 1-9, accompaniment. Used By Permission Of The Publisher 
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a similar repetition of such accompanimental figuration, usually in the harp 

and sometimes in the ·piano, saxes, or some other instruments, often including 

the percussion. Example 81 shows one such example at rehearsal number 5. 
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Here the trumpet gives the theme on f-sharp, while the harp and piano each 

play their own one-bar accompaniment patterns for five successive measures. 

At the same time, another one-bar accompaniment figure is played in the 

woodwinds for four bars, starting with the tenor saxophone and clarinet, the 

saxophone line then going to the English horn. Also notice that the theme is 

doubled here at the tritone (on c) by the alto saxophone. This doubling 

continues as an exact parallel for twelve bars and then deviates in interval 

choice, while continuing to double the trumpet in terms of rhythm and 

melodic contour through the end of the first A-part. The trumpet is also 

joined by the clarinet at number 6, paralleling the theme mostly a major 

second lower, but with deviations similar to those of the alto saxophone and at 



Example 82: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 51-70, trumpet, alto saxophone, and clarinet. 
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the same place in the phrase (see example 82). Each of these theme and 

accompaniment elements in this case comprises a part of a single mode-the 

diminished mode. In fact, it is exactly the same diminished mode which 

appears almosfeverywhere else that a diminished mode is used in this work. 
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Sometimes, however, Joli vet seems to use more than one mode 

simultaneously here, just as in the first movement. For example, at number 12 

a second theme is introduced in the trumpet in a traditional b-pentatonic 

mode with embellishments. The accompanying bass line, however, is in ad

sharp minor pentatonic mode-we might specify aeolian minor pentatonic, 
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since it is composed of the notes of the traditional f-sharp pentatonic scale but 

with d-sharp acting as tonal center (see example 83). This oriental-sounding 

Example 83: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 97-101. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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passage possesses a special ambiguity because of the close relationship of the 

two modes used-they are only different in pitch content by one note, and 

both can be considered to be derived from the f-sharp major scale. The mode 

of the following passage, at number 13, continues to use this same general 

pitch basis, but it begins more specifically as what we may call g-sharp dorian 

minor pentatonic (g-sharp, a-sharp, b, d-sharp, f-sharp). The g-sharp dorian 

mode is completed with the addition of first e-sharp and then c-sharp in the 

last two bars before the next entrance of the trumpet at number 14 (see 

example 84). 
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Example 84: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 102-109, trumpet and piano reduction. 
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Another "polymodal" passage occurs at the return of the A-part at 

number 19. From here to number 21 all twelve tones except e are used, but 

most of the instruments play repeated figures derived, in terms of pitch 

content, from the diminished scale (see example 85). The two saxes play such 

a repeated figure, using at first only five notes from the mode-a and e-flat are 

added only near the end of the passage, in bars 155 and 156. The piano figure, 

which undergoes slight variations, is also derived from the diminished scale, 

beginning with six different pitches and adding e-flat at bar 155, din 156-

w hich is not part of the diminished mode-and g-sharp in 158. The bass part 

too utilizes part of the diminished mode until bar 158, where d appears. In 

fact, from 157 to 165, all twelve pitches appear in the bass part. The harp 

begins a repeating accompaniment figure at number 19 which utilizes five 

notes (d-flat, e-sharp, £-sharp, g, and c). Except for thee-sharp, this 
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Example 85: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 144-148. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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"harmony" would also fit the diminished scale, but the repeating e-sharp 

gives it the character of a different mode. The trumpet uses the same mode as 

at the beginning of the movement, with the addition of b (f-sharp, g, a-flat, a, 

b, c, d-flat, d, and e-flat). This too is a different mode than that of the other 

instruments. The four upper woodwinds begin with a figure which repeats 

rhythmically but incorporates varying intervals. Their mode consists off

sharp, g, a·-flat, a, b-flat, c, and d-flat until number 20, where first band e-flat 

are added and then d and f, just before number 21. Thus, eventually all 

pitches but e are represented in the four upper woodwinds alone. 
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This passage, then, consists of several related but different modes used 

simultaneously, which creates an ambiguous tonal background for the 

incantatory melody of the trumpet. Indeed, the accompaniment is an integral 

part of the incantatory effect since, by its repetitive nature, it establishes the 

hypnotic effect so typical of many primitive incantations. It is also interesting 

to note that where the pitch d is introduced, in bar 155 in the trumpet and 156 

in the orchestra-which is also where the e-sharp in the harp disappears-the 

trumpet tune begins to deviate from the original. The tessitura of the solo part 

gradually rises until high d-flat is reached in bar 170, the passage is extended 

seven bars further than in the original A-part, and the introduction of very 

wide intervals-once high c is reached-contributes to a heightened level of 

intensity (see example 86). This heightening of the intensity, or musical 

tension level, is supported by the steadily rising bass line at number 21 and by 

the similarly rising harp chords and woodwind tremolos at the same place. 

