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musicology from the University of Pittsburgh.  It is now 50 years old.  
Nevertheless, it contains information and ideas that will probably be new to most 
readers. 
 
Were I to write this today, it would be somewhat different (probably excluding 
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of Boulez, with which the bulk of the paper makes contrasting arguments.  For 
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Diaghilev’s scheduled performances took place, and some scholars today 
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exaggerated the reality of the audience’s behavior at the premiere in order to 
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The original version of the paper is in the University of Pittsburgh Music Library.  
What I have is merely a copy of a copy, and so I have had to scan the paper from 
an already inferior source.  Even so, I think that the paper is still readable and I 
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RHYTHMIC STRUCTURE IN STRAVINSKY'S

LE SACRE DU PRINTEMPS
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I

If most of what has been written about Stravinsky's Le Sacre du

PrintemDs is to be believed, the work's chief importance lies in the fact

that its first perf6rmance caused a riot. Books and record jackets are

full of information on what took pla.qp..on May 29 , 1,913, at. the TheatKe

des Champs Elysees. L i t t l e ,  however, has actually been written about

the music itself,  and most of what has consists of generalizations which

are so broad that they are useless in trying to analyze the music.

The importance of Le Sacre does not lie in only one or two a s -

pects of the music. Every parameter of the work is important to the whole.

An acceptable analysis of the composition must, therefore, take into con-

sideration as many aspects of the music as is feasible. I n  so doing, a

complete analysis of even one section of .Le Sacre could easily f i l l  several

volumes. T h i s  is not to say, however, that it  is not possible or valuable

to separate one aspect of Le Sacre from the rest of the music, and to ana-

lyze this one parameter in order to discover what are its important features.

Of all the elements of Le Sacre, rhythm is the one which is most often

discussed, and seems the least understood. Stravinsky's use of rhythm

in Le Sacre is obviously one of the work's most important features; how-

ever, the way in which Stravinsky has created the rhythmic structures

found in Le Sacre has only been guessed at, or roughly analyzed.
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In analyzing the rhythmic structures found in Le Sacre, i t  is

necessary, as  far as i s  possible, t o  ignore a l l  of  the other parameters of

the music, inc luding rhythmic function. Such  structural analysis i s ,  o f

course, t o  some extent an art i f ic ia l  o r  forced situation. I ndeed ,  i t  is

impossible to cause the rhythmic structures o f  Le Sacre to separate i tse l f

from the' rest of  the music by applying one or two magic analyt ical  formu-

Admittedly,' the process ot isolat ing-one musical-param-eterand-ana- •

lyzing i t  for i ts own sake is a touch-and-go p roces .  I t - is valuable only

i f  the f inal  analysis works wel l  enough to say something relevant about

the composer's compositional methods.

The only major analytical work which has been done on Le Sacre

to date is by Pierre Boulez. I n  the second section of his Relev‘s d'Apprenti,1

Boulez discusses several sections of  Le Sacre in some deta i l .  Bou lez

deals wi th  other factors besides rhythmic construction. Harmon ic  and

melodic construction, as  wel l  as rhythmic function, are often analyzed

by Boulez simultaneously. I t  is  important the the present discussion

concerns i t se l f  with Boulez's analysis for  two reasons. S i n c e  i ts  publ i -

cation, Boulez's analysis of Le Sacre has been considered by most author-s

1. Pierre Boulez, ReleN4s d'Apprenti, ed .  by  Paule Thevenin
(Paris: Ed i t ions  du Seuil, 1966). T h e  English translation of  this book
is Notes o f  an Apprenticeship, t rans. by  Herbert Weinstock (New York:
Alfred A. Knopf, 1968). C i ta t i ons  for both French and English versions
wi l l  be given in the footnotes. T h e  letters "F"  and "E" w i l l  be used
before a c i tat ion in order to distinguish the French version from the
English version.
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it ies as the best available analysis. T h e  analyses o f  sections o f  Le Sacre

which are presented here, however, d i f fer  with those by Boulez. Bou lez 's

analysis w i l l  therefore be taken into account where i t  is  possible,  so

that his results may be compared to the present f indings and cr i t ic ized

-..accordingly. I n  seeir,ig where Boulez may have erred in  his analyt ical

work, i t  may also be possible to understand why the rhythmic structure
a  •  e

-Of Le Sacie has not been better comprehended. 'Since only the analysis --

of the rhythmic structure of Le Sacre is  presently under consideration,

the other aspects o f  Boulez's analysis w i l l  not be taken into account,

unless they intrude on what is properly rhythmic terr i tory.

The fol lowing analyses of the rhythmic structure in  Le Sacre

can safely draw on only two sources: t h e  revised score of  19 21,2 which

is the version most often played, and Stravinsky's sketches for  Le Sacre,3

which have recently been published. B y  using these sources, i t  w i l l  be

shown that there is  one basic controlling principle regarding rhythmic

construction in Le Sacre: rhy thmic  construction by the process o f  addi-

t ion.

2. Igor  Stravinsky, Le Sacre du Printemps (New York: E .  F.  Kalmus,
n .d . ) .

3. Igor  Stravinsky, The Rite of Spr ing Sketches 1911-1913: Facs imi le
reproduction from the Autographs (Londori: Boosey & Hawkes, 19 69).
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In considering rhythmic construction by the process of  addition,

i t  is  necessary to dist inguish between the durational and the rhythmic

units or  cel ls that Stravinsky uses. Dura t iona l  units may consist of a

,.stngle.dUra'tiOnal. note,valge, .or.,9f, a single note value wi th  one or,

rest. varues. T h e s e  durational units are usually of  f ixed value,  and do

not vary throughout entire sections. A t  times, however,. the units them-

selves may be internal ly variable, but  they remain constant in  relation

to each other. ( O n l y  the use of  fixed durational values w i l l  be discussed

at present-the workings of  variable units w i l l  be taken up la ter. )  These

durational units are then combined into short rhythmic ce l ls  which in turn

may also be f ixed o r  variable. T h e  short rhythmic cel ls  are then added or

linked together to produce the longer rhythmic phrases. A n  analysis of

the B section of  the Danse sacrale, No .  149 to No. 154 in  the score, w i l l

demonstrate how Stravinsky constructs rhythmic phrases by using this

kind of l inear addit ion.4

It is  at  once seen that only two f ixed durational units are ever

4. The overall  structure of  the Danse sacrale is  that  of a rondo.
It may be divided into i ts  constituent parts as fol lows: A -No.  142 to
No. 149 (measures 1 through 33); B-No.  149 to No. 167 (measures 34
through 115); A-No.  167 to  No. 174 (measures 116 through 148); C-No .  174
to No. 186 (measures 149 through 202); A'- N o .  186 to end (measures 203
through 275).
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used in the rhythmic ostinato of  this sect ion. These  two units are 1  7

and f  77, wh ich  are durationally equal to an eighth value and a quarter

value, respect ive ly.  T h e  horns can be seen playing 151 7 and  7  7,

which are, i n  effect ,  the same durational units that the other instruments

have.- The basis for  discerning these units i s  a Si:triple- one. T h e  .units-

consist of a sounded note and the rest value between i t  and the next note.

It does not seem possible to consider that Stravinsky is  working here only

w i t h  one unit  of the sounding note value P  ,  even though no other note

duration is  used, and that he then proceeds to intersperse rests between

note values. T h e  patterns f  7 and 1  7 7 are not fabricated; they exist

in the work. T h e i r  consistent use is  quite evident. F o r  purpose of  ana-

lys is ,  i t  is  pract ical  to consider these f ixed durational units as longs

and shorts. T h u s  Y7  i s  a short or S, and 7  7 is a long or L.

These durational units are combined into rhythmic ce l ls ,  each of

which contains three durational values. T o  discover these rhythmic groups,

i t  is  necessary to ignore such purely visual things as the meter signatures,

the barl ines, and the beaming of the sixteenth notes. I t  is  necessary to

do so not only in this case, but  a lso  in  most of the other sections o f

Le Sacre, i f  the underlying constructional design is to be discovered.

Thus the f i rs t  rhythmic group consists o f  the fol lowing configuration:

1 7  f l  7  f  7 7 , o r  SLL. I f  the f i rs t  part of the B sect ion, mea-

sures 34 through 54 o f  the Danse sacrale, i s  analyzed in  this fashion, the
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following scheme results:5

SLL
SSL
LLS
LSS
LLS
LLL
LSL
LLL -
SSL
LSL

Admittedly, t h i s  i s  not a convincing just i f icat ion fo r  asuming such an

analytical procedure. Before  continuing,therefore, i t  is  necessary to

consider the general structure of this entire section.

