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ABSTRACT 

  

The neoclassical compositions of Igor Stravinsky have long provided scholars 

with a wealth of analytical possibilities. Many approaches to Stravinsky’s neoclassical 

music have revolved around tonal implications therein.  One tonal device, however, that 

has received little attention from the theory community is the common-practice cadence. 

This study seeks to present a theory of the manner in which Stravinsky’s neoclassical 

compositional practice adheres to and varies from the well-formed standards of the 

common-practice era.  Additional data is studied that shows trends throughout 

Stravinsky’s neoclassical period.  Finally, the research examines the future of 

neoclassical Stravinsky analysis and specifically addresses how this cadential study can 

contribute to the larger discussion of tonal implications in Stravinsky’s neoclassical 

music.   
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CHAPTER I: INTRODUCTION 

 

The compositions of Igor Stravinsky are among the most studied of any from the 

twentieth-century. Despite the sheer amount of research available on Stravinsky’s music, 

scholars have reached very little consensus as to how Stravinsky’s music should be 

approach analytically, especially with regard to Stravinsky’s neoclassical repertoire, a 

collection that accounts for 32 years and 47 compositions. Thus, despite the similar 

threads found throughout his neoclassical collection, the evolution of Stravinsky’s style 

over this 35-year period is in no way consistent. This lack of consistency makes a unified 

analytical approach to Stravinsky’s neo-classic music challenging. Nevertheless, scholars 

have attempted to find cohesion to Stravinsky’s neoclassical repertoire and many of these 

scholars have also focused on the tonal aspects of the repertoire, both implied and overt.  

 That the subject of tonal implications in Stravinsky’s neo-classic music has seen 

an extensive share of attention from writers of music literature over the last several 

decades is a gross understatement. Despite the wealth of knowledge available about 

Stravinsky’s tonal tendencies through his neoclassical work, a glaring chasm surrounding 

one subject in particular seems to exist. That missing subject is the authentic cadence. 

Through the study of cadential gestures in neoclassical Stravinsky, further steps may be 

taken toward a diverse yet complete picture of Stravinsky’s music. 

 

 



 

 

20 

 

Organization and Scope 

 

 This study addresses five unique topics, each represented by a chapter. Chapter 

two summarizes existing research on the tonal properties of Stravinsky’s neoclassical 

music. Chapter three will demonstrate the degree to which Stravinsky conformed to 

established well-formed harmonic and contrapuntal practices in the construction of these 

cadences. Each component of the well-formed cadence will be demonstrated as it 

specifically applies to and appears in Stravinsky’s music. Chapter four reveals the extent 

to which post-tonal methods and elements are incorporated into Stravinsky’s cadential 

practice. Additionally, chapter four will demonstrate each particular post-tonal 

component with an extract from Stravinsky’s neoclassical cadential repertoire. Finally, 

chapter four will compare each extract to its well-formed counterpart in an effort to 

determine the extent to which Stravinsky “misread” the well-formed model. Details on 

this analytical tool and how it is applied, complete with examples, can be found later in 

this chapter. Chapter five explores some statistical trends in Stravinsky’s cadential usage 

as they apply by work, genre, and even as they progress through time. Finally, the 

conclusion looks ahead to how the findings in this document can affect the way we 

approach analysis of Stravinsky’s neoclassical music. 

 As the research presented here concerns the codifying of Stravinsky’s neoclassical 

cadential language, I impose two strict limits as to what material is studied and analyzed. 

First, the music must come from the accepted repertoire. Although music can be found 
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outside the accepted neo-classic repertoire with overt and implied tonality, this 

investigation utilizes those compositions produced from 1920 through 1951. Secondly, I 

include only those gestures that have a clear cadential capacity. Using these two 

standards, the study found a total of 128 unique cadential gestures throughout the 

repertoire. I have analyzed each of these 128 gestures and, collectively, these 128 

cadences are the sole source of data for the analytical and statistical discussions in this 

document. 

 

Stravinsky’s Neoclassical Period 

 

Altough not the first work of Stravinsky’s to use overtly tonal harmonies and 

practices,1 Pulcinella utilized eighteenth-century harmonies and practices to an extent 

that has no equal in Stravinsky earlier works, thus commencing Stravinsky’s neoclassical 

period.  Pulcinella also used the smallest orchestra – thirty three instruments compared to 

the much larger orchestras of his earlier Russian-period ballets. The highly tonal overture 

also provides a significant contrast to his works over the previous decade. This look back 

to eighteenth-century practices dominated Stravinsky’s output for the following three 

decades. The year 1951 saw not only the premiere of his opera The Rake’s Progress, the 

last of his works to utilize these eighteenth-century references, but the death of rival 

composer and serialist Arnold Schoenberg. Only a year later, Stravinsky himself began 

                                                 
1 La Histoire du Soldat from 1918 does utilize 18th-century-inspired tonal practices in the chorale section. 
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experimenting with serial techniques, with Agon being his first work to include a 

complete twelve-tone series.  

With the above dates forming the bookend for Stravinsky’s neoclassical period, a 

total of 48 works claim membership in this repertoire of music. Of the 48 works, two 

have been omitted from this study: Pulcinella and Divertimento, Suite from Le baiser de 

la fée. Pulcinella’s overt tonality would contribute little to the research into Stravinsky’s 

cadential manipulations. Stravinsky’s Divertimento is the same harmonically as Le baiser 

de la fée and created only redundancies in terms of the relevant cadential gestures found. 

Table 1.1 below catalogs the remaining 46 works used. 

 

Cadence 

 

 As the idea of the common-practice cadence along with Stravinsky’s revisionist 

application of it is central to the discussion, it is important to delineate the properties and 

syntax of a well-formed common-practice cadence. William Caplin’s work in defining 

Classical formal structures will be used in large part to establish global definitions of 

cadence and related terms.  
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Table 1.1: A Chronological listing of works analyzed for this study 

Work Title Genre Date 

Completed 

Les Cinq Doigts Piano 1921 

Suite No. 2 for chamber orchestra Suite 1921 

Mavra Opera 1922 

Les Noces Ballet 1923 

Octet Chamber 1923 

Concerto for Piano and Wind 

Instruments 

Concerto 1924 

Piano Sonata Piano 1924 

Serenade en La Piano 1925 

Suite No. 1 for chamber orchestra Suite 1925 

Suite on themes, fragments and  

pieces by Giambattista Pergolesi 

Chamber 1925 

Pater Noster Choral 1926 

Oedipus Rex Opera 1927 

Apollon Musagéte Ballet 1928 

Le baiser de la fée Ballet 1928 

Quatre études Orchestral 1928 

Capriccio for Piano and Orchestra Orchestral 1929 

Symphony of Psalms Choral 1930 

Violin Concerto in D Concerto 1931 

Credo Choral 1932 

Duo Concertant for Violin and Piano Chamber 1932 

Pastorale Chamber 1933 

Perséphone Melodrama 1933 

Ave Maria Choral 1934 

Concerto for Two Pianos Chamber 1935 

Jeu de Cartes Ballet 1936 

Preludium for Jazz Band Jazz 1936 

Concerto in E Dumbarton Oaks Chamber 1938 

Petit ramusianum harmonique Vocal 1938 

Symphony in C Symphony 1940 

Tango Piano 1940 

Circus Polka Orchestral 1942 

Danses concertantes Ballet 1942 

Four Norwegian Moods  Orchestral 1942 

Ode for orchestra Orchestral 1943 

Sonata for Two Pianos Piano 1943 
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Babel Choral 1944 

Elegy for solo viola Chamber 1944 

Mass Choral 1944 

Scènes de Ballet Ballet 1944 

Scherzo à la russe for orchestra Orchestral 1944 

Ebony Concerto Jazz 1945 

Symphony in Three Movements Symphony 1945 

Concerto in D for String Orchestra Chamber 1946 

Orpheus Ballet 1947 

Symphonies of Wind Instruments Chamber 1947 

The Rake’s Progress Opera 1951 

 

 

Properties of the Common-Practice Cadence 

 

 Most simply put, a cadence affects “formal closure at a limited number of levels 

of musical structure.”2 Besides this, however, Caplin lists several other criteria or 

defining elements of the common-practice cadence, among which is the notion of a 

limited pool of harmonic content. Caplin points out that not only has harmony shaped our 

notion of cadences, but that cadences have more sharply shaped our understanding of 

functional tonal harmony as early as Rameau.3 Subsequent theories also based the laws of 

harmonic progression on cadential structures, especially those by Riemann and Sechter4 5 

                                                 
2 William Caplin, “The Classical Cadence: Conceptions and Misconceptions,” Journal of the American 

Musicological Society 57, no. 1 (Spring, 2004): 56. 

3 Ibid. 66. 

4 Hugo Riemann and Adolf Weidig. Handbuch der harmonielehre. Leipzig: Breitkopf & Härtel, 1887. 

 
5 Simon Sechter. Die Grundsätze der musikalischen Komposition. Leipzig: Breitkopf & Härtel, 1853. 
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. Caplin points out that, though material may have cadential content present, it does not 

necessarily merit the cadence classification. Caplin proposes three types of harmonic 

progressions: prolongational, sequential, and cadential. The prolongational progression 

serves to embellish a localized tonic or prevailing harmony. One example would be I – 

V6
5
 – I. This progression, while cadential in terms of content, is typically used to expand 

an opening tonic, not to effect closure on a formal unit of music. The cadential 

progression, in contrast, “depends categorically on the presence of a root-position 

dominant.”6 Caplin states further that “replacing a potentially cadential dominant with a 

triad built on the leading tone results in the denial of cadential meaning to that 

dominant.”7 The ramification of this statement, and one of Caplin’s main points, is that 

not all phrases, or formal units, end with a cadence. This reasoning invalidates the age-

old circular reasoning that has inseparably tied cadence and phrase together; namely that 

a cadence is a prescribed harmonic device that ends a phrase, and the phrase’s boundary 

is marked by the presence of a cadence.  

 Whether one buys into Caplin’s narrow view of phrase or not, the elements that 

comprise the common-practice perfect authentic cadence are taken from a highly 

selective group of harmonies, harmonic progressions, and melodic motions. These four 

essential elements are: 

1. A root-position dominant triad or dominant seventh chord 

                                                 
6 Ibid, 72. 

7 Ibid. 
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2. A root-position tonic at the cadential arrival 

3. Motion to 1̂ in the soprano by 2̂ or 7̂ 

4. The proper collapsing of the V7’s tritone to a third or its expansion to a sixth 

 

In addition to these four elements, three more can be identified that, while not essential to 

the perfect authentic cadence’s integrity, are found frequently enough to merit inclusion 

in this discussion. These three additional elements are: 

1. A strong predominant preceding the cadential dominant8 

2. A strong-beat cadential six-four chord 

3. Motion from 4̂ to 3̂ in an inner voice 

Thus, while not every cadence will exhibit all attributes, they are certainly capable of 

doing so, as a sample cadence shown below as example 1.1 will demonstrate. 

Using this set of criteria to define the elements of a well-formed common-practice 

perfect authentic cadence, one can measure Stravinsky’s cadential gestures to determine, 

in part, how far they deviate from the model. Revisiting Caplin’s definition for what 

qualifies as a cadence is advantageous here for, as he claims that not all V-I resolutions 

are cadences, not all of Stravinsky’s phrase-terminating gestures contain elements of 

dominant to tonic resolution. Thus, while Caplin’s view of cadence can be narrow due to 

the preponderance of dominant-to-tonic material in common-practice era music, the  

 

                                                 
8 A strong predominant in this case is defined as one that is built on 4̂ or 4̂ (in the case of the vii°7/V). 
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Musical Example 1.1: A well-formed cadence 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

C:    I     IV       V6   5
4   3

         I 

7 
5̂     1̂ 

2̂      1̂ 

4̂      3̂ 
d5                  M3 
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appearance of the dominant/tonic axis in Stravinsky’s music is so rare as to be considered 

a luxury. Therefore no cadential gestures will be ignored provided they have a clear 

terminating function, and elements of dominant-to-tonic resolution.   

 

Misreading as a Literary and Musical Analytical Tool 

  

 One of the principal arguments presented in this document is the notion that, as 

part of the development of his neoclassical style, Igor Stravinsky “misreads” the music of 

his classical predecessors. The term “misread” implies a willful and intentional action 

and intention to dominate rather than a passive acceptance and deference to the influence 

of others.  The pioneer of misreading as a tool for literary criticism was by Harold 

Bloom. 

 

Harold Bloom’s Concept of “Misreading” 

  

Harold Bloom’s relevant writings on the topics of poetic and literary criticism are 

fourfold. Of these, his 1975 work, The Anxiety of Influence is the first and most thorough 

discussion on the subject of literary revisionism.9 Bloom offers six revisionist 

approaches, of which the first is of particular relevance. Called Clinamen, named for the 

physics term describing the “swerving” of atoms, this first approach emphasizes his 

                                                 
9 Harold Bloom, The Anxiety of Influence, 2nd ed, (New York, Oxford University Press): 1997. 
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notion of “misprision” or misreading.10,11 Bloom writes, “This appears as a corrective 

movement in his own poem, which implies that the precursor poem went accurately up to 

a certain point, but then should have swerved, precisely in the direction that the new 

poem moves.”12 

Bloom constructs a theory in which poetsstrive to gather what little of the 

unexplored literary territory remains. Instead of looking forward, the modern poet is 

forced to look back and be reactive. Using religious implications, Bloom indicates that 

the ancient precursor of this type of literary revisionism is heresy. But, he clarifies, 

“heresy resulted, generally, from a change in emphasis, while revisionism follows 

received doctrine along to a certain point, and then deviates, insisting that a wrong 

direction was taken at just that point, and no other.”13 Further, Bloom maintains that this 

type of revisionism is, in effect, an attempt to break free from the bonds of an influential 

precursor’s system in which one is “inhibited from creativity by an obsessive reasoning 

and comparing, presumable of one’s own works to the precursor’s.”14 Despite the 

pejorative implications present in Bloom’s line of reasoning, the steps he describes are 

                                                 
10 Ibid. 14. 

11 Though misprision and misreading are used synonymously throughout Bloom’s works, misprision more 

closely connotes the deliberate action implied by the nature of the Clinamen approach. Notwithstanding, 

misreading will be used for congruency’s sake as Joseph Straus, whose adaptation of blooms ideas to 20th-

century music follows, uses that term explicitly. 

12 Harold Bloom, The Anxiety of Influence: 14. 

13 Ibid. 29. 

14 Ibid. 
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necessary for the creation of good poetry. Those composers, who are influenced by their 

predecessors through a spirit of generosity, Bloom claims, are generally minor and 

weaker poets, and where the influence is taken as such, the resulting works are of a 

poorer quality.15 Bloom distills this essence into the following thesis statement regarding 

misreading or misprision as a form of literary revisionism: 

Poetic influence – when it involves two strong, authentic poets, – always 

proceeds by a misreading of the prior poet, an act of creative correction 

that is actually and necessarily a misinterpretation. The history of fruitful 

poetic influence, which is to say the main tradition of Western poetry 

since the Renaissance, is a history of anxiety and self-saving caricature, of 

distortion, or perverse, willful revisionism without which modern poetry 

as such could not exist.16 

 

 

Joseph Straus’s Application of Bloomian Theories to Twentieth-Century Music 

 

 Just as Harold Bloom sought to establish a theory of influence for poetry, Joseph 

Straus attempts to establish one for twentieth-century music in his work Remaking the 

Past.17 Straus immediately draws parallels to the same arguments raised by Bloom 

regarding the forward-looking, proactive approach vs. the backward-looking, reactive 

approach. Fittingly, a quote in the opening chapter provides tremendous insight into 

Stravinsky’s own take on the struggle, Robert Craft wrote: 

                                                 
15 Ibid. 30 

16 Ibid.  

17 Joseph Straus, Remaking the Past (Cambridge, Mass., Harvard University Press): 1990. 
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Was I merely trying to refit old ships while the other side – Schoenberg – 

sought new forms of travel? I believe that this distinction, much traded on 

generations ago, has disappeared. (An era is shaped only by hindsight, of 

course, and hindsight reduces to convenient unities, but all artists know 

that they are part of the same thing.) Of course I seemed to have exploited 

an apparent discontinuity, to have made art of the disjecta membra,18 the 

quotations from other composers, the references to earlier styles (“hints of 

earlier and other creation”), the detritus that beckoned a wreck. But I used 

it, and anything that came to hand, to rebuild, and I did not pretend to have 

invented new conveyors or new means of travel. But the true business of 

the artist is to refit old ships. He can say again, in his way, only what has 

already been said.19 

 

Already, several clear parallels to Bloom’s theories are evident. His use of the terms refit 

and rebuild imply a sense of looking back and revisionism as does his statement 

regarding quotations and earlier styles. The final sentence in the above quote is of course 

the most telling and aligns most significantly with Bloom’s own theories. 

 Straus begins his approach to musical influence and revisionism by discussing the 

development of a central canon in the nineteenth century. He points out, for example, that 

Mozart taught composition through species counterpoint and figured bass, not through 

works of past masters. Not until the latter half of the nineteenth century would 

compositional studies turn more to the historical than the practical. This turn to the study 

of other composers’ works was also largely aided by advances in music publication and 

distribution, both written and performed, which made music much more widely available 

in the 19th and earlier 20th centuries than before. As a result, writes Straus, “the early 

                                                 
18 i.e. Scattered fragments or remains 

19 Straus, 2. Originally found in Igor Stravinsky and Robert Craft, Dialogues (Berkeley: University of 

California Press, 1982): 129. 
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twentieth century was an era dominated by the music of the past, particularly music by a 

small number of classical masters.”20 Further, he argues that “composers felt a deep 

ambivalence toward the masterworks of the past. On the one hand, those works are a 

source of inspiration, a touchstone of musical value; on the other, they are a source of 

anxiety, an inescapable burden.”21  

This ambivalence, according to Straus, manifests itself in the music of Stravinsky 

in that he frequently uses classical forms and structures in his music and then proceeds to 

revise or reinterpret these forms and structures to meet his own artistic ends, much the 

way Bloom described the “swerving” at the point at which the later poet determined the 

earlier poet should have gone in a different direction. Thus, Stravinsky achieved what 

Bloom and Straus would both agree is the pinnacle of maturity with regard to his reaction 

to musical influence. 

Straus describes three phases of musical influence. The first two he calls 

“influence as immaturity” and “influence as generosity,” the latter of which clearly 

hearkens to Blooms own description of influential generosity as a means to mediocre 

poetry. It is the third phase, “influence as anxiety” that produces the highest level of 

artistic achievement. It is here that Straus directly invokes Bloom’s theories of influence, 

specifically that of misreading or misprision. Straus’s understanding of Bloom’s concept 

of misreading can be found in the following: 

                                                 
20 Ibid. 5 

21 Ibid. 
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According to Bloom, the later poet does not surrender but rather learns to 

struggle with and neutralize the predecessor. …The later poet seeks 

artistic freedom by symbolically killing the precursor-parent. This 

symbolic murder takes the form of misreading. Bloom considers 

misreading a particularly powerful form of interpretation in which later 

poets assert artistic freedom from a precursor’s domination by using the 

precursor’s work for their own artistic ends. To read is to be dominated; to 

misread is to assert one’s own priority, as the later poet does by making 

the earlier poet say what the later poet wants or needs to hear.22 

 

 To translate the above into musical influence and criticism, for early twentieth-

century composers like Stravinsky, a dialogue is created with their predecessors when 

these traditional elements are used. When these elements are reinterpreted, sometimes 

radically, these dialogues are injected with “a spirit of anxious revisionism.”23 This 

anxious revisionism is brought about in eight different ways. Writes Straus: 

Motivicization. The motivic context of the earlier work is radically 

intensified. 

Generalization. A motive from the earlier work is generalized into the 

unordered pitch-class set of which it is a member. That pitch-class set is 

then deployed in the new work in accordance with the norms of post-tonal 

usage. 

Marginalization. Musical elements that are central to the structure of 

the earlier work (such as dominant-tonic cadences and linear progressions 

that span triadic intervals) are relegated to the periphery of the new one. 

Centralization. Musical elements that are peripheral to the structure of 

the earlier work (such as remote key areas and unusual combinations of 

notes resulting from linear embellishment) move to the structural center of 

the new one. 

Compression. Elements that occur diachronically in the earlier work 

(such as two triads in a functional relationship to each other) are 

compressed into something synchronous in the new one. 

                                                 
22 Ibid. 14. 

23 Ibid. 17. 
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Fragmentation. Elements that occur together in the earlier work (such 

as the root, third, and fifth of a triad) are separated in the new one. 