The doubling of the trumpet by high flutes and clarinet in bar 165 and 

especially the increase in activity in the percussion and piano parts in this 

same bar both serve to further this effect. 

From these observations one can deduce the operation of at least three 

of Jolivet's technical principles. The ever rising trumpet line, which by 

rehearsal number 22 has nothing to do with the original theme, apparently 

illustrates Ie sens de projection du son. The abrupt dynamic changes in the 

percussion between numbers 19 and 23, and perhaps the sudden doubling of 

the trumpet at bar 165, might very well be examples of transmutations de fa 

masse sonore. Lastly, the continuous increase in rhythmic activity after number 

21 until the climax of the phrase would seem to point convincingly toward les 



Example 86: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 154-174 and 12-24, trumpet part. 
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with subtle changes reminiscent of those seen in the variation, or re-use, of 

material in Arioso Barocco. At number 5 the theme is played by the trumpet on 

f-sharp, doubled by the alto saxophone on c, a tritone below. At number 23 it 

is played by flute and alto saxophone in octaves, with the clarinet doubling at 

the tritone, while the trumpet enjoys a much needed rest after the previous 

long and grueling passage. The accompaniment is likewise somewhat re

orchestrated among the woodwinds. The repeating eighth-note figure which 

is shared between the clarinet and English horn at number 5 is, at number 23, 

given to the English horn and tenor saxophone, respectively, with only one 

note changed in each of the parts (see example 87 and previous example 81). 

Example 87: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 174-178. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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The contrabassoon's bouncing bass line is the same in both places, but the 

trombone is added to the later music, playing the principal motive of the 

theme on f-sharp in augmentation. The repeating harp and piano figures,like 

the similar eighth-note woodwind figures, are the same in each place except 

for one note. Both passages are harmonically quite stable, using the 

diminished mode throughout most of each passage. Both the bar before 

number 6 and the corresponding bar before number 24 utilize every pitch but 

f. But while, in the first passage, the diminished mode continues, except for a 

few passing melody notes, from number 6 until four bars after number 7, in 

the later passage a whole tone sonority disrupts the diminished mode in the 

sixth bar after number 24 (bar 185), and in the next bar the bassoon plays an 

almost entirely chromatic rising scale passage, which helps propel the music 

forward into a new section at number 25 (see example 88). 

From number 25 until two bars before number 27, we find another 

bimodal section in which the accompaniment uses the diminished mode (this 

time on c), while the soloist plays two short phrases which together use every 

pitch but f-sharp (see example 89). These two trumpet phrases present the 

theme in yet a different light. The second phrase is a variation of the first. 

They both contain the incantatory element of a glissando in the first half, and 

the second half is essentially a melodic cluster. Here too we find rapid 

dynamic changes in both the melody and the percussion parts, illustrating 

Jolivet's affinity for the dramatic use of dynamics (les transmutations). 

This kind of developmental thematic process continues in thenext 

phrase at number 27, where the theme is sounded in augmentation and 

through dynamic "transmutation" in the trumpet. Meanwhile the flutes 



Example 88: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 185-186. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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sustain a tritone, the harp accompanies with rapid diminished mode 

figurations, and the alto saxophone introduces a counter-melody, which also 

uses notes from the diminished scale with the addition of g (see example 90). 

Each of these elements, along with the accompanying cymbal roll, is marked 

at a different dynamic, and the pulsating dynamic markings of the trumpet 

generate the transmutation of not only the volume of the sound mass but its 

timbre as well. The strongly articulated major seventh in the second bar of the 

saxophone solo is noteworthy here too, as a rare example in this work of the 

prominent use of this interval. 



Example 89: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 187-201, trumpet, percussion, and piano reduction. 