The B section of the Danse sacrale is  in  three parts wi th a coda.

The f i rs t  part is  found from No. 149, measure 34 o f  the Danse sacrale, to

two measures before No. 153, measure 54. A t  this point a definite a r t i c -

ulation occurs, caused by the upward l ines in  the f lutes and v io l ins ,  and

the marked figure i n  the timpani. I t  w i l l  be noted that this art iculat ion

is the cadential resul t  or depository for a melodic figure which began in

measure 47. A t  measure 55 the music returns to the same texture as the

beginning of  the B sect ion. Measure  55 i s ,  therefore, the beginning of

the second part of  this sect ion. T h i s  second part continues to bui ld by

5. Ce l lu la r  structure in  Le Sacre is  not necessarily reflected
in phrasing or other musical gestures. F o r  example, the short durational
unit in the cel l  LLS may be heard as connecting to the f i rs t  durational
unit of the next ce l l ,  thereby creating a phrase which is  not defined by
cellular structure.
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textual and melodic additions unt i l  a cl imax and art iculat ion are reached

in measure 92. Measu re  93 begins a third part of  the B sect ion, which

continues through measure 106. T h e  coda, which is marked by a new

upper ostinato f igure i n  the f lutes and f i rs t  v io l ins ,  goes from No. 165,•
•,measure..107, through measure 115, a f ter  which the A section returns.

This part is best described as a coda since a melodic figure found in  the

other three parts i s  not used here, and the texture is  much thicker,  and

the instrumentation is  expanded. T h u s  there are four d ist inct  parts to

the B section of the Danse sacrale which have been shown to ex is t  by

virtue of the very nature of the music. W i t h  this in  mind, i t  is  possible

to return to the consideration of the l inear rhythmic ost inato, and i ts

construction.

A complete analysis of  the rhythmic groups in  the B section of

the Danse sacrale results in  the fol lowing chart:
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Part I
measure 34

1 SLL
2 SSL
3 LLS
4 LSS
3 LLS

6 LSL
5 LLL
2•SSL
6 LSL

Part I I  P a r t  I I I  P a r t  I V  (coda)
measure 55 m e a s u r e  93 m e a s u r e  107

1 SLL 1  SLL 1  SLL
2 SSL 2  SSL 2  SSL
6 LSL 1  SLL 3  LLS
5 LLL 3  LLS 3  LLS
6 LSL 5  LLL ( S S )
5 LLL 4 L S S
4LSS 3  LLS
5 LLL
7' SSS
6 LSL
2 SSL
6 LSL
1 SLL
7 SSS
4 LSS
2 SSL
4 LSS
3 LLS

(SSS)
(SSSS)

The arabic numerals to the le f t  of the rhythmic units ident i fy  a part icular

configuration as i t  chronologically appears in  the music. T h u s  group 1

is SLL, group 2 i s  SSL, and so forth. Severa l  things may be noted from

this chart. G r o u p  1 always occurs at  the beginning of each of the four

parts o f  the B sect ion, and group 1, i n  this posit ion, i s  always fol lowed

by group 2.  T h i s  does not happen at any other point. I t  must be assumed,

then, tha t  group 1 fol lowed by group 2 i s  used as an opening rhythmic

phrase for each part. N o  case needs to be made for dividing the B section

into four parts so le ly  on the grounds of  this analysis.  T h e  div is ions have

been made by using more audible aspects of the music. T h e  appearance
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of this part icular grouping at beginnings of each part not only just i f ies

these div is ions,  bu t  also demonstrates the va l id i ty  of these rhythmic

cel ls.

The poss ib i l i ty  for variation in groupings o f  three using only

• t w o . f a c t o r e  is  2 cubed or eight. S t rav insky „  however; uses only seven

of the possible formations. T h e  possible SLS formation never occurs.

Group 7, SSS, i s  used only in the second part, which is  rather different

from any of the other three parts of  the B section. T h e  groups enclosed

in parentheses are so marked because they are deviations from the scheme.

The series o f  shorts from part two occurs at  the cl imax of the B section,

at measures 91 and 92. T h e y  are considered as shorts because they have

the same durational value as other shorts, i f  not the exact unit pattern.

The two shorts a t  the end of the coda occur in measure 115. B o t h  these

points are cadential .  The re  is  no reason why Stravinsky, having developed

a constructional rhythmic scheme, should not deviate from i t  at places

such as these for  special purposes. E v e n  i f  this i s  not granted, the ev i -

dence presented seems too strong to suppose mere coincidence.

In the sketches for Le Sacre, Stravinsky seems to have l i t t l e

trouble in working out the B section of the Danse sacrale. T h i s  section

makes i ts  f i r s t  appearance on page eighty-four of the sketches. A l though

there are only f ive measures o f  the music written here, the  two durational

units, as wel l  as a f ive  note thematic unit ,  already exist  in  their  basic
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forms. Pages ninety through ninety-five contain most of the music for

the B section similar to its appearance in the printed score. T h e  two

durational units remain constant, and the ostinato is written out only in

the horn parts after the first measure. Af ter  this, the abbreviation "etc."

appears to signify that the other.parts-playing the rhythmiCidstinato 's:hould

continue as do the horns.

The B section of the Danse sacrale demonstrates how Stravinsky

constructs rhythmic phrases by adding units together. T h e  two durational

units are added to each other in groups of three. These rhythmic cells

are then added or joined together to form longer rhythmic phrases. W i t h

the exception of the beginnings of the four parts of this section, where

groups 1 and 2 occur in that order, i t  does not seem to be important how

the groups are added together. Almost any combination would work as

well as the one Stravinsky arrived at. T h e  important decisions were made

on the construction of the basic units.

Boulez's analysis of the B section of the Danse sacrale seems

overly complicated.6 H e  divides this section into six periods which are

derived according to a change in the harmonic construct " .  .  un theme

uniquement rythmique sans accentuation, oa les periods s'organisent sur

un seul accord. "7 I t  would follow, from this concept, that each of these

6. Boulez, op.  c i t . ,  F.  pp. 95-98; E. pp. 93-96.

7. Ib id . ,  F.  p .  95; E. pp. 93-94.
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six periods would be based on only one harmonic construct. Howeve r,

periods three and s ix ,  i n  Boulez's analysis,  contain more than one har-

monic construct. Bou lez  rationalizes th is inconsistency by claiming that

period three modulates on three chords,8 and that the chord in period s ix

is based on .".un accord brodg."9

PERIOD
I

"  -
I I I
IV

V

The s i x  periods are as fol lows:
• •  . "

MEASURES
34-62
'63=75

6-82
83-90 (measures 91 and 92 are

omitted from period
analysis)

93-106
107-115

Only periods f ive and s ix  occur where the music naturally art iculates

i tse l f .  Bou lez  feels he must exclude measures 91 and 92 from his fourth

period. " S u i t  une elimination rgguliere de sept croches successives

amenant une seconde partie dans le  developpement rythmique."10 T h e

placement of periods one through four seems as impractical as the imple-

mentation of the rule for forming each of the periods.

Boulez makes a more serious error when he regards the barl ines,

as printed in  the published score, as d is t inct  l i nes  of  d iv is ion,  over

which rhythmic units cannot pass. St rav insky 's  f inal  placement of bar-

8. I b i d . ,  F.  p .  97; E. p .  95 .

9. I b i d . ,  F.  p .  98; E. p .  96 .

10. I b i d . ,  F.  p .  98; E. p .  95 .
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lines and the f inal  meter signatures may be the result of  nothing other

than concern for ease of reading. I n  the sketches Stravinsky uses a

system of barring which is very different from that of the f inal  score ,11

The actual music and i ts  rhythmic structure, however, are almost identical

to the f inished version. Therefore, the placement of barl ines, phrase

markings, o r -the methOO of beaming can in no way delineate basic rhyth-
•

groups. - BoUreirsrhYtfithic gr-ouPs' are the result ,  nevertheless, o f

barline placement.. BoUlez never states how many bars equal a part icular

group in a given case, o r  why the groups should exist  in this manner.

Thus, a  certain group may be two measures long at one point,  but  only

one measure long at another point. A l l  the various groups, however, f i t

rather neatly into the modern barline scheme of the music.