Neutralization. Traditional musical elements (such as dominant-

seventh chords) are stripped of the customary function, particularly of 

their progressional impulse. Forward progress is blocked. 

Symmetricization. Traditionally goal-oriented harmonic progressions 

and musical forms (sonata form, for example) are made inversionally or 

retrograde symmetrical, and are thus immobilized.24 

 

 The balance of Straus’s book is dedicated to the implementation of these 

revisionist methods. He does this by examining several musical excerpts from early 20th 

century composers such as Stravinsky, Schoenberg, Webern, and Bartok and comparing 

them to the music of their predecessors that they have revised or misread. 

 

Misreading as an Approach to Stravinsky’s Cadential Language 

 

 Of those revisionist methods mentioned above, this study does not cover those 

that expressly explain modification in larger structures. Three remaining elements can 

directly pertain to a study of the modifications in cadential language; compression, 

fragmentation, and neutralization. I explore these elements where relevant. Further, I 

employ certain modifications to the sources of the revisionist cadential gestures from 

Stravinsky’s music. Whereas Straus connected each “misread” excerpt with an example 

from classical literature, no such attempt will be made here for several reasons. First, the 

sheer volume of cadential material would make such a prospect impractical in terms of 

                                                 
24 Ibid. 17 
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time required and literature needed. Secondly, the primary goal is to show deviations 

from the notion of common-practice cadence, a compositional element for which 

conventions have been specifically defined and widely accepted.  

These goals necessitate an approach in which the well-formed example is a 

product of analyzing Stravinsky’s material. The following two examples will show how 

this process is achieved. Example 1.2 presents an excerpt from the 1936 ballet Jeu de 

Cartes.  Most striking in this example is the clear modulation from A Major to G Major. 

A is supported by the downward arpeggiation of the tonic triad in the cello, as well as by 

the leading-tone/tonic resolution at the end of the first measure. The pivot chord of A is 

cleverly utilized as a Neapolitan in the new key, introducing the second new cadential 

element, that of a clear predominant. The inclusion of the C (B) in the bass line is 

indeed curious. The C appears to be a unifying element between both keys despite the 

fact that it does not function in either of the dominant functioning chords it is 

accompanying. Indeed it could be seen to transform each chord into an extended mediant 

functioning chord, a III7 in the case of the A Major portion and a iii9 in the case of the G 

Major section. In reality, however, this is simply another example of Stravinsky’s 

obfuscation of the cadence’s arrival, creating a linear tonic arpeggiation against the 

dominant in the upper voices. This example also provides a perfect example of Straus’s 

compression as a method of revisionism. The downward tonic arpeggio is combined with 

the vertical dominant seventh sonority. Not coincidentally, many of these obscuring 
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figures will be found in the bass voice where Stravinsky rarely provided the 5̂ to 1̂ 

essential to common-practice authentic cadences.  

A well-formed model appears as example 1.3  In comparing the example to the 

well-formed conventions mentioned above, it is clear that all are preserved with the 

exception of the strong-beat cadential six-four, by no means a required component of the 

perfect authentic cadence.  

 

Definition of Analytical Terms and Methods 

 

 This study is the result of exhaustive effort to find, document, catalog, and 

classify every occurrence of an authentic cadence found within Stravinsky neoclassical 

repertoire.  

 

 

Methods of Acquisition and Documentation 

 

 The following list details the specific methods used to find, document, and 

classify the cadential material in one of Stravinsky’s neoclassical works. 
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Musical Example 1.2. Jeu de Cartes, 74.4 

 

                          A:   I                                                    V             I   
                   G:  II              “V7”     I 

 

 

Musical Example 1.3. Well-formed model 

 

 

 

 

 

 

 

A:            I        V          I6 

       G:     II6       V7            I 
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Step 1. Each cadential gesture found is analyzed to ensure it meets the established 

criteria of a cadence (see definition of cadence below).  

Step 2. Each cadence is assigned a catalog number consisting of at least the first 

two letters of the composition name along with a three digit number. 

Numbers are assigned in chronological order within the composition. 

Step 3. Each cadence is measured against the standard components of a perfect 

authentic cadence detailed under the section properties of the common-

practice cadence found above. This information is imported into a 

spreadsheet to allow for more global statistical analysis 

Step 4. The non-common or non-well-formed elements of the cadence are 

documented and imported into a spreadsheet, again for a more global 

statistical analysis. 

Step 5. A well-formed model of the cadence is created, preserving as many 

aspects of the original cadence as is permitted by the well-formed 

guidelines. 
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Definition of Analytical Terms 

 

1. Beats: 

The precise beat of the measure will be shown as a subscript after the measure number. 

(324 = measure 32, beat 4) 

 

 

2. Intervals: 

Intervals will be labeled using uppercase letters with the appropriate number for Major, 

Perfect and Augmented intervals. A lowercase letter followed by the appropriate number 

will be used for minor and diminished intervals. (m3 = minor third, A4 = augmented 

fourth) 

 

3. Tertian Sonorities: 

Chords are labeled according to both their sonority types and harmonic function within 

the key. Major and augmented triads are designated with upper case letters, and minor 

and diminished triads with lower case letters. Table 1.2 shows the common sonority types 

used in this music. 
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Table 1.2: Tertian chord labels 

CM C Major chord 

cm C Minor chord 

C+ C Augmented chord 

co C Diminished chord 

co7 C Fully-diminished seventh chord 

cø7 C Half-diminished seventh chord 

cmm7 C Minor minor seventh chord 

CMm7 C Major minor seventh chord 

CMM7 C Major major seventh chord 

 

 

Any tertian sonorities beyond the seventh will be named by its quality, including 

its representative figured bass. Example 1.4 shows a list of sample sonority labels for 

chords beyond the seventh and their inversions. 

 

Musical Example 1.4. Labels for chords beyond the seventh 
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6. Chromatic Chords: 

Table 1.3 shows labels for the most common types of chromatic chords, third relations 

and non-functional chords used in this study. 

 

Table 1.3: Labels for chromatic chords 

V7/V Applied chord 

viio7/V Applied leading-tone seventh chord 

N 

N6 

N7 

 

Neapolitan chord 

Neapolitan chord in first inversion 

Neapolitan seventh chord 

 
      3 

Third relation     CM    AbM 

It 6 Italian 6th chord 

Fr 6 French sixth chord 

Gr 6 

Gr 7 

 

German sixth chord 

German seventh chord (German 6th in root position) 

NF Non-functional chord – the chord has no normal harmonic 

function within the current key. 

 

 

8. Keys: 

Major keys will be indicated with an abbreviation of an upper case letter followed by a 

colon (F: = the key of F Major). Minor keys will be abbreviated with a lower case letter 

and followed by a colon (f: = the key of f minor). 

 

  3 
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9. Cadences: 

For the purposes of this study, an authentic cadence is a terminating gesture that has clear 

elements of dominant to tonic resolution. I do not address other terminating gestures that 

contain no elements of the dominant/tonic axis as they are not pertinent to the limits of 

this dissertation.      
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CHAPTER II: A REVIEW OF TONAL VOICE-LEADING APPROACHES TO 

STRAVINSKY 

 

The past three decades have seen a flurry of articles, books, theses and 

dissertations focused on the music of Igor Stravinsky. Most of these scholarly works 

attempt to find coherence in what appears on the surface to be music that is largely 

scattered and random. While these writings have taken varying approaches to 

Stravinsky’s music, one strong theme emerged; attempting to find cohesion through 

applications of predominantly tonal resources. Of the many tonal devices studied with 

regard to Stravinsky’s music, precious little exists that pertains directly to cadential 

structures. Thus, to help illustrate precisely why a study of Stravinsky’s cadential syntax 

and structure is needed, a summary of some of the more significant writings on tonal 

voice-leading approaches to Stravinsky is presented. This chapter focuses on writings 

relevant to three topics central to a discussion of voice-leading approaches as applied to 

Stravinsky’s music: harmony, counterpoint, and cadence. 

 

Harmony 

 

 Unsurprisingly, the topic of harmonic constructs and paradigms has seen the bulk 

of scholarly work on Stravinsky’s neoclassical music. Indeed, one of the most notable 

western contributions to music was a hierarchy of harmonic principles that dominated 

European music for more than three centuries, and continues to influence musical 
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practice throughout the world.  Of the components most central to the study of harmony, 

this study explores three in connection with the neoclassical music of Stravinsky: 

prolongation, chord construction, and harmonic motion and tonal centers. Several 

authors, most notably Robert Morgan and Kofi Agawu, address prolongation. The issues 

surrounding chord construction can be found in an article by William Benjamin. 

Concepts pertaining to harmonic motion and centricity are discussed through Chandler 

Carter’s work on The Rake’s Progress. 

 

Prolongation 

 

Robert Morgan’s 1976 article “Dissonant Prolongation: Theoretical and 

Compositional Precedents” is the first of these articles to discuss both Stravinsky’s 

Concerto and Schenker’s criticism of it.25 Far from dismissing Schenker’s harsh 

commentary on the fifteen measure passage from the first movement of the concerto 

Morgan points that Schenker’s analysis of the passage may have unwittingly provided 

deeper insights into the harmonic structures and implications of the passage and of 

Stravinsky’s music in general. To be sure, contradictions pointed out by Schenker, 

according to Morgan, are contradictions “only if one assumes that the underlying 

structure is - or should be - triadic and consonant.” This then implies the crux of 

Morgan’s argument; prolongation need not be supported by only triadic harmonies and 

                                                 
25 Robert P. Morgan. “Dissonant Prolongation: Theoretical and Compositional Precedents.” Journal of 

Music Theory 20, no. 1(Spring, 1976): 49-91. 
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tonal harmonic structures and progressions. Further, according to Morgan, precedence for 

this type of prolongation by dissonant harmonies has its roots in late nineteenth-century 

music and even in the writings of Heinrich Schenker himself.  

Kofi Agawu’s article “Stravinsky’s Mass and Stravinsky Analysis” is one of the 

few articles on Stravinsky’s music that makes a central point of the article an invitation to 

scholars and readers to expand on the ideas and arguments he presents. Agawu uses the 

1986 exchange between Richard Taruskin26 and Alan Forte27 (regarding analysis in The 

Rite and the ability of the music to stand on its own without regard to historical and 

literary precedence) to illustrate the dichotomy that inevitably exists when approaching 

analysis of Stravinsky’s music. In Agawu’s own words: 

On the one hand, advocates of atonality are obliged to deal with the 

uncontroversial contention that no music can be discussed without some reference 

to its historical circumstances, even where the relationship between the work and 

its predecessors is an essentially negative one. On the other hand, an analysis 

whose extent is the detailing of a work's sources, elements, procedures, and 

gestures, and which makes no attempt to explain how these function together to 

create a unified (or disunified) and coherent (or incoherent) whole, is equally 

limited.28 

 

Agawu heavily emphasizes Schenker’s concept of Zusammenhang in making what is one 

of the principal arguments of his articles: “coherence - or, more specifically, 

‘connection,’ [is] the ultimate indicator of dynamism both in tonal and (arguably) in 

                                                 
26 Richard Taruskin. “Letter to the Editor. “ Music Analysis 5 (1986): 313-320. 
27 Allen Forte. “Letter to the Editor in Reply to Ruchard Taruskin.” Music Analysis 5 (1986): 321-337. 
28 Kofi Agawu. “Stravinsky’s Mass and Stravinsky Analysis.” Music Theory Spectrum 11 no. 2 (Autumn, 

1989): 139. 
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atonal music.”29 Thus, Agawu stresses the need for a multi-faceted approach to the music 

of Stravinsky that allows for the ultimate attainment of connection or Zusammenhang. 

Agawu presents a tutorial of sorts that lays out his particular method of 

discovering connection in a single work, Stravinsky’s Mass. Further, he describes pitch 

structure and organization as they relate to three key areas of analysis: cadence, 

diminution, and prolongation. A discussion of prolongation, of significant relevance to 

the present topic of harmonic discussion of Stravinsky’s neoclassical style, follows. The 

idea of prolongation is one that demands an adherence to a hierarchical system, but as 

Agawu eloquently points out, “it retains a strategic flexibility in the methods by which 

that hierarchy is expressed …not merely stylistic[ly], …but structural[ly] as well.”30 Thus 

Agawu has covertly opened the door for the idea of prolongation to apply to the music of 

Igor Stravinsky. 

 Agawu’s first example is possibly the most convincing and is reproduced below 

as example 2.1. Taken from the Kyrie, the passage creates a prolongation of E despite 

the fact that, with respect to the vertical simultaneity, E is conspicuously absent. The 

pieces of evidence that point to a clear prolongation of E, however, are threefold. First is 

the arpeggiation down the E major triad in the bass. Secondly, the presence of the pitch 

E in each of the harmonies present is evidence still. Finally, Agawu points out the linear 

                                                 
29 Ibid. 140. 

30 Ibid. 150. 
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descent from 5̂ in the uppermost voice, down to 3̂ in the alto, and finally to 1̂ in the bass 

as perhaps the most compelling evidence for a prolongation of E in this passage. 

 It becomes increasingly clear that a complete understanding of harmonic, motivic, 

and formalistic relationships in the neoclassical music of Igor Stravinsky will require a 

large set of tools that include all of those listed by the authors discussed in this chapter 

among others. Indeed, Agawu suggests that conflicts such as the Taruskin-Forte debate 

allow for a positive view of this body of music and allow further that conflict may be an 

element of the music itself and not just of viewpoints. We may never see a completely 

self-contained theory of the neoclassical music of Igor Stravinsky, but rather one in  

which multiple analytical tools, some that are even in conflict with each other, are used to 

provide, not a perfect picture of the music, but a diverse and complete picture of the 

music.  

 

Chord Construction 

 

Among those theorists who attempt to achieve a “self-contained theory of 

Stravinsky’s neo-classic music,”31 William Benjamin finds familiar company. In his 1977 

article Tonality without Fifths, Benjamin points to the “virtually meaningless assertion 

that [Stravinsky’s neo-classic] music is significantly in the tonal tradition.”32 Writes  

                                                 
31 William E Benjamin. “Tonality without Fifths Part I.” In Theory Only 2, no 11 (February 1977): 53. 

32 Ibid. 
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Musical Example 2.1. Agawu’s example 3a.33 

 

 

 

 

 

                                                 
33 Ibid. 151. 
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Benjamin further: “that to understand a particular work it may be necessary to 

hypothesize another work, conceptually prior to that under study and assignable to the 

traditional literature, of which the former is then understood as a contrived distortion.”34 

Thus, we may understand the distortion as manufactured from a conceptual or theoretical 

idea, and not necessarily from an actual piece or segment of music. This idea of distortion 

of a theoretical concept becomes significant to the study of Stravinsky’s cadences, 

especially as they relate to common-practice conventions and is explored in greater detail 

in the following chapter. 

 Benjamin’s arguments focus on the first movement of Stravinsky’s Concerto for 

Piano and Winds. By considering Stravinsky’s abundant usage of a certain registral 

placement of the pitch-class set [015], or Forte number 3-5, Benjamin makes some 

specific claims regarding Stravinsky’s perfect fifth treatment and its effect on listener 

expectation. Example 2.2 below shows this treatment in which a perfect fifth is obscured 

through the addition of a semitone (or more accurately, a Major 7th) attached to one of the 

perfect fifth’s members. Benjamin writes with respect to this practice: 

In this author’s view, an important purpose underlying the use of this 

characteristic sonority – represented, for instance, by (G3, A4, E5) – is 

one of undermining our predisposition to hear the perfect fifth as a unity 

and to attribute harmonic significance to it for sonic reasons. Despite the 

emphasis on this chord, one which includes its frequent placement at 

cadential points, it is not to be understood as a harmony. On the contrary, 

insistence upon it is of negative effect, in this it directs our attention away 

from the fifths which saturate Stravinsky’s quasi-diatonic textures and 

                                                 
34 Ibid. 54. 
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toward another interval (the minor third or IC 3), which is of harmonic 

significance.35 

 

Benjamin writes further that the G “lends acoustical support to the E and fights the A to 

a standoff. As a result the perfect fifth is rent in two, utterly polarized, and the way is 

paved for understanding it as a dissonance.”36 Benjamin takes exception to the defining 

of this very sonority as a prolongational structure. Writes Benjamin, “[I]f we take 

seriously the fifths in the sonority we have been talking of, it loses its ability to stand up 

to even the merest suggestion of a major or minor triad, at least in contexts such as that 

presented in [the] example with the result that the whole issue of ‘dissonant prolongation’ 

dissolves into a rhythmically wayward but generally orthodox tonal structure.” 

Benjamin asserts that tonal cues in an atonal piece can be a powerful analytical tool, not 

as parts of structural units, but rather as articulating gestures, much like how “a V-I 

succession in a twelve-tone passage becomes …a way of cuing a listener in as to the 

importance of a particular pitch-class or its point of attack, and s/he responds to it  as to 

any device of empathic effect, dynamic, timbral, or durational.”37 In the case of the 

concerto, Benjamin asserts that Stravinsky’s use of the perfect fifth is one of these tonal 

cues. It does not function in a structurally tonal way, but is a result of Stravinsky 

combining smaller intervals, namely thirds. Benjamin also points out that this particular 

                                                 
35 Ibid. 57. 

36 Ibid. 58. 

37 Ibid, 59. 
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collection is a subset, not of the diatonic collection, but rather the octatonic, further 

evidence of its inclusion as a non-tonal reference. 

 Ultimately, William Benjamin’s goal is to provide an additional set of analytical 

tools that will aid in the understanding of Stravinsky’s foreground structures, since, even 

in Schenkerian theory, the deeper structures are inherently dependent on traits of surface 

elements first described by Schenker’s predecessors. Without the understanding of 

foreground relationships, the deeper structures would have little or no meaning. By 

understanding that some tonal cues and references have no structural purposes, but rather 

articulatory ones, foreground relationships can become clearer and through clearer 

surface realizations, larger-scale relationships can potentially become more easily 

discernible. 

 

Harmonic Motion and Tonal Centers 

 

 Similar to William Benjamin, Chandler Carter ponders the possibility and even 

the desirability of a fundamental theory of Stravinsky’s music. In his article “Stravinsky’s 

‘Special Sense’: The Rhetorical Use of Tonality in The Rake’s Progress,”38 Carter 

suggests an atonal element that is both superfluous and predictable. In discussing the 

analysis of Stravinsky’s music, Carter refers to the constant dichotomy that is, in essence, 

either an abandonment of “the systematic analysis of foreground harmonic succession  

                                                 
38 Chandler Carter, “Stravinsky’s ‘Special Sense’: The Rhetorical Use of Tonality in The Rake’s Progress.” 

Music Theory Spectrum 19, no. 1 (Spring, 1997): 55-80. 
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Musical Example 2.2: Excerpt from the concerto with instances of [015] starred39 

 

 

‘ 

 

 

 

 

 

 

 

                                                 
39 Ibid, 57. Originally shown as Ex. 1. 
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and voice leading”40 in favor of a vocabulary of related pitch class sets, or a focus on 

“strictly-construed relations between contextually-defined motives and harmonies (pc 

sets) …[that] engenders the loss of an overriding sense of succession and order.”41 In 

both cases, however, elements are found that do not fit the larger analytical scheme. In 

the case of the PC-set focus, large scale tonal motions are often overlooked and in the 

case of the tonally directed analysis, the presence of many “wrong notes” is often 

discounted. Carter claims that, in The Rake’s Progress, a sense of the tonally overt is 

displayed (as will also be demonstrated below with respect to his cadential practice) that 

is a sharp contrast to a declining adherence to the common-practice tonal conventions of 

the previous decade. This “rhetorical” or bombastic use of the tonal spectrum then 

becomes the subject for Carter’s discourse.  

Carter, like many scholars who attempt to create a tonal cohesion from 

Stravinsky’s neoclassical music, attempts to create Schenkerian-like reductions that 

demonstrate goal-oriented motion. One such example is reproduced below as example 

2.3. To Carter, Stravinsky clearly creates a prolonged dominant, supported by a decisive 

downward five-span that culminates on an interrupted 2̂. Despite the clear harmonic 

motion, Carter admits the presence of “wrong notes”42 and attempts to address those 

using some additional analytical techniques. Ultimately Carter argues that a singular and 

                                                 
40 Ibid. 58 

41 Ibid. 

42 Carter hints at the idea of an intentional wrongness here, similar in nature to the idea of an intentional 

misreading (or revisionist reading), used first by Harold Bloom in discussing literary theory and later 

adopted by several theorists. His concept will be explored in significant detail in chapter II. 
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comprehensive theory of Stravinsky’s neoclassical music is both unnecessary and 

undesirable. As Stravinsky’s music invokes myriad styles and influences, it logically 

follows that myriad analytical techniques be employed to get a true sense of Stravinsky’s 

music. In this one article, Carter himself employs a combination of conventional voice-

leading analysis with motivic analyses and PC set theory to achieve these ends. 