Used By Permission Of The Publisher 
Representative - Theodore Presser Company 
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Example 90: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 202-206. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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Following the completion of this statement, all twelve pitches appear 

from the end of bar 206 through the first half of 208 in a tutti wind and 

percussion interlude. This is followed immediately by a piano introduction to 

the varied repetition of the passage at number 27, but these piano chords 

comprise the notes of the diminished whole-tone mode (another mode 

frequently found in jazz music, beginning in the forties) instead of a 

diminished scale (see example 91). 

At number 28, in the varied repetition of number 27, the flutes still 

sound a tritone, but neither the mode of the harp figuration nor that of the 



Example 91: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 208-209, piano part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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saxophone's counter-melody resembles a diminished scale any longer. In fact 

the tonality (or modality) here is less stable than in the passage at number 27, 

as evidenced by pitch changes in the harp starting in the third bar of 28. This 

changing of the harp figuration continues into the next phrase, which is 

another varied repetition of the same passage. But now all twelve pitches are 

used throughout the entire passage, and t~e saxophone counter-melody is 
I 

doubled by flute, piccolo, and clarinet, playingforte. 

Rehearsal number 30 is marked piu mosso m.m.(half note)=l32, and it 

signals the beginning of the coda. A variation of the theme appears on £-sharp 

in the trumpet, while the harp plays the syncopated "ragtime" figure which 

also accompanied the previous two appearances of the theme on f-sharp, but 

in the piano part b.etween numbers 5 and 7 (see previous example 81) and 

between numbers 23 and 25 (see previous example 87). The undulating 

eighth-note figure? in the woodwinds which were present in the two earlier 

passages are here also, harmonized and with the expected small alterations in 

pitch content (see example 92). The harp and woodwinds share basically the 

same mode-based on the diminished scale-until number 32, while the piano 

uses every pitch b~t fin very dense and dissonant chords. This is 



Example 92: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 226-230. Used By Permission Of The Publisher 

Representative -Theodore Presser Company 
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contrapuntal, polyrhythmic, and polytonal music. There are six simultaneous 

different rhythmic elements in this passage, and the incantatory effect is 

particularly enhanced by the juxtaposition of the one-bar harp ostinato figure 

and the three-bar percussion ostinato. Furthermore, while some of the various 

thematic elements use slightly different assortments of pitches, the total result 

is that all twelve pitches are used from between numbers 30 and 33, except 

that f appears only in bar 227, in the trumpet, and in bar 230, in the flute, 

clarinet, and trumpet. 

At number 32 the woodwinds change their mode to c-sharp aeolian for 

four bars, with a few chromatic passing tones, and then to a diminished mode 

for three more bars until number 33, again with some chromatic passing tones. 



However, the harp, piano, and trumpet continue with their own individual 

modes. During the three bars before number 33, the tessitura of almost the 

entire ensemble gradually rises to prepare the final variation of the theme on 

high c (see example 93). The characteristic intervallic motive of the theme is 

Example 93: Second Concerto, copyright 1955 Heugel S.A., movement Ill, 
measures 249-259, trumpet part. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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not actually present in this final variation, but the repeated note, even with a 

few eighth-note embellishments and some interruptions and syncopations, 

firmly identifies it as derived from the theme. The bass line, heard in its 

entirety in the contrabass and partially in the trombone, contrabassoon, and 

tenor saxophone, is also t~ken from the theme, or actually' from the extension 

of the theme which first appeared in the trombone in bars 31-33 (see example 

94). The accompaniment parts at number 33 are very repetitive, with some 

changes of orchestration in the winds, perhaps for practical purposes of 

breathing, and slight harmonic variations to the last few bars of the piano part. 

The overall effect is that of a one-bar ostinato and a two-bar repeating but 



Example 94: Second Concerto, copyright 1955 Heugel S.A., movement m, 
measures 249-251, bass part, and 31-33, trombone part. 

Used By Permission Of The Publisher 
Representative - Theodore Presser Company 
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The final two bars serve as a tag ending much like the kind of tag 

ending found in some jazz-oriented theatrical music, complete with the 

familiar rhythmic :'boom-chick" rhythmic effect at the very end (see example 

95). The harmonic choices here, however, are typical Jolivet. On the 

downbeat of the penultimate bar, as well as the second half of the previous 

measure, both the melody and bass voices sound c in three different octaves, 

while the piano hammers out a chord consisting of the pitches c, d-flat, e, f

sharp, a-flat, and b-flat, with c and d-flat both doubled in octaves and forming 

two major sevenths between them. This set of pitches is very close to either a 

whole-tone set or part of Jolivet's version of the harmonic series, with d and g 

missing and d-flat added. On the fourth beat of this bar the complete 

harmonic series is ,sounded as a chord-although not in any kind of "natural" 

order-and in bet~een these two sonorities is a pair of harmonic tritones a 

minor seventh apart. The highest two voices playing the second harmonic 



Example 95: Second Concerto, copyright 1955 Heugel S.A., movement III, 
measures 258-259. Used By Permission Of The Publisher 