Boulez never concerns himself with basic durational un i ts .  T h e y

are either assumed or ignored. H i s  rhythmic cel ls  (or perhaps i t  is  better

to say metric groups, s ince they never cross barlines) are rather variable,

and their  identi f icat ion i s  loosely defined. Bou lez  defines three types

of groupings. H i s  " a "  ce l l  i s  based on a mixture of  eighth and quarter

values, where an eighth note may precede or fol low a quarter note, but

two eighth values must never be found successively.  Quar te r  values,

however, can fol low each other. Furthermore, each "a"  ce l l  may consist

of either three or f ive eighth values. T h e  f i rs t  group in the B section is

11. Stravinsky,  Sketches, pp .  90-95.
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analyzed as .1` a n d  is termed as al^. T h e  arrow denotes that this ce l l

is in  prime posi t ion.  I t  may also occur in retrograde, a5 ,  as  ) )  .
0—

There is also an a3 ce l l  which is , r )  ,  and i ts  retrograde a3, )  )-„  .

The "a"  group, besides having two different values, three or f ive,  and

.being able.to ex is t  in prime or retrograde form, may also 'be ,trapsformed

into. )  i t )  w h i c h  is  simply marked as a5, wi thout  the use of  any arrow,

lest confusion ensue.

Boulez's " b "  ce l l  fol lows a s imi lar  route of  reasoning, and may

appear as -17 ( ; 1 ) ,  5 - )  ( b 4 ) ,  f l  7  ( b 4 ) ,  o r  R  ( b 2 ) .  T h e

. •  • • •

important factor in this uni t  is  the appearance of  two successive eighth

values. T h e  " c "  ce l l  has only one form: .  T h e  analysis of  Boulez's

f irst  period, according to his system, i s  as follows:12

1 l o d e
b4 0 4  1 3  b 4  a 5 04F-o—r---r—E-tra5--..r-irrupritrriror—i-r—ri,v .

" I . II.•
04 4 — n  a  i*  -  b 4  b 4  a i s  e h

[rr r  r.";, i r P r i c t r  r  pr
permute. developp, et  r i t rogradel  r v . ( = n )

Boulez explains th is  analysis in  the fol lowing passage:

Nous voyons tout d'abord que les cel lu les composantes
sont de meme famil le deux 'a deux, b4 c4 valeurs paires (quartre
croches) a3 a5 valeurs impaires (trois e t  cinq croches), c4  &an t
de nature neutre puisqu' i l  ne peut pas se r6trograder, b4 et  a3
etant retrogradables, a5 pouvant tantOt atre neutre, tant6t  se
retrograder, conjuguant ainsi les trois autres ce l lu les.  N o u s
establissons la  sch6ma:

12. Boulez, op .  c i t . ,  F.  p .  96; E. p .  93 .
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Premiere
pdriode

Nous remarquons que la pgriode I I  est la permutation des
cellules a5 e t  b4 de I ,  a5 devenant neutre-avec adjonction de a3.
Le fragment I I I  est une permutation de I I  (en diagonale) avec 3
agrandi de part et d'autre par sa retrogradation. Enfin l e  fragment
IV est un retour a la  disposit ion du fragment II.). 3

Boulez's analysis i s  too complicated to be convincing. H i s

division of  the B section into s ix  rhythmic periods is  i l log ica l ,  s ince i t

is based sole ly  on harmony, an entirely different parameter than rhythm.

His use of barlines for  cel l  divisions has no real foundation, nor  does

i t  work wel l .  Bou lez  has, i n  effect,  e ight  different metric groups, not

three. E v e n  i f  his three types o f  cel ls  are assumed to actual ly ex is t ,

the extremely variable nature of  the "a"  and "b"  groups make their  use

as actual working units very doubtful. Furthermore, h i s  fragmentation

of periods can be ascribed to nothing more than coincidental and some-

what forced observation. T h e  analysis previously presented on pages

four through ten, wh i le  perhaps not as fascinating, and certainly not as

13. I b i d . ,  F.  pp .  95-97; E. p .  94.
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complex as Boulez's analysis,  fo l lows more real ist ic  concepts.

*  *  *

In the B section of  the Danse sacrale, Stravinsky combines basic

durational units in to rhythmic ce l ls ,  which are then added together to

,.form.langPr rhythmic, phrases: :Sometimes Stravinsky. Skips the middle

step in this process o f  construction by addition, and combines durational
. •  4 .

units into longer rhythmic phrases which are then repeated. I n  the Evoca-

tion des Ancgtres, No .  121 to No. 129 i n  the score, Stravinsky fol lows

this simpler procedure. T h e  two durational units that are used in  this

section are the quarter note and the half  note. T h e y  w i l l  be referred to

as short and long respectively.  I n  this section there are three different

rhythmic phrases. These  phrases are articulated in  two manners: a  phrase

ends when a long occurs, o r  a phrase is  over when a rest is  introduced.

Sometimes phrases are also articulated by the short downward passage

in the lower instruments. T h i s  i s  the same figure which opens th is  sec-

tion.

Phrase 1 i s  variable, and is  heard three, times: measures 4 through

8, measures 27 through 31, and measures 37 through 39. T h e  f i r s t  appear-

ance of phrase 1 is J  ) ) J )  J ) J ) )   or LSSSSSL SSSS. I n  i ts  second

appearance, the las t  note of  this phrase has been changed to a long:

LSSSSSL SSSL. T h e  f inal presentation of phrase 1 i s  an elided form,

which may be cal led L S S S L .  Phrase 1 is the only phrase which begins
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with a long. Phrase  2 consists of  s ix  shorts. T h i s  phrase is  always

articulated by a rest .  Phrase 3 i s  constructed of eight shorts and one

long. A n  analysis o f  this section in  the above manner results in  the

following chart:

. REHEARSAL NO. M E A S U R E  P H R A S E  A N A L Y S I S

• 1 2 1  1  L S S S S S L  SSSS

12 2- 1 0 .  2  S S S S S S . :

123 1 5 '  2  S S S S S S

17 3  S S S S S S S S L

20 2  S S S S S S

124 2 3  2  S S S S S S

125 2 7  1  L S S S S S L  SSSL

126 3 2  3  S S S S S S S S L

34 2  S S S S S S

127 3 7  L S S S L

40 2  S S S S S S

Even though phrase 1 is  variable, i t s  existence as a speci f ic  ent i ty  can

be derived from i ts  function. Phrase 1 always starts wi th  a long and

has the characterist ic of beginning after a period of rest. I t  i s  these

two factors i n  combination which clearly ident i fy this phrase. T h i s

rhythmic phrase, and phrases 2 and 3,  which never change their  patterns,

are added to each other to form this entire section. H e r e ,  as  in  the B
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section of  the Danse sacrale, there is  no evidence for what could be

termed as developmental rhythm.

*  *  *

Another example of  thythmic construction by the process of

adding-small units to each other may be seen in the second tablea.0 o r

the B section, o f  the Introduction to Part I I  of Le Bacre et four measures

aftei-No:- 86, Measure 34 o f  the IntrodruCtiOn T h e  "OStinatiii figure wh i ch

begins heie in  the violas and upper cellos is  constructed from three dura-

tional units: s i x t een th  note, quarter

sixteenth notes are always placed in

followed by one of  the longer values.

distinguished: -F4, ,  which may also be writ ten as

written as - „  e 19:3-7 e  e  or F=1=1 -0 e e
••••••••.--,

note, and dotted quarter note. T h e

a :_triplet setting ,17,t  ,  wh ich is

Thus two rhythmic cel ls  may be

19=r7 f--Fes? 0 , and

These two cel ls  which w i l l  be

called A ,F,1f )  a n d  B , 7 ) ,  ,  are f ixed and never change. T h u s  the

total durational value of A is  a dotted quarter note, and that of B is a

half note. T h e s e  cel ls  are l inked together to form two phrases. T h e

first  phrase is  found in measure 34 and 35 and may be analyzed as AABBA
3

plus )5 .  T h e  f inal  t r ip le t  figure may be seen as the beginning of a new

group which is not completed. T h e  second phrase is  much longer, l a s t -

ing from measure 38 through measure 47. D u r i n g  this phrase the second

viol ins also play th is ostinato rhythm. T h e  second phrase is  seen as

AABBABABBABABBABABBA plus .  C l o s e r  examination reveals that this
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long continuous second phrase is  composed of  two shorter phrases: AABBA

and BABBA. T h e  former phrase is  a repetit ion of the one presented in

measures 34 and 35. T h e  rest of this l ine consists o f  three statements

.• ,  •

of BABBA. T h u s  the second phrase divides into AABBA/BABBA/BABBA/

BABBA/,,1 .  T h e  continuing, triplet is  cut off  by the return of  previous

material at  No. 89 .