 

Counterpoint 

 

 The nature of Stravinsky’s neoclassical contrapuntal practices is perhaps the most 

heavily documented element of his neoclassical style. Heinrich Schenker’s own harsh 

commentary on Stravinsky’s contrapuntal style have become a point of criticism for 

several authors who have taken issue with his harsh and dismissive analysis of the 

Concerto for Piano and Winds. In short, Schenker’s critizism may be summed up by the 

following excerpt from Das Meisterwerk in der Musik, volume II:  

First, his treatment of the outer-voice counterpoint, especially in the bass, 

thwarts any articulation into linear progressions. Second, he makes no 

differentiation among the motives that would allow the linear progressions 

to be recognized in their individuality. Finally, while neglecting the 

progressions he makes the notes constantly coincide in dissonances, a 

procedure which serves him as a substitute for content and cohesion.43 

 

The result, for Schenker, is music that is “altogether bad, inartistic, and unmusical.”44 

                                                 
43 Ibid. 

44 Ibid. 18 
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Musical Example 2.3. Chandler Carter’s reading of Stravinsky, The Rake's Progress,  

Anne's Lullaby, III/iii: R254 
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Of the writings that take exception with this unforgiving critique of Stravinsky’s 

style, two articles by Don Traut merit discussion. These articles specifically address 

Schenker’s criticisms and emphasize the principle of contrapuntal displacement as a 

principle feature in the Concerto. These articles further establish resources for large-scale 

tonal and motivic understanding of the concerto that address and attempt to answer the 

questions and criticisms raised by Schenker.45,46 In “Revisiting Stravinsky’s Concerto,” 

Traut attempts to find an acceptable middle ground between Schenker’s harsh and narrow 

reading of the randomly selected passage from the first movement of the concerto with 

Robert Morgan’s previously discussed bass-line analysis that implies an adherence to a 

tonal center that exists only superficially. With reference to Schenker’s analysis of the 

Concerto, Traut points out that Schenker ignores “the larger context in which the passage 

is presented.”47 This passage is framed in part by a clear arrival on A and subsequent 

modulation to and arrival on B, a detail not found in Schenker’s middleground reduction. 

This modulation, according to Traut, should be expected given the “ritornello like 

characteristics of this movement.”48 Traut explains further that this modulatory 

movement makes Schenker’s two-phrase explanation of the motivic and formal structure 

of the passage less defensible. 

                                                 
45 Donald G. Traut. “Revisiting Stravinsky’s Concerto.” Theory and Practice 25 (2000): 65-86. 

46 Don Traut. “More on Displacement in Stravinsky: A Response to van den Toorn.” Musical Quarterly 90, 

nos. 3-4 (Fall-Winter, 2007): 521-535. 

47 Traut. “Revisiting Stravinsky’s Concerto.” 69. 

48 Ibid. 71. 
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Despite the above scrutiny of Schenker’s formal and motivic reading of the 

passage of the Concerto, it is with Schenker’s criticism of Stravinsky’s contrapuntal 

methods that Traut devotes the next major section of the article. Referencing one of 

Schenker’s criticisms that dissonant arrangements destroy any sense of structural 

harmonic integrity, Traut shows that a simple rhythmic shift illustrates that Stravinsky 

was more attentive to these harmonic structures than Schenker suggested. Shown in 

example 2.4 is a simple, yet effective case of this metric displacement. What begins as a 

local tonicization of the supertonic becomes more dissonant as the inner line is shifted 

forward creating sevenths and ninths within the otherwise consonant triadic harmonies.  

These points raise two interesting questions. Firstly, if Stravinsky’s use of displacement 

is clearly shown in the foreground elements of the music, why, Traut asks, was Schenker 

so quick to dismiss it? Secondly, how is Stravinsky’s use of displacement different than 

that which Schenker would have been familiar with in 18th and 19th century music? Using 

examples from Schenker’s own writing, Traut provides three aspects characteristic of 

tonal displacement. First among these aspects is the stipulation that, “the principles of 

displacement must be grounded in the harmonic and contrapuntal laws of common-

practice tonality.”49 “Second, displacement is very versatile and can operate on several 

different tonal entities.”50 Finally, displacement “can be quite extreme, moving notes 

                                                 
49 Ibid. 72. 

50 Ibid. 
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several beats from their original position.”51 Despite these conventions of displacement, 

Traut argues that applying them consistently to Stravinsky’s music is problematic 

because not enough is known about Stravinsky’s harmonic language and syntax to be 

able to consistently determine when displacement is in effect, and when it is absent. 

Despite these difficulties, Traut is able to derive additional formal considerations 

and large-scale motivic parallelisms though his deeper analysis of Stravinsky’s 

contrapuntal paradigms and exposition of those harmonic structures that are otherwise 

obscured through contrapuntal displacement.  

 This position is strengthened further in Traut’s 2007 essay, “More on 

Displacement in Stravinsky: A Response to van den Toorn.” Traut is able to build from 

work done by Pieter van den Toorn in which van den Toorn shows the significance of 

rhythmic displacement in Stravinsky’s Symphonies of Wind Instruments, specifically in 

response to Theodore Adorno’s assertion that Stravinsky’s music created mere “shock 

effects.”52 Traut suggests that while an important mechanism of Stravinsky’s metric style, 

displacement has a profound impact on the understanding Stravinsky’s contrapuntal style. 

To illustrate his point, Traut points to an effort by Adele Katz to demonstrate the role of 

displacement in an excerpt from Les Noces. This particular instructive example is 

reproduced below as example 2.5. Traut succinctly explains the effect being typified  

 

                                                 
51 Ibid. 73 

52 Theodor W. Adorno, Philosophy of Modern Music, trans. Anne G. Mitchell and Wesley V. Blomster 

(New York: Seabury, 1973): 155. 
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Musical Example 2.4. Examples 4a,b from Revisiting Stravinsky’s Concerto53 

 

a)   

 

 

 

b)  

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
53 Ibid.  

       I6      vii°6            V6
5

 /ii     ii 
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here: “Thus, in contrapuntal displacement, it is not the metric placement of motives that 

seem to be shifted, but the placement of notes in relation to each other.” 

In the balance of the article, Traut takes on two significant issues. The first 

resumes his earlier disagreement with Schenker’s analysis of the Piano Concerto. The 

second issue addresses theorists’ reluctance to realign contrapuntal elements in the music 

of Stravinsky in an effort to gain a greater understanding of Stravinsky’s contrapuntal  

language. Thus, Traut’s link to van den Toorn’s work on metric displacement in 

Stravinsky precedes a challenge to he hopes will “motivate others to explore 

displacement and under-lying patterns in future Stravinsky analysis.”54 Doing so, he 

suggests, may not only heighten our understanding of Stravinsky’s harmonic language 

and syntax, but that through this progress, “Stravinsky’s music can help us unravel the 

mysteries of Schenkerian theory.”55 

 Additional comments from Kofi Agawu on the subject of diminution in 

Stravinsky’s Mass bear relevance to a discussion of contrapuntal practices. In addressing 

diminution as a component of analysis of Stravinsky’s music one must assume a 

hierarchical presence in the harmonic structures that implies, at the very least, a 

rudimentary or partial adherence to the common-practice laws of tonality. Here, Agawu 

references Adele Katz in indicating three principle diminutions: the passing tone, the 

neighboring tone, and the arpeggiation. Six examples, four of which are drawn from  

                                                 
54 Traut, “More on Displacement in Stravinsky,” 534. 

55 Traut. “Revisiting Stravinsky’s Concerto,” 83. 
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Musical Example 2.5. Adele Katz’s demonstration of displacement in Les Noces56 

 

 

 

 

 

 

 

 

 

 

 

                                                 
56 Adele T. Katz, Challenge to Musical Tradition: A New Concept of Tonality (New York: A. A. Knopf, 

1946): 333. 
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the credo, are provided as evidence of this hierarchical presence. Example 2.6 below 

provides a representative from this sextet of diminutions. Drawn from the 

commencement of the Credo, this example clearly shows an established sonority that is 

briefly abandoned and then restored. Agawu points out the three clear neighbor motions 

before addressing the seeming inconsistencies that arise from an analysis of the relative 

consonance/dissonance of the harmonies in question. Most would agree that, 

independently, the intervening harmony, a minor seventh chord, is more consonant than 

the embellished chord, an e minor chord with an added fourth.  

This seeming discrepancy calls in relief the idea of acoustical consonance versus 

aesthetic consonance. One is absolute and established, the other is subjective and by 

definition inconsistent. “In context,” Agawu maintains, “the nature of the voice-leading 

obliges us to hear sonority 2 as more dissonant than either sonority 1 or 3.”57 This 

justification, however correct or acceptable, did not prevent Agawu from omitting the 

“dissonant” A in chords 1 and 3 from his final Schenkerian reduction, a decision for 

which he provides no explanation. 

 

Cadence 

 

 Of the three topics, cadence is the least addressed by modern scholars. Kofi 

Agawu’s comments from Stravinsky’s Mass and Stravinsky Analysis form a significant  

                                                 
57 Ibid . 149. 
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Musical Example 2.6: Agawu’s example 2b.58 

 

 

 

 

 

 

 

 

 

 

                                                 
58 Ibid. 148 
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portion of the canon available for cadential structure in Stravinsky’s music. In reference 

to the Mass, Agawu writes of Stravinsky’s cadential usage:  

[The cadence] serves to close off numerous sections of the piece, not 

merely as a "terminating convenience" (to borrow van den Toorn's 

suggestive term) but as the most important element of an implicit closing 

mechanism. There are two complementary properties of cadence, a 

syntactical arrangement and what might be called a gestural sense. Both 

are necessary to ensure that not all V-I successions for example, are 

counted as perfect cadences, since temporal placement, register, rhythm, 

and duration, among other factors, contribute to the articulation of a sense 

of closure. In conventional tonal music, these factors may be said to be in 

equilibrium, but in Stravinsky they are constantly played with, played off 

against each other, or retained as Gestalten of an outdated common 

practice.59 

 

Agawu’s suggestion of the two complementary properties of the cadence will be explored 

in further detail in the next chapter. Agawu provides ten unique examples from the mass 

that he claims “provide a basis for the study of Stravinsky’s cadential practice.”60 Using 

Schenkerian-inspired reductions, Agawu lays out both the harmonic and contrapuntal 

significance of these cadential gestures. One of these examples from Agawu’s collection 

is provided below as example 2.7. This particular example, taken from the beginning of  

the Kyrie demonstrates Stravinsky’s deviation from common-practice as he elevates the 

tonic6
4
 chord from the perennial embellishment of the cadential dominant to that of an 

arrival point, a cadential tonic. The remaining examples further serve to show alternate 

methods utilized by Stravinsky to subvert the rigidity of the common-practice cadence. 

                                                 
59 Ibid. 141-142. 

60 Ibid. 142. 
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 Revisiting Robert Morgan’s work on the Concerto for Piano and Winds yields 

some additional commentary on the use and function of cadential material in Stravinsky’s 

neoclassical literature. Though little is given in terms of the syntactical arrangement of 

cadential components, he does use cadence points in the first movement of the Concerto 

to indicate large and small scale formal divisions. The baseline sketch shown below in 

example 2.8 demonstrates this delination of formal seperations though the identification 

of cadential material. 
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Musical Example 2.7: Agawu’s example 1a.61 

 

 

 

Musical Example 2.8: Robert Morgan’s bass line sketch of Stravinsky’s Piano Concerto, 

first movement 

                                                 
61 Ibid. 143. 
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CHAPTER III: THE TONALLY OVERT IN STRAVINSKY’S NEOCLASSICAL 

CADENTIAL LANGUAGE 

 

 Revisiting Harold Bloom’s comments regarding the likening of misreading to the 

swerving of atoms reveals precisely why examining those elements from the common-

practice cadence is a crucial step in understanding Stravinsky’s cadential language, 

especially from a misreading standpoint. “This [swerving] appears as a corrective 

movement in [the modern author’s] own poem, which implies that the precursor poem 

went accurately up to a certain point, but then should have swerved, precisely in the 

direction that the new poem moves.”62 Thus, to make this analogy appropriate to the 

study of Stravinsky’s neoclassical cadential language, examining the tonally overt aspects 

will reveal precisely to what point Stravinsky believed his classical predecessors 

correctly went.  

 

Aspects of the Well-formed Common-practice Cadence 

 

 This study presents a list of fourteen unique properties that allows for the 

accounting of well-formed guidelines in Stravinsky’s cadences such that: the contrapuntal 

and harmonic requisites can be tracked even when they do not appear in the correct voice, 

metric position, or inversion and that it is possible for a single cadence to contain all of 

the properties. 

                                                 
62 Harold Bloom, The Anxiety of Influence, 14. 
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 In some cases, redundancies will occur. Far from being a problem, these will 

actually prove advantageous at a later step in this study where each cadence will be 

assigned a score based upon how closely it follows the well-formed model. These 

redundancies allow for more weight to be given to those contrapuntal elements that are in 

fact found in the correct voice and for those harmonic aspects that do occur in the correct 

metric position and the correct inversion. 

 Table 3.1 below illustrates the frequency of each of the fourteen unique properties 

mentioned above. The properties are listed in order from the most frequently used, to the 

least. In the next section, examples will be provided to demonstrate precisely how 

Stravinsky includes these properties in his cadential practice as well as how he uniquely 

avoids using them. 

 Examining table 3.1 yields some truly interesting discoveries regarding 

Stravinsky’s treatment of common-practice cadential material. Indeed, Stravinsky’s 

attention to the contrapuntal demands of the dominant’s two tendency tones accounts for 

the two most frequently preserved contrapuntal motions among his cadential gestures. 

Indeed, of the 128 cadences, 90 or 70.3% contain at least one of those two elements and, 

as demonstrated in the table, 43 or 33.6% contain both elements. Equally as interesting as 

discovering Stravinsky’s most utilized contrapuntal motion is identifying which of the 

contrapuntal norms is his least favored. To be sure the motion from 5̂ to 1̂ is seen less 

than a third of the time regardless of voice and only 15% of the time in the bass voice, 
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arguably the strongest of the contrapuntal requisites of the perfect authentic cadence. 

Stravinsky’s reluctance to use root position cadential dominants is certainly the 

largest culprit in this particular case of contrapuntal avoidance but despite this, just over 

20% of the cadential gestures contain both cadential dominant and cadential tonic in their 

root positions meaning that in six cases, scale degrees 5̂ and 1̂ appear in the base yet do 

not yield a strong 5̂ to 1̂ progression within the same bass voice and register. These 

unique contrapuntal avoidances will be discussed in greater detail in a following section. 

 A discussion of each of the above common-practice cadential components follows 

divided into two categories: those that are related harmonically and those that concern 

contrapuntal practices. Properties are presented from those that occur most frequently to 

the least frequently occurring components. Components that differ only in metric or 

melodic placement will be discussed together. For consistency and simplicity, all 

examples will refer to the cadence catalog number. The complete catalog indicating score 

measure numbers can be found in the appendices. 
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Table 3.1: Frequency of well-formed properties in Stravinsky’s neoclassical authentic  

cadences63 

Well-formed property Number of 

occurrences 

Frequency of 

usage 

Root position tonic at cadential arrival 99 77.3% 

Motion from 7̂ to 1̂ in any voice 75 58.6% 

Motion from 4̂ to 3̂ in any voice 60 46.9% 

Motion to 1̂ in soprano by 2̂ or 7̂ 5564 43.0% 

Motion from 2̂ to 1̂ in any voice 53 41.4% 

Motion from 4̂ to 3̂ in an inner voice 52 40.6% 

The use of any predominant preceding the cadential 

dominant* 

45 35.2% 

Proper resolution of the tritone65* 43 33.6% 

Motion from 5̂ to 1̂ in any voice 41 32.0% 

The appearance of the dominant triad or dominant seventh 

chord in root position66 

34 26.6% 

Motion from 5̂ to 1̂ in the lowest voice67 20 15.6% 

The use of any cadential 6
4
* 13 10.2% 

The use of a strong predominant preceding the cadential 

dominant* 

11 8.6% 

The use of a strong-beat cadential 6
4
* 5 3.9% 

  

                                                 
63 As indicated in chapter I, although some of the properties listed below are not essential to the integrity of 

the common-practice authentic cadence, their frequent use merits mention in a discussion of cadential 

elements. These “non-essential” elements are indicated with an asterisk(*). 

 
64 In some cases, motion to 1̂ occurs from both 2̂ and 7̂ by two instruments playing in the same register. 

This is counted only as a single occurrence of this particular property. 

65 Although several of the cadential gestures are constructed so as not to contain the tritone, this author 

maintains that its inclusion is necessary to achieve the strongest possible resolution from dominant to tonic. 

Thus, the absence of a tritone in the cadential dominant is considered equal to an irregular resolution of an 

included tritone. 

66 Because this is the strongest configuration for the cadential dominant, those chords with a clear dominant 

function that do not include scale degree 5̂ are considered to be equal to those dominant chords with a scale 

degree other than 5̂ in the bass for the purposes of adhering to this well-formed property. 

67 Adherence to this property is determined by pitch content with the lowest sounding voice at the arrival of 

the cadential tonic being the source. 
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Stravinsky’s Harmonic Application of the Well-formed Aspects 

 

The Tonic in Root Position 

 

 The most heavily adhered to aspect of the well-formed, common-practice models, 

the root-position tonic is found in 77% of the cadential examples. Thus, only 29 of the 

cadences contain a pitch other than tonic in the bass at the tonic arrival. Of those 29 

cadences, 23 present the tonic arrival over the median forming a first-inversion tonic, and 

the remaining six present the tonic over the dominant producing the rare cadential arrival 

on the I
6
4

. While this study address the examples of the cadential arrival on the second-

inversion tonic in greater detail in chapter V, two examples of Stravinsky’s usage of the 

I6 as a cadential tonic will be presented below. Example 3.1 from Stravinsky’s Concerto 

for Two Pianos presents a strong root-position V7 chord in G major that resolves on the 

downbeat of the next measure to a I6 in which the bass descends not by the expected 

perfect fifth to the tonic, but instead by minor third to the mediant. Example 3.2 from the 

Mass, in contrast, provides no preparation for the mediant’s appearance in the bass. Also 

in G major a V7 is approached on the third beat of the penultimate measure. The second 

trombone settles on the dominant and descends by perfect fifth to the tonic at the 

cadential arrival, only to be usurped by the third trombone, absent for the previous two 

measures, which reenters at a minor sixth below on the mediant. 
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Musical Example 3.1 Concerto for Two Pianos, I, 26-27    

 

 

 

Musical Example 3.2 Mass, Kyrie, 9.4-5 

 

 

 

 

 G:   V7                                    I6 

G:                          V7                           I6 
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The Dominant in Root Position 

  

 The structural makeup of Stravinsky’s cadential dominants varies extensively. 

This section will only be concerned with those scale degrees that form the bass 

foundation for each cadential dominant. The unique methods Stravinsky employs in 

crafting the inner and upper voices in the cadential dominants will be discussed in detail 

in the following chapter. As demonstrated by table 3.1 above, Stravinsky’s dominants are 

constructed over scale degree 5 only 26% of the time. Table 3.2 below provides the 

distribution for each scale degree as the lowest sounding pitch in all of the cadential 

extracts in order of most frequent to least frequent. 

 

Table 3.2: Scale degree distribution as lowest sounding pitch in cadential dominants 

Scale Degree Number of Occurrences Percentage of Total (128) 

2 41 32.0% 

5 34 26.6% 

7 19 14.8% 

1 17 13.3% 

4 10 7.8% 

3 5 3.9% 

6 2 1.6% 

 

  

 Worthy of note is the frequency of which scale degrees not native to the dominant 

triad or dominant seventh chord can be found as the bass support for the cadential 

dominant. A full 19 percent of the extracted cadences contain such a foreign scale degree 
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as its structural support. Stravinsky’s penchant for anticipations of both the tonic pitch 

and tonic triad explain the presence of the tonic and mediant as bass support for 

Stravinsky’s dominants and these anticipatory designs will be explored in the following 

chapter. The inclusion of scale degree six highlights Stravinsky’s usage of dominant 9th 

and leading tone 7th chords, occasionally in their extreme inversions. 

 As mentioned previously, there are five unique cases in which the cadential 

dominant and tonic are both provided in root position, yet no clear 5̂ to 1̂ can be found in 

a single voice.68 One can be seen in a later section as example 3.3 taken from the 

Symphony of Psalms. In this case the missing 5̂ to 1̂ results from a change in texture from 

the chorus to the accompaniment that immediately precedes the arrival of the cadential 

tonic. Three of the remaining four examples achieve this anomaly in a similar way. The 

lone exception can be found in the Concerto for Piano and Wind Instruments and is 

reproduced below as example 3.4. An offbeat cadential progression in the winds 

accompanies a scalar motion in the piano that cadences in C major. The piano offers 

octave G naturals on the downbeat of the second measure and proceeds downward to the 

tonic, providing a strong root position dominant, but not a clear contrapuntal motion from 

5̂ to 1̂.  

 

 

 

                                                 
68 The catalog numbers for the five occurrences are COPW-004, LEB-004, LEB-010, OE-007, and RA-003 
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Musical Example 3.3: Symphony of Psalms. II, 11.5-12.1 

 

 

 

Musical Example 3.4: Concerto for Piano and Wind Instruments, I. 9.7-8 

 

 

 

 

b:       iv6             Cad.
6

4
                  V7                   i 

                                                          V7   I 
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The Predominant 

 

 Stravinsky’s use of the predominant can be found in only 35% of the cadential 

extracts. This lack of dominant preparation coincides with Stravinsky’s propensity for 

surprise cadences: those that seem to arise out of seemingly non-functional harmony or 

that are presented in a highly foreign key to material that immediately precedes it. The 

example from Jeu de Cartes presented above as Example 1.3 is a typical specimen of 

how this is achieved. A cadential progression ending on A is presented only to have a 

second, phrase-ending dominant-tonic progression to be heard on G. Did Stravinsky 

intend for the latter cadence to appear as a distorted echo of the first? This seems possible 

given the similarity of their composure. Or was the A chord intended to be seen, albeit 

weakly, as a predominant to the actual cadence in G? Differentiating between the relative 

strengths and weakness of predominants can help in determining their actual function. 

When approaching the concept of a strong predominant as one built on the fourth scale 

degree in the bass (or 4̂ in the case of the applied dominant or leading tone seventh 

chord), these strong predominants occur only 11 times throughout this repertoire. 

Thus, of all the cadences that include some semblance of a predominant functioning 

harmony, only one fourth of those could be considered strong predominants. These 

strong predominants will be explored in greater depth. 

 Of the eleven instances of strong predominants in Stravinsky’s neoclassical 

work, ten are of the diatonic variety. Of those, exactly half are root position 
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subdominant triads or seventh chords and the remaining half are first inversion 

supertonic triads or seventh chords. Additionaly, of those strong diatonic 

predominants, seven are constructed as triads while three are presented as seventh 

chords.  Example 3.5 from Mavra below demonstrates one way in which this 

predominant usage is delineated. At the culmination of a trio featuring Parasha, her 

mother, and the neighbor’s wife, a light accompaniment settles on a IV7, embellished 

with a dominant anticipation, before dropping out entirely and leaving the trio to 

cadence a capella. Thus, instead of resolving up by step to create a strong root-

position dominant seventh chord, the result is a significantly weaker vii°6
4

 that 

cadences on an equally weak I6. A well-formed model allows for the completion of 

the accompaniment figure to a 5̂ to 1̂ motion in the bass. 

A second example of a Strong Predominant from The Rake’s Progress can be 

seen below as example 3.6. In contrast to the above example, the bass motion 

correctly reflects the expected movement from the subdominant to the dominant 

and culminates on the downward fifth resolution to the tonic. So significant is this 

statement that the cello, viola, and violins double the contrabass in octaves. 
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Musical Example 3.5 Mavra, 92.2-5 

 

 

 

Musical Example 3.6 The Rake’s Progress, Act I, Scene III, 211.3-4 

 

 

 

 

        G:   vi         IV                 vii°6
4
           I6                  I 

   C:          vi7   ii6   V7         I 
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Stravinsky’s Contrapuntal Application of the Well-formed Aspects 

 

Approaches to the Tonic 

 

 As the most flexible contrapuntal motion within the realm of the dominant-to-

tonic motion of the perfect authentic cadence, the approach to tonic is also the most 

preserved. To be sure, 96 of all cadences, or 75% contain motion from the supertonic or 

the leading tone to the tonic in any voice. Furthermore as indicated in the table above, 55 

of those occurrences, or 43% take place in the soprano voice. Finally, 32 of the examples, 

or 25%, contain both motions from the supertonic to the tonic and from the leading tone 

to the tonic. 

 

Treatment of the Chordal Seventh 

 

 Stravinsky’s treatment of the chordal seventh is perhaps the most consistent with 

the well-formed model. Although only 60, or 47% of the examples contain motion from 

the subdominant to the mediant at the point of the tonic arrival, 87% of those are 

contained within an inner voice. Thus, there are only 8 examples in which the dominant’s 

chordal seventh resolves to the mediant in one of the two outer voices. Example 3.7 

below from Scenes de Ballet demonstrates the lone occurrence of this resolution as found 



 

 

80 

 

in the bass voice. Example 3.8 from Mavra demonstrates how this resolution is carried 

out in the soprano voice in the remaining 7 examples. 

 

Treatment of the Tritone 

 

 With Stravinsky’s sensitivity to the two tendency tones already discussed, his 

treatment of the tritone formed by their simultaneous appearance logically follows. 

Writing of these two elements, Rameau famously wrote that “The major third is thus the 

origin of all the major dissonances and this seventh is the origin of all minor dissonances, 

without exception.”69 Writing further, Rameau claims that “The major dissonance will 

always ascend a semitone to the tonic note or its octave while the minor will always 

descend to the major or minor third of this same tonic. Nothing could be clearer!”70 

Ebenezer Prout in speaking of these elements proclaimed in his 1889 book Harmony: Its 

Theory and Practice that “in resolving the chord of the dominant seventh, the third must 

rise one degree, and the seventh must fall one degree.”71 Though he admits that “the 

effect of the leading note falling is less unsatisfactory when it is in a middle voice”72 and 

concedes that it is a common occurrence in Bach he still maintains that “when the 

dominant chord is followed by the tonic chord, the [leading] note must always rise a  

                                                 
69 J. P. Rameau, Treatise on Harmony, trans. Philip Gossett (New York: Dover Publications, 1971): 65. 

70 Ibid. 67. 

71 Ebenezer Prout, Harmony: It’s Theory and Practice, 16th ed., (London: Augener Ltd, 1903): 96. 

72 Ibid, 36. 
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Musical Example 3.7 Scènes de Ballet, 78.3-79.1  

 

 

 

Musical Example 3.8: Mavra, 56.5-6 

 

 

C:    ii7                   V7        V4
2

             I6 

C:     I         it6             ii6
4
                 vii°                   I 
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semitone.”73 Indeed, harmony texts from Prout to Schoenberg, Piston, and Forte all 

indicate preference for models of dominant seventh chord resolution in which the 

diminished fifth contracts to the third or the augmented fourth expands to the sixth, 

usually resulting in an incomplete tonic. For Piston, resolving the leading tone down in an 

inner voice simply implies that “the harmonic aspect assumes more importance to the 

composer than the melodic aspect.”74 Current textbooks now advocate indifference with 

regard to the leading tone in inner voices, such as the following from the latest edition of 

The Complete Musician by Steven G. Latiz. “Resolve tendency tones by step. Note that 

the leading tone, ^7, does not need to resolve upward when it appears in an inner voice; it 

may fall to ^5 to create a complete triad.”75  

Without going into further detail with regard to the history of the leading tone’s 

inner-voice treatment, suffice it to say that considering this historical treatment of the 

leading-tone, Stravinsky’s dedication and sensitivity to the tritone seems all the more 

remarkable. To be sure, one third of his cadential gestures utilize a tritone resolution that 

conforms to the well-formed, common-practice models. Example 3.9 from the Symphony 

in C provides the simplest and most overt example of this resolution. Also worthy of note 

is the modal mixture present and the succession of what appears to be consecutive third-

inversion seventh chords. Of course, the presence of additional non-chord tones such as  

                                                 
73 Ibid. 

74 Walter Piston, Harmony, rev. ed., (New York: W.W. Norton and Co., 1948): 142. 

75 Stephen G. Laitz, The Complete Musician, 2d ed., (New York: Oxford University Press, 199): 199. 



 

 

83 

 

 

Musical Example 3.9 Symphony in C, III, 111.3-4 
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the held D obscures this progression. The motion in the first horn from the A to the F 

by diminished third which is characteristic of the resolution of the Neapolitan to the 

dominant further reinforces the idea of the Neapolitan. 

 

Motion from 5̂ to 1̂ 

 

 As mentioned previously, the motion from 5̂ to 1̂ in the bass voice is arguably the 

strongest characteristic in achieving the gestural aspect of the perfect authentic cadence; 

that is to say of those characteristics that cause a dominant to tonic progression to feel 

like a cadence. It should come as no surprise then that Stravinsky utilizes this particular 

contrapuntal motion less often than that of any of the other members of the dominant 

seventh chord and their expected resolutions. In fact, this motion from 5̂ to 1̂ can be 

found in only one out of every three examples regardless of voice and in only one out of 

every six and a half examples in the bass voice. One such example from the ballet Le 

baiser de la fée can be found below as example 3.10. In what is one of the more well-

formed cadences in the catalog the tuba provides the solid 5̂ to 1̂ resolution, reinforced by 

the fourth horn, bassoons, and bass clarinet, thus providing an emphasis of this 

contrapuntal relationship that is unrivaled in the entire catalog. 

In contrast to the above extract, most occurrences of the motion from 5̂ to 1̂ occur 

above the bass voice. Interestingly, the majority of these are taken from Stravinsky’s 

operatic writing and the 5̂ to 1̂ resolutions occur in vocal lines that give the motion  
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Musical Example 3.10 Le Baiser de la fée, 90.4-7    

 

 

 

Musical Example 3.11 Oedipus Rex, 39.5-6 

 

 

 

 

      G:   ii6
5
   V     I 

C:        ii7             V4
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      I 
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greater emphasis than if they were inside a purely instrumental or purely vocal texture. 

Example 3.11 from Oedipus Rex demonstrates this usage with a soloist and example 3.12 

from The Rake’s Progress demonstrates this motion as part of a vocal trio with above 

string accompaniment. 

 

The Cadential6
4
  

 

Arguably the least critical of the above-mentioned well-formed aspects, the 

cadential
6
4

 is also the least utilized of any of the well-formed aspects in Stravinsky’s 

cadential language. Though debates continue on the exact nature of the second-inversion 

tonic within the paradigm of a cadence, this author maintains that the cadential6
4
 is an 

embellishment of the contrapuntal motion to the cadential dominant. As a result, central 

to the discussion of Stravinsky’s usage of this contrapuntal embellishment, among others, 

is specifically how closely Stravinsky’s usage of the cadential6
4
 mirrors that of the 

common-practice protocols. 

 Only 13 of the cadences contain any kind of a cadential6
4
 and, of those 13, only 

five can be found on a stronger beat than the cadential dominant to which it resolves. One 

such example can be found in the opening measures of The Rake’s Progress and is shown 

below as example 3.13. Highlighted by this example is Stravinsky’s penchant for using 

registral shifts to obscure the contrapuntal implications of cadential6
4
 usage. Found  
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Musical Example 3.12 The Rake’s Progress, Act I, Scene I, 102.3-4 

 

 

  

A:       IV7      iii7        V4
3

            I 
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specifically in the oboe and the first bassoon, the tonic and mediant move outward to 

form the tritone of the cadential dominant but only after dropping both down into a lower 

register. The tritone’s resolution conforms to well-formed practice despite the motion in  

the bass resulting in an unstable first inversion tonic arrival. This example further 

reinforces Stravinsky’s sensitivity to the contrapuntal demands of the cadential 

dominant’s tritone.  

A second example demonstrates Stravinsky’s cadential6
4
 usage when not deployed 

on a stronger metric position than its resolution. Found in the second movement of the 

Symphony of Psalms and shown as example 3.14 below, this particular excerpt reveals a 

succession of suspensions within the framework of a cadential pattern. As modal mixture 

prevails throughout the progression, a cadential6
4
 is approached in the second beat of the 

first full measure, though not completed until the suspended G resolves downward to 

double the dominant. Suspensions in both the alto and tenor voices further obscure the 

dominant chord’s arrival in the following measure. A textural shift to the low strings 

obscures the arrival of the tonic, an obfuscation technique that the following chapter 

explores in greater detail. 
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Musical Example 3.13: The Rake’s Progress, Act I, Scene I, 1.5-6 

 

 

 

 

Musical Example 3.14: Symphony of Psalms, II 11.5-12.1 

 

 

 

A:        IV     I7         Cad.6
4
    V7   I6 

b:   I                Cad.6
4
                    V7                   i 
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CHAPTER IV: STRAVINSKY’S DEVIATION FROM THE WELL-FORMED 

PRACTICE 

 

 Where Chapter III focused on the elements of the common-practice cadential 

style that Stravinsky thought worth preservation in his neoclassical style, this chapter 

focuses on those elements that arise as a result of the “swerving” in his cadential 

language. Specifically, this chapter will bring to light those elements that are clearly not 

consistent with a well-formed, common-practice cadential style; those elements that, 

according to Bloom’s theory, Stravinsky deemed an appropriate correction to a 

misguided path. 

 

Aspects of Post-classical Influence in Stravinsky’s Cadential Language 

 

 In performing a thorough examination of Stravinsky’s cadential practice, no fewer 

than twenty-four unique modifications were found that are inconsistent with a common-

practice cadential style as outlined in chapter III. Each of these post-classical elements is 

detailed below in table 4.1 in descending order of frequency. Immediately noticeable is 

the fact that the most common aspects are only used a quarter of the time. Also worth 

noting is the fact that among the seven most common post-classical properties, three deal 

with registral, textural, or metrical shifts. These shifts bring into sharp focus Stravinsky’s 

propensity to swiftly and suddenly alternate between different layers or strata, in these 

cases within the short span of time that exists between the presentation of the cadential 

dominant and the arrival of the cadential tonic. A final trend worth noting is that over half 
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of the properties listed in the table relate specifically to added or altered chord tones 

within the cadential dominant and, to a lesser extent, the cadential tonic. 

 

Table 4.1: Post-classical elements of Stravinsky’s cadential language76 

Post-classical (non-well-formed) property Number of 

occurrences 

Frequency of 

usage 

Omission of 5̂ from the cadential dominant 32 25.0% 

Added 3̂ in cadential dominant 32 25.0% 

Tonic (pitch) anticipation in cadential dominant 31 24.2% 

Delayed or off-beat cadential arrival 20 15.6% 

Textural shift 20 15.6% 

Added 6̂ (chordal ninth) in cadential dominant77 16 12.5% 

Registral shift* 15 11.7% 

Leading tone and subtonic appearing in cadential 

dominant 

11 8.6% 

Cadential material appears within tonic pedal* 9 7.0% 

2̂ to 1̂ or 7̂ to 1̂ in soprano voice displaced by an octave 8 6.3% 

Lowered 2̂ appears in cadential dominant* 8 6.3% 

Tonic triad anticipation in cadential dominant 8 6.3% 

Added 4̂ in tonic arrival 8 6.3% 

4 appears with or in place of 4 in cadential dominant 7 5.5% 

Cadential arrival occurs on second-inversion tonic 6 4.7% 

Cadential dominant is minor in quality 5 3.9% 

Leading tone is held and unresolved in the cadential tonic 4 3.1% 

Added 2̂ in cadential tonic 4 3.1% 

Added 6̂ in cadential tonic 3 2.34% 

5̂ in cadential tonic 2 1.6% 

Raised 2̂ in cadential dominant* 2 1.6% 

Raised 5̂ in cadential dominant 1 <1% 

Multiple non-chord tones at tonic arrival 1 <1% 

3 and 3 appear together at tonic arrival 1 <1% 

 

                                                 
76 Although all of these elements were foreign to the common practice of the Classical era, some of them 

may be found in early 19th century romantic works. These elements are marked with an asterisk (*). 
77 This is only considered when the cadential dominant is actually built on 5̂ and not on the leading tone in 

which case the added 6̂ would simply be the chordal seventh. 
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 The remainder of this chapter demonstrates precisely how these unique deviances 

are delineated throughout Stravinsky’s cadential practice. Due to the sheer number of 

properties involved, four broad yet logical categories are presented. The first category 

addresses changes and additions to the dominant harmony followed by the same relating 

to Stravinsky’s use of the tonic at the cadential arrival. The third category reveals unique 

deviations with regard to Stravinsky’s contrapuntal practice at the resolution of the 

cadential dominant to the cadential tonic. The final category elaborates on Stravinsky’s 

employment of shifts as mentioned previously.  Once again, for consistency and 

simplicity, all examples will refer to the cadence catalog number. The complete catalog 

indicating score measure numbers can be found in the appendices. 

 

Structural Deviations Relating to the Cadential Dominant 

 

 Two impressive statistics demonstrate that Stravinsky’s principal point of attack 

with respect to his misreading of the common-practice cadence is the cadential dominant. 

Of the twenty-four post-classical properties listed in table 4.1, more than one third relate 

exclusively to his use of the dominant. Additionally, tabulating the number of 

occurrences of all of these elements throughout all of the cadential gestures reveals a total 

of 250 deviations from the common-practice model. Of those 250, 109 or 44% relate 

specifically to his treatment of the cadential dominant. Each attribute will be discussed in 

order of descending frequency. 
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Omission of 5̂ from the Cadential Dominant 

 

 Tied for the most common post-classical attribute in Stravinsky’s cadential 

language, the omission of the fifth scale degree from the cadential dominant is arguably 

the simplest way to alter the dominant, especially given Stravinsky’s antipathy for root 

position dominants. The logical consequence then is generally an omission from an inner 

voice where such omissions are much less conspicuous.  

 Perhaps the simplest example of this omission, and by association its misread 

well-formed model, can be found in Apollo and is shown below (with its well-formed 

model) as example 4.1. Stravinsky’s writing of the bass voices account entirely for the 

omission of scale degree 5̂ as the cello anticipates the tonic while the delayed arrival of 

the contrabass creates a slight but noticeable register disparity between the two chords. A 

well-formed model for this cadence would see the contrabass and cello descending by 

perfect fifths in octaves from D to G in addition to the arrival on A replaced by an A, 

creating a predominant-to-dominant fluidity. 

Similarly, Example 4.2 demonstrates this same principle of a missing 5 as a result 

of an omitted voice, again in the bass. Taken from the piano sonata, this cadence is one of 

the most faithful to the well-formed model, falling short only for its lack of a G in the left 

hand. Creating the well-formed model requires some creative contrapuntal motion in the 

bass to preserve the splendid semitonal voice-leading of the right hand, this cadence’s 

most vibrant feature. 
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Musical Example 4.1: a. Apollo, 51.8-10 

 

 

b. Well-formed model for Apollo, 51.8-10 

 

 

 

 

 

 

 

 

 

 

 

G:  (ii)                                             viiº6
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Musical Example 4.2: a. Piano Sonata, 145-146 

 

 

b. Well-formed model for Piano Sonata, 145-146 
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Added 3̂ in Cadential Dominant 

 

 Most commonly found in the bass voice, the added 3̂ in the Cadential dominant 

has the effect of making the cadential dominant appear at first glance to be an extended 

mediant harmony. Instead, most instances of an added 3̂ occur when typical harmonic 

practice meets atypical contrapuntal practice. In the case of example 4.3 below, that 

atypical contrapuntal practice is made manifest in the form of a downward tonic triad 

arpeggiation in the bass voice. Taken from Mavra, the example employs a rare cadential 

six-four where the dominant note appears in the bass. Instead of staying on the dominant 

(pitch) at the point of the arrival of the cadential dominant (chord) the bass descends to 

the mediant and finally to the tonic at the cadential arrival. The accented pitches in the 

two vocal parts provide the motion expected from this harmonic progression that entails a 

strong-beat cadential six-four to a dominant seventh chord and finally to a cadential tonic. 

 A contrasting example provides a uniquely different application of the added 

mediant in the cadential dominant. From the Serenade en La, example 4.4 demonstrates 

an added mediant that results from the metric shift in a single contrapuntal line; in this 

case the soprano voice. Shifting the entire soprano line to the left by one dotted-quarter-

note yields correctly-aligned chord tones with a very brief anticipation of the supertonic 

prior to the arrival of the cadential dominant. Indeed, the well-formed model for this 

example indicates precisely that single shift. 
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Musical Example 4.3: a. Mavra, 25.2-3 

 

 

b. Well-formed model for Mavra, 25.2-3 
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Musical Example 4.4: a. Serenade en La, Hymne, 39-41 

 

 

b. Well-formed model for Serenade en La, Hymne, 39-41 
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A third and final example of the appearance of the mediant in the cadential 

dominant arises from the anticipation of the entire tonic triad at the arrival point reserved 

for the cadential dominant. Example 4.5 from the Symphony in C demonstrates this 

irregularity.  F and A in the horns and first trumpet at measure 134.5 are enough to 

confirm the presence of functionally dominant harmony. That presence however is 

obscured though the presence of the G in the violoncello and the B in the second 

trumpet. Interesting still is the complete lack of a D, arguably the most important 

member of functional dominant harmony and the least important member of a tonic 

arrival. 