Representative - Theodore Presser Company 
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tritone-two flutes-€ach moves by melodic tritone to the "harmonic series" 

sonority on the fourth beat, thus somewhat emphasizing this favorite interval 

both melodically and harmonically. The low c in octaves on the downbeat of 

the last bar reaffirms c as a kind of tonic and is followed by a sonority of six 

pitches-c, d-flat, f, f-sharp, g, and a-flat-with the dissonant minor second 

between c and cl-flat at the bottom of the chord, between the harp and the 

piano. Serge Gut notes in this final chord the presence of the "minor ninth so 

186 
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dear to Jolivet," meaning of course the d-flat.87 But harmonically the interval 

of a minor ninth is not featured here and only occurs incidentally between the 

low c in octaves and the higher of the two sounding d-flats. Instead, the most 

prominent dissonant intervals in this sonority are the low minor seconds, 

between d-flat and c and between f-sharp and g, the two major sevenths 

between d-flat and c, and the tritones between low f-sharp and c, as well as 

two pairs between d-flat and g. 

87Gut 61. 
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SUMMARY AND CONCLUSION 

To summarize, the atonal use of synthetic modes plays a much more 

important role in Jolivet's Second Concerto than it did in Arioso Barocco. While 

in the later work all twelve tones were frequently used-non-serially-in any 

given passage, in the concerto all twelve tones are only rarely found in a given 

passage. Instead, Jolivet establishes an atonal "tonality" by using a synthetic 

mode comprising a limited number of pitches-usually between five and 

ten-within a particular passage. A sense of atonal harmonic "progression" is 

then achieved by changing the mode from section to section, or passage to 

passage, or even sometimes measure to measure. In this style there is no 

chromaticism in the traditional, tonal sense, but there are occasional instances 

of pitches outside the mode being introduced-as was shown at rehearsal 

numbers 11 and 12 in the first movement-which cannot be considered true 

illustrations of the resonance inferieure principle, since there is no "double bass" 

present and the mode used in these passages is not derived from the overtone 

series. Rather, these "chromatic" notes are part of the thematic structures-in 

this case the bass motive y-and it is primarily the counterpoint of themes and 

motives in this instance which shapes the music, rather than harmonic 

considerations. In other places Jolivet appears to employ a kind of 

contrapuntal polymodality in which the different thematic or structural 

elements of the music each use a different mode. A clear example of this 

technique was demonstrated in the passage beginning at rehearsal number 23 

in the first movement, where the trumpet plays in essentially a whole tone 

mode with chromatic passing tones, while the bass line is in a five-note mostly 



chromatic mode and the piano uses a seven-note combined major/minor 

mode. 
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The frequent use of the diminished scale as a structural mode in the 

concerto may point toward the influence of jazz, but it also makes the tritone a 

convenient interval to use, both melodically and harmonically, since the scale 

can be thought of as being constructed of four parallel tritones, just as the 

whole-tone scale, which also has an important place in this work, can be 

considered to be constructed of three parallel tritones. Yet the tritone is not as 

prominent here as in Arioso Barocco, and the major seventh and minor ninth 

appear even less often and usually only harmonically, as the outside interval 

of a chord, while the more consonant minor seventh is much more frequent, 

both harmonically and melodically. 

The melodic and harmonic clusters that were so evident in much of 

Arioso Barocco are not found in quite the same way or with the same frequency 

in the concerto, but they are nevertheless illustrated melodically in some of the 

manipulations, variations, and extensions of the themes. The main themes of 

the first movement actually lend themselves potentially to such "cluster 

treatment" in variation, due to their narrow compass and partly chromatic 

construction. Yet apart from some chromatic scaler passages, which cannot 

really be considered clusters, the only clear examples of cluster treatment of 

the first of these themes occur in the trumpet at numbers 9 and 10 (see 

measures 50, 52, 56-57, 58-59 in examples 53 and 54). The chromatic, c1uster

like nature of part of the second theme of course becomes a ubiquitous 

element in the canonic second half of the first movement, but the clearest 

example of a melodic cluster similar to those of Arioso Barocco is found at 
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number 22 (see trumpet part after bar 142 in example 66). All of these clusters 

are just a part of the melodic variation, whereas in Arioso Barocco they are 

often primary thematic material themselves. In other words, clusters have a 

significantly less prominent role in the Second Concerto than in Arioso Barocco. 