Boulez Anal7Z.et th is ASitl i i i i iebdtir iafd as a 'rePdtition'or brie

long pattern which has two parts.

Dans la  cel lu le B, nous avons l 'element broderie conjointe
de sib q u i  devient une broderie--toujours a distance d'un ton
entier--del 'accord de dominante appogiature place sur sii.- .  L e
rythme en est  ordonne par une disposit ion symetrique des valeurs
autour d'une noire l ive  a une autre noire,

valeurs impaires d'un cote (3 et  3), valeurs paires de l 'autre
(4 e t  4). C e t  ordre de valeurs est deplace par des accents en
un parallel isme symetrique.F r' r  r-
En effet ,  l a  derniere blanche d'une cel lu le perd une croche par
anticipation de la cel lu le suivante, croche qui se j o W  donc a
la premiere noire pointee de cette deuxieme cel lu le.

This analysis works to some extent, bu t  i t  is  not practical since

Boulez fa i ls  to  note the real rhythmic ce l ls ,  which are much shorter than

he supposes. H e  is  considering only combined durational value units

and the amount of t ime they occupy. H e  is  not concerned with the way

14. I b i d . ,  F.  p .  104; E. pp.  99-100.
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in which Stravinsky has joined the basic units to each other, nor  does

he seem to care how the units are aurally perceived.

The actual process in  this section of the Introduction to Part I I

is s imi lar  to the methods used in  both the B section of the Danse sacrale

and the EVbca:tion.., At .the same. time,. this portion pf.the Introduction to.

Part I I  is a procedural extension of the processes found in the previously

analyzed sect ions.  T h e  fol lowing chart compares the steps taken in  the

compounding of  rhythmic materials in  the three sections analyzed.



Written durational units

Durational value units

Compounded durational units

Rhythmic cel ls

Intermediate rhythmic phrases

Long rhythmic phrases

:

Danse sacrale
B section

f  F (s) f ^  7 7 (L)

(S) ( L )

SLL, SSL, LLS,
LSS, LLL, LSL,
SSS

SLLSSLLLSLSSLLS
LLLLSLLLLSSLLSL
(phrase 1)

Evocation

SSSSSSSSL
(phrase 3)

Introduction to Part I I
13 section

(A) ( B )

AABBA
BABBA

si/
AABBABABBABABBABABBA
(phrase 2)

r'1'n " 1 7 "  1 1 1 1 1 1 1 1  11111



I I I

With the exception of the Evocation, the rhythmic structures

of the sections,, of Le Sacre which have been analyzed so far are ostinato

figures which are constructed from the addition of  f ixed ce l l s  and a l l  of

these ostinatos occur as,part of polyrhythmic situations.• I I I  the Evocation,

however, a  monorhythmic situation exits. Thus,  the two possible types

of rhythmic construction exist in Le Sacre: 1 )  monorhythmic construction,

in which only one rhythmic scheme is used throughout the entire section;

and 2) polyrhythmic construction, in  which two or more rhythmic schemes

coexist on multiple, simultaneous levels. When  Stravinsky invents a

monorhythmic situation, a l l  of the various aspects of the music seem to

be conceived of as a unity. I n  fact, the different parameters of the music

work so wel l  together that there may be a temptation to perceive one p a -

rameter in terms of another.

Perhaps the most outstanding example of  monorhythmic construc-

tion in Le Sacre is found in the A section of the Danse sacrale, which is

first presented from No. 142 to No. 149 in the score, measures 1 through

33 of the Danse sacrale. H e r e ,  i t  may seem difficult to separate the

various elements of the music from the rhythmic structure. Indeed,  the

rhythmic construction may be said to dominate this entire sect ion. I n

order to understand the rhythmic structure of  this sect ion, i t  is  necessary
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to return to Stravinsky's sketch book for Le Sacre.

The A sect ion of the Danse sacrale f i rs t  appears in  the sketches

on page eighty- four.  T h e  music here is  almost identical to the f i r s t  s i x

measures o f  the f inal  version. '

I t  can be seen that at this point of development, the durational units are

quarter and eighth values. S t rav insky  was to later half a l l  the values,

and change the placement of  the barl ines. I n  this sketch, the earl iest

preserved conception of  the beginning of the Danse sacrale, three rhyth-

mic cel ls  have occurred to Stravinsky. T h e  f i rs t  ce l l ,  marked by the

letter "A" ,  consis ts  o f  a single note, and is represented as 1 7  ,  )

or )  7  .  I t  may seem questionable to refer to a single note as a rhythmic

cell; but  i t  must be noted that this ce l l  may be equal in  values to either

the second or third ce l l s .  T h e  f i rs t  ce l l  i s  also str ik ingly set off  by i ts
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larger sounded duration. T h e  second ce l l ,  shown by the let ter  "8 " ,

consists o f  two notes, and may be ,  ,  o r  J-1 7 .  T h e  third rhyth-

mic ce l l  appears as - M t  .  These  cel ls are determined not by a constant

total value, bu t  by the number of attacks in  each group. T h e  groups are

articulated by a rest,.  a:larger note duration, o r  an attack of the metrically.

accented bass note. A c t u a l l y,  the principle of ce l l  construction found

here is  very simple: a  cel l  consists o f  one, two ,  o r  fhree notes; i f  two

or three note ce l ls  are used, then the notes must be struck one after

another in terms o f  the shorter durational uni t .  T h u s  ,r7 and  . /  ) d o  not

aurally d i ffer  as far  as attack pattern is  concerned. T h e  grouping ,

however, does d i f fer  from the above principle, and therefore, never occurs

as a ce l l  i n  the music.  W h i l e  the cel ls  are f ixed according to attack s e -

quence, they may vary in their total durational values. I t  is  th is fact

which causes th is section to sound rhythmica l ly  irregular. A l though

these cel ls  remain constant according to the plan of attack, they undergo

a mutation by variation as far as their  total duration is  concerned. T h i s

type of mutation by variation was noted in  the analysis o f  the Evocation,

where phrase 1 always appears in  a s l ight ly  different form (  see page

sixteen).

In order to consider the f inal  version of  the A section of  the

Danse sacrale, i t  is  necessary to change the basic durational units to

eighth and sixteenth values. C e l l  1, therefore, becomes f  ,  f  ,  o r
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o r  /  ; and ce l l  3 appears as or

. T h i s  section of the Danse sacrale may be divided into three

parts: measures 1 through 9; measures 10 through 17; and measures 18

through 33. T h e  f i r s t  and third parts are simi lar in their instrumentation

.4na l inear.direot ion, whereas part two introduces a new melodic fragment

and a change of  instrumentation and texture. - I f  this entire section,
..• • - •  •  •  •  . 4

measures 1 through 33, i s  analyzed by using these primary rhythmic cel ls , '

the fol lowing scheme may be observed:

At the beginning of each of the parts, the rhythmic phrase 2213, as  shown

in the above analys is,  i s  presented, thus corresponding to the beginning

of a new part of the A section of  the Danse sacrale. The . f i r s t  2 ce l l  i s

introductory in  nature, and is  set  off from the rest of this section by a

fermata. T h e  repetit ion of a rhythmic phrase at the beginning of  each

part of the A section is  the same procedure Stravinsky uses in  the B sec-

tion of  the Danse sacrale (see page eight). T h e  phrase 2213 appears at

the beginning of each part of the A section, bu t  only at the beginning.

In his analysis o f  the A section of  the Danse sacrale, Grout

states that "The rhythm at the beginning of the last  movement of the
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Sacre looks very irregular but sounds orderly; as a matter of fact i t  is

organized rather symmetrically around the motive 7  ' 3 ,  w h i c h  appears

eight times .  .  .  .  "15 H e  then gives a diagram which is  found on the

next page. T h i s  i s  a l l  that Grout seems to f ind necessary to say about

-this section. of Le. Sacre..: H i s  :discussion is not only cursory, i t

introduces concepts which need more clar i f icat ion than Grout gives them.

His claim that this section is  "rather symmetrically" organized around
. .  .
,Frr i s  not explained. T h e  statement seems backed up by nothing

more than the fact  that 7  ,t-t".1 appears  eight times in  this sect ion.  I n

effect, Grout seems to be saying that the frequency of appearance of  a

rhythmic "motive" i s  a basis for  determining the fact that the music is

organized around that "mot ive".  I f  this were the case, then i t  would

seem to fol low that the most common "motive" i s  the organizing factor.

In this s i tuat ion,  the cel l  f 3  s h o u l d  then be the organizing agent since

i t  appears f i f teen t imes, wh i le  7  a p p e a r s  only eight t imes. G r o u t

does not explain what i t  means to have the music organized around a

"motive"; nor does he say how such organization is  achieved. I t  has

been demonstrated that the rhythmic structures in  this sect ion of  Le Sacre

(see pages twenty-two to twenty-four), as  wel l  as other sections, i s

organizedloy a process of  addition of ce l ls .  I t  is  unclear, then,  how the

15. Donald jay Grout, A History of Western Music  (New York:
W.  W.  Norton, 1960), p .  636.
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rhythm could be organized around a given "motive" , wi thout  some demon-

stration.

Grout's chart does not clar i fy his writ ten analysis; instead i t

seems to confuse matters even more. T h e  rhythm of  the A sect ion is

laid out on not one, bu t  twO'leveis. G r o u t  does not say why such an

arrangement is  necessary. Severa l  plausible reasons may be postulated.

It is  commonly known that Stiavinsky composed Le gacre at  the

and this fact  is  hinted at by the appearance of the A section of the Danse

sacrale, in the printed score. T h e  lef t -hand-r ight-hand appearance of

this music may be so important to Grout that he analyzes i t  accordingly.

In this case, a  note wi th  a downward stem would indicate the " lef t -hand"

or bottom rhythm, wh i l e  those notes wi th  an upward stem show the top

or "r ight-hand" rhythm. I n  this event, Grout 's analysis takes on a

directional aspect, showing the up and down nature of  the music. S u c h

a layout does not demonstrate very much, unless Grout wished to see

two levels o f  rhythmic act iv i ty  here. B u t  he does not ascribe such prop-

erty to his diagram, nor  does he make any argument for a rhythmic con-

struction on two leve ls .

Another possible reason for the part icular arrangement of this

chart might be Grout's consideration of the bass and timpani parts. T h e

lower l ine of  Grout's chart i s ,  fo r  the most part, an outl ine of the dura-

tional values of  the attacks of  these instruments. I n  measures 15 and 16,
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however, neither the basses nor the timpani play, but Grout's chart

shows lower level attacks taking place anyway. Perhaps Grout wants

the lower line of his diagram to indicate an ostinato of some sort. There

is no metrical ostinato here; the attacks are metrically irregular. Ne i ther

is.lhe,re a .pitch ostinato pq the note "d," as:might be supposed, since

in measures 23 and 24 the. basses and the-tirapani change pitch. I t  does

not seem possible to deduce a reason for the layered scheme of Grout's
. .

chart. S ince Grout does not explain the layout of his diagram, i t  is im-

possible to know what it demonstrates.

ActuallY. Grout does not explain anything about his chart. H e

does not even say why the horizontal lines of the chart are put in their

particular vertical alignment, nor does he explain the purpose of count-

ing eighth note values. T h e  chart is, in  some way, evidently supposed

to demonstrate how the A section is structured around the rhythmic "mo-

tive" 7  f T ,  .  Grout  probably picked 7  r r i  a s  the organizing figure

since a particular melodic motive is always associated with i t .  T h i s ,

however, seems unnecessary for rhythmic analysis.

In his chart, Grout attempts to line up the music according to

recurring rhythmic and metric patterns. Th is  actually says nothing ana-

lytic about the rhythmic structure. I t  only demonstrates that a chart may

be arranged in such a manner that it literally duplicates certain aspects

of the music. Grout 's  analysis of the A section of the Danse sacrale is
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worth l i t t l e .  H i s  claims are supported neither by his discussion nor by

the music, and his chart reveals nothing that is  not immediately evident

from looking at the score of  Le Sacre.

The entire A section of  the Danse sacrale is  repeated from No.

167 to. No. 174 in. the score, measures 116 through 148 o f  the Danse sacrale. .•

The rhythmic repetit ion i s  exact, wh i le  the pitches have been lowered a

minor second. T h e  end of the Danse sacrale, however, -from No. 186 to

the f inish o f  the work, has been called A' to  denote not only i ts  re lat ion-

ship with but also i t s  difference from the two appearances of  the A sec-

t ion. St rav insky 's  sketches for  the A' sect ion give the clue to i ts  genesis.

On page eighty-nine of  the sketches, Stravinsky has wri t ten out letters

above measures o f  the music. I n  the appendix to the sketches, on  page

twenty-four, Cra f t  notes that "here the manuscript test i f ies t o  what ex -

tent composition was now a matter of shuff l ing orders o f  phrases, o f

repeating or el iminating one or more of the units represented by 'A' , 'B '  ,

'C' , and 'D '  ."16 C r a f t  fai ls to mention two other units "E"  and "F"  which

also appear on th is page. T h e  f ive uni ts are as fol lows:

16. Robert Craft,  "Commentary to the Sketches," i n  Igor Stravin-
sky's The Rite o f  Spring; Sketches 1911-1913: Facs im i le  reproduction from
the Autographs ( (ondol :  Boosey & Hawkes, 1969), p .  24 .
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At this point, Stravinsky himself seems inconsistent about exactly what

these units actually are. Are  they rhythmic, melodic, harmonic, direc-

tional, proportional, or  all of these things? None  of these units is rhyth-
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mically new; a l l  of  them occur, as  combinations of  prime rhythmic ce l ls ,

in the two appearances of the A section. A l l  of  Stravinsky's units may be

seen in terms o f  the original prime rhythmic cel ls:

A -  2 plus 3
B -  1 plus 3
C -  2
D -  1 plus 3
E -  3 plus 2
F -  1 plus 3 plus

That Stravinsky consciously thought in such terms can be seen an page

eighty-f ive o f  the sketches. H e r e  the figure I-, 1 '  h a s  wri t ten

before i t  in parentheses "2  +  3".17 O n  the same page of the sketches,

the figure G  )1J.‘ i s  termed a "3 + 2" ,  showing that the attack of the

bass note,as stated ear l ier,  may have the function of  articulating cel ls .

What is new in  Stravinsky's lettered units i s ,  o f  course, the

pitch content. Rhy thmica l l y,  "B "  and "D"  are the same. T h e  "F"  un i t

is rhythmically equal to  "B" o r  "D"  plus " C " .  T h e  direction and pitch

content of " F " ,  however,  i s  different from any of the other groups. W h y,

then, does Stravinsky destroy the letter identity of the group by scratch-

ing out the let ter  " F " ,  and never cal l  for "F" again? W h y  are there other

groups on this page without letters, whose rhythmic pattern is  the same

as one of the lettered groups, but  whose pitch content and direction are

17. The notes with downward stems indicate only the attacks of
the t impani. T h e  notes wi th  upward stems indicate the attacks of  a l l
other material.
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different? Stravinsky seems somewhat inconsistent in his determination

and use of the letters and what they stand for. S ince i t  is impossible to

tell the exact meanings of Stravinsky's compositional units at this point,

and since rhythmic construction is the prime consideration of this inves-

tigation, the groups wil l  be considered only for their rhythmic content.

There are, then, three rhythmic cells, two of which have been
. ,  .

-formed 1:5Si-the addition of primary-cells:

EXTENDED CELL N U M B E R  0 #  UNITS D I S P L A C E M E N T  OF
PRIME CELLS

A 5  2  plus 3,  or  3 plus 2

B 4  1  plus 3

2 2

An analysis o f  the A' section in  terms o f  these enlarged or extended

rhythmic cells is as follows:

PART I PART I I  P A R T  I I I

ABCB A A B C  A A C
ABAB A A B C  A A C
CAAB A B C C  A A C
AAA A B C  M C
ABAB A B C
ABCB

These cells are formed into rhythmic phrases, each of which consist of

18. The A' section of the Danse sacrale is,  l ike the A sections,
in three parts. These parts may be determined by changes in texture,
instrumentation, and melodic patterns. T h e  parts are I) from No. 186 to
No. 192, I I )  from No. 192 to No. 197, and III) from No. 197 to the end.
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three or four ce l ls .  M o s t  of these phrases are repeated, but  only wi th in

their respective sect ions. I t  is  unfortunate that an analysis of  this sec-

tion based on Stravinsky's original lettered units i s  possible only up to

a point.  The re  is  no question, however, that  Stravinsky was thinking in

.terms of construction by the addition of these groups. A t  the end of  page
• I

eighty-eight of the sketches, Stravinsky has writ ten "A B C D  E A B D E

e t c . " .

The principle of  rhythmic construction found in  the A and A' sec -

tions o f  the Danse sacrale is  the same one that is  used in  the sections

previously analyzed. Tw o  durational units are combined to form three

prime rhythmic ce l l s .  These  rhythmic cel ls are variable as to their  total

durational value, bu t  f ixed as to the number of attacks in  each cell .

Thus, they remain constant in relation to each other. M u t a t i o n  by var ia-

tion of total durational value does not affect their  ident i ty.  These  prime

cells then form larger cel ls by being added to each other. T h i s  process

may be seen occuring in  the second and third parts of  the A sections,

but particularly in  the A' sect ion.  Never the less,  a l l  parts of  a l l  of  these

sections may be seen in  terms o f  the prime ce l ls .  I t  is  certain that Stra-

vinsky's compositional units in  this section of  the Danse sacrale have

much more than just  a rhythmic function. T h e y  seem to have occurred

to Stravinsky at once, w i th  a l l  of  their parameters s ingly defined. T h e

creation of these ce l l s ,  and the exact way in which Stravinsky considered
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them must remain a mystery. I t  seems clear,  however, tha t  rhythmically

they are predicated on one, two ,  o r  three attacks per group ,  o r  combi-

nations of  these numbers to make four or f ive at tacks.  S t rav insky  has

rejected other possib i l i t ies,  as  i s  evidenced by his deleting the let ter

."F" from.a combinational group which he nevertheless uses.

• Boulez's analysis of  the A section of the Danse sacrale, l i k e

Grout, owes much to the idea that groups have lower and upper parts.

Boulez, however, no t  only uses direction to define h is  ce l l s ,  bu t  also

aspects of  repetit ion, harmony, and accentuation. I t  i s  undeniable that

al l  these things, and many more, are involved in  the music. T o  use

these parameters, however, t o  discern and isolate the rhythmic structure

does not seem any more reasonable here than i t  did in the discussion of

Boulez's analysis o f  the B section of the Danse sacrale. H e r e  is  Boulez's

analysis.

Un 616ment A qui se constitue d'accords repetes servant
de preparation a l 'element B, forme de l 'accent  su iv i  de sa des i -
nence. D i s o n s  que les elements' A et B forment un groupe T.  U n
groupe C v ient ,  par  changement d'accord, 6qui l ibrer  le groupe T;
groupe C qui  se compose dune  preparation suivie d'un accent
puis se transforme en preparation accent desinence avec une
distribution f ixe de valeurs: doub les  croches pour le preparation,
croches pour les accents, doubles croches pour la des inence . . . .
On peut distinguer deux pgriodes dans le  developpement de ce
rythme (ex. XVII).
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On remarquera que, s i  A et C varient irrggulierement, B
ne comporte que deux valeurs f ixes B7 et B4, l a  seconde venant
comme el is ion de la premiere.

Dans la  premiere pgriode, on remarquera la disposit ion
symgtrique A3/A5 B7 d'une part, A5 B7/A3 d'autre part.

La deuxieme pgriode ut i l ise A4, contraction de l 'element
A5 apparu dans la premiere periods; e t  une forme A'5, dgrivge de
C8. A

La troisieme periode4ntroduit B4,. contraction de B7, a ins i
que leS•varian0S-05 et  C7: 'e l les  serviront plus tard au dgveloppe-
merit terminal.:`9

. .  •  .  •  •  •

t Ve n l i  the relevancy of BoUleils -Criteria for disCerning theSe P ,

groups were granted, h is  f inal  rhythmic analys i i  i s  questionable, fo r  i t

relies very heavi ly on the total durational count of sixteenth values.

The difference, f o r  example, between various A5 and C5 groups i s  not

clear. T h e  very definit ion o f  Boulez's B element is vague and unconvinc-

ing. T h i s  group seems largely identif iable by i ts  beaming scheme and by

its melodic motive. Bou lez  fa l ls  into the same traps in  his analysis of

the A' sect ion.20

Friedrich Petzold, a  German scholar, has also analyzed the A

section of the Danse sacrale. Pe tzo ld 's  rhythmic analysis o f  this section

is not a rhythmic analysis at  a l l ,  but  rather a consideration of  the d is -

placement of  the meter signatures.

19. Boulez, op. Cit . , F.  pp .  127-129; E. pp. 125-127.

20. I b i d . ,  F.  pp.  134-135; E. pp.  132-135.
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r  •
3 2 3 3
Ti 1616

2 3 3A 7 175
3 3
7 7

3

2 3 2
16 ,16 8
2 3 3 2
7 7 6 T

B

2
8
2
7
5
16

5
16
2 3

16 8

2 3
7  16
1̀'6)-̀r 8 6

Tell A,  der  das Material s te l l t  and das Verengungsprinzip
des rhythmischen Grundstocks beginnt;

Tei l  B, i n  dem die Methode des zahnradartigen Verschthnkens
rhythmischen Gedanken benutzt wird;

Tell C ,  d ie  rhythmische Coda, auFe f i i h r t  m i t  dem Material
des Te i l s  A in  der Methode des Tei ls  B.

Petzold's contraction principle, as wel l  as his metrical corre-

spondences, i s  a r t i f i c ia l l y  supported by the specif ic layout  of his chart.

In any case, h i s  analysis does not real ly deal wi th rhythmic construction.

The A sect ion of the Danse sacrale is  an excellent example of

rhythmic construction in parametric unity: a  monorhythmic si tuat ion, i n

which most aspects o f  the music coincide with the rhythmic scheme. B e -

cause of the d i f f icu l ty  i n  separating the rhythmic structure from other e le-

21. Fr iedr ich Petzold, "Formbildende Rhythmik zu Strawinskys
'Sacre du Printemps' ," Melos,  XX (1953), p .  47.
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ments o f  the music, past  analyses of  this section dealt with the rhythmic

construction in terms o f  other parameters of  the music as wel l  as wi th

rhythm. These  analyses fa l l  short primarily for this reason, and also

because of  the confusion over the variable yet consistent nature of  the

• r h y t h m i c  cells•. W h i l e  a• complete analysis o f  this sect ion of  Le •Sacre•

mustsinclude al l  the perameters of  musical composition, a  rhythmic ana-

lysis can, and has been made by contending solely•With this one aspect.

Here, as in  the other sections of  Le Sacre analyzed, the basic principle

of rhythmic construction by the process of  addition remains va l id  and

workable.



Iv

The C section of the Danse sacrale provides a good example of

polyrhythmic construction, as well as an illustration of cell mutation.
a

This section :may be divided into four parts.. .Each. Part differs in texture;

speaific instrumentation, and in the mariner the material is presented.
.• -  •

Part one goes from No. 174 to one measure after No. 175 in the score,

measures 149 through 153 of the Danse sacrale. Par t  two, which intro-

duces new melodic material and has a larger instrumentation, lasts from

measure 154 through measure 159. Par t  three goes from No. 177 to No. 180,

measures 160 through 173. I n  this part, there is another change of instru-

mentation, and a new treatment of the melodic material. From No. 180 to

to No. 181 there is a brief interjection of the material from the A section,

which divides the third and the fourth parts of the C section. Thus ,  the

fourth part goes from No. 181 to No. 186, measures 181 through 202.

The first part of the C section introduces two levels of rhythmic

construction simultaneously. T h e  first level is played by the basses,

cellos, tuba, trombone, and contra-bassoons. T h e  durational unit is

the eighth value, and there are three fixed rhythmic cells: 1 )  11 j% 7 J` 7 i  •

2) P  7 P  7 ;  and 3) n  P  7 -1‘ 7 .  These cells differ from each

other only in the total duration of the rests following the sounded notes,

and, therefore, in  the total durational value of each cell. When  these
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cells are used to analyze the first rhythmic level of the entire C section,

measures 149 through 202, the following results:

PART M E A S U R E  C E L L  C O N F I G U R A T I O N

I 1 4 9  1   7  5'  7

7. ,P 7

1 n  -II 7 .P.  7
•

2 n  I '  7 .1\ 7

1 . 1 - 3  1'  7 7  —

II 1 5 4  3  - 3 f  7 f  7

7 I '  7  - - -

1 n  h 7  1 '  7  —

3 n  Y  7 1 '  7

3 r -J 1  7 7

3 n  7  7  S t

2 1 1  1 '  7 i ‘  7

I I I 160
(2nd beat) 1  7

1 n  _ r  7 - r  7 ----

1 r i  I '  7 7  ----

1 1 ‘  7 I '  —

13 5 '  7 I '  7

17 r 7
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PART M E A S U R E  C E L L

IV 1 8 1  1

1

1

•

CONFIGURATIO N

t i  P  71 7

)-3 I  7 7  -
n  P  7 I '  7 ----

7

J f  7

.r—,1 f . 7 .

,r‘ 7 j  7

1 f `  7 J '  7 —

1 1  r  7 , r  7

2  7  J i  7

A second level  of  rhythmic act iv i ty  also begins in  the f i rs t  part

of the C sect ion.  T h i s  level  i s  played, i n  part one, by  the t impani, tam-

tam, bass drum, and the horns. I n  the remaining three parts o f  the C

section, the horns do not play this rhythmic level .  T h e  basic durational

unit here is  also the eighth value. I n  this second rhythmic leve l ,  there

are two primary cel ls:  a  two grouping: 1 )  ;  and a three grouping: ) 7 ,  .

These form larger f ixed rhythmic ce l ls ,  which are equal, i n  total  dura-

tional value, t o  the ce l ls  found in  the f i rs t  rhythmic level .  T h e  three
..----, - - - - - .

extended cel ls  o f  the second rhythmic level  are 1) 17 S D  n  I T "  J r ?
I  3  3..---, - - - - ,

or 23233; 2) Z 1  m  5 7  ,  o r  232; and 3) n  I T )  ) J  ) , T )  ,  o r  2323.

If  an analysis o f  the second rhythmic level o f  the C section is  made, and



PART M E A S U R E  F I R S T  LEVEL S E C O N D  LEVEL
CELL C O N F I G U R A T I O N  C E L L ( P R I M A R Y  CELLS) C O N F I G U R AT I O N

n  ,r- 7 1 7

1 ? " ' 1 1

1 7 7 1 1

— 1
1
1

23233
232
23233
232
23233

.1.1 P  z ..:- 7
1-3 ,I's 7  j '  7 --•`-

n ;  7  7  7 2
:1 7  7 7  7 - - 1

)7 Y  7 l '  7 3 2323
n  1 ‘  7  r . ...0111.. 1 23233
J-.1. Y  7 I '  7 ...._. 1 23233
Pi ' s  -,'r  7  J 3 2323
j -j p  7  y  7 i 3 2323
n  ) 1 7  p  7 3 2323
i l  I `  7  1  7 2 232

r j  .:\ 7 p  7 _A- 1 23233
J-1 i  7 p  '2 --- 1 23233

23233.1' - 7 n  7 1

n  r  7 P  7 --- 1 23233
n  f -  J1 7 - - - 1 23233
Yi I '  7 23

1  7  I '  7 --- 1 23233
232337 7 -_ 1

J-1 1  7  P  7 1 23233
- J p 7 7 — 1 23233

P p  7 --a- 1 23233
J7 7  / 1 23233

1 23233
n  r  7 in '7 1 23233
J1 f  7 , r  7 --- 1 23233

r  7 I  7 2 232

!---1 J-3-1 _11
r i  1-11 J-1
T i  P r i .1-1

n  J1-.1 1-.1

r.l. I D n
T i  . 1 7 : 1 n

• . ,
I  1 4 9  1

2
1
2
1

I I  1 5 4  3
1
1
3
3
3
2

I I I  1 6 0
(2nd beat),

IV 1 8 1

fl th  n ..,-.t7 _±

PI i n  ,*--1 i - r i  111
r-1 _rn p, 1-..-1

. i r l  '  r i  1 7 , 1  r n

n  511 ) 1  1 7 7  .177
n i l l  .11 P i  I13
ITT.  J J
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compared with the first rhythmic level, a  correlation between the two

levels can be seen.

From the above chart,. it. is evident that these two levels of

rhythmic activity spring from the same source. T h i s  can be clearly seen

1Vihe...correZPOitding cells from both levels are .consicireq....in.•s.4pprirppo7,,

sitiOm

c e l l s l  J - *  f ,  7 r  7
. .  r n

cells 2 -17
17

r  7 r 7

Fri n

,r77 .173—

cells 3 n  r  7:n
• , t - - )  _ 7 3i

The cells from both rhythmic levels run parallel throughout this section.

Boulez does not consider these as separate rhythmic levels, but as only

one level.22 But  i t  seems clear from Stravinsky's sketches that, as he

continued to work on this section, the two levels became distinctly

separate entities.23 I t  is impossible to deny, primarily because of in -

strumentation, that each level can be clearly heard separately in per-

formance.24 These two levels of rhythmic activity are also distinguished

22. Boulez, op.  c i t .  , F.  pp. 129-131; E. pp. 127-129.

23. Stravinsky, Sketches, p .  87,  and pp. 99-101.

24. This is especially true of Stravinsky's own recording of
Le Sacre on Columbia MS-6319.
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in their patterns of accentuation. T h e  first level primarily accents a

metrical beat, whereas the second level is continuous, without accen-

tuation or pause.

A third rhythmic level, which governs the melody of this section,
A

begins in the second. pgrt:atjneakurej/A4.....:: They palls_ 9,f, this third rhythn49,

level undergo a great deal of mutation by Variation. I n  crder
. .

the basic cells; and the method of construction of the third rhythmic

level, i t  is necessary to turn to Stravinsky's sketches for Le Sacre.

On page eighty-seven of the sketches, the first extended sketch

for the C section of the Danse sacrale appears.25 This  sketch is shown

on the next page. H e r e  Stravinsky has lettered four units as "A", "B",

"C", and "D" . These  letters refer primarily to the rhythm of the melodic

line. Stravinsky has set each unit equal to's number of quarter values:

A=JJ =  2 ) ;  B = Mr? =  2 ) ;  C = ) ; ) = 3i ; and D = 1 7 ;  = 2 :  T h e

letters A, B,  and C wil l  be retained in this discussion in order to refer

to the above corresponding rhythmic cells. Since "D" is rhythmically

the same as B, 26 t h e  letter D will be used to describe a fourth rhythmic

cell )  J 7  ,  found at the top of page eighty-seven of the sketches.

Thus, there are four rhythmic cells in the third rhythmic level of the C

25. Earlier sketches are found on pages 83 and 85.

26. The use of these letters in the sketches may also refer to
various alignments of the different rhythmic levels.
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section. T h e  basic durational units are the eighth and the quarter values.

No passage in the final version of this section of Le Sacre  cor-

responds exactly to the sketch on page eighty-seven of the sketches.

The music played by the violins at No. 184 in the score gives the closest

paralle1..„4-lere the line, : J ,  I T 3 7 .  5 3 7 3  o r , ) 7  )  J 7 7

appears.- This can be easily seen as C( )  )  )  ) ,  B O  ) 1 )  1) ) ,  A( )  )  ) ,

A ( )  )  )  i 3 (  )  , A( )  ) ,  ) ,  C(  )  )  B (  5 , 1 7  ) .

This rhythmic phrase is constructed of the cells in their earliest known

form. I n  the other parts of this section, however, Stravinsky has mutated

the rhythmic cells by the variation of their attack patterns. C e l l  C ,  for

example, may become J J .  T h e  total durational value of each cell,  how-

ever, remains fixed. T h i s  is the reverse of the procedure that Stravinsky

uses in the A section of the Danse sacrale ( see page twenty-three). I n

the C section, only cells A and C are varied. C e l l  B is always ) 7

and cell D is always )

The third rhythmic level is first presented in the second part of

the C section, beginning in measure 154. H e r e  the third level is played

by the horns, violins, trumpets, oboes, and clarinets. I n  order to see

the entire rhythmic line of the third level at this point, i t  is necessary

to combine the action of all these instruments into one linear construct.

Boulez sees this rhythmic level in terms of imitation, or subject-response
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construction.27 Th is  may be true melodically at this point of the C sec-

tion, but it  does not seem to be the case rhythmically. T h e  music of

the third rhythmic level is aurally perceived as a constant succession

of notes. Rhythmic imitation within the third level does occur in part
A

..
...,.four,(s'ee'pege fifty), but it is noticeable there be.cau.seithe,line•s follow-....-•:-...•••• •

. .  .  " .