 

Added 6̂ (Chordal Ninth) in Cadential Dominant 

 

 The regular use of chord extensions beyond the seventh did not become a 

common practice until the close of the 19th century. Chordal ninths inserted into the 

dominant harmony at cadence points became a method for adding even more emphasis to 

the cadential dominant. Stravinsky’s usage, however, does not mirror this late romantic 

practice. In fact, of the sixteen occurrences of an added ninth at the cadential dominant, 

only two take place over a root-position dominant. Extracted from Jeu de Cartes , 

example 4.6 below demonstrates one of these occurrences. Using only a four voice 

texture, Stravinsky opted to omit the supertonic from the cadential dominant. Also 

worthy of notice is how the subdominant is approached at the tonic arrival from 4̂ which 

is the pitch in force at the arrival of the cadential dominant. Finally, the tonic in the bass  
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Musical Example 4.5: a. Symphony in C, III, 134.4-5 

 

 

b. Well-formed model for Symphony in C, III, 134.4-5 
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is approached through a downward tonic arpeggiation and not directly from the 

dominant. 

  

Leading Tone Appears with Subtonic in Cadential Dominant 

 

 One of the more shocking alterations to the cadential dominant, Stravinsky’s 

insertion of the flat seventh scale degree in the cadential tonic with the leading tone 

occurs in just under nine percent of the extracted cadences, more than twice as often as 

Stravinsky’s employment of a simple minor dominant. Example 4.7 from the Violin 

Concerto in D demonstrates one application of this unique modification to the cadential 

dominant. Had Stravinsky utilized only the top voices in a three-voice texture, the result 

would have been an incomplete V7 that resolves irregularly to a first inversion tonic. 

Instead, this four-voice progression is demarcated by the addition of the subtonic in the 

bass voice. Where the cello and contrabass begin with a movement unified by parallel 

octaves, their approaches at resolving the dissonant subtonic diverge drastically. 

Of the eleven occurrences of the inclusion of both the leading tone and subtonic in 

the cadential dominant, more than half utilize the subtonic in the bass voice. Example 4.8 

from the ballet Orpheus is a delightful exception. Although the location of the lowered 

seventh scale degree is different from the previous example, the large sonic gap between 

the two elements is preserved. Additional harmonic interest is provided by significant 

alterations to the tonic at the cadential arrival. These will be discussed in detail in a later 

section. 
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Musical Example 4.6: a. Jeu de cartes, 33.4-5  

 

 

b. Well-formed model for Jeu de cartes, 33.4-5 
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Musical Example 4.7: a. Violin Concerto in D, III, 80.4-81.1 

 

 

b. Well-formed model for Violin Concerto in D, III, 80.4-81.1 
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Musical Example 4.8: a. Orpheus, 100.4-6 

 

 

b. Well-formed model for Orpheus, 100.4-6 
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Lowered 2̂ in Cadential Dominant 

 

 One of the more unique properties exhibited by a dominant seventh chord in 

which the chordal fifth has been chromatically lowered by a half step is that its makeup 

resembles that of a French augmented sixth chord. In fact, the symmetrical design of such 

a chord lends itself to two possible reinterpretations (in one case through enharmonic 

respelling) as French augmented sixth chords. For example, given an AMm7 chord and 

then lowering the chordal fifth to E (or D enharmonically) the pitches A - C - D - F 

could easily be interpreted as a French sixth in the key of C (or D enharmonically). 

However, placing the E in the bass allows for the pitch configuration of E - G – A - C 

which would be considered the correct delineation for a French sixth in the key of G. 

This very chord is exemplified in example 4.9 below, taken from Apollo. Seen in the key 

of G, this example would be best explained as a half cadence on a minor dominant, 

approached from a French augmented sixth chord. Interpreting the d minor triad as a 

tonic chord in d minor allows for an alternate elucidation of the chord in question as a V4
3
 

over 2̂. Given Stravinsky’s aversion to root position cadential dominants and his 

propensity for altered chord tones, this latter explanation seems to be the more credible 

analysis. 
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Musical Example 4.9: a. Apollo, 39.6-8 

 

 

b. Well-formed model for Apollo, 39.6-8  

 

 

 

 

 

 

 

 

 

 

 

 

 

d:       i6            V4
3
                                  I 

d:        i6           V4
3
                                    I 



 

 

107 

 

Appearance of 4̂ With, or in Place of, 4̂ in Cadential Dominant 

  

 Stravinsky’s propensity for augmented unisons/octaves has been established 

earlier in the section that details his treatment of the dominant by including the subtonic 

with the leading tone. Though utilized less frequently, the effect produced by adding the 

augmented unison above the subdominant in the cadential dominant is just as fascinating. 

In fact, in the seven cases where the raised fourth scale degree is found within the 

cadential dominant, four are employed against the 4̂ creating the unique augmented 

unison/octave mentioned earlier. One such example is found in the Octet and is shown 

below as example 4.10. The inclusion of the F in the flute, the highest voice in this 

example, and its subsequent resolution to G create the sense of a leading tone-to-tonic 

resolution. Only the inclusion of the other chord members below the flute provides an 

opposing reading. Found in the first trombone, Stravinsky’s failure to resolve the real 

leading tone to the tonic further adds to the confusion as does the first trumpet’s failure to 

resolve the actual chordal seventh down by step to the mediant, instead ascending by 

perfect fifth to the tonic. 

Of the three examples containing only the raised fourth scale degree, two utilize 

the raised fourth as a chordal seventh and observe the implied resolution. Example 4.11 

from Serenade en La demonstrates this usage. 

 

 

 



 

 

108 

 

Musical Example 4.10: a. Octet, 24.8-25.1 

 

 

b. Well-formed model for Octet, 24.8-25.1 
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Musical Example 4.11: a. Serenade en La, Romanza, 78-80 

 

 

b. Well-formed model for Serenade en La, Romanza, 78-80 
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Cadential Dominant is Minor in Quality 

  

Stravinsky’s use of the minor dominant occurs in less than four percent of the 

cadences extracted from the neoclassical repertoire and three of the five examples occur 

in his unaccompanied choral work Pater Noster and in nearly identical fashion. Example 

4.12 presents one of these extracts from Pater Noster along with its well-formed model. 

Stravinsky’s only deviation from the well-formed model is his substituting the subtonic 

for the expected leading tone. Such is the case in all three examples from Pater Noster. 

Additionally, only changes in the interior counterpoint account for the differences 

between the three examples. Stravinsky’s treatment of the authentic cadence in Pater 

Noster is a very clear tribute to the Aeolian mode. 

Where the example from Pater Noster exhibited a clear modally influenced 

cadential progression, example 4.13 from Stravinsky’s Tango provides the precise 

opposite. Despite a clear minor modality expressed throughout much of the piece, a clear 

cadence is made on D major. The Cadential dominant, however, is presented as an amm7 

chord, complete with a downward resolving seventh in the soprano, and ascending fourth 

in the bass, and an ascent to the tonic in the right hand. This ascent, however, is made 

from 7̂ instead of the leading tone. 
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Musical Example 4.12: a. Pater Noster, 35-37 

 

 

b. Well-formed model for Pater Noster, 35-37 
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Musical Example 4.13: a. Tango, 24 

 

 

b. Well-formed model for Tango, 24 

 

 

 

 

 

 

 

 

 

 

 

 

 

d:   V7/iv     vii°4
2
/V  v7   I 

d: V7/iv     vii°4
2
/V   v7    I 
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Raised 2̂ in Cadential Dominant 

 

 The second least utilized alteration to the cadential dominant, the raised second 

scale degree creates the effect of a second leading tone, similar to Stravinsky’s use of the 

raised fourth scale degree discussed above. Extracted from Apollo, example 4.14 shows 

precisely that phenomenon. Preceding the dominant are a pair of augmented chords, one 

built on the submediant followed by one on the subdominant. The augmented quality of 

the chords (as well as the raised 2̂ in the cadential dominant) can be directly attributed to 

the semitonal voice leading in the cello II and in the violins. The well-formed adaptation 

of this cadence destroys this semitonal voice leading in order to preserve functional 

harmonies more in line with a common-practice harmonic syntax. 

 

Raised 5̂ in Cadential Dominant 

 

 Of the myriad examples of authentic cadences extracted from Stravinsky’s 

neoclassical repertoire, only one contains an example of a raised 5̂ within the cadential 

dominant. Found in the Concerto for Piano and Winds and shown in example 4.15 

below, the raised dominant is featured prominently though briefly in the solo piano, the 

lowest sounding voice at that point in time. Taken literally, the G in the piano could be 

seen as the root of an extended, applied fully-diminished seventh chord of the 

submediant. Examining the contrapuntal movement, however, between it and its 

resolution provides greater evidence that it is indeed an accented dissonance under a b  
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Musical Example 4.14: a. Apollo, 38.6-11 

 

 

b. Well-formed model for Apollo, 38.6-11 

 

 

 

 

  

B:    VI+7       IV+                V6
5
              I 

B:        vi7       IV               V6
5
             I 
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half diminished seventh chord. Further evidence of the dominant functionality of the 

chord in question can be found through inspection of the preceding chord, which is best 

interpreted as an applied fully-diminished seventh chord of the dominant, though with 

extensions appearing beyond the seventh. A well-formed model eliminates these 

extensions and replaces the G with a G. 

 

Structural Deviations Relating to the Tonic Arrival 

 

 Though not used as extensively as Stravinsky’s dominant alterations, seven 

unique deviations of the tonic arrival can be found throughout the cadential extracts. 

While the number of unique tonic alterations is close to that of the dominant, the 

frequency of usage is anything but. In fact, 83 of the 128 cadences, or 64.8%, contain at 

least one of the nine alterations to the cadential dominant, yet only 18 of the cadences, or 

14.1%, contain alterations to the cadential tonic. Of the seven unique alterations, six 

occur in fewer than 5% of the extracted cadences. Despite their rarity, Stravinsky’s tonic 

alterations provide a fascinating glimpse into his treatment of the tonic harmony at the 

point of the cadential arrival. 
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Musical Example 4.15: a. Concerto for Piano and Wind Instruments, III, final two 

measures 

 

 

b. Well-formed model for Concerto for Piano and Wind Instruments, III, final two 

measures 

 

 

 

 

C:      viiº6
5
       viiº4

3
            I 

                  V     G 

C:      viiº6
5
        V7              I 

                  V   
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Added 2̂ in the Cadential Tonic 

 

 As with other holdovers from the dominant chord-like scale degree 4 mentioned 

earlier, rarely does Stravinsky actually hold that pitch in the same voice. As demonstrated 

by example 4.16 below, an excerpt from The Rake’s Progress demonstrates this 

incongruity perfectly. A strong root position C major triad is embellished in the cello by 

an added D. The G below would seem to suggest a holdover from the preceding cadential 

dominant, yet in the preceding chord, the cello appears to anticipate the tonic arrival. 

Reconciling this apparent inconsistency with the well-formed model requires either an 

attempt at displacement where the C and E in the cello form a precedential tonic or 

possibly a cadential six-four, or by simply exchanging the pitch content of the two 

measures. 

 

Added 6̂ in the Cadential Tonic 

 

 Found only in the half-diminished seventh chord in a cadential environment, the 

submediant is the least likely diatonic addition to the tonic arrival, though not the least 

employed. Three examples of the added submediant can be found through the collection 

of cadential extracts taken from Stravinsky’s neoclassical music. Example 4.8 above 

from Orpheus is among the more straightforward expositions of this common-practice 

deviation. In addition, example 4.19 (discussed later) from Danses Concertantes exhibits 

this same characteristic. 
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Musical Example 4.16: a. The Rake’s Progess, Act I, Scene II, 114.2-4 

 

 

b. Well-formed model for The Rake’s Progess, Act I, Scene II, 114.2-4 

 

 

 

 

C:                                     V                    Iadd9 

         C 

C:                                        V6
5
                     I 
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5̂ in the Cadential Tonic 

 

 Two unique examples of the 5̂ appearing in the cadential tonic exist in the 

repertoire. Taken from Serenade en La, the first such example is shown below as 

example 4.17. Concluding a segment of music in f minor, the diminished triad that 

results from the inclusion of the C at the tonic arrival becomes a source of great 

instability. Despite this, by including the C at the tonic arrival, Stravinsky appears to be 

providing a bridge of sorts to the following material that will employ harmonic centricity 

around C (though no clear cadences exist to cement C’s status as tonic). Interestingly, this  

 

5̂ is brought about as a type of suspension, being held over from the enharmonically 

equivalent B from the previous harmony’s 7̂. 

 

3̂ and 3̂ Appear Together in the Cadential Tonic 

 

 As previously discussed, the inclusion of chromatically altered chord tones in 

conjunction with their diatonic counterparts facilitates the presence of the augmented 

unison/octave. Stravinsky’s inclusion of the 3̂ in example 4.18 below is no exception. 

Taken from the Symphony in Three Movements, this cadence also highlights Stravinsky’s  

propensity to create harmonic destabilization through placing these chord alterations in 

the lowest sounding registers. The cadence on F is obscured by the presence of A in the 

cello and contrabass which forms the augmented octave (in this case separated by three  
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Musical Example 4.17: a. Serenade en La, Rondolletto, 97-98 

 

 

b. Well-formed model for Serenade en La, Rondolletto, 97-98 

 
 

  

    f:          V7                                   I5 

    f:         V7                                  I 
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octaves) with the flutes and second violin. One additional interesting feature of this 

cadence is the inclusion of F in the second trumpet creating a diminished octave with the 

oboe and clarinet playing above it. 

 

Added Subtonic in the Cadential Tonic 

 

 As the second tonic alteration for which only one example may be found (and 

consequently only the third of all twenty-four well-formed deviations that meet that same 

criterion) the subtonic’s inclusion in the cadential tonic is perhaps the most unusual of 

these tonic alterations as is Stravinsky’s voicing of the tonic chord and the subsequent 

tonal confusion elicited. Extracted from Danses Concertantes and found below as 

example 4.19, the cadential gesture prominently features the subtonic in the lowest 

registers of not only the cadential tonic, but also of the preceding dominant. In addition to 

the subtonic’s appearance, the cadential tonic also features three of the previously 

discussed deviations: the added 6̂, the added 4̂, and the added 2̂. These additions create 

the effect of a CMM7 chord overlapping the D tonic. Only the heavy presence of A and 

C (spelled enharmonically as D) in the preceding chord along with the strong emphasis 

on D immediately after the arrival of the cadential tonic provides assurance as to the 

legitimacy of D centricity in this excerpt. This harmony overlap is an extension of an 

earlier overlap placing a clear leading tone seventh chord of F in the middle of a minor 

dominant in d minor. Even the cadential dominant (with the enharmonically leading tone) 

is obscured by the presence of F’s subdominant.  
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Musical Example 4.18: a. Symphony in Three Movements, I 57.2-58.1 

 

 

b. Well-formed model for Symphony in Three Movements, I 57.2-58.1 

 

 

 

                                             V7    I6 

Clarinets 

Clarinets 

                                            V7   I 
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A well-formed model would require the elimination of the dualistic harmonic 

aspect of the excerpt as well as the inclusion of a smooth transition from F to d minor. 

One option would involve changing the leading tone seventh chord in F to a dominant 

seventh chord and resolving deceptively to a first inversion d minor seventh chord and 

then cadencing in d minor. A basic voice leading reduction of such a progression is 

shown as 4.19b. 

 

Contrapuntal Deviations from the Well-formed Model 

 

 Rather than specific alterations to a single member of the cadential progression as 

discussed in the previous two sections, this section addresses deviations across the two 

prominent members of the authentic cadential progression. Those contrapuntal deviations 

include the tonic’s anticipation in the cadential dominant, cadential material appearing 

amid a tonic pedal, the suspension of the subdominant into the cadential tonic, the 

anticipation of the tonic triad, the displacement of 2̂-1̂ or 7̂-1̂ by an octave, the cadential 

arrival on a second inversion tonic, and the suspension of the leading tone into the tonic 

arrival. Of the 128 cadential excerpts, 49, or 38%, contain at least one of the contrapuntal 

deviations mentioned above. 
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Musical Example 4.19: a. Danses Concertantes, II, 60.3-5 

 

 

 

b. Well-formed model for Danses Concertantes, II, 60.3-5 

 
 

 

 

 

 

 

 

F:  iv9            vii°7          

                  d: am6=v6           V6                   i 

           CM 

F: iv7    V      vi7 

                 D: i7     V7        i 
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Tonic Anticipation in Cadential Dominant 

 

 The most commonly utilized contrapuntal deviation, a tonic anticipation can be 

found in 31 of the cadential excerpts, nearly as many as the rest of the contrapuntal 

aberrations combined. While certainly not the most extreme deviation from the well-

formed model, the sheer number of occurrences makes this particular feature worth 

discussing in further detail. Example 4.20 taken from Serenade en La provides a 

representative sampling of how this tonic anticipation is applied. A strong presence of A 

indicates a clear c minor presence despite the cadence’s ending on C Major. This attempt 

at modal mixture is obfuscated by the presence of F and A in the piano left hand. In 

addition to the anticipation of C at the dominant arrival, a lingering C at the first full 

measure effectively becomes an added ninth to what should be a simple diminished 

seventh chord. 

 

Cadential Material amid Tonic Pedal 

  

 More than just an anticipation of the tonic at the arrival of the cadential dominant, 

the tonic pedal is identified by its presence prior to and then during the arrival of the 

cadential dominant. This element, found in nine of the cadential excerpts, is exemplified 

below by example 4.21. Found in the final scene in the first act of The Rake’s Progress a 

clear tonic pedal can be seen in both the first horn as well as the second flute. Additional 

dissonant color is provided by the oboes which, playing in parallel ninths, adds a  
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Musical Example 4.20: a. Serenade en La, Cadenza finala, 102-105 

 

 

b. Well-formed model for Serenade en La, Cadenza finala, 102-105 

 

 

  

C:   iiø7               vii°4
3
             I6     vii°6

5
       I 

C:     iiø7               vii°4
3
              I6     vii°6

5
      I 
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dissonant 4̂ to the tonic triad and a dissonant 5̂ to the subdominant seventh chord in the 

first measure of the excerpt. 

 

Added 4̂ in the Cadential Tonic 

 

 Given Stravinsky’s vast vocabulary of contrapuntal motions and resolutions, one 

could expect any number of methods for retaining the subdominant in the tonic arrival.  

Because of the subdominant’s connection with V7, its treatment is considered from a 

contrapuntal standpoint and not merely a chordal alteration view. Example 4.22 from 

Oedipus Rex exemplifies this contrapuntal suspension of the subdominant at the point of 

the tonic arrival. In 5.22b, the flute section is shown in detail to show exactly how this 

suspension is brought about. Though not held literally by the part, the E is held within 

the same instrument group and at the same pitch level, creating the impression of being 

held within the same voice. Further destabilizations occur with the flatted supertonic 

appearing in the bass voice of the V7, arguably “suspended” from the previous Neapolitan 

seventh chord. Finally the inclusion of an a minor harmony under the GMm7 which 

functions as an applied chord to the Neapolitan adds yet another layer of harmonic 

ambiguity and instability. 
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Musical Example 4.21: a. The Rake’s Progress, Act I, Scene III, 211.3-4 

 

 

b. Well-formed model for The Rake’s Progress, Act I, Scene III, 211.3-4 

 

 

 

C:     I6            IV7                       I6                         V4
3
          I 

C:      I6            IV7                       I6                         V4
3
          I 



 

 

129 

 

Musical Example 4.22: a. Oedipus Rex, 67.5-7 

 

 

 

b. Oedipus Rex, 67.5-7, Flute detail 

 

 

c. Well-formed model for Oedipus Rex, 67.5-7 

 

 

b:     V7/N            N7           V 7
5

              I 

           am 

b:     V7/N          N7            V4
3
                I 
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2̂-1̂ or 7̂-1̂ Displaced by an Octave 

  

 Stravinsky’s displacement of the supertonic’s resolution or the leading tone’s 

resolution to the tonic is a practice that fits perfectly with his propensity to include large 

jumps to obscure contrapuntal motion and to lessen the harmonic stability of the cadential 

progression. Example 4.23 from the Violin Concerto provides two unique examples of 

this displacement, both of which occur simultaneously in different voices. The first 

flute’s descent from E
5 to F

4 and the solo violin’s ascent from E
5 to F

6 provide a 

shocking leading tone resolution to two notes separated by exactly two octaves. Equally 

noteworthy is the displacement of the fa-mi resolution in the second flute. 

 

Anticipation of the Tonic Triad 

 

 Not simply content to see the tonic note anticipated in the cadential dominant, 

eight of the cadential excerpts include the mediant within the cadential dominant that 

creates the effect of anticipating the entire tonic triad. Example 4.24 exemplifies one 

method in which Stravinsky carries out this tonic triad anticipation. Taken from the first 

act of Mavra, this excerpt demonstrates what seems to be an early tonic arrival compared 

to the harmonic support underneath. A closer look, however, suggests that another 

example of Stravinsky’s harmonic/metric displacement is at play. Even Stravinsky’s  

beaming choices suggests that the harmonic support is shifted by one quarter note to the  
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Musical Example 4.23: a. Violin Concerto in D, III, 85.1-3 

 

 

b. Well-formed model for Violin Concerto in D, III, 85.1-3 

 

 

  

   f:         iv6
5
             vii°4

2
              i7 

 f:    iv6
5
             V

6
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                  i 
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right. With the shift removed, the well-formed model aligns the harmonic support with 

the melodic lines to provide a synchronous tonic arrival. Also worthy of mention is the 

inclusion of the applied seventh chord of the supertonic leading directly to the dominant. 

The well-formed model removes the D in favor of D to create a submediant seventh 

chord. 

 

Cadential Arrival on Second-inversion Tonic 

 

 With only six occurrences, the cadential arrival on a second-inversion tonic is the 

second least utilized of the contrapuntal deviations from the well-formed model. Widely 

accepted is the notion that second inversion-tonic triads are contrapuntal embellishments  

of more significant harmonic structures rather than structural entities themselves. In a 

cadential situation, the inclusion of the second inversion tonic allows for suspension 

and/or passing motion from the predominant into the cadential dominant. Historically, the 

perfect fourth between the dominant note in the bass and the tonic above it have been 

seen as a source of harmonic dissonance and therefore not usable as a structurally stable 

chord. Thus, Stravinsky’s employment of the second-inversion tonic in structural 

capacity in his cadences definitely merits further scrutiny. 

 Example 4.25 is taken from the Kyrie section of the mass and perfectly 

demonstrates this cadence on the second-inversion tonic. The root of the rare root-

position dominant is held in the bass trombone at the cadential arrival resulting in the  
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Musical Example 4.24: a. Mavra, 18.2-51 

 

 

b. Well-formed model for Mavra, 18.2-51 

 

 

 

 

 

 

  

D:                                         V7                             I 

D:    vi7                V7                              I 
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even rarer structural I6
4
. Also present in this excerpt is the oft utilized tonic pedal or 

anticipation, presented here by the oboes. Accented passing tones abound in what is 

otherwise a solid and straightforward harmonic progression. 

Of the six examples of a cadential arrival on I6
4
, three are brought about in a 

similar fashion. Of the remaining three excerpts, example 4.26 provides insight into the 

peculiar methods in which Stravinsky is able to cadence on a second-inversion tonic 

without holding the dominant note in the bass. Taken from the Suite after Themes,  

Fragments and Pieces by Giambattista Pergolesi, the excerpt suggests the ascending 

fourth motion that would typically be associated with the perfect authentic cadence, but 

instead provides this ascending fourth motion between a second-inversion dominant and 

subsequent second-inversion tonic. One additional feature of this excerpt is the 

appearance of two pedal points in the right hand of the piano. Both D4 and C5 are present  

throughout the entire progression leading up to the cadential arrival (and in fact for the 

immediately preceding seven measures). These pedal points result in difficulty 

pinpointing exactly which harmonies are in force when. Additional confusion is created 

by the alternation between D and G in the bass creating a sense of dominant to tonic 

motion in G. A well-formed model allows for a more conventional approach to the 

cadential dominant and root-position motion from the cadential dominant to the cadential 

tonic.  
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Musical Example 4.25: a. Mass, Kyrie, 1.3-4 

 

 

b. Well-formed model for Mass, Kyrie, 1.3-4 

 

 

 

 

 B:                             IV         V7     I6
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 B:                              IV        V7     I6
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Musical Example 4.26: a. Suite on themes, fragments and pieces by Giambattista 

Pergolesi, Menuetto, 29-311   

 

 

b. Well-formed model for Suite on themes, fragments and pieces by Giambattista 

Pergolesi, Menuetto, 29-311 

 

 

 

 

 

 

 

 

 

C                                   ii7        vi4
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Leading Tone Held in the Cadential Tonic 

 

 The least common of Stravinsky’s contrapuntal aberrations, the held leading tone 

would seem to be most at home in his jazz-inspired works, specifically the Ebony 

Concerto and the Praeludium for jazz band as the major-major seventh chord on the tonic 

is a staple to the style. Though not written specifically for the jazz medium, the four 

works that exhibit this characteristic all come toward the latter-end of his neoclassical 

period. These works include Circus Polka (1942), Symphony in Three Movements (1945), 

Mass (1948) and La Baiser de la Fée (rev. 1950). An excerpt containing the retained  

leading tone taken from the Symphony in Three Movements is examined below as 

example 4.27. Found in the first bassoon, the G leading tone (alternating with the 

supertonic) is originally part of a large scale dominant anticipation in the first bassoon. 

The G, while not dissonant at its first appearance over the viiø7, prepares the arrival of 

the B that does create a dissonance with the first-inversion tonic harmony that precedes  

the cadential dominant. Now consonant with the dominant harmony, the first bassoon 

reverts back to the now dissonant G at the cadential arrival. Of further interest is the 

harmonic digression that begins with the appearance of the second-inversion dominant 

that culminates in a peculiar mediant ninth chord.  
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Musical Example 4.27: a. Symphony in Three Movements, II, 133.2-4 

 

 

b. Well-formed model for Symphony in Three Movements, II, 133.2-4 

 

 

 

 

A:                          viiø6
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       I6          V9  I6
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Shifts as a Means of Disrupting the Well-formed Model 

 

Stravinsky’s use of shifts to disrupt the harmonic, melodic, contrapuntal, and 

metric stability in his cadential progressions is extensive. Of the 128 extracted cadences, 

43 or 33.6% utilize at least one of the three different types of shifts mentioned above. 

Additionally, ten of the cadences use at least two of the shift types within their 

construction and two of the cadences utilize all three of the shift types in their 

construction. The conclusion of the section displays both of these cadences with analysis. 

 

Textural Shifts 

  

 The most common of the three shifts, the textural shift, is exemplified by 

significant change in instrumentation between the cadential dominant and the arrival of 

the cadential tonic. Often, Stravinsky employs this change between instrument groups. 

Example 4.28 below from Danses Concertantes illustrates this style of textural shift. The 

upper winds and horns, joined partway through by the bassoons provide the buildup to 

the cadential dominant while the tonic resolution, however, occurs in the strings. 

A second method in which Stravinsky provides the textural disconnect is through 

a dramatic textural expansion. The second movement of the Concerto for Piano and 

Winds provides a perfect example of this form of textural shift. Shown in example 4.29, 

the excerpt presents the solo piano providing the cadential approach to the dominant. At 
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Musical Example 4.28: a. Danses Concertantes, III, 69.5-7 

 

 

b. Well-formed model for Danses Concertantes, III, 69.5-7 

 
 

  

e:        I   iv   

        G:        III+              I 

G:   vi    IV      V4
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the moment of the cadential arrival, the solo piano is joined by the entire brass choir with 

added support from the bassoons, the timpani, and the contrabass. This type of textural 

shift is consistent with the classical first movement concerto form, specifically at the 

culmination of the solo cadenza and the reappearance of the orchestra as the solo 

performer resolves from the cadenza ending dominant to the tonic arrival. This particular 

example from Stravinsky’s Concerto for Piano and Winds occurs at a cadenza-like 

moment within the second movement. Further examples of this textural expansion can be 

seen in catalog numbers COPW-002, OE-007, and VC-008. 

The final method in which a textural shift appears in Stravinsky’s neoclassical 

music is also the least utilized method and is exemplified by a dramatic textural 

reduction. Example 4.30 from the Mass is a prime example of this usage. The four-part 

chorus abruptly departs after reaching the cadential dominant and only the oboes and first 

bassoon remain to provide the cadential tonic at the arrival point. Only the textural 

reduction along with the accented neighbor in the bassoon at the cadential dominant 

prevents this example from being well-formed according to the previously defined 

conventions. 

 

Registral Shifts 

  

For the purpose of this study, a registral shift is defined as occurring when the 

uppermost and/or lowermost chord tones between the cadential tonic and the cadential  
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Musical Example 4.29: a. Concerto for Piano and Winds, II, 47.8-48.1 

 

 

b. Well-formed model for Concerto for Piano and Winds, II, 47.8-48.1 
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Musical Example 4.30 Mass, Kyrie, 2.5-6 
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dominant are separated by an octave or more. Taken from Apollo, Example 4.31 below 

serves to demonstrate this principle nicely. Between the cadential dominant and the 

arrival of the cadential tonic, the first violin drops by an eleventh, creating a disconnect 

between the registral identities of each chord. The presence of tonic arpeggiations within 

the dominant’s domain, specifically in the violin II and Cello I voices, further enhanced 

this disconnect The well-formed model reconciles the disconnect in the upper voices and 

the tonic anticipation in the inner voices. 

A second example of the registral shift appears below as example 4.32. Taken 

from the Concerto for Two Pianos, this particular excerpt seems at first glance to 

demonstrate the same type of upper register shift as the example from Apollo above, 

however the right hand from piano I actually drops below the left hand and the right hand 

from the Piano II, making the actual distance between the high points in the two chords a 

mere third. The true registral disconnect can be found in the lowest register, due not to 

movement within a single voice but rather from an omission in the lowest sounding 

voice, the left hand of the Piano II. Also like the previous example, this excerpt 

demonstrates the tonic triad anticipation frequently found in Stravinsky’s neoclassical 

works, though in this case, the minor tonic is anticipated and then resolves to the major.  

 

Delayed or Off-Beat Cadential Arrival 

 

 Examining metric irregularities in the music of Stravinsky is often problematic 

because there is often a disconnect between the music that is seen on the page and the  
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Musical Example 4.31: a. Apollo, 70.5-6 

 

 

b. Well-formed model for Apollo, 70.5-6 
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Musical Example 4.32: a. Concerto for Two Pianos, III, 24-27 

 

 

b. Well-formed model for Concerto for Two Pianos, III, 24-27 
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music that is heard. The opening of La Histoire du Soldat is a perfect example in which 

Stravinsky creates a steady quarter note ostinato in the pizzicato bass that is juxtaposed 

with an irregular rotation of time signatures and thematic presentations. Example 4.33 

shows a piano trio reduction of the first seventeen measures of the first movement of the 

work. Stravinsky continues throughout the movement to vary the presentation of the 

melodic gestures such that the listener is unable to determine if the ostinato is on or off 

the beat, or if there is a regular beat at all. 

 Because barlines and time signatures don’t always delineate clear strong-

beat/weak-beat patterns, definitions for off-beat and delayed cadential arrivals must be 

general, consistent and able to be applied universally. The delayed cadential arrival is 

simply one in which a pause interrupts the arrival of the cadential tonic according to the 

metric pulse established by the written music itself with clues taken from the time 

signature, beaming patterns for eighth, sixteenth, and thirty-second notes, and any other 

clear pulses established by the music. Typically, the delayed cadential arrival is 

manifested through the created expectation of a downbeat cadential arrival and the 

subsequent relegation of that arrival to the second beat of the measure. Example 4.34 

from Le Baiser de la Fée demonstrates this practice. The augmented sixth between B 

and G provides a clear chromatic predominant function prior to the ascending sixteenth 

note figure in the strings that culminates on a first inversion leading tone triad. The pulse 

established by the low strings coupled with the ascending string figure creates an 

expectation of a downbeat tonic arrival that is delayed until beat two. 
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Musical Example 4.33 La Histoire du Soldat mm. 1-17 

 

Musical Example 4.34: Le Baiser de la fée, 24.6-25.1    

 

   d:          Gr6                                                                       vii°6    i 
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Similar to the difficulty in determining consistent values for metric pulses in 

Stravinsky’s music, it becomes a challenge to determine consistently where these pulses 

lie. Stravinsky’s propensity for frequent changes in time signature combined with 

inconsistent accent patterns cause difficulty for the listener in determining exactly where 

the pulse lies. To provide consistency in definition, the locations of the pulses are  

determined by the printed music itself and use the same criteria as determining the length 

of the pulses namely: the time signature, beaming patterns for eighth and sixteenth notes, 

and any clear pulse patterns established in the music. Thus, for the above example, 

Stravinsky clearly establishes a clear grouping of three equal pulses within each measure 

with the metric equivalent of one quarter note. Below is found another example where a 

clear quarter-note pulse is established. Taken from the Concerto in D for String 

Orchestra, example 4.35 presents a descending bass line that reinforces the quarter-note 

pulse Stravinsky established at the beginning of the second movement, the inner strings 

providing an off-beat pattern common to many slow movements. The buildup to the 

cadential arrival sees a dominant arrival on beat four, punctuated by the offbeat arrival of 

the chordal seventh in the violin I. No articulation is given on the downbeat of the next 

measure where the tonic would be expected to arrive. Instead the arrival occurs on the 

second half of the downbeat. A well-formed model allows for a downbeat arrival for the  

outside instruments and an offbeat arrival for the inner voices, maintaining the offbeat 

color established in the first measures of the movement. 
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Musical Example 4.35: a. Concerto in D for String Orchestra, II, 61.4-62.1 

 

 

b. Well-formed model for Concerto in D for String Orchestra, II, 61.4-62.1 

 

 

  

B:                              I6     V4
3

                 I 

B:                           I6      V4
3

          I 



 

 

151 

 

Examples Containing All Three Shifts 

  

As mentioned previously, two cadential excerpts contain each of the three shift 

types outlined in this section. The excerpts are taken from the Concerto for Piano and 

Winds and Danses Concertantes respectively. Both are presented in reduced form below 

as example 4.36. 
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Musical Example 4.36: a. Concerto for Piano and Wind Instruments, I, 4.8-5.1 

 

 

b. Danses Concertantes, III, 82.1-5 
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CHAPTER V: FURTHER CONSIDERATIONS 

 

 Having discussed in detail exactly how Stravinsky’s cadential practice differs 

from the common-practice tradition, this chapter will explore some statistical and 

qualitative analyses that allow for discoveries of trends and patterns within Stravinsky’s 

neoclassical cadential practice.  Where the previous two chapters examined the relative 

prevalence of specific characteristics within Stravinsky’s cadential canon, this chapter 

focuses on the number of features contained within each example as a way of comparing 

their relative adherence to well-formed guidelines through the calculation of a cadence 

score for each cadential extract. 

 Using the cadential scores for each work, it is then possible to compare average 

scores from a broad range of categories including work, genre and decade. Additionally, 

this chapter presents several tables that describe cadential content by volume and 

examines trends across the three and a half decades of Stravinsky’s neoclassical output. 

 

The Cadence Score 

 

 Taking inventory of the well-formed aspects as well as those aspects inspired by 

the post-tonal movements allows for a simple method of determining a cadence score for 

each cadence. Figure 5.1 below illustrates precisely how this score is calculated. In this 

extract from the spreadsheet containing each of the cadences with each well-formed and 

post-tonal attribute demarcated, composite scores are calculated by subtracting each 
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cadence’s post-tonal score from its well-formed score. Columns B through O indicate 

each of the fourteen well-formed aspects named in chapter four. Rows 3 (not shown) 

through 130 indicate cadences (by catalog numbers) along with occurrences of each of 

the well-formed aspects. A “1” appearing in the appropriate column indicates the 

presence of that particular gesture while a “0” designates its absence. Row 131 

demonstrates the total number of occurrences for each of the well-formed aspects while 

row 1 converts each number into a percentage of the total.78 Column P is the sum of all of 

the elements for a particular row (cadence) and column Q indicates the post-tonal score 

from a separate worksheet (obtained in an identical manner to the well-formed score). 

Finally, column R provides the difference of the two scores as a final composite score.  

 

 

Figure 5.1: Extract from cadential example spreadsheet 

                                                 
78 For cells P1, Q1, and R1, the numbers indicated are averages of the respective scores. 
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Composite Score Distribution 

 

 Table 5.1 below shows the distribution of each well-formed score in order from 

the highest score of 11 to the lowest score of 0. Table 5.2 indicates the distribution of 

each post-tonal score from a high score of 6 to a low score of 0. Finally, table 5.3 

presents the distribution of each composite score from a high of 9 to a low of -3.79 

Additionally, figure 5.2 presents the data from table 5.3 in a bar graph format. 

 

Table 5.1: Distribution of each well-formed score 

Well-formed score Quantity Percentage of total 

11 1 <1% 

10 1 <1% 

9 7 5.5% 

8 10 7.8% 

7 12 9.4% 

6 17 13.3% 

5 20 15.6% 

4 18 14.1% 

3 13 10.2% 

2 22 17.2% 

1 4 3.1% 

0 3 2.3% 

 

 

 

 

                                                 
79 The score for one cadence falls outside the range indicated here. DA-008, shown in chapter V as example 

4.36 b yields a score of -6. For simplicity in presenting the distribution of the cadential scores, its score has 

been omitted in Table 5.1 and Figure 5.2. 
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Table 5.2: Distribution of each post-tonal score 

Post-tonal score Quantity Percentage of total 

6 2 1.6% 

5 3 2.3% 

4 9 7.0% 

3 24 18.8% 

2 42 32.8% 

1 36 28.1% 

0 12 9.4% 

 

Table 5.3: Distribution of cadence scores 

Composite Score Quantity Percentage of Total 

9 3 2.4% 

8 6 4.7 % 

7 5 3.9% 

6 11 8.7% 

5 18 14.2% 

4 12 9.4% 

3 8 6.3% 

2 18 14.2% 

1 19 14.9% 

0 10 7.9% 

-1 5 3.9% 

-2 8 6.3% 

-3 4 3.1% 
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Figure 5.2. Bar-graph indicating distribution of scores 

 

As one would expect in a data series such as this, the extremes of -3 and 9 are the 

least represented values with four and three occurrences respectively. Excerpted from 

Scenes de Ballet, example 5.1 below demonstrates one of the cadential gestures that was 

given a score of -3. Example 5.2 from The Rake’s Progress provides an example of a 

cadential gesture that was given a score of 9. Examle 5.1 yields only a single element 

from the well-formed guidelines, that of a root-position tonic arrival, while exhibiting 

several characteristics from the post-tonal attribute list. Most of these post-tonal attributes 

arise from the extensive tonic triad anticipation found in the bassoon. 
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Musical Example 5.1. Scènes de Ballet, 68.2-69.1    
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In contrast, Example 5.2 yields 9 of the well-formed attributes including all but 

one of the contrapuntal elements relating to the resolution of the cadential dominant to 

the tonic. The lone missing element is that of scale degree 2̂ (not present in this 

incomplete V7 chord) resolving to the tonic in a single voice. Additionally, none of the 

post-tonal attributes can be said to exist in this particular example from The Rake’s 

Progress. 

 

Score Average by Work 

 

 Each of these next three sections will explore score trends on an increasingly 

broad basis. First, score averages will be shown according to the work in which they are 

contained with a minimum of four cadences required for a work to be included. Arranged  

by descending average score, the two works with the highest average scores are stage 

works and three of the top five also fall into this category. Also in the top five is the Suite 

on Themes, Fragments and Pieces by Giambattista Pergolesi which is based on the 

overtly tonal Pulcinella.  Also apparent is the degree to which stage works are prevalent 

among the highest average scores while orchestral and chamber works have typically 

lower average scores, facts which will be reinforced in the following section. 
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Musical Example 5.2. The Rake’s Progress, Act I, Scene II, 135.24-3 
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Table 5.4: Average score of works with four or more cadences 

Work Number of Cadences Average Score 

Le Baiser de la fée 7 5.25 

Mavra 12 4.58 

Suite/Pergolesi 4 4 

Concerto in D for String Orchestra 5 3.6 

The Rake’s Progress 11 3.36 

Oedipus Rex 7 2.86 

Jeu de Cartes 4 2.71 

Concerto for Piano and Winds 13 2.7 

Symphony in C 6 2.5 

Concerto for Two Pianos 5 2.4 

Apollo 4 2.25 

Violin Concerto 6 2.17 

Danses Concertantes 7 1.57 

Mass 6 1.5 

Serenade en La 4 1 

Symphony in Three Movements 4 0.25 

 

 

Score Average by Genre 

 

 Although the above table provides some generalizations with regard to genre, 

specifics cannot be drawn due to the more limited amount of data (the exclusion of works 

with three or fewer represented cadences). Table 5.5 includes all works independent of 

the number of cadences. As expected, the opera genre contained the highest average 

score aided in large part by Mavra’s 12 extremely high scoring cadences. The relatively 

low score for the large ensemble genre is also unsurprising given the presence of three 

works in the bottom half of table 5.2.  
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Table 5.5: Average score by genre 

Genre Number of Cadences Average Composite Score 

Opera80 30 3.73 

Choral81 11 3.27 

Chamber82 21 2.81 

Ballet83 27 2.26 

Large Ensemble84 38 1.95 

 

  

Score Average by Decade 

 

 In contrast to the above two tables, table 5.6 allows us to see the progression of 

the composite score over time. Over the first three decades of Stravinsky’s neoclassical 

writing, there is a clear and decrease in the average composite score for the cadences. 

However, in the 1940’s there is a sharp decline of composite score from the previous two 

decades. In fact, the average composite score for the 1940’s is less than half of that of the 

previous two decades. Because this score is made up of two components, looking at the 

progression of the two components individually can provide added insight into this steady 

progression into the increasingly post-tonally influenced authentic cadence. In other 

                                                 
80 Includes cadences from Mavra, Oedipus Rex, and The Rake’s Progress 

81 Includes cadences from Mass, Pater Noster, and Symphony of Psalms 

82 Includes cadences from Concerto for Two Pianos, Les Cinq Doigts, Octet, Piano Sonata, Serenade en 

La, Suite on Themes, Fragments and Pieces by Giambattista Pergolesi, and Tango. 

83 Includes cadences from Apollo, Danses Concertantes, Jeu de Cartes, La Baiser de la fée, Orpheus, and 

Scenes de Ballet. 

84 Includes cadences from Circus Polka, Concerto for Piano and Winds, Concerto in D for String 

Orchestra, Four Norwegian Moods, Symphony in C, Symphony in Three Movements, and Violin Concerto 
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words, is the progression toward the post tonal a function of a decrease in the utilization 

of well-formed aspects, an increase in the inclusion of post-tonal elements, or a 

combination of both? Tables 5.7 and 5.8 provide data that will enable an answer to that 

exact question. 

 

Table 5.6: Average Score by decade 

Decade Number of cadences Average composite score 

1920-1929 60 3.37 

1930-1939 17 3.11 

1940-1949 40 1.55 

1950-195185 11 3.36 

 

Table 5.7: Average well-formed component score by decade 

Decade Number of cadences Average well-formed score 

1920-1929 60 5.03 

1930-1939 17 4.88 

1940-1949 40 4.25 

1950-1951 11 4.91 

 

Table 5.8: Average post-tonal component score by decade 

Decade Number of cadences Average post-tonal score 

1920-1929 60 1.67 

1930-1939 17 1.76 

1940-1949 40 2.70 

1950 11 1.55 

 

  

                                                 
85 Only one work exists from the 1950s that belongs in Stravinsky’s neoclassical repertoire. Including The 

Rake’s Progress in the previous decade would yield 41 cadences for that period with an average score of 

2.46, still below the average and well below each of the previous two decades, maintaining the downward 

trend through time. 
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From the above two tables, it is clear that, although a steady decline in the well-

formed score can be seen during the first three decades of Stravinsky’s neoclassical 

period, this decline is not as dramatic as the increase in the post-tonal content through the 

same time period. The difference in the average number of post-tonal components 

between the 1930’s and the 1940’s is just shy of one whereas the difference in the 

number of well-formed components between the same two decades is closer to one half. 

Thus, it appears that the major contributor to the dramatic difference in average 

composite score between the first two decades of Stravinsky’s neoclassical and the third 

is the heavier usage of those components associated with the post-tonal era. 

 

Summary 

 

Through this study, several aspects of Stravinsky’s neoclassical cadential 

language have become evident. First and foremost is the degree to which Stravinsky 

holds to well-formed conventions in his construction of the authentic cadence. Chapter III 

provided those aspects which Stravinsky retained most commonly. Among those 

properties Stravinsky adhered to most often include those of a contrapuntal nature. 

Stravinsky was much more likely to be sensitive to the prescribed resolutions for those 

chord tones that constitute the dissonant tritone than to any other member of the cadential 

dominant. In addition, Stravinsky’s sensitivity to outer-voice contrapuntal conventions 

was significantly less dedicated. Regarding those elements that define cadential function 

and prepare the arrival of the cadential dominant, Stravinsky provided a cadential6
4
 in 
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only one out of every ten examples and, in only one out of twenty-five occurrences does 

a cadential6
4

 appear on a strong beat. Furthermore, Stravinsky’s usage of the predominant 

is limited to only one third of the cadential repertoire and in less than one fourth of that 

usage can be said to employ a strong predominant. Finally, in more than three out of 

every four cadences, the cadential tonic can be found in root position while the dominant 

is found so in only one out of every four examples. 

 Also demonstrated by this is the highly diverse set of post-tonal characteristics 

employed by Stravinsky in his cadential repertoire. In contrast to the above, none of the 

properties are so utilized as to be present in more than one quarter of the extracted 

cadences. Trends, however, may be found that provide insight into those most favored by 

the composer. Among the categories mentioned in chapter IV that find the greatest 

utilization is the one containing the three different types of shifts. The textural shift and 

the metric shift (or delayed or off-beat tonic arrival) are the most common appearing in 

just over fifteen percent of the extracts and the registral shift occurring only slightly less 

often.  

Also among the most utilized elements are those relating to an anticipation of the 

tonic pitch or the tonic triad as a whole at the appearance of the cadential dominant. Of 

the pertaining elements, the added mediant is the most common, appearing in one out of 

every four cadences. Only slightly less utilized is the anticipation of the tonic pitch itself 

and these two elements combine six percent of the time to provide an anticipation of the 

tonic triad as a whole.  
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The most diverse group of post-tonally influenced components relate to added and 

altered chord tones, both to the cadential dominant and to the tonic arrival. Confirmed 

examples of no fewer than seven different types of additions or alterations were 

documented with the added mediant mentioned above being the most prevalent followed 

by an added submediant at 12%. Other examples of additions or alterations to the 

cadential dominant include the added subtonic (with the leading tone also present), the 

lowered supertonic, the raised subdominant, the minor dominant, and the raised 5̂. 

Alterations and additions to the cadential tonic were also found but far less frequently 

than those to the dominant. The most commonly utilized tonic alteration was the retained 

subdominant at only 6% of all occurrences. Further examples include the held leading 

tone, the held supertonic, the added submediant, and the lowered 5̂. 

Through tracking each occurrence of all of these well-formed and post-tonal 

characteristics, a rudimentary evaluation system was developed that allowed for scores to 

be assigned each cadential extract and for the tracking of score trends across multiple 

categories. The composite scores in this system were simply obtained by subtracting the 

number of post-tonal elements contained by each cadence from the number of well-

formed elements preserved by each cadence. Among those distribution trends that were 

tracked included distribution by work, genre, and by decade. The results clearly 

demonstrated that scores were much higher in genres involving vocalists and choirs. 

Opera, for example, produced an average score of 3.73, nearly one point higher than the 

global average with a sample that included 30 cadences. Works written for large 

instrumental ensembles, in contrast, were nearly one point lower than the global average 
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while chamber works tended identically to the global average. A second noticeable trend 

could be found through tracking the average scores through the progression of time as 

expressed in decades. The average scores of the 1920’s were more than one half point 

higher than the global average while those of the 1940’s were more than a point lower. 

This major decline in composite score could be found to be more the result of an increase 

in the number of post-tonally influenced components than a decrease in the number of 

well-formed adherences. 
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CHAPTER VI: CONCLUSION 

 

 What does this dissertation offer those who desire a more complete understanding 

of Stravinsky’s music? Does a more tonal or more atonal approach to Stravinsky’s 

neoclassical music make sense? How does the research presented here reinforce the 

attempts presented in Chapter II to gain a clearer picture of the tonal organizations in 

Stravinsky’s neoclassical music? This final chapter addresses those questions. 

 

A More Complete Understanding 

 

 The question begged by this study is clear; how should one approach the 

neoclassical music of Igor Stravinsky? Does a tonal perspective make more sense than an 

atonal approach? The answer, however, to that seemingly simple question is pointedly 

complex. As demonstrated in chapter six, the use of common-practice cadence varies 

widely from piece to piece and even from genre to genre. Despite this, Stravinsky’s 

music may be divided into the following tonal categories: 

1. Significantly Tonal – Works that have a substantial tonal presence established 

through frequent cadences that establish a clear tonic are considered significantly 

tonal yet still contain elements of 20th-century harmonic and contrapuntal 

practices. 
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2. Primarily Post-tonal – This category describes those pieces in which common-

practice cadential paradigms are completely absent. These pieces do not establish 

a significant tonal center at any point. 

3. Significantly Post-tonal – These are works that only rarely establish a tonal 

center through the presence of a common-practice authentic cadence. 

 

Significantly Tonal Works 

 

 Of Stravinsky’s 48 works composed during his neoclassical period, only three can 

be said to be significantly tonal. Pater Noster, an unaccompanied chorale composed in 

1926, contains of two stanzas of predominantly tertian harmonies punctuated by a 

cadence. The second of these stanzas appears below as example 6.1. Among the notable 

characteristics of this are Stravinsky’s limited array of harmonies and the nearly complete 

absence of any major dominants. The only appearance of a major dominant occurs in 

measure 25 as the arrival of a half cadence. Every other iteration of the dominant is as a 

minor triad or minor seventh chord. The preponderance of major subtonic chords as 

dominant substitutes is also worth noting and results in part from the heavy use of voice 

exchanges. The presence of linear intervallic patterns also results in an unconventional 

alternation between tonic and diminished supertonic triads and seventh chords.  
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Musical Example 6.1. Pater Noster mm. 18-34 
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While heavily tonal, the usage of uncommon chord progressions and minor 

dominants in Pater Noster reflect a heavy 20th century harmonic influence. That this 

work alone is the only composition produced over a thirty-year period that utilizes tertian 

harmonies and common-practices to such an extent is just one testament to the variety of 

music produced by Stravinsky in his neoclassical period. 

Two additional examples of Stravinsky’s significantly tonal neoclassical works 

are inextricably linked. Stravinsky’s Pulcinella, as mentioned previously, commenced his 

work in the neoclassical tradition. Five years later, a suite for violin and piano based 

heavily on thematic and harmonic material from Pulcinella titled Suite on themes, 

fragments and pieces by Giambattista Pergolesi debuted. In contrast to the remaining 

body of Stravinsky’s work, both pieces are heavily tonal and contain regular metric 

structures. The opening measures of the Sinfonia from the 1949 revision of the Pulcinella 

Suite appear below in Example 6.2. Through four measures, Stravinsky establishes a 

parallel progressive period.86 A clear predominant occurs by the third beat of the first 

measure, embellished though off-beat inversions of the tonic and culminating in an 

imperfect authentic cadence on beat three of the second measure. The beginning of the 

pattern repeats in the second phrase, this time with a half-cadence on the dominant 

(which is reinterpreted as the new tonic).  

 

 

 

                                                 
86 The excerpt continues in the dominant. 
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Musical Example 6.2. Pulcinella Suite, Sinfonia, mm. 1-4, strings 
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Primarily Post-tonal Works 

 

 Eleven of Stravinsky’s neoclassical compositions are exclusively atonal. Notable 

examples include Symphonies of Wind Instruments and Perséphone. Symphonies of 

Wind Instruments, in particular, has been the subject of numerous articles attempting to 

find cohesion in this atonal work. Among the most notable is Edward T. Cone’s 

“Stravinsky: The Progress of a Method.”87 Cone organizes the work according to related 

layers or strata and further relating these strata through two phases: synthesis in which a 

single stratum exists as a combination of elements in multiple strata and divergence in 

which a single layer is divided in multiple other layers. Of the significance of the sketch 

provided in the article, Cone states that it is, “not meant to serve as a complete linear and 

harmonic analysis but is rather intended to make clear to the eye the way in which the 

strata are separated, interlocked, and eventually unified.”88 It thus becomes clear that a 

complete understanding of the thematic, melodic, and harmonic analysis must come as a 

result of multiple approaches. Articles from Robert Craft,89 Jonathan Kramer,90 Joseph 

Straus, and Pieter Van den Toorn all contribute to this more complete understanding of 

this primarily post-tonal piece. 

                                                 
87 Edward T Cone. "Stravinsky: The Progress of a Method". Perspectives of New Music. 1, no. 1 (1962): 

18-26. 

88 Ibid. 21. 

89 Robert Craft. 1983. "A. On the Symphonies of Wind Instruments. B. Toward Corrected Editions of the 

Sonata, Serenade, and Concerto for Two Pianos. C. The Chronology of the Octet". Perspectives of New 

Music. 22, no. ½ (1983-1984): 448-463. 

90 Jonathan Kramer. “Moment Form in Twentieth-Century Music.” Musical Quarterly 64 (1978): 177-194.  
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Significantly Post-tonal Works 

  

 In reality, much of the work classified as significantly post-tonal differs from the 

above category only through the rare use of cadential material as a means of terminating 

a cadence. To be sure, Cone’s “Stravinsky: The Progress of a Method” charts a second 

work, Serenade en La, which does in fact contain clear cadences. Cone elects not to 

emphasize this fact in his article as it does not reinforce the specific connections he is 

trying to make in the music.  

 Another aspect of this category of Stravinsky’s compositions worth mentioning 

here is the use of clearly tonal harmony in a non-cadential environment. An example 

from Apollo appears in example 6.3 and demonstrates this aptly. The excerpt initially 

establishes E major as a tonal area through which A major is established in measure 21 as 

a secondary tonal area through the resolution of the incomplete EMm7 chord to an A 

major triad, all over a pedal E. Although the prevailing harmony is, at times, dissonant 

with the melodic line in the violins, synthesis between the melody and supporting 

harmony is achieved in the second half of measure 24 with the appearance of a now 

complete EMm7 chord which promptly resolves to C major. This resolution defies any 

common-practice cadential resolution pattern in favor of a third-relation resolution. 

 Unfortunately, there is no clear answer to the question of whether or not a tonal 

approach or atonal approach to Stravinsky’s neoclassical music is preferable. Both 

approaches are both necessary and helpful.  

 



 

 

175 

 

Musical Example 6.3 Apollo, Naissane D’Apollon, m. 19 
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Reinforcing Previous Tonal Explanations 

 

 Chapter 2 discussed the existing literature on the subject of tonal implications in 

Stravinsky’s predominantly post-tonal music. Further, the chapter highlighted the need 

for a more thorough examination of Stravinsky’s cadential practices. This section will tie 

the results of this examination back to some of the key concepts presented previously, 

specifically those of displacement in the articles by Don Traut and the associational 

model from Joseph Straus’s work on prolongation in post-tonal music. 

 

Displacement in Stravinsky’s Cadential Language 

 

 That displacement plays a significant role in Stravinsky’s manipulation of the 

common-practice authentic cadence is manifested by the frequency of scale degrees 4̂, 7̂, 

and 2̂ in the tonic arrival and the presence of scale degrees 1̂ and 3̂ in the cadential 

dominant. Revisiting table 4.1 from chapter 4 indicates the following frequencies for the 

previously mentioned scale degrees outside of their native harmonies: 

 25% of the extracted cadences featured the mediant in the cadential dominant. 

 24% of the cadential dominants included the tonic. 

 In 6% of the cadences, the arrival of the tonic included the subdominant. 

 3% of the cadences found an added leading tone in the tonic arrival. 

 Another 3% of the cadences included the presence of the supertonic at the arrival 

of the tonic. 
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On the whole, Stravinsky is very judicious in his use of these displaced chord 

tones. Only thirteen of the extracted cadences contain more than one of the previously 

mentioned displaced chord tones and only one cadence features more than two. Taken 

from The Rake’s Progress, this excerpt, shown previously as Example 4.16a appears 

again here as example 6.4. The appearance of the tonic and mediant at the arrival of the 

dominant is highly destabilizing. The pitches in the cello at the tonic arrival should have 

been featured a measure earlier. 

Although scale degrees 1̂ and 3̂ combine to feature 63 times throughout the 

cadential collection, they only appear together as demonstrated by example 6.5 a total of 

eight times. This appearance of the two most significant members of the tonic triad was 

detailed previously in chapter 4 and covers the gamut of genres from ballet to mass to 

opera to symphony. 

One other displaced element includes the submediant attached to the cadential 

dominant. Although most of these appearances are due to the utilization of leading tone 

seventh chords in lieu of dominant triads and seventh chords, some utilize scale degree 

six as though it were a late arrival of a member of the preceding predominant, or, as is the 

case with Example 6.5 below, prevents the preceding chord from being considered a 

predominant. 

This excerpt presents two unique patterns of displacement. The first pattern is 

present in the second oboe along with the cello and contrabass. These instruments find  
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Musical Example 6.4. The Rake’s Progress, Act I, Scene II, 114.2-4 
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their components of the prevailing harmony are delayed by one beat. In contrast, the first 

oboe, Anne, and the viola find the exact reverse to be true. The result is an obfuscation of 

an otherwise straightforward harmonic progression, one that, however, is still quite 

dissonant and unstable. A simplified version of the above progression with the displaced 

pitches in their “correct” position appears as example 6.6. 

 

Joseph Straus’s Associational Model 

 

 Introduced by Joseph Straus as an alternative to previous attempts by theorists to 

depict middleground structures of post-tonal works, the associational model is not an 

attempt to show traditional prolongational elements but rather demonstrate large-scale 

relationships through associated musical events.91 As Straus explains, “Given three 

musical events, X, Y, and Z, an associational model is content merely to assert some kind 

of connection between X and Z without commenting one way or another about Y.”92 This 

model provides the means for an easily-justifiable relationship without the need to 

account for every pitch in between.  

As cadences represent significant structural moments, despite their scarcity in 

Stravinsky’s neoclassical music, they have the potential to be powerful examples of both 

X and Z. This potential is demonstrated through another example from Apollo. Example 

6.7 takes the cadence AP-002, formerly discussed as example 4.9, as X in an  

                                                 
91 Joseph N. Straus, “The Problem of Prolongation in Post-Tonal Music,” Journal of Music Theory 31, no. 

1 (Spring, 1987): 1-21. 
92 Ibid, 13. 
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Musical Example 6.5 The rake’s Progress, Act I, Scene I, 102.13-3 with displacements 

indicated 

 

  

Musical Example 6.6. The rake’s Progress, Act I, Scene I, 102.13-3  simplified 

 

 

A:       IV7     I7          ii           V7                       I 



 

 

181 

 

associational model that clearly demonstrates a large-scale elaboration of d minor in the 

measures that follow. Following the first iteration of dm, a melodic gesture appears that 

fits, albeit loosely in the end into the key of d minor, which is then followed by a second 

appearance of the dm triad. Motion through the viola and cello further develops the initial 

melodic gesture, motion that clearly alludes to keys distantly related to d minor. 

Nevertheless, the contrapuntal lines converge again to settle on a quasi-cadence, again in 

d minor. This allows for a deep-middleground structural reading of this passage that is 

centered around d minor without having to account as heavily for the intervening material 

that moves through minor triadic material based on A, E, and B. That the pitch E plays 

a larger role in the cadential material that bookends this excerpt allows for 

embellishmental discussion at the middle and foreground levels. 

The associational model provides an attractive option for those who want a simple 

yet effective method to draw middleground relationships; in effect saying X and Z are 

associated despite Y. The ways musical events can be associated are nearly limitless. 

Straus writes, “Musical tones separated in time may be associated by a variety of 

contextual means, including register, timbre, metrical placement, dynamics, and 

articulation.”93 By using cadential material as one of those significant musical events, 

tonal and atonal may be brought together to form clearer middleground structures. 

  

 

 

                                                 
93 Ibid, 13. 
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Musical Example 6.7. Apollo, Variation de Calliope, R39.8 through 40.15 

 

Musical Example 6.8. Apollo, Variation de Calliope, R39.8 through 40.15, middleground 

 

 

40 
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Stravinsky’s neoclassical music has provided a wealth of analytical opportunities 

to theorists for the last half-century. Even those, like Schenker, who held post-tonal 

music in utter contempt helped shape our desire to gain a greater understanding of this 

extraordinary repertoire. While a single comprehensive theory for Stravinsky’s 

neoclassical style and compositional practice may never materialize, new approaches can 

and will continue to shed light on key components of that style. Moreover, attempts to 

combine analytical methods will yet bear fruit. This document has demonstrated how a 

deeper understanding of Stravinsky’s cadential practice enhanced and was enhanced by 

previous studies relating to Stravinsky’s neoclassical music. Each of these analytical tools 

represents a deep desire to know and comprehend and even revere the work of one of the 

most unique and distinct musical icons of the 20th century. 
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APPENDIX A: CATALOG OF STRAVINSKY’S NEOCLASSICAL CADENTIAL 

GESTURES 

 

Work title Library Catalog # 

Apollo M1520 .S912a 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

14 38.5-11 AP-001 

15 39.7-8 AP-002 

21 51.8-10 AP-003 

29 70.4-6 AP-004 

 

Work title Library Catalog # 

Circus Polka M1048 .S912c 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

6 5.1-3 CP-001 

32 30.3-6 CP-003 

 

Work title Library Catalog # 

Concerto for Piano and Wind Instruments M1205 .S912 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

3 I 4.4-5 COPW-001 

4 I 4.8-5.1 COPW-002 

5 I 6.4-7.1 COPW-003 

9 I 9.?-9.? COPW-004 

20 I 27.1-3 COPW-005 

33 I 46.6-9 COPW-008 

35 II 47.?-? COPW-009 

37 II 50.?-51.1 COPW-010 

39 II 53.10-54.1 COPW-011 

4? II 60.4-7 COPW-012 

50 III 69.4-7 COPW-013 

62 81.?-82.1 COPW-014 

69 ??.?-? COPW-015 
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Work title Library Catalog # 

Concerto for Two Pianos M214 .S912 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

26 I,24-27 COTP-001 

34 I,90-93 COTP-002 

37 III,24-27 COTP-003 

48 VAR-IV, 19-23 COTP-004 

49 IV,14-19 COTP-005 

 

Work title Library Catalog # 

Concerto in D, for string orchestra M1145 .S912 D 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

18 II 60.9-61.1 CODS-001 

18 II 61.4-62.1 CODS-002 

19 II 65.1 CODS-003 

20 II 67.3-4 CODS-004 

20 II 68.1 CODS-005 

 

Work title Library Catalog # 

Danses concertantes M1003 .S912d 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

17-18 II 24.4-25.2 DA-002 

21 II 29.3-30.1 DA-003 

31-32 II 48.3-49.2 DA-004 

38 II 60.3-5 DA-005 

45 III 69.5-7 DA-007 

51 III 82.1-5 DA-008 

104 IV 166.1-6 DA-011 
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Work title Library Catalog # 

Four Norwegian Moods    

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

18 Song, 22.4-5 FO-001 

21 Song, 28.3-4 FO-002 

 

Work title Library Catalog # 

Jeu de cartes M1520 .S912c 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

20 33.3-5 JE-001 

22 39.3-5 JE-002 

35 70.3-5 JE-003 

39 74.4-5 JE-004 

 

Work title Library Catalog # 

Le Baiser de la fée M1520 .S912b 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

18 24.6-25.1 LEB-002 

50 73.6-7 LEB-003 

59-60 86.4-8 LEB-004 

62-63 90.4-7 LEB-005 

99 157.1-4 LEB-008 

105 165.6-7 LEB-009 

108 168.4-169.1 LEB-010 

 

Work title Library Catalog # 

Les Cinq Doigts 

M25.S925 C56 

1990 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

4 Allegro 47-9 LEC-002 

5 Allegretto - 33-6 LEC-003 
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Work title Library Catalog # 

Mass M2010 .S912 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

1 Kyrie 0.4-5 MAS-001 

1 Kyrie 1.3-4 MAS-002 

2 Kyrie 3.5-6 MAS-004 

3 Kyrie 4.3-4 MAS-005 

4 Kyrie 9.4-5 MAS-006 

16 Credo 33.5-7 MAS-007 

 

Work title Library Catalog # 

Mavra M1503 .S912m 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

5 overture - 72-74 MAV-001 

6 Overture - 121-122 MAV-002 

12 11.4-7 MAV-003 

14 16.7-16.8 MAV-004 

15 18.3-18.4 MAV-005 

16 21.7-22.1 MAV-006 

18 25.1-3 MAV-007 

24 37.6-7 MAV-008 

35 56.5-6 MAV-009 

53-54 90.3-4 MAV-010 

54-55 92.3-5 MAV-011 

83 155.6-7 MAV-012 

 

Work title Library Catalog # 

Octet M857 .S912 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

12 24.8-25.1 OC-007 

17 30.9-11 OC-008 
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Work title Library Catalog # 

Ode for orchestra M1003 .S912o 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

6 10.1-4 OD-001 

 

Work title Library Catalog # 

Oedipus Rex M1500 .S913o 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

2 0.5-6 OE-001 

30 39.5-6 OE-002 

42-43 59.1-59.6 OE-003 

48 67.5-7 OE-004 

80 109.6-110.1 OE-007 

99 133.4-6 OE-008 

137 195.4-9 OE-009 

 

Work title Library Catalog # 

Orpheus M1520 .S912or 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

35 91.3-5 OR-003 

38 100.4-6 OR-004 

 

Work title Library Catalog # 

Pater Noster   

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

3 18-19 PAT-001 

3 32-33 PAT-002 

3 36-37 PAT-003 
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Work title Library Catalog # 

Piano Sonata M23 .S912 1925 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

7 144-146 PI-001 

8 177-180 PI-002 

 

Work title Library Catalog # 

The Rake's Progress M1503 .S912r 

Score Page 

Number 

Score Measure 

Numbers 

Cad. Catalog 

Number 

2 Act I, Scene I, 1.5-6 RA-001 

19 Act I, Scene I, 40.2-3 RA-002 

39 Act I, Scene I, 69.3-4 RA-003 

56-57 Act I, Scene I, 102.3-4 RA-004 

63-67 

Act I, Scene II, 114.1-

4 RA-005 

81 

Act I, Scene II, 135.2-

3 RA-006 

125 

Act I, Scene III, 

203.2-4 RA-008 

129 

Act I, Scene III, 

211.3-4 RA-009 

182 

Act II, Scene II, 96.1-

3 RA-011 

254 Act III, Scene I, 6.3-5 RA-012 

267 

Act III, Scene I, 32.3-

33.1 RA-013 

 

Work title Library Catalog # 

Scènes de Ballet M1045 .S912sb 

Score Page 

Number 

Score Measure 

Numbers Cad. Catalog Number 

32 53.2-3 SCE-001 

39-40 68.2-69.1 SCE-002 

45 78.3-79.1 SCE-003 
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Work title Library Catalog # 

Serenade en La M24 .S912se 

Score Page 

Number 

Score Measure 

Numbers Cad. Catalog Number 

4 Hymne 39-41 SE-001 

9 Romanza 78-80 SE-002 

14 Rondolletto, 97-98 SE-003 

20 

Cadenza finala 102-

105 SE-004 

 

Work title Library Catalog # 

Suite on themes, fragments and pieces by Giambattista 

Pergolesi M217 .S77 2007  

Score Page Number Score Measure Numbers Cad. Catalog Number 

113 Menuetto - 31 SU-001 

113 Menuetto - 40 SU-002 

114 Menuetto - 48 SU-003 

119 Finale - 136 SU-004 

 

Work title Library Catalog # 

Symphony in C   

Score Page 

Number 

Score Measure 

Numbers Cad. Catalog Number 

17-18 I 28.1-28.3 SYC-002 

40 I 73.1-73.3 SYC-003 

55 III102.5-102.7 SYC-004 

58 III 111.3-4 SYC-005 

58-59 III 112.3-113.1 SYC-006 

66 III 134.1-5 SYC-007 
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Work title     Library Catalog # 

Symphony in Three Movements   

M1001.S915 S9 

1974   

Score Page 

Number 

Score Measure 

Numbers Cad. Catalog Number 

29 I 57.2-58.1 SYT-002 

51 II 113.3-4 SYT-004 

59 II 133.1-4 SYT-005 

62 II 139.3-4 SYT-006 

 

Work title Library Catalog # 

Symphony of Psalms M2020 .S912sB 

Score Page 

Number 

Score Measure 

Numbers Cad. Catalog Number 

17 II 4.6 SYP-001 

22 II 11.5-12.1 SYP-002 

 

Work title Library Catalog # 

Tango M20 .S773 2007  

Score Page 

Number 

Score Measure 

Numbers Cad. Catalog Number 

125 23-24 TA-002 

128 79-80 TA-003 

 

Work title Library Catalog # 

Violin Concerto in D 

M1012 .S913 Dmaj, 

1959 

Score Page 

Number 

Score Measure 

Numbers Cad. Catalog Number 

22 I 50.3-6 VC-002 

34 II 76.3-6 VC-004 

36 III 78.3-4 VC-005 

37 III 80.4-81.1 VC-006 

39 III 85.1-3 VC-007 

42 IV 88.1-3 VC-008 
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APPENDIX B: TABLE OF WELL-FORMED PROPERTIES 
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APPENDIX C: TABLE OF POST-TONAL PROPERTIES 

 

 



 

 

198 

 

 



 

 

199 

 

 



 

 

200 

 

 



 

 

201 

 

 



 

 

202 

 

 



 

 

203 

 

 



 

 

204 

 

REFERENCES 

Adorno, Theodor. Philosophie der Neuen Musik. Frankfurt: Europaische. Translated by 

Anne G. Mitchell and Wesley V. Blomster. New York: Continuum: 1958/2003. 

 

Agawu, V. Kofi. “Stravinsky's "Mass" and Stravinsky Analysis.” Music Theory Spectrum 

11, no. 2 (Autumn 1989): 139-163. 

 

Austin, William W. Music in the 20th century, from Debussy through Stravinsky. New 

York: W.W. Norton, 1966. 

 

Baker, James. “Schenkerian Analysis and Post-Tonal Music” in Aspects of Schenkerian 

Theory. Edited by David Beach, 153-188. New Haven: Yale University Press, 

1983. 

 

Bass, Richard. “Prokofiev’s Technique of Chromatic Displacement.” Music Analysis 7, 

no. 2 (July, 1988): 197-214. 

 

Benjamin, William E. “Tonality without Fifths Part I.” In Theory Only 2, no 11 (February 

1977): 53-70. 

 

________. “Tonality without Fifths Part II.” In Theory Only 3, no 2 (September 1977): 9-

31. 

 

Berry, David Carson. “Portrait with Retouches: The Adaptation and Transformation of 

Stravinsky's Pulcinella: Finale.” M.M. thesis, Memphis State University, 1993. 

 

Bloom, Harold. The Anxiety of Influence; a Theory of Poetry. New York: Oxford 

University Press, 1973. 

 

Brown, Stephen C. “Dual Interval Space in Twentieth-Century Music.” Music Theory 

Spectrum 25, no. 1 (spring, 2003): 35-57. 

 

Browne, Andrew J. “Aspects of Stravinsky’s Work.” Music and Letters 11 (1930): 360-

366. 

 

Caplin, William Earl. “The Classical Cadence: Conceptions and Misconceptions.” 

Journal of the American Musicological Society 54 (2004): 51-117. 

 

________. Classical Form: A Theory of Formal Functions for the Instrumental Music of 

Haydn, Mozart, and Beethoven. New York: Oxford University Press, 1998. 

 

Carr, Maureen A. Multiple Masks: Neoclassicism in Stravinsky's Works on Greek 

Subjects. Lincoln: University of Nebraska Press, 2002. 



 

 

205 

 

 

Carter, C. 1997. “Stravinsky's ‘Special Sense’: The Rhetorical Use of Tonality in ‘The 

Rake's Progress’.” Music Theory Spectrum 19, no. 1 (spring, 1997): 55-80. 

 

Carter, Paul Scott. “The Fusion Complex and Stravinsky's Neoclassic Language.” M.M., 

thesis, University of Massachusetts at Amherst, 1991. 

 

Cone, Edward. “Stravinsky: The Progress of a Method.” Perspectives of New Music 1 

(1962): 18-26. 

 

Craft, Robert. 1983. "A. On the Symphonies of Wind Instruments. B. Toward Corrected 

Editions of the Sonata, Serenade, and Concerto for Two Pianos. C. The 

Chronology of the Octet". Perspectives of New Music. 22, no. ½ (1983-1984): 

448-463. 

 

________. “Stravinsky Pre-Centenary.” Perspectives of New Music 19 (1980): 464-477. 

 

Cross, Jonathan. The Stravinsky Legacy. Music in the Twentieth Century. Cambridge: 

Cambridge University Press, 1998. 

 

Evans, John. “Stravinsky’s Music in Hitler’s Germany.” Journal of the American 

Musicological Society 56 (2003): 525-594. 

 

Gjerdingen, Robert O. A Classical Turn of Phrase: Music and the Psychology of 

Convention. Philadelphia: University of Pennsylvania Press, 1988. 

 

Gloag, Kenneth. “Structure, Syntax and Style in the Music of Stravinsky.” Ph.D., diss., 

Exeter University, 1995. 

 

Griffiths, Paul. Stravinsky. New York: Schirmer Books, 1993. 

 

Haimo, Ethan, and Paul Johnson. Stravinsky Retrospectives. Lincoln: University of 

Nebraska Press, 1987. 

 

Hoover, Katherine. “Pulcinella: Stravinsky's Homage to Pergolesi.” M.M. thesis, 

Manhattan School of Music, 1972. 

 

Horlacher, Gretchen. “The Rhythms of Reiteration: Formal Development in Stravinsky’s 

Ostinati.” Music Theory Spectrum 14, no. 2 (Autumn, 1992): 171-187. 

 

Horlacher, Gretchen. “Running in Place: Sketches in Superimposition in Stravinsky’s 

Music.” Music Theory Spectrum 23, no. 2 (Autumn, 2001): 196-216. 

 



 

 

206 

 

________. “Superimposed strata in the music of Igor Stravinsky”. Ph.D. diss., Yale 

University, 1990. 

 

Hyde, Martha. “Neo-classic and Anachronistic Impulses in Twentieth-Century Music.” 

Music Theory Spectrum 18, no. 2 (Autumn, 1996): 200-235. 

 

Johnson, Paul. “The First Movement of Stravinsky's Symphony in C: Its Syntactical 

Bases and Their Implications.” Ph.D. diss., Princeton, 1981. 

 

Katz, Adele T. Challenge to Musical Tradition; a New Concept of Tonality, New York: 

A.A. Knopf, 1946. 

 

Kielian-Gilbert, Marianne. “Stravinsky’s Contrasts: Contradiction and Discontinuity in 

His Neo-classic Music.” The Journal of Musicology 9 (1991): 448-480. 

 

Koptis-Kovach, Gail. “Stylistic Continuity in the Neo-Classic and Serial Periods of Igor 

Stravinsky.” M.M. thesis, University of Akron, 1981. 

 

Kramer, Jonathan.. “Moment Form in Twentieth-Century Music.” Musical Quarterly 64 

(1978): 177-194.  

 

Larson, Steve. “The Problem of Prolongation in ‘Tonal’ Music: Terminology, Perception 

and Expressive Meaning.” Journal of Music Theory 41, no. 1 (Spring, 1997): 101-

136. 

 

Lerdahl, Fred. “Issues in Prolongation Theory: A Response to Larson.” Journal of Music 

Theory 41, no. 1 (Spring, 1997): 141-155. 

 

Minturn, Neil. The Music of Sergei Prokofiev. Composers of the twentieth century. New 

Haven: Yale University Press, 1997. 

 

Morgan, Robert P. “Dissonant Prolongation: Theoretical and Compositional Precedents.” 

Journal of Music Theory 20, no. 1 (Spring 1976): 49-91. 

 

Nolan, Catherine. “Combinatorial Space in Nineteenth- and Early Twentieth-Century 

Music Theory.” Music Theory Spectrum 25, no. 2 (Autumn, 2003): 205-241. 

 

Palmer, David James. “Polar Processes in Stravinsky's Neoclassical Music.” Ph.D. diss., 

Eastman School of Music, 1998, 1998. 

 

Pasler, Jann. Confronting Stravinsky Man, Musician, and Modernist. Berkeley: 

University of California Press, 1986. 

 



 

 

207 

 

Rehding, Alexander. “Towards a ‘Logic of Discontinuity’ in Stravinsky’s Symphonies of 

Wind Instruments: Hasty, Kramer, and Straus Reconsidered.” Music Analysis 17 

(1998): 39-65. 

 

Rifkin, Deborah. “A Theory of Motives for Prokofiev’s Music.” Music Theory Spectrum 

26 no. 2 (October, 2004): 265-290. 

 

Rogers, Lynne. “Stravinsky’s Break with Contrapuntal Tradition: A Sketch Study.” The 

Journal of Musicology 13 (1995): 476-507. 

 

Salzer, Felix. Structural Hearing; Tonal Coherence in Music. New York: Dover 

Publications, 1962. 

 

Santa, Matthew. “Chordal Tone Centers in Stravinsky's Neoclassical Music.” Theory and 

Practice 22-23 (1997-1998): 103-122. 

 

Somer, Avo. “Chromatic Third-Relations and Tonal Structure in the Songs of Debussy.” 

Music Theory Spectrum 17, no. 2 (Autumn 1995): 215-241. 

 

Straus, Joseph N. “A Principle of Voice Leading in the Music of Stravinsky.” Music 

Theory Spectrum 4, no. 1 (Spring, 1982): 106-124. 

 

________.“The Problem of Prolongation in Post-Tonal Music.” Journal of Music Theory 

31, no. 1 (Spring 1987): 1-21. 

 

________. “The Progress of a Motive in Sravinsky’s the Rake’s Progress.” The Journal 

of Musicology 9 (1991): 165-185. 

 

________. Remaking the Past: Musical Modernism and the Influence of the Tonal 

Tradition. Cambridge, Mass: Harvard University Press, 1990. 

 

________. “Stravinsky’s ‘Tonal Axis.’” Journal of Music Theory 26 no. 2 (Autumn, 

1982): 261-290. 

 

________. “Uniformity, Balance, and Smoothness in Atonal Voice Leading.” Music 

Theory Spectrum 25 (2004): 305-352. 

 

________. “Voice Leading in Atonal Music.: Music Theory in Concept and Practive. 

Edited by James Baker, David Beach, and Jonathan Bernard. Rochester: 

University of Rochester Press, 1997: 237-274. 

 

Taruskin, Richard. “Back to Whom? Neo-classicism as Ideology.” 19th Century Music 16 

(1996): 286-302. 

 



 

 

208 

 

________. “Chez Pétrouchka: Harmony and Tonality "chez" Stravinsky.” 19th-Century 

Music 10, (1987): 265-286. 

 

________. Stravinsky and the Russian Traditions: A Biography of the Works Through 

Mavra. Berkeley: University of California Press, 1996. 

 

Traut, Donald G. “More on Displacement in Stravinsky: A Response to van den Toorn.” 

The Music Quarterly 90, nos. 3-4 (Fall, 2007): 521-535 

 

________. “Revisiting Stravinsky’s Concerto.” Theory and Practice 25 (2000): 65-86. 

 

Tymoczko, Dmitri. “Stravinsky and the Octaonic: A Reconsideration.” Music Theory 

Spectrum 24, no. 1 (Spring, 2002): 68-102. 

 

Thomason, Marshall Malone. “Neo-Tonality: A Unified Approach to Stravinsky's 

Neoclassical Music.” Ph.D. diss., University of Texas at Austin, 1987. 

 

Van den Toorn, Pieter C. The Music of Igor Stravinsky. New Haven: Yale University 

Press, 1983. 

 

________. The Music of Stravinsky. New Haven: Yale University Press: 1983. 

 

________. “Neo-classicism Revisited.” Music, Politics, and the Academy. Berkeley: 

University of California Press, 1995: 143-178. 

 

________. “Some Characteristics of Stravinsky’s Diatonic Music.” Perspectives of New 

Music 14 no. 1 (Autumn, 1975): 104-138. 

 

________. “Stravinsky, ‘Les Noces (Svadebka)’, and the Prohibition against Expressive 

Timing.” The Journal of Musicology 20 (2003): 285-304. 

 

________. “Stravinsky Re-Barred.” Music Analysis 7 no. 2 (July, 1988): 165-195. 

 

Walsh, Stephen. The Music of Stravinsky. Companions to the Great Composers. Oxford: 

Clarendon Press, 1993.  

 

Watkins, Glenn. Soundings: Music in the Twentieth Century. New York: Schirmer 

Books, 1988. 

 

White, Eric Walter. Stravinsky, the Composer and His Works. Berkeley: University of 

California Press, 1979. 

 