Rhythm and meter are treated in a radically di~ferent way in the 

concerto than in the later work. In Arioso Barocco they are treated quite freely 

and unpredictably. A great variety of rhythms are used, and the meter is 

ambiguous throughout the work. There is very little exact repetition of 

rhythmic patterns or thematic motives. But in the Second Concerto the rhythms 

are much more predictable, and the meter is mostly regular. Jolivet does 

occasionally introduce isolated ineasures of a meter different than that of the 

surrounding passage, but there is little here of the metric ambiguity found in 

the 1968 work. Throughout most of the concerto there is no doubt about 

where the downbeats are and where the phrases begin. Often the percussion 

play repeated-or varied-patterns of one, two, or four bars, which gives the 

music a regular and predictable pulse. The melodic patterns are often 

grouped in the same way. Nevertheless there are moments, such as the 

interruptions of the percussion figures at the beginning of the work, where 

regularity and predictability are broken. 

Most of the elements of incantation discussed in Arioso Barocco are also 

present in the Second Concerto, with the exception only of quarter-tones and 

drones. Gliding glissandos have been noted in the outer movements, and the 

ostinato character of much of the percussion and accompaniment writing also 

reflects the influence of incantation. Rapid melodic embellishments like those 

found in Arioso Barocco are also heard in all three movements of the concerto, 
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frequently integrated directly into the melodic structures themselves. 

However, the most prominent and perhaps most important aspect of 

incantation in the concerto is the melodic style. Both oscillating and 

improvisatory themes have been observed in abundance, particularly in the 

outer movements, and the melodies sometimes appear to illustrate Jolivet's 

sens de projection du son principle. The difference between the melodies here 

and similar examples from Arioso Barocco is that here they are based 

structurally on modes of fewer than twelve tones and thus incline to a greater 

degree toward a kind of diatonic tonality which is more strictly avoided in 

Arioso Barocco. Jolivet would probably describe this tonality as atonal 

modality, or modality structured according to atonal principles. It is clear that 

the "non-discrimination policy" toward pitch observed in the trumpet and 

organ work does not precisely fit the concerto. Instead, "modal fields" are 

presented, in which sometimes one or two pitches dominate through 

repetition, but in which functional relations of traditional tonality--even 

modal tonality-are largely absent. 

The final result of this investigation shows that while there are many 

fundamental threads of similarity between the styles represented by Arioso 

Barocco and the Second Concerto, the two works differ significantly in many 

important technical and stylistic respects and can in fact be described as likely 

representing two distinct style periods. Incantation and other elements of 

primitive and exotic musics are strong influences in both works, although 

while an Eastern influence is emphasized in the melodic characteristics of 

Arioso Barocco, the influence of African music and jazz-as typically associated 

with African art in the French mind of Jolivet's time-is emphasized in the 
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concerto, primarily through rhythmic characteristics and instrumentation. 

The principal differences between the two works lie in the treatment of 

tonality. In the later work Jolivet freely uses all twelve tones in a style which 

emphasizes tritones, major sevenths, and minor ninths. He also uses 

harmonic and melodic clusters, and is generally unpredictable in melodic and 

harmonic structure. But in the Second Concerto he freely uses synthetic and 

unusual modes of generally less than twelve tones as the basis for melodic and 

harmonic constructs, which do utilize the tritone and relatively consonant 

minor seventh but only rarely the two most dissonant intervals-the major 

seventh and minor ninth. The result is a more predictable and perhaps more 

accessible music. 

More important perhaps than these stylistic technical differences and 

similarities is the realization or the clarification of the underlying spiritual 

link, as it were, which connects these two works. It is the demonstrated 

primary importance to Jolivet of freely expressive melody-a freedom of 

expression which Jolivet feels cannot exist within the limits of a tonal 

compositional system, a serial compositional system, or any other 

conventional compositional system which limits the creative freedom of the 

composer. Instead, this freedom, for Jolivet, requires an "atonal" idiom, 

characterized not by the restrictive negation of tonality but, rather, by the 

liberating affirmation of tonal freedom, guided by Jolivet's own personal and 

eclectic brand of melodic incantation. 
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