• each other very closely. Boulez seems to be dividing the third rhythmic

level of part two into subject and response groups on the basis of instru-

mentation. B u t  the instrumentation is constantly- changing and seems

less valid as a reason for dividing lines here than it  does in the case of

rhythmic levels one and two. Boulez,  however, does not realize any

distinction between levels one and two, despite the greater aural evi -

dence. According to Boulez, measures 155 through 157 are constructed

as

Subject j  T . - 7 7
A B  A

Response

A 6  horns, 2  trumpets
B 6  horns, violins 1 & 2
C 2  trumpets
D 6  horns, 4  oboes
E 2  horns
F 4  clarinets, violins 1 & 2
G 4 horns
H 2 oboes, 4  trumpets

C G
J J 1 7

fC Cc r
F H

27. Boulez, op. c i t . ,  F.  PP. 129-133; E. pp. 127-132.

a
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Jr r  r  w i l l  sound as IWith such an instrumentation r  .  T h e

quick changes in instrumentation make these lines impossible to follow

as subject and response. N o t e  that rhythmic levels one and two always

maintain the same instrumentation in parts two, three, and four. Even
1

if a subject-response. situation-were granted •in the third•rhythmic level

of part two, Boulez sti l l  fails to note the rhythmic cells that $travinsky

uses.

The first note in the horns, a t  measure 154, is  the end of a long

"d" pedal, and wil l  not be considered as a part of the third rhythmic

level. Th is  level is first presented in part two of section C as B( J )  tJ

C( )  13( f)) ,  D (  c ( i )  )  Bo») )A(J)
n( J )  c( ,r) J. )  B( ) J ; J  )  A(  )  )  ) .  C e l l s  A, B, and D are immedi-

ately recognizeable, since they have not been changed. C e l l  C,  however,

has undergone mutation by variation, and now appears as n  a n d  ,rs ) .  .

While the attack pattern of cell C has changed, i ts total durational value

of three quarter values remains the same.

In part three of the C section, measures 160 through 174, only

cells A, B, and C are used. C e l l  B remains .  C e l l s  A and C,

however, have been mutated by having their sounding note values halved.

Thus cell A is ir‘ 7 ,  and cell C is r  7 7  1  7 . P a r t  three analyzes

as C C B A B A A B A B C C,  which is a palindrome construction.

In the fourth part of the C section of the Danse sacrale, measures
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181 through 202, this third rhythmic level may now be divided into two

lines. Boulez's analysis of this section is one of his best.

?-z
a 6 (de I r a  9) 6

28

9
lout .1.15.74 Ar7T-*e7f." A . 7 f_ 7

; .4
viy4-.0.

a
•

A
06'

a r. r
8

-71-tJ
•Cr

• .

4

No-
' I  •

•
Lmsompomm,

8

S

112
PS

R

,
3+3

5
3+3 1+3 2+3

F =
I t rqt?, f  t t a “  tz6tP

8
t I r

I I ,
8

i R R

4
4

3+3
U1I  r r r :

P

3S4 $1-
r

•••••-•'" r • — •
•

3 + 3
- 1  t4

k 2  7 r
11.3 2 + 3

•t_j- t ' i f . 1 F r i  I  F . t - r ;
4  •   4

I - 1  J  I  • : . • % ,  - >

( gig 3

5

.1 •

5 '5 ' 5

28. Ib id . ,  F.  pp. 131-133; E. pp. 129-132.

' 3
S

29. This chart graphically illustrates Boulez's analysis of the
fourth part of the C section. T h e  letter "8" stands for subject, while
"R" denotes what Boulez terms the "response." " H "  designates an
"element harmonique" ( A O  which is a constant line of quarter notes.
"P" indicates the ostinatos, which are levels 1 and 2 of the C section
(see pages thirty-nine through forty-four). T h e  arabic numerals stand
for the number of quarter values within Boulez's brackets.
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It can be seen that the top two l ines in  Boulez's chart are in  rhythmic

imitation. T h i s  imitat ion is readily noticeable since a B ce l l  ( )  ,1 )

presented on one level  is  quickly followed by a B cel l  on the other level.

Line one of  the third rhythmic level is  the top l ine of  Boulez's chart,  and

is:played.by the f lu tes,  oboes, lassoons,  v i o l i ns ,  and violas from.

measure 181. to:measure 195: ( A t  measure 190 the oboes drop out and

the clarinets enter at measure 195. U p  to this point the clarinets have

been playing the l ine which consists entirely of  steady quarter notes.

At measure 195, the  oboes take over this job,  and the clarinets take

the place of  the oboes in  the top part of the third rhythmic leve l . )  L i n e

two of  the third rhythmic level ,  the second l ine on Boulez's chart,  i s

played by the trumpets from measure 183 to measure 195, when the horns

take over. ( T h e  horns have been playing the steady quarter note l ine

up to this point . )  T h e  "H"  l ine ,  as Boulez ca l ls  i t ,  consists  o f  a con-

stant reiteration of quarter notes on different pitches, played wi th a

constant f luctuation o f  instrumentation. Because of i ts  monorhythmic

nature, th is  " H "  l ine  blends with either the f i rs t  o r  second l ine of  the

third rhythmic leve l .  Therefore,  on ly  two rhythmic l ines may be heard.

Indeed, were i t  not for the clearly defined B ce l ls ,  on ly  one rhythmic

line would be noticeable.

Actual ly,  i t  is  possible to see the third rhythmic level  o f  part

four of the C sect ion in terms of  the previously described rhythmic cel ls



No. 181

Line I

Line Q
(Boulez's
"H" line)

Line I I

A

A
; ' r te cr r

No. 182

B A  A  B  C

) 5 T T L I .

c
B

L W

No. 183

B

5)))
A D  A

)  I  D .  I  I

B A  A

fr'

Line I

Line Q

No. 184
7 N 0

)  )  / r T 1 - 7  r r n

(Boulez's
"H" line)

Line I I

1

No. 185
A B

,1 i

H
A A  A  B  A  A  B

c i f (  I  10 C I  1  ( M c

. , .■11111111 / 11 . 111 • 111 . 2 0 .  mein 11•12
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of this third rhythmic level .

In the above chart of  part four of the C section of the Danse

sacrale, measures 181 through 202, both l ines of  the third rhythmic level ,

as wel l  as the Q o r  quarter note l ine (Boulez's " H "  l ine) can be seen.

Cells A and C have, i n  l ine I,. agalia.unciprgone.some mutation-by

tion, but  they both retain their fixed total  durational values. T h e  Q, or.,:;

quarter note, l i ne  may be considered in  conjunction with either of the

other l ines; i t  does not make any difference as far as aural perception or

rhythmic construction. I n  the chart, f o r  example, l ines  I I  and Q have

been used in  conjunction with each other to form A ce l ls ,  s ince the

succession of quarter notes continues, even though the trumpets or horns

may not be playing.

*  *  *

The C sect ion of the Danse sacrale demonstrates rhythmic con-

struction by addit ion on multiple simultaneous levels,  w i t h  both f ixed

and mutable rhythmic ce l ls .  T h e  B section of the Introduction to Part I I

of Le Sacre shows how Stravinsky creates a polyrhythmic construction

using only f ixed ce l l s .

There are three levels of  thythmic act iv i ty  in the B section of

the Introduction to Part I I ,  No .  86 to No. 89 in  the score, measures 31

through 47 o f  the Introduction. L e v e l s  Ia and Ib are played f i rs t  by  the

trumpets, and later,  af ter  No. 87,  by  the clarinets and horn. There  are
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two fixed rhythmic cells in level Ia: A )  3 , )  „  and B) ) .  )  )  J J, •  30

Thus, an analysis of all of level Ia,  measures 31 through 47, according

to these two rhythmic cells, is  ABAAABAABB. Leve l  Ib is so called b e -

cause it always occurs in conjunction with level Ia ,  or,  as Boulez puts

it, as a counterpoint to level Ia.  31. The two fixed rhythmic cells of level

Ib are C) and D) 3 : ) ) )  j ' )  L e v e t : l b ,  therefore, ana-

lyzes as CDOCCDCCDD, an identical pattern to-that of rhythmic level Ia .

Rhythmic level Ha has already been analyzed on pages seventeen through
3

nineteen. I t s  two fixed cells are E) ,  and F) j 7  I .  .  T h i s

level is played by the second violins, violas, and cellos. Leve l  I Ib

also has two fixed cells: G )  a  3 and H) 53 7 T T '  7 1 )  .  Levels

Ha and IIb are, l ike levels Ia and Ib, always played in conjunction with

each other. Rhythmic level IIb is played by the lower cellos, and may

be analyzed as GHGