HENRI DUTI SQNATERDSER PIANO, OP.(19471948): EXTERNAL

INFLUENCES ON HIS IDIOSYNCRATIC MUSICALSTYLE

by

Shuo Pan

Copyright ©Shuo Pan 2021

A DocumentSubmitted to the Faculty of the

FRED FOX SCHOOL OF MUSIC

In Partial Fulfilment of the Requirements

For the Degree of

DOCTOR OFMUSICAL ARTS

In the Graduate College

THE UNIVERSITY OF ARIZONA

2021



THE UNIVERSITY OF ARIZONA
GRADUATE COLLEGE

As members of the Doctor of Musical Arts Document Committee, we certify that we have read
the document prepared by: Shuo Pan

titled: Henri Dutilleuxd Sonatepour piano, Op. 1 (1947i 1948): Externd Influences on His
Idiosyncratic Musicd Style

and recommend that it be accepted as fulfilling the document requirement for the Degree of
Doctor of Musical Arts.

&-a. . e

RexA.Woods

Date: Jun 16,2021

Tannis Gibson
Date: Jun 22,2021
Tannis Gibson

™ ) _
\u\, ng rLQ{!"ﬁ—
Al Date: Jun16,2021

Jay Rosenblatt

Final approva and acceptance of this document is contingent upon the candidatets submission of
the fina copies of the document to the Graduate College.

| hereby certify that | have read this document prepared under my direction and recommend that
it be accepted as fulfilling the document requirement.

Qﬂ-a - Lopeda— Date: Jun16,2021
Rex A.Woods

Document Committee Chair
Musc



ACKNOWLEDGEMENTS

We must find time to stop and thank the people who make a difference in our lives.

TJohn F. Kennedy

Througlout the writing of this dissertation, | have received a great deal of support and
assistance.

| would first like to thank my supervisor, Dr. Rex Woods, whose expertise was
invaluable in inspiring me with his refined musicianship. His insightful feedback challenged
me to sharpen my thinking and brought my work to a higher level. Also, | wouldlike t
acknowledge Prof. Tannis Gibsand Dr. Jay Rosenbldtir their knowledge, guidance, and
support throughout my doctoral study.

In addition, | would like to thank my best frierildnda Li for herbrilliant suggestions
andediting contributiorto this daument.

Last but not least, to my dearest and devoted parents Peiging Li and Ruping Pan, |
could not have become who | aodaywithout their love and encouragement. | am so

grateful to be theidaughtein my life.



TABLE OF CONTENTS

LI ST OF MUSI CAL EXAMPLESéeéeéeéeeéeéeéeceecececcece

,,,,,,,,,,,,,,,,,,,,,,,,,,,,,

INTRODUCTION: BIOGRAPHY OF HENRI DUTILLEUX AND ARTISTIC

INFLUENCES FROM HIS FAMILY. ..o e 10
HENRI DUTI LLEUXO06S PRILANO...WORKS. ............o..t. 14
HENRI DUT | LIOEATE ®QUR PIANO OP.. L.t 15

BACKGROUND: DIVERSITY IN THE MUSIC CONTEMPORARY WORLD
AFTER WORLD WAR Il e s e ettt et e e e e 19

HISTORICAL INFLUENCES BY 19"-CENTURY MUSICAL VOCABULARY
AND FRENCH IMPRESSIONIST COMPOSERS........coii 23

///////

////////////

C.Henr i Dutill euxds Preoccupaééeéa.bdith tr

COMPARI SON OF DUTI LLEUX0S STYLE WI TH THAT
CONTEMPORANEOUS COMPOSERS WHO HE ADMIRED...................... 60

CONCLUSION. .ttt e ettt e e ettt e e e 82

REFEREN CES . ... e 84



LIST OF MUSICAL EXAMPLES

Exampl e 1:OpDLuitstimoveraettXnims-T ...........coevvvvvvniiiiiiiccmrennrrinnnnnenns 23
Exampl e 2 a Op.Diudt movdmenty mr. 86366.............cccovvvvviiiiiiimnneeeennnne. 25
Exampl e 2 b Op.Dsetondnmovementdnm. BF........ccccccvvveeiiiiiiiiiccceeeeennn. 25
Exampl e 2c Op. Dthitd mbvéenenimnd 862668..........ccccceevvveeeeeeeieeeciieennn. 25
Exampl e 3PiancC3omata Om 853n-Bat minor, first movement, mm.-b......... 26
Exampl e Biano3onammBmmomm. E7........oooovmiiiiiiiiiiieee 27
Exampl e Biano SonasizB ndinor the coda of Finale.............cceeeeiiiiiiecennnnns 27
Exampl e 6 :OpDLussécond mavemerd, snm.BB...........cooevvviviviiiiiiiccceeeeeenennes 28
Exampl e 7 a Op.Dthitd mbverment,Xmnss..............ooorrriiiicr e, 30
Example 7b: The rhythmic pattern of tblgoraltheme.............cccooiriiiiiice 31
Exampl e 8:LODeh weamydBdlerght@and...........ooooiiiiiics 32
Exampl e ®locturheaNo.f i® @let minor, Op. 30 No.1, mm.&0........................ 34
Exampl e 10 Op.D2%moverne@tummi-B............ccceevvureeiriieeeeireeeieeereeennes 35
Exampl e 1Piano CRrcerte ih G Majgrthe beginning of piano part in the 3

L0V =T 0 0T o PP 36
Exampl e 12 Op.D38rdmolementy mm. d3039.............ccooiiiiiiiiiimmnniiiiinnnns 37
Exampl e 13 a0p. 13Umovemént mm. 60817.........cccccoevveevveeeirieeeeeerennne, 37
Exampl e 1 Piano CdReerodn GoMajor3® movement, mm. 14Q51............... 38
Ex ampl e IP#noSdnatasirnzBtmingroriginalmarcatomotif.................cccceeennnac 43
Exampl e 15 Op.Dithitdi movengeot xmins289...........cccccceeeeeieieeeceeervennnnnnn.. 45

Example 16: Adding the eighth..restsb.4alue t
Exampl e 17 Op.Dihitd mbveneent xnins569..........ccccceeveeeveeeeivieeeeeennn..... 46
Exampl e 18 Op.Dithitdi movengeat xXninS9202...........cccovvvvvviiiiiiiieenee e 47

Exampl e 19 Op.Dthitd mbvenegeat xnins13650............ceeiiiiieiiireiicecinnnn. 48



Exampl e 20 Op.Difirdt movdment, M. LODLO0.........cevviiieiirieeeeereeeeeceeenn, 50
Exampl e 21 Op. Difirdt movdment, M. L2123 .....oiiiiiiiiieeeeeeeeeeeccennn 51

Example 22: The bell s overtone structure ve
i nstrument sod6 .oaw.e.r.t.one..s.t.rl.ucil UL .. ... 52

Example 23: Dutilleuxés orchestral work: M® t
VL] 51 o] OO PUPPUPUPPRRR 54

Exampl e 24: Dutill euxdéds concertante work for

(A whole distant world...), Il. Regard (Gaze), sketch for final measures..................... 55
Exampl e 25 Op. Dfirgt movdment, M. BB .........ccccevvvvvveiiieiiiieeciiiiieeee, 56
Exampl e 26 Op.Dithitd mbveneent xnins34853...........ccvvviiiiieiiieeecceennn, 56
Exampl e 27 aQp. 1DinsttmovierheatummO2ZFA9L...........uvvvviiiieeieeeeecceennnnnn 58
Exampl e 27 bOp.1Rhird molement) mmd. §8192...............cooviriiiiiiiieeeneen. 58
Exampl e 27 cQOp.1Becond mdvesment, .6 ................oovveiiiiiiiccernnnnnns 59
Exampl e 2 8 Vingkregsrdsisar Benf@dnksusoriginal Theme of God,s1

transpoSItioN Of MOAE NO. 2.....ooiiiiiiiiiiee e 61
Exampl e 29 Vingwegardsisar kenf@dnksus Movement |, mmli2............... 63
Exampl e 30 Vingwregardsisar kenf@nksus Movement V, mm. 4.............. 64
Exampl e 31 aVingtkgasds sud'enfardésus Movement XI, mm. 14........... 65
Exampl e 31 bVingtkkgasds sual'enfadiésus Movement XI, mm. 226.......! 65
Exampl e 32 VingWregardsisar Eenf@nkesus Movement XX, mm. 47 ........... 66
Exampl e 3 3SanatinedONhoaodigudhgd movement, mm.iB...........ccccevvvvveeeeen. 68
Exampl e 3 3Sbnatin®OMoaadiqyéhsrd movement, last two measures..........! 68
Exampl e 3 4sOp. Dfirdt movdment, M. 2R0.......ccccoeeeeeiiiiiiiiiiiicee e, 69
Exampl e 35 Op.Dsetondnmovementdrnm. 4T .........cccceeeveieeeeeeeeeeeeeeeeeennnn 69
Exampl e 3 8onatir@Manodigabe end of the first movement..................... 70
Exampl e 37: PilanoSanatdlSomovemdantdnsm.ilb............cc.ceeeevvvveeenene.. 72

Exampl e 38 Op.Dmh RITB08..U.X..0.S. cciiiiiiiiiiieeciiiiieieeeeeeeeee e 73



Exampl e
Exampl e
Exampl e
Exampl e
Exampl e

Exampl e

3 9 Op. D thitd mbveneent, XniNs421929........ccccevveieviiiieeeeee e, 75
4 Ndusica lridergagafXli NNB 4L152.......cvvvveiiiiiiiieee e 76
4 1 Op. Dthitd imbveneent,xoégdning of thé& Sariation..................77
418ventidn) MIELELZ 14 Q.S ..o ennn 78
4 3 Op. D 2%mioverheatummd FB0............ccceeevveerecrirceeriee e 8

44: Bart- -koés Si x DamMikrekbosmooluBeMl,gar i an

(00100 TR T R RO P PP 79
Ex ampl e 4 SanataBrarrPianokSa. §6omposed in 1926)8movement, mm. 116
.................................................................................................................................... 80
Example 46L i g eCagria@io Nr. 2 mm. T4 ... 80
Exampl e 47 Op.D2%movierheatummd 3H0..........ccceevvvveeiiieiceeieeeeeee e 80



LIST OF TABLES

Table 1: A chronological listofHenBut i | | euxds si gni.f.i.c.ad4 pi anc«

Tabl e 2: The structure of .Henr.i..Dut.i..lll8euxds



ABSTRACT

The purpose dahisstudyis toexplainFr ench composer Henri Dut
2013)idiosyncratic musical style through the analysis of famelody, harmonw, texture,
rhythm, pianistic techniquesind other features of his transitional w&&nate pour piano
Op. 1 Comparisorof features othe Sonateproceedwith salientexcerptdrom the Romantic
era androm French impressionist composérsClaude Debussy (1862918), Maurice
Ravel (18751937) and Gabriel Fauré (184824)8 i | | ustrate Dutill euxds
historical stylesComparison witttontemporaneous pianerks by Olivier Messiaen (1908
1992), Maurice Ohana (1941392),Witold Lutoslawski (19131994), andGyo6rgy Ligeti
(1923 2006) suggest that Dutilleurnay havententionally fusedistorical stylesvith
contemporarynusicalelements into hipersonal musical discoursghe textural timbres
inspired by carillon sonoritie® u t i | predacupdtien with theisualappearance of the
music,andprogressive thematic transformatimspiredby FrencHiteratureillustrate non

pianisticinfluences
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INTRODUCTION: BIOGRAPHY OF HENRI DUTILLEUX AND ARTISTIC
INFLUENCES FROM HIS FAMILY

Henri Paul JulierDutilleux was borninto an artistic familyin thecity of Angers
(northwestern Frangén 19161 He wasthe youngest diive children.Artistic inspiration
from his family was undoubtedly, a shaping force in his career as a comptisgraternal
greatgrandfather, Constant Dutilleux (18@85), was a painter and lithographer who was a
close friend of Eugene Delacroix (172863) and Camii Corot (17961875) Both
DelacroixandCorot were painters frotthe Barbizon SchodlMost of their paintings were
famous for naturalism in landscapes, and some landscapes were painted with farmworkers
and scenes of village lif&heBarbizongrouppainteddirecty from nature by focusing on
the chanag color and light theypbserved irthe countrysideBy having exposure to these
paintings when Dutilleux was young, he was fascinated with natatenly withinspiration
from natural soundandimages, but also with the idea of applyprggressivéhematic
processswith intuitive tendencyn his musical structureg&urthermorepPutilleux admitted
thatdespite his lack in talent for drawing, he was always captivated by tied @igs a vital
source tchis future writing as a composeHis famousorchestral worklimbres, espace,
mouvemenfl9767 8, revi sed 1990) wlhanuitiétoiléed889)8id by Val

addition, many passages in his musical works have a strong graphic appbashe

lRosemarie Suniga, AThe Solo Piano Works of Henri
University of South Carolina, 2011), 1, accessed July 11, 2018.

2 The Barbizon School of painters were part of an art moverhabfavoredRealism in art. It ws
named ér the village of Barbizon, France, where many artists gathered. It was active roughly from 1830
through 1870

3 Caroline PottertHenri Dutilleux: His Life and WorkgAldershot: Ashgate, 1997), 1.

41bid., 122.
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mirror writing in his concertantevork for cello and orchesygd out un monAe | oi nt
Whol e Di stl1®6w70) Wor | dé
Musi c was i mpor t antamilynHisbhatdrnallglarelfatiked duliee x t e n d
Koszul, was a composer, organistd lifelong friend of Gabriel Fauré (184924)° Koszul
was alsa student oCamille SaintSaéns (1838921)°Bot h Dut i | | euxds par e
Dutilleux (18811965)and Thérese Koszul (188B48),were amateumusiciars. As
violinist and pianist respectivelyheyorganizedchambemusic activities at homeith their
children? All four childrenreceived professional musical trainingla¢ Conservatoirde
Douai® Dutilleux was persuaded fday the violinby his fatherthoughhewasmore
attractedo thepianobecausef the chordal sonoritiedsewas able to explore on the
instrumentAs a child,he was fascinated by the famaagillon of Douai A carillon is a set
of bells in a towerThe bells maye playedndividually and successivelp produce a
melodyor together tdorm a chord.Theresulting harmonies captivat&uitilleux, sohe
incorporatednusical imitation of thearillon into his musical worksSome examples include
thefinal bars of his string quartéinsi la nuit(197376) and théicarillon themé in his
violin concertoL 6 ar b r e (IPé985)His tove of bells camlsobeseen in certain
passages dDp. 1 (see Ex.39).
Henri Dutilleux started his professional musical trainimgarmony, counterpoint,

and piano under Victor Gallois at the Conservatd@®ouaiwhen he was eight years diti

5 Ibid., 1
¢ Ibid.
" Ibid., 2.

8 Roger Nichols, transHenri Dutilleux: MusieMystery and Memory: Conversations with Claude
Glayman(Aldershot: Ashgate, 2003), 3.

9 Potter,Henri Dutilleux: His Life and Work<.

10 bid.
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He played percussiamdpiano in the local orchestra andlote his first composition at the

age of thirteenlt is entitledLa Fleur (The Flower) ashort piece for voice and piabased

on aRomantic poem by Charldsubert Millevoye!! During the interview witlRoger

Nichols, Dutilleux admitted that hemployedunconscious imitation of French predecessors
in his early compositionsuch aClaude Debussy (1862918) Maurice Ravel (1873937)
andGabrielFauré(18451924)undoubtedly becaude was studying their works and

thought their music was wonderftfiFrom 19341938, Dutilleux continued his music study

in theory,compositionmusic historyandconducting at th€onservatoire de PartdIn

1938, he won the Prix de Rome with the ctnltad a n n e a(@hediun g ® $**HRi n g)
compositional style developed under the heavily Francocentric teaching at the Conservatory.
As much as he was aware of thmitations of the Conservaty curriculum, Dutilleux

expanded hignowledge through personal studysafveral treateson compositiorandthe
works of composers such lgr Stravinsky (1882971) andAlbert Roussel (1869937)1°

He was not familiar with the music of the Second Viennese School or Béla Bartok (1881
1945 until after World War 1l This waspartly becausef restricted musical activities in

Paris during the German occupati§uring the outbreak diVorld War I, Dutilleux was

called into active duty and served as a stretcher beatiéd 940!’ Afterwards, he worked as

11bid., 3.
12 Nichols, 9.

BCaroline Pott e rGrovdiMusidOnlingpeblisiked onkhe 2001i aca@ssed June 15,
2020.

14 |bid.
15 |bid.
16 Potter,Henri Dutilleux: His Life and Works4.

"Potter, AfDutill eux, Henri . o
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a temporary vocal coach at the Paris Opgmandependent music theory instructor, and as a
freelance composéf.From 19451963, Dutilleux was the director of music productions at
the French Radid? In that role he composaduchmusic for radiphe alsdulfilled many
external commissions faheaer and film2° Dutilleux dedicated his lateearsto composing
and teachingHe was a professasf compositioratthe Ecole Normale de Musique de Paris
from 1961-1970, andhentaughtcompositionat theConservatoire de Pari$ Gérard Grisey
is probablythe besk nown of Dutill euxds former students
are Renaud Gagneux, Je@laude Wolff, Yoshihisa Tiea, Félix Ibarrondo and Francis
Bayer??
At the time of Dutill euxds de afteredthen 2013,
following concerning the legacy of the composer:
The influence of DUanddceunx ds i mssi sndn the
measured in how his work revolutionized the languages of musical possibility,
or even in the roster of his pupilastead, hisnusic is a realization of a
complete world, independent of concerns for cutgdge contemporaneity,
and one that becomes more essential the more you hear it, above all for how

he transforms his astonishing compositional refinement into real emotional
immediacy?3

18 | bid.

19 |bid.

20 Potter,Henri Dutilleux: His Life and Works7.

ZPpotter, ADutilleux, Henri.o

22 potter,Henri Dutilleux: His Life and Worksl5.

BDavid Gerhard Utzinger, @AVolume | : Time, Memory

Marcel Proust's Narrative bguage on the Musical Language of Henri Dutilleux & Volume II: 300,000
Starlings Swarm Over Denmar ko ( P-B,BccabsedIune7,2020.i ver si ty
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HENRI DUTI LLEUX6S PI ANO WORKS

As a composetienri Dutilleux was active mainly in the decades followiigrid

War Il. His compositional output covers diverse genres of music, such as orchestral music,

concertos, piano solo works, vocal music, chamber music, mt@film music. He is

known primarily as a symphonic composer, thig studydraws particular attention tbis

solo piano works, especialp. LAc hr onol ogi c al

| i st of Henr i

solo worksis found in Table 1. Since Dutilleux disowned many of his early wprkseding

his Piano Sonatathe list starts with his piano suikai gré des ondes

Period Year/Titles Description
Early 1946  Au gré des ondd€arried bythe Waves) Piano suitgsix short pieces
(19461950) | 1946 Bergerie(Pastoralg Easy piano piece for children

194748 Piano Sonata, Opl Three movements

1950 Blackbird A short/easy piece for young

pianists

Middle 1961 Tous les chemins...menent a R@¢ile A short piece written for a
(1961-1976) RoadsLead to Rome) piano method book

1965 Résonances For young pianists

1970/76 Figures de résonances Four short pieces for two piang
Late 1981 Petit air & dornir debout(Daydreaming From thecollectionPanorama
(1981:1994) Lullaby) vol. 3, no. 1

1987  Mini-prélude en éventafSmallPrelude in
the Shape o Fan

1994  Trois Préludes(Three Preludes)
D'ombre et de silencg@®f Shadow and
Silence)
Sur un méme accoi@®n a SameChord)
Le jeu des contraireflhe Game of
Opposites)

10-bar work published in the
French music magazine
The first two preludes were
published according to the
revisions made in 1973 and
1977. Duitilleux revised the
ending of the third prelude,
which was published in1989.

Tablel:Achr onol ogi cal l' i st of Henr.i Dutill euxds

[



HENRI DUT I SQNAUEFRDBR PIANO OP. 1

Henri Dutilleuxdoubted the quality of his early compositions and criticized them as
immature impersonal, derivative, and slighfigivolous. Hedisowned almost all his early
music beforeOp. 1, and he refused to sanction performances aietipieces* Evidently, he
foundOp. 1sufficiently mature and was able to offer it as an expression of his evolving
compositional voice.

Dutilleux dedicatedhe Piano Sonatdo his wife, Geneviéve Joy (1912009),a
French classical and modernist pianttilleux prized hembility in sightreadng orchestral
scores her skill indemonstratingnarmony, counterpoint and fuguend heibeautiful touch
and feeling for color, phrasing and punctuaidithese formidabléalentsallowed Dutilleux
to move away fronone aspect dfrench musical traditiod adivertissemenstyled aterm
thatimplies incidental aspects of an entertainment involving singing and dancinig with
realm of charm and elegant&The Sonata was composed in 184bas hipus 1 It was
premieredoy its dedicatee in April 1948 at thaternational Society for Contemporary Music
Festival(ISCM) in Palermo]taly. The work gained broad recognition by a number of
American pianists who addéttto theirconcertrepertoire in the following yedr.Although
Dutilleux considered®p. 1to bea transitional workn his output he acknowledgethatthe

Piano Sonatalemonstrated more strength and dentsign his earlier work®® As the first

APpotter, ADutilleux, Henri.o
25Nichols, 23.

B[ Di ver t iWwikipeds@strodified on June 6, 2017, accessed July 19, 2018,
https://en.wikipedia.org/wiki/Divertissement.

27 Nichols, 31.

28 |bid., 29.

15
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official work in his compositional oeuvr@p. 1 plays a significant role in expressing
Dutill euxds own musical voice and establishi
Op. 1lcomprises three movements, the last of which is a set of four variati@ans on
choral theme. Dutilleux pointedutthat thesevariatiors in the last movement can be viewed
as a foursection sonata slow introduction followed by two fast sectionise second
functioning as a scherza,slow movementandafinale. Thus, the third meement isan
inlaid sonata within darge-scalepianosonate® The first movemenis in traditional sonata
form. The second movemetitled Lied, displays certaircharacteristics &&n foundin
Germanlieder. for example, ABA song formmonophonic texture, araslowand calm
atmosphereDutilleux was perhap#ying to prolong the tradition of the German lied and
distance the Sonata from tReancocentri@esthetic of Jean Cocteau (188%63)and the

group of six French composdres Six° The general structure @fp. lis shown inTable 2.

Movements Forms/Measures

l. Allegro con moto Traditional Sonata Allegro Form

Exposition (mm. 1-111): 1ttheme (nm. 1-32), varied1sttheme (nm.
33-52), transition (nm. 52-64), 29theme (nm. 65-99), codetta (m.
100-111)

Development(mm. 112226): 3'9theme (nm. 112181), 4"theme
(mm. 182205),transition (nm. 206211), variedlst theme (mMm. 212

226)

29 potter,Henri Dutilleux: His Life and Work<3.

%0 Ibid., 50.
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Recapitulation (mm. 227353): 1sttheme (nm. 227-256), 29theme
(mm. 257%286), transition (nm. 287-302), varied I theme (nm. 303
340

Coda(mm. 341-366): transition (nm. 341-362), segments oftheme

(mm. 362366)

. Lied

Ternary Form

A Section(mm. 1-41): 1sttheme (nm. 1-9), 2 theme (nm. 10-20),
inverted ®theme (nm. 21-33), codetta (. 34-41)

B Section(mm. 42-73): 3rd theme/# interval theme (m. 42-47),
inverted and imitave 3" theme (nm. 48-63), transition (rMm. 64-73)

A6 Se((mm.i7497): 2"9theme (nm. 74-79), F'theme (nm. 80-97)

[1l. Choral et Variations

Variation Form /Four -movement Sonata Form

Choral Theme (argo)/Slow Introduction (mm.1-27): original 4part
choraltheme(A)

Variation | ( Vivace/1%t Fast Movement(mm. 28150): rhythmic and
imitative variation of A(mm. 29-78), inverted A (rm. 78-135),
augmentation of A (mm. 136-150)

Variation 1l ( Un poco pill vivy/ 2"4 Scherzo Movemen{mm. 151
403): segmented A (m. 151-181), varied A (rm. 182205), repetition
of thefirst section with alternated figations (mm. 206278), segment
of A in augmentation (m. 279347), transition (nm. 348403)
Variation Il ( Calmo)/3® Slow Movement(mm. 404429):

augmentation of A
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Variation 1V ( Prestissino)/4" Faster Movement(mm. 430-632):
segment of inverted A (m. 430471),augmentation of A (m. 472
603), transition (M. 604-632)

Coda (Poco allagandg (mm. 633668): recapitulation of A

Table 2: The structure of Hediut i | | euxds Piano Sonata Op.
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BACKGROUND: DIVERSITY IN THE MUSIC CONTEMPORARY WORLD AFTER
WORLD WAR Il

At the time thaDutilleux was composin@p. 1in 194748, John Cage (1912992)
wascreatinghis fiprepared pianw! pieces C aSpratassand Interludder prepared piano
wascomposed at the same tiragPierre Bouled £19252016)first two Piano Sonatas,
which aretwelve-tone serialvorks. Olivier Messiaed §19081992)integral serialisi#?
work: Quatre Etudes de rythrmand theneoRomanticism workFour Last Songsf Richard
Strausg18641949)alsoappeared during these yearkis remarkable musical diversity
liberatedDutilleux to seek his own individualitgnd todevelop and safeguard lgersonal
musical style.

Dutilleux possessed an ongoing curiosity towards the latest trends in contemporary
musicwhen he wasonfronted with tlis musical diversity. H&ept an accepting attitude
when passing judgement on music not his own, but at the tsaeméepurposefully rejected
certain compositional trends of his tinigutilleux strongly opposetheexcessive
improvisation and lastractions inherent ialeatory musicCage whofavoredthese
processedyegan using chance procedures in 1@adtilleux was more interested in learning
aboutC a g edsigalideas tharin actuallylisteningto his music3 In addition, Dutilleuxdid

notappreciatehe systematicstructures founéh the minimalist musit* of composers such as

31 A prepared piano can produce sound altered by placing objects (called preparations) on or between
the strings. Most preparations will change the timbre of the stringtperceptible. In 1938, Cage first prepared
a piano when he was commissioned toewnitusic for Bacchanale, a dance by American dancer and
choreographer Syvilla Fort (1911075).

32|In music,integralserialismrefers to the application of serial technique for aspects such as duration,
dynamics, and register as well as pitdmold Sche@nberg (1874.951) developed the twehtene technique,
which is a compositional method of manipulating an ordered series of all twelve notes in the chromatic scale.

33 potter,Henri Dutilleux: His Life and Works203.
34 Minimal music is a compositionalactice that employs limited or minimal musical materials. Its

prominent features include repetitive patterns or pulses, steady drones, consonant harmony, and reiteration of
musical phrases or smaller units.



Steve Reich (b.1936Reichwas amonghefirst American compossiknown fortheir
contributiors to the development of minimal musMany minimalist composers followed in
his footstepsConcerningwelve-tone musicPutilleux did not accept theoncept otonal
equality within the twelve notes of the chromatic scale. In his music, he frequently
emphasizedhe central importance ohe particular pitch or choms a pivot or a magnetic
force of attractiomrawn fromthe chromatic scal®.This practice wasn opposition tdhe
serial i st sd b ebenodaiérarchyhiraatwelrdote pitehcobebtionuDiutdleux
strongly rejected he @A dogmat i s mattiudes® tratsentedas foundationahto
thei nt egr al s especallyhatotthe domposesierceBoulez. The motivation
behind Dutilleux writingOp. 1was todistancehimself as much as possible from serialist
music?’ Dutilleux also had no desire to besociated with oth@omposers who were
categorizechisneo-romanticigs and neetraditionaligs. He believed these musical
movement s welookingr anpdatably ndstalgié® Even thougtDutilleux did
notreject tonality he developed a new musical languigeugh the ways hemployed
tonality, whichhe believedvere not derivativérom his French musical predecesstrisle
alsomaintainedhat the absence of vocal works in his compositional outpstnot due to a
lack of vocalwriting skill, butrather it wadriven by a partial fear that weould not beable

to preserve his personal musical stgee tohis excessive admiration for Debug8yn the

early 1950s, Dutilleux observede development of electronic musand hevasalso

35 Potter,Henri Dutilleux: His Life and Works13.
38 |bid.

37 Nichols, 32.

38 potter,Henri Dutilleux: His Life and Works203.
39 bid., 204.

40 |bid.
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involved in the earliest searchconcerningnusigueconcrete.*! Despite his involvement in
more progressive musfé Dutilleux was not attracted to the electronic tingwethe early
experimentsvithin this mediunf*® He confessedneverthelesghathe could nohave
discoveedhis own musical style better if he hambt had exposure this form of
compositiont* Thoseparticular perspectivesf Dutilleux aboutcertaincontemporary music
of histime effectively demonstrate th8tutilleux was an opeminded and innovative
composer.

In a report fronthe International Conference of Composeait the 1960 Stratford
FestivalinCanadaDut i | | eux was gspraebteegpatk.dlirzacspeechtodie r A
fellow composers, hexpressed his personal musical philosoptg believed thagreat
freedom should always govern the realm of amntd that within this freedom composers must
establish thdimits of the new contemporamusicallanguaye > Dutilleux realized the
dangers thatamewith a sudden exposure to a wealth of new musical possibilities, and that it
mighti nhi bit or radically change t heNhiekomposer 0
audiencesvere thrilled withmany ofthese new developments in mysiomposersvere
experiencing a timef vertigoas they balanced their traditional compositideahniqies
with the mastery ofreshnew aesthetics and approachesurthermore, Dutilleubelieved

thatit was not desirabléor contemporary composets form a collectivebasis of agreement

41 Musique concretés a typeof music composition that utilizes recorded sounds, which are often
modified through the application of audio effects and tape manipulation techniques.

42 Progressive music ihe music that attempts to expand existing stylistic boundaries associated with
specific genres of music.

43 potter,Henri Dutilleux: His Life and Works10.

44 Nichols, 93.

®Henri Dutilluex, @ Di vTheModerniCensposermandElis WarldRegoad r ar y, o
from the International Conference of Composers, Held aSthagford Festival, Stratford, Ontario, Canada,

August 1960ed. John Beckwith and Udo Kasem@isronta University of Toronto Press, 1961), 78.
46 | bid.
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regardingtheir aesthetic preoccupatisrHe agreed with thollowing opinionof another
French composéviaurice Ohana (1913992)concerninghe future of music

|l am al ways surprised by artistso6é prophec
than their works. How can one prediajlaomy futurefor music, when

everything nowadays tends towards its growth, towards leadingnibre and

more numerous means of expression? In the current confusion of aesthetics

and doctrines, one may find reasons for unrest, but there are also some

obvioussigns that already the instinct, the intuition, of many creative artists

have led them to do some basic speculative thinking. The essential thing is

that music should convey, along with the other arts, the secret and truthful

image of an er&’

47 bid.
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HISTORICAL INFLUENCES BY 19THCENTURY MUSICAL VOCABULARY AND
FRENCH IMPRESSIONIST COMPOSERS

Dutileuxvi ewed fAcont empor ar gncompassingllstylissic a br oa
periods? Historical practicesn melodiesharmoniesand musical textureserecrucial to
theemergence®@u t i | | e u xaice Therais rio daubt that Dutilleux admirtde
musicof his French artistipredecessorsuch as Debussy, Fauadd Ravelinstead of
merely mimicking these nostalgic moddisweverh e expanded the i dea of
tradi t i owithanew harmenic soaorities and innovative compositional techniques.

Dut i | PiamawSomats a serious and substantiafgescalework, one in which héreely
drewinspirationfrom 19"-century musical vocabulary and tbempositions ohis French
predecessorsieemployed, for examplemajorminor ambiguitywithin a framework of
tonality with modal melodiesespeciallythewhole-tone scale and octatonic modes

throughout all three movements@©p. 1. (SeeEx. 1, 2 6 and/.)

Examplel : D u t Opl 1l fissumovement, mm. -¥

Allegro con moto (d =108)
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48 potter,Henri Dutilleux: His Life and Worksl82.
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In theopening measures tfe first movement, theelody includes both tonal and
modal expression3he melody consists of a segmeénitlt on theF-sharpminor/majorscale
in mm. 5 and a wholdone scaldeginningin mm. 56 which appears following theed
vertical line in m. 5Dutilleux combines an aendingchromatic line in the middle voice
(mm. 4-6) with dissonant intervajsnajor 9"s and diminished 8s, in the left handDue to the
assortment of clashing harmonies and chromatic color, this passage sounds despatas
firm tonal centerThe first Fsharp minor chord on the downbeat in m. 1 and the key
signature at the beginning indicatbat the music is in the ke&f F-sharp minorin the same
measurehoweverthe A sharp from the middle voioeunters with a suggestion Bfsharp
major. The oscillation between A sharp and A natural in this pagsagents persistent
majorminor ambiguity This ambiguity continugthroughout thevhole movement until the
coda.The tonality remains unstable with a mixture edlfarp major/minor chords along with
various chromatic scales in each voice. This uncertainty finally endsiogle Fsharp
octave(see Ex2a).

The 29movement isn D-flat major assignaled bythe key signature at the beginning,
andthe final chord of th movement is ®-flat major tonic chordthe enharmonic equivalent
of the dominant of F shargthe key of the first moveme(bee Ex2b). There is no key
signaturefor the last movement, but the last chord of the Firssde F-sharp major chord
(see ExZ2c). Although Dutilleuxdoesnot completely reject tonalitin Op. 1(F sharp is the
obvious tonal center of the work)e freely makes use of modaklodies, majeminor

ambiguites and chromatic harmonigkat infuse the work with tonal uncertainty
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Example2a : Du t ©Opl 1 fissumovementimm. 361366
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Example2b : D u t ©Opl 1| second@gement, mm. 997

D-flat major chord/C# major chord
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Example2c:. D u t iOp.ML, thidxnévement, mm. 66868
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Dutilleux is not the first composéo create amincertainrandambiguousense of
tonality in a piano sonat&rédéric Chopié §.8101849)secondPiano SonataOp. 35in B-
flat minor (seeEx. 3) opens with alramatic, though tonally ambiguousminished 7 chord
A C-sharp minor chord provides temporary harmonic context for the E in the bass before

passing unexpectedly via an enharmonic spelliFftat minor chordto an F majoiminor 7"

chord that resolves on B flat minor, the lahthe piece.
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Example3:  C h oPpmanorSénata Op. 35 in-Bat minor, first movement, mm. -b

C#/D-flat F major-minor
\I’ minor chord 7" chord
e, .
Al Grave. a Lt o Doppio movimento .
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The finale of this sonat@aturegperpetual motion in a unison melody placed at the
octavesoutlining highly chromatic harmoies. The movemenproceedsvithout restpoints
leavingthe listener tonally adrift until the final bars whergudden fortissimo-Bat bass
octave and &nal B-flat minor chordorovide a tragic conclusiomnotherexample of tonal
ambiguityin aRomanticpiano sonata is theiano Sonata in B minamomposed by Franz
Liszt (18111816)(see Ex4). The key signatures thatof B minor, butthe first sonority
heard ighe submediant @istributed ovethree octaves. Themparallel descendinG
Phrygian scaleombireswith the pedal point (Xhe phrase isepeatedvith an F sharp, C
sharp, and A natural (the-salled Gypsy Minor form of the scaldhe listener is suspended

in a state of anticipation without a hint of the key of the piece.
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L i PsamotSéngta in B minpmm. £7

Lento assai.
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The codaof the finale beginsvith adescendind gypsyminor scalein an even lower

register followed byan A minor chordthe 1%tinversion ofanF major chord, and the'®

inversion ofa B major chord (see EX%). After a longsustained B major chord in thé?2

inversion, the sonata ends with the lowest B on the piano in a quiet atmo$jigberee

therefore thatambiguityin the piano sonatavasnot uncommorduring the Romantic era,

practice thatould have inspire®utilleux.

Example5: L i PsamotSonsta in B minpthe coda of Finale
Lento assai.
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Modal, highly chromatic melodies found®@p. 1continuein the contrasting middle
sectionof thesecondnovemenbeginning at measu#?. Dutilleuxdrastically altershe
mood and texturat the beginning of this sectidainitiate the preparation for the climax of
the movementExample6 shows how Dutillewalternategour octatonic scales betwetre

two hands in canonimusical writing.

Example6: D ut iOp.L, seaoxndngvement, mm. 565
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A octatonic scale
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Dut i | éxeepti®ndl sreativity ithis passage isvident in thanvertediimirror
writingo between the upper and lower voices. foartal harmompasednotoric passage,
the pedaledritone/minor 29 -basedclusters, andhe inverted imitation between the two
voices driveghis sectiorto a flourish of chromaticism.

Another examplefDut i | | eux 6s e mp dveripomalgynntOp.2if modal it
found atthe beginning of théhird movement (Ex74d). Thechoral themeis notatedn a four
part contrapuntabpen scorendit is compositionallybased orthe B octatonic scale rather
thantheB diatonic tonal scald=ven though Dutilleux does not indicate a k&ynature in
this movement, thpedal poinbctaveB identifiesthetonal center of the themd&he tritones
and minor 2¢in the melodic contounf the top voice creates a chromatic sonadiégorating
theB octatonic mode. The top twaicesdoubling the choral themeareaccompanied by
sparse chords thebottom two voicesTherhythmicframeof this choral themeis show in
Example7b, whichincludesa syncopategbattern The strongweakweak rhythmic pattern of

3/2 is interrupted by dotted and tindtes The opening of the finale features the
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characteristics of plainchant: a single line of unaccompanied vocal melody written in modes

and sung in free rhythm.

Example7a Du t i | O 1 thid siovement, mm.-B
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Example7b: The rhythmic pattern of thehoral theme

-~ I I i T i T 1 T I 1 1

Ambiguous tonality and frequenseof modal melodies with chromaticism are key
compositional techniqeef preeminent French composers in the early @htury, such as
DebussyFaure andRavel In his pianoworkL 6 i s | e (1904),Pebussy enixethe

Lydian modeand thewhole-tone scalen the original setting of A major

31
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Example8: De bl é sy b s mn.8-Ylerighd land
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In mm. 910 of Example8, the main theme in thelue boxd r aws t he | i st ene

attention away fronthe A major diatonic scale, especiallyith the D sharp and G natural in
m. 9 TheGshargreturnsi n t he next me asfRiomentm2022, égvese ndi ng
way to the wholdone scale involving a chromatic convergence, which replaces the E and F

sharp n m. 9with F natural. The musiemains in the key oA major, but the sound is
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seasonewvith chromatic color paintedy thewhole-tone ostinato as the red box showke
dotted rhythm in the main theme, the syncopated rhythmic padtedrthe hemiola between
thetwo hands in mm. 222 produces a playful and vivichageof water in this piece.

Compaedwith the modalityin Op. 1(Ex. 1, 2 6 and 7, Dutilleux applies more
dissonant elements in his mu#iian Debussyespecially the ttones in the contour of the
melody and the dissonagtiartal harmoniedde also combines contrapuntal techniques such
asimitation and polyphony, with unique symmetrical writiagdsyncopatedahythmic
patterrs (Ex. 7, 10 and 1p

Fauréis another French ferunnemwho revitalized the traditional system of tonality

by infusing it with modality’® Many of hisnocturnesusePhrygian and Lydian modeand he
explores the boundaries cfiromaticism in his musical languagen F & inst N©&usne
(c. 1879, he infusesheopening section and coda with the Phrygian mode. Asripke9
shows, thenocturnebeginsin E-flat harmonic minobutthe appearance of F flat in m. 15
brings amixture ofthe Phrygian modénto themelody.The chromatic contradiction created
by the middle and bottom voices, tonal/modal ambigaitygl the slow tread of the theme

recallthe beginning of theecondnov ement i MOp.Dut i | | euxds

“®RobinC.Tai t, AThe MusSabaleLafgua®e ¢PhD diss.,
1986), 92, accessed July 13, 2020.
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Example9: F a u rN@céusie No.1 in Hlat minor, Op. 30 No.1, mm.-20
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In Examplel0, the D-flat octatonicscalecreats a more modal and chromatic
beginning.False relatioshipsoccur between A natural and A flat, C flahd C natural in
different voicesheightening the level afissonane The accompaniment patterns from both
examples are repeated and static, but Dutilleux appigge dissonant intervalgithin the
harmoniessuch agritones, secondsand sevenths. The contour of the melody iafEgle10
haslarge interval skipscompared td- a u N@ctuhe which makes the melodyiore active
and hardeto predict There aresyncopated rhythmin D u t i | maiahendesbut the

texture is less contrapuntal writing than theNocturne

34
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Examplel0: Dut iOp.L, edmodement, mm.-B
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Dutilleux and Raveshare a penchant ftwnal/modal ambiguityand they botlshow
their obsessi on S%aathrevefightdhd virtaasity.Ino fR anP@ibdes o
Concertoin G Major, thethird movemenbegins witha percussive and mechanichlthmic
treatmentseeExamplell. The notoric drivingrhythm and repeated ostinato patsamith
sixteenth notemakethe musicrestlessaand energeticThe themelayed by the thumbs in
both hands may be difficult to be identified due to its immersion in a striking texture of
whirling open fifths and fourthg he C sharp sets the opening themtheG Lydian mode
Later, there is a modulatida C Lydiansignaledoy a cancellation ofheC sharp to C

natural.

50 Classes of noise from mechanism include rumbles, explosions and crashes; whistles and snorts;
murmurs and whispers; screeches; elemental percussion; and shouts, screams and howils.
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Examplell: R a Riand @oscerto in G Majgrthe beginning of piano part in th& 3
movement
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In the fourth variation of the finale @p. 1, for example, Dutilleux includes high
speed mechanized ostinati (see Exathd 13a). In Exampl&2, even though the key
signature anticipates F sharp as the tonal center, the ostinato ref@@nti& sharp in the
sound background with a consecutiveloffat mechanical figuration tells a different story.
The setting of this repeated pattern is in a low register played very Jdfdywriting
requires that the performer play the ostinato patteenly and quietly while clearly voicing
the thematic motive, which is presented as a canon. The motive itself remains modal and

chromatic, and also includes parts of the wkiolee scale and the tritone.
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Examplel 2 : D u tOp.l1, Brdnooxeénent, mm. 43@39
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More examples of the commonalities betw&m landRav el 6 s Pi,ano Conc
especiallynechanicafigurationand tonal ambiguitgreseen in Eamplel3.

Examplel3a Dut iOp.lL, &4imovement, mm. 56817
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Examplel3 R a Riand @oscerto in G Major3® movement, mm. 14051

Il n Duti | | e uusésarepeateahndl accompgamment theleft hand
andregulararpeggiategequences theright handrunning up and dowto createan
agitated and energetisechanical sound. THermonyfrom mm. 509514 proceeds from an
A maijor triad,to anA-sharp minor ¥ chord,to aD major triadto aD-sharp haHdiminished
7t chord,and on taG majorand G augmated triadsThetonal centeis uncleahere even
though the key signatusegnalsA major. Each consonant triad is followed by a dissonant
chord Dutilleux employsan unconventionapproachy allowing the dissonant harmony to
be followed by a chromatic scate end the musical phrada. Examplel3h Ravel also
applies thechromatic scale in both voices, not just the small chromatic segofehisright
hand in the red boxes, butailsah e | ef t hand o6 s mrh.il48k1. Arfothdp a s s
progressiv€e o mposi t i onal tcencehasfound ia thehalf-stdp ditorelityd s
betweerthetop and bottom voiceg&or exampleit is first seerbetween F majofright hand)

and Fsharpminor (left hand) in m. 143and latebetweenG-sharp majofright hand)and A



minor (left hand) in m. 14.7Thelowest notes in thkeft hand outlire a circle of fifths
progression (see the blue boxe&in 13b). These bass notes followi&' i V77 i
progressionn F-sharp minor from m. 140 to m. 14&plicated immediately thereafter in a
minor from m. 144 to m. 147This progressiois one example dhe manyjazz influencsin
this piano concerto. Compadwith D u t i | dneesolxed dissonant harmoimyExample
13a Ravel emplogtonal harmonies in a relatively conservative wHye bitonality and
chromatismhe introduces in thiswusic nevertheless, invoke instabilind uncertaity.
Tonality in thepiano sonata was further expanded during tifecEhturyas
Romantic composetiatroduced more compleéxarmonies and chromatic musical elements
into thetonal systenof thatperiod In their search for a wider spectrum of sound colors,
Frenchlmpressioniscomposers combined tonality with modes to produce music thattvas
times more modal than tohan Op. 1, Dutilleux followed many othese 19 and 2@
centurypractices by using tonal ambiguity amsdes Importanly, he alscembracedewer
elementsand techniques thesonataby including more unresolved dissonant harmonies,

syncopatedhythmic patternsanda mechanicamore percussive approachwoiting.

39
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NON-PIANISTIC INFLUENCES

A. CroissanceProgressivan FrenchLiterature

At an early agetenri Dutilleuxbecame familiawith the work ofFrench novelist
Marcel Prous{1871 1922) and poetharles Baudelairel821 1867) Though he never set
thar poemsor a particular texhefashionedaesthetic linkdetween their workandhis
techngueof progressive thematic growth.r ench | i t er at ur shaesand Dut i |
belief in theimportanceof involuntary memoryn the retrieval of past events

| n P oHenri®utifesx: His Lifeand Works he expl ains Dutill eu
compositional methqdDut i | | eux06s statement that his emp
growth was originally an unconscious procedure is especially stéikifgDutilleux prefers
to avoid musical analysis in order to presenaessential mystery of musitle believeshat
not everything in music is explainabmdanalysisis perhaps limiting or even detrimental
for the compose® In the interview with Glayman, Dutilleux said, s n 6t musi ¢ const
concerned wittmemory?it is indeed a truism to state that we always listen to music in
function of what we have already heard, whether in a single piece or in a broader, historical
c o n t %éDutilleux considered himself to part of a long tradition of musical compasiti
ATherefor e, it is legitimate to consider thati

should be viewed as another manifestation of the centrality of the role of memory in his

51 potter,Henri Dutilleux: His Life and Work<59-79.
52 |bid., 61.
53 |bid.

541bid., 78.



41

musico®® Music one has experienced in the past can unconsciousicaffs a composer ¢
choices when composing in the present.

Duti | | eux 6 sompositorajoraceduréhas similaritieswitiP r ou st 6 s
involuntary memorymentioned in hisnonumental novelA la recherche du temps per(ia
Search of Lost Time; earlier renderedremembrance of Things Pafeferring to
involuntary memory, it is taken from the episode ofrtfadeleineProust believed that it is
not worth to try to talk about our past, all the efforts of our intelbgeare useless; it all
depends what random things could happen in life to trigger our past memories in out®minds.
His two examples frofRecherch@mphasizethatfinvoluntary memory is superior to the
conscious recall of event8’ The taste obeverage mixed withlittle piece of cakesuddenly
trigger ed t handioeememaryio higdast wdikengpom gn uneven paving
slab in Paris suddenly broughie narratothe past evens in Venice flooding back. For
Proust, memory is not thatentry to remember by force, even we could not know their
existenceuntil theyaresuddenlytriggered by random things happeningur lives In
Baudel ai LeecheselufgoHeern, Hair ), staring into his mi
enveloped in herhairawakn s t he poet 6s involuntary memory
a flood of metaphors to express his sensory feefhfjse sensations aéste, smell, touch,
sight,andhearingcould contribute to awakeningur memories of the past.

On the contrarypur voluntary memoryequires to be recalled by following a

controlled, strategic retrieval proce3at is,peopleuse theiintelligenceto translateheir

5 1bid.

6 Ann Tukey, "Notes on Involuntary Memory in ProysThe French Review?2, no. 3 (1969)398,
accessed June 8, 2021ttp://www.jstor.org/stable/386277.

57 Potter,Henri Dutilleux: His Life and Works1.

%8 Ibid., 80.
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experienceito suitable concepts for utiliff Thesefir e wor k e d 0 ethesersoryi es | o
andexperiential detailsvhich existed in the original momentsnd theyonly provide
Aobjective detail and generalizable knowl edg
consequences of current actidt The voluntary memorynay getthe facts righbut not the
associated feelings

The process of listening to music is a way of developing eo@rsmusical memory
not only in one single piece, but also in a broader historical context. We remember what we
have already heard in muskdenri Dutilleuxapgied this method inOp. 1 not onlyto trigger
| i stener sod i ndeveldpedmthiratmepiecenmitralsao gtimulate their
remllectionsof historical and contemporary influences from ott@mposersHe
acknowledged the influence of Proustés conce
thematicdevelopmentwhich is a procedure he callemissance progressivained by
FrenchmusicologistFrancis Bayer (1932004)%! Dutilleux applied it as progressive
growth of themes in a musical compositiwith an almost entirely intuitivédendencylnstead
of presenting the theme in isiginal form several timeshroughout the music, it is reduced
to small cells that are gradually developed withingr@wth of the musié? Dutilleux gave a
lucid explanation of this proceduire the following

€ amost intuitive tendency not to expose a theme in its definitive state from

the beginning. It is not cyclic form, that is differem;dyclic form, the theme

is determined from the start, as in Debus:c

my music: | use small cells which are gradually developed. Perhaps | was
influenced by literaturé by Proust concerning the concept of memdgy.

59 Utzinger, 27.

€0 |bid.

61 bid., 9.

2 Roger Nichols and Henri Dutilleux, "Progressive Growth. Henri Dutilleux in Conversation with
Roger Nichols," The Musical Time&35, no. 1812 (Feb.,1994): 89, accessed June 9, 2020,
doi:10.2307/1002977.

63 potter,Henri Dutilleux: His Life and Works0.
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There are no similazyclicalmat er i al s i n separate movemen
Sonata. This is in sharp contrast to Lisztos
statement of several thematic units with each unit extensively transformed and developed
throughout the whole sonata. &xrplel4 shows how the hammerimgarcatomotif in the

left hand is designed to fit into different musical contexts with an identifiable figuration.

Examplel4: L i PsamotSongta in B mingoriginalmarcatomotif
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Marcatomotif in an imitative setting as a fugue subject
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Contrary to how most piano sonatas were written during the Classical era, Dutilleux
did not methodically line up the identifiable themes of earlier movements prior to their
integration in the final mvementSimilarly, he dislikel thetechniqueof the Wagnerian
leitmotif: a theme of easily recognizable melodic, rhythmicharmonic identity*
Dut i | dtilzationdfprogressive thematic growth @p. 1 is like aninvoluntary

procedurdor listeners tesubconsciouslyecall the original themehile witnessing its

54 1bid., 61.



growth in small cellsThe thematic transformatiaof the first variationin thefinaleis shown

in the following set of Eamplesl15-19.

Examplel5: Du t iOb. I, thimdxndévement, mm. 289

VAR.I
Vivace (aitemps) (J =100)

E‘ Transposed choral theme
-&kaccalo, molto ritmico
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The Examplel5 starts with a singletaccatdhematic line in a low register. The
placement of eighth rests inside of the theme interrupts the flow of the musichéartkiens
back tothe syncopatedhythmof the mainchoral theme at the beginning ofdimovement
(Ex. 73). In this first variatiorthe theme is transposddwn a 5tho E. If we add the value of

eacheighthrest to the previous note and consider the note as a quarter noksyttimeic

pattern of this beginning section is shown irafplel6. It is not exactly the same rhythm as

the mainchoral theme in Eampk 7b, but it shares similar syncopated patterns.
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Examplel6:Addi ng t he eighth reamnplsl® value to
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Later in mm. 5859, Dutilleux transposes the theme to G octatamev doubled by a
bass lindour octaveselow. This time, he adds the value of eighth sésim Examplel5

into the thematic notes asdbtlytransformghe surfacerhythminto Examplel?.

Examplel7: Du t iOb.L, thimdxndvement, mm. 589
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Thetheme thus, grows progressivelsom its original exposition as single voicen
a low range othepiang to two widely separate voices in parallel motiNiow Dutilleux
invertsthe themeandaddsan ostinato accompaniment the left handto accompany a two
voice texturen a higher registefsee Ex18). The ostinato pattercrosseshe bar linegfelt
in a 6/8 meterandskips inlarge intervalsn contrasto therelatively stable andyncopated

rhythmin the upper voices
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Examplel8: Dut iObp.L, thiwdxndévement, mm. 9202
Inverted choral theme
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At the end of the first variation, Dutilletadds additionamusical materials, such as
triplets and long scalet decorateathematic augmentatian theleft hand(see Ex19). It
may be difficult for the listener to recogniites continuing presence of the theme within this

new textureput it continues taasttheshadow of thehoral themeby its appearance in long

bassoctaves.
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Examplel9: Dut iOp.L, thicdxnévement, mm136-150
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Rather thartountingeverytime that the originastatemenof the theme appears in
different sections of the musionecan tracehe stages of thematic development
understand its evolutiotmroughout the piecat is a gradual procesa whichonewitnesses
small changes made throughout its groittu t i | drogssamcé [grogressive music
focuses on the whole process of the thematic progression rather than presenting the original
form of thetheme itselfEven thoughhe theneis not always so apparent,ias i s i n Li sz
Piano SonataDutilleux applies subtle clues attached to thengatevthto triggerthe

listenebs i nvoluntary memories, whi c hthemmusee. devel o
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These clues can be inversion, transposigmgmentationdiminution, or using rhythmic
intervalic, modal patternghat are similato the original theme.
The concept oinvoluntarymemory influenedDut i | | eux6s process of
progression, but also inspire him to build a purposefuhierarchy in higharmonic
language®The referenti al d e vi aepsvot hotegddlal points,| e ux 6 s
and recurring chords as obsessional sounds can ttiggee | iinvdluataryemusicsil
memory meanwhil e, these referential devices al
musicpreventing a complete step irdtonality. The develpment section athe first
movement irOp. lillustrates this use gdedal points and pivot notes/choretsen the
codetta of the exposition in Brmple20is centered oa lowC shap, which is the dominant
of F-sharp minorDue to the switch between low and high registers in the music, one pedal

needs to be applied here to sustain the C sharp throughout the whole passage.

% Ibid., 96.



Example20: Dut iOb.lL, érst madvement, mm. 10Q10
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The pivotnote,G natural from m. 110 in the top voice is sustainatb the

development section in Brple21. The recurring &harp minor chords (C sharp, E, G

5C

sharp) and the tritone plus a minor 6th (E, A sharp, F sharp) alternate in the red boxes as

pedal points creatg a sustainedonority ofovertones, which is reminiscettie extended

ringing of the carillon(seebelow). In order to sustain each voigethe right placeit is

crucialto usethepedals properly and meticulously.



51

Example21l: Dut iOp.ML, érst madvement, mm. 13123
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Thus,we see that the conceptinfoluntary memory from French literaturedhan
i mpact on Dutill euxds ma n Hipaompaditionalproceduret h e mat
croissanceprogressivemay be distinguished by its subtlétgm cyclic formandL i s zt 6 s
technigue othematic transformatiolhe concept of involuntary memory furthirspired
Dutilleux to apply referential devices, such as pedal points or focal notes in his music to

triggert h e | iinvdluetaryeme@manpy laying out a purposefibnal hierarchy
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B. The Influence of Gallon Timbres and Sonorities

A carillon is aninstrumenthatconsists of at leastventy-threetuned bellsit is
played from a keyboard amqebdalboard that resemble an organsole When he was young,
Dutilleux was fascinated by the timbres and rich harmonics product bgrillon. The
sound excitedhis musical imagination, and he often tried to imitate the sound in his music
Most musical instruments produce sounds with major thirds in their oeestoucture, but
carillon music derives from a prominent mino
Example22. As a bell is struck, the strike tone is heard in the foreground, but the pitch
decays quickly, leaving the hum tone and overtdaesnerge. Once a bell is rung, it
continues to sound until the vibrations die away naturallis dduses an overlapped
dissonant sonority produced by sustained voices. Asnple21 above showd)utilleux
emulatedwo features of the carillgthe minorthird overtone produced by the C sharp
minor chord, and the sustained voices that overlap each Ati@her examplén Op. 1that
demonstratesthear i | | onds i nf | uegfoure intheslo® sectionloftreeu x 6 s n

final movement, seExample39.

Example22The bel |l 6s overtone structure versus ¢tr
instrument so ®vertone structure

A A . .
P - — 1 " Tierce or Third
E — Nominal - Octave 2
i — 1 AL LSV B Fifth
< Prlil::er Ir ] = Octave
|
I — . | |I=
1 um fone ) a— | et Fundamental
Partials of a bell tuned to C Harmonic series based on C
3 A Musi cal I nstrument, 0 The Guild of Carillonneu

https://www.gcna.org/carilloinstrument.



53

C.Henr i Dutill euxdés Preoccupation with t

A love for the visual artdikely the outcomef being raised in an artistic familig
another nofpianistici nf | uence | n Heywdve dgreatearexaddsattentionsie c .
visual appearance bis musical scores and remainmtk of the very fev2(d" century
composers whose workgereengraved, rather than published in the form of facsimile
editions®” He agreed with Igor Stravinsky (188371)thatfia composer is first and foremost
a calligraphg andthata musi c al score should be written
meaning is immediately and unambiguously apparent to perfoffiEnss is one example of
how Dutilleux showed admiration féne manuscripts dbebussy and RalieHe was
however not interested in the graphic musical notaiitnoduced by many American
experimental composers, such as John (dagde Brown (19262002),and George Crumb
(b.1929).In the following two imagesHx. 23and 24 we see t wo exampl es ¢
manuscripts. We casee his manuscript scores are calligraphic featuring almost no
alterationsWhenhe made a revisioto thescore, he pasted thew idea over the old one
rather than using correction fluid to alter a note or other markfgstilleux careddeeply

about theappearancef his musical scores.

67 Potter,Henri Dutilleux: His Life and Works123.
68 |bid.

%9 Ibid., 145.
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Example24.Dut i | | euxd6s concertante work for cel

(A whole distant world...), IRegard(Gaze) sketch for final measurés
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AlthoughD u t i | PiamaSor@atvas not inspired bg specific paintingthe
presence ofirror writing andsymmetricapatterns irthemusic couldbe consideredsan
example of his fondness for visually appealing musicalsiédeBhe symmetry ina musical
structure and fornis amirror reflection arouneither a vertical or horizontakis.”® There

are many symmetrical passage©p. 1shown in Eamples25-27.

"He nr i D uout unh mendexojntaif,..0 s ¢ 0-1920, Hedri@6tiHeux Manuscript
Collection, Paul Sacher Stiftung Library.

72 potter,Henri Dutilleux: His Life and Works,35.

“Davorin Kempf, @ Wha t"IntereatioBal Remewtofrithe Adsthetidglansl i ¢ ?
Sociology of Musi@7, no. 2 (1996): 15865, accessed OctoberZf19.
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Example25. Dut iOp.lL, érst mdvement, mm. 539
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Even though the passagegheleft hand and right hand aneitherinvertednor set
in divergent keysthe symmetrical musical shapes are mimeages arounthe horizontal
axis betweeinthetwo hands. Dutilleux called thimi r r o r éaniture ¢énievegtadl 6 ¢ f a n
shaped writing)A similar example is shown in EBxnple26. Dut i | | eux6s sy mmet
writings are visually attractive, and the visual ideasaaaogous to the sonic experience of
the listenerThe fanshaped musical writingp Example26d r a ws t h atteritionsotae ner 6 s
moment of structural importanée a complete change of mood and texture after a long

crescend@andaccelerandcection.

Example26. D u t iOp.L, thicdxnévement, mm. 34853
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Example27aillustratessymmetrical writingaround a vertical axis in the musical

structure. The rapid strikinfigure A in m. 28Qalternates with contrastingusical materials



in a regular patterrkirst, the 3/2 legato melodic figure B in mm. 2882follows A, then A
comes bek in m. 283 The staccato eighinote figure C is the next materihlatfollows A,
then Breappears again in mm. 2886, and the whole section ends with A. The pattern of
this passage isB8AC-BAC-A, which is a selinverted symmetrical structugeounda
vertical axisMore symmetrical musical examples @resented in Exmple27band27c
Dutilleux incorporatedsymmetricaimusical figuresnto his music, such gsalindromesand
fan-shaped phrasgpointing tohis fascination withthevisual arts. Those symmetrical
musicalideasare not only visually attractive, but also hamusical significaoein the

musical structure.
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Example27a

Du t iOp.ML, éret mavesment, mm. 279291
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Dut iOp.L, thitcdxndvement, mm. 18192
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Example27c  Du t iOb.lL, seaoxndngvement, mm. 667

66
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poco . > - - cresc.

Influencedrawnfrom his love of the visual arfgrovided Dutilleux with sources of
inspiration in his compositionahethod A preferencdor orderly and clear musicatoreis
seenilDu t i | dalegraghé reanuscriptsand his fondness for symmetrical musical
writing gave rise to sound phenomena shaped by visual imageButilleux, the music is

not only a melodious/ork to be heard, but an appealiigual artto be seen.

5¢
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COMPARI SON OF DUTILLEUX0S STYLE WITH THAT O
COMPOSERS WHO HE ADMIRED

Dutilleux recognized the legitimacy ofiuchcontemporary musid¢ie believed that
freedom was necessary for the existence of artteatdlifferent musical brancheuld
coexist comfortablyDutilleux also discussed certain contemporary composerswko
admired, sah as Messiaen, Oharajtoslawski,andLigeti. Even though they had
contrasting musical preoccupatiamtated taheir music, their worksaccording to
Dutilleux, werewell-crafted and successfully reflectdgkir own authentic musical voices.
As a composer himself, it was essential for Dutilleux to preserve his individoglitging a
stylistically consistent musical language in an overwheliyidiyersemusical world.
No 20"-century French composer could iga@livierMe s si aend6s i mpact o
contemporary musi c, including Dutilleux, who
musicin the following

Messi aends piano music made a contributio

sensuality. Really, you mustlilde s si aend6s music! What i s mc
is its logic. Even composers who cannot stand his music cannot deny its logic,
or rather i1ts coherence; it is Iimpossible

That is roughly what | am aiming for in my own musiat im a completely
different world; for me, coherence is essential.

Dutilleux and Messiaewereboth concernedith achievingcompositional coherence
in a musical work, but they approached this goal in different Waytessiaen applied more
systematic compositional method of rhythms and modes of limited transposition to develop
his musiclt is interesting to note that this systematic compositiorethoddiverges from
Dut i | | e dintuitiged conaposeional procedure, especially bisissance progressive

Both composers showed fondness for inserting symmetrical musical materials into their

74 Potter,Henri Dutilleux: His Life and Works183.

S Ibid.
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musig howeverMe s s i wseohpalisdromic andnirror-writing figures’® has more
symbolic valughan structurasignificancecomparedvithD u t i |.7 Teheyxvéreboth
inspired by the sound of bells and plainchant, and aftede reference to these sounds and
processes their music.

The foll owing exampl exalepiam suitdirgimegdidss si aenb
sur I'enfantJésug Twenty Visions of the Infangesus)This suite was composed in 1944,
twoyearspriortod t i | O L Kére are several important themes in this suite,
includingthe Theme ofGod, the Star of Bethlehem, the crgsy, and othersThe following
excerpts shovinow Messiaen established compositional coherence in the thematic
transformation of th@heme of God. Eample28includes the theme, which is hardal
passage consisting of four chords in the rhythmic pattern-shortshortlong-long. This is
derivedfo m Me s dviode &lm Pokthe modes of limited transposition, which can be

divided into four groups of three noteach withthree transpositions.

Example28: Me s Vingt egai@ssur I'enfaniésus original Theme of God1st
transposition oMode No.2

ModeNo. 2: Octatonic/Diminished Scale

Three Transpositions of Mode N».

8 palindromicFigure: identical pitches both forwards and backwards. It is a mirror symmetry round a
vertical axis in a retrograde imitatipeee Eample 32 below.

77 Potter,Henri Dutilleux: His Life and Works188.
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TheTheme of God appears in movements 1, 5, 6, 1,1arib20.In movement:l
Regard du PéréGaze of the Father), tigheme of God occutis its purestform over all
three staves of an open scomhich is seein the red boxeésee Ex29). The theme in the
upper staff is offset rhythmically from the main texture by a sixteenth rest in each green box.
Set in a higher register, the bBKe octaves located in the blue boxes provide additional
color and surface rhythms a result, the thems heard in the lower two staves aaldo in
treble staff where it alternates and echioes kind of imitative polyphony. In this movement,

Messiaen utilizes all three transpositions of Mode No. 2 i tiene of God.
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Example29: Me s Vingt ega@ssur I'enfanlésusMovement |, mm. 012
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In movement VRegard du Fils sur le FilfContemplation of the Son upon the
Son), Messiaen combines thkeme of God withwo otherchord progressions, each in a
different mode and rhythm. As Bmple30 shows, the upper staff has thneete chords in
the 39 transposition of Mode No. 6, the middle staff has fioote chords in the'™
transposition of Mode No. 4, and the lower staffieTheme of God in thesltransposition

of Mode No. 2. Tk upper and middle voices are in rhythmic canon, with the middle voice

being one Adot 0 | omanwingheThemd of Gdud exdepeaderdly. v oi c e
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Example30: Me s ind rega@ssur 'enfanilésusMovement V, mm. 14
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Messiaen appliEthe 29transposition of th&@heme of Godn B flat major in
Movement XI:Premiére communion de la Vier@Ehe Virgin's First Communion). In
Example31a he presents in the bass clef with the same rhythmic pattditme upper voice
consists of theecondransposition of Mode No. 4 imbroken chord patter¢blue boxespand
the same mode of God &harmonc interval pattern as accompanimémtd boxes in the
upper voice)ln the middle section of the same movement, Messiaen modifies the rhythmic
pattern of th&'heme of Godnto a dancdike long-shortlong rhythmic figure to symbolize

t he Vi r gixtitermentjofdbging @hoskn as the mother of God (Se81Hk.
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Example3la Me s oVingt rega@sssur I'enfaniésusMovement XI, mm. 14
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Example3lh Me s oVingt ega@ssur 'enfaniésusMovement XI, mm20-26

As seen in theollection of Examplel5 in the previous French Literature Influence
section, it isclearthat Dutilleuxengages in aimtuitive process of progressive thematic

growth inOp. 1.This is contrary to Messiaen, who utilizes more systematic and logical




























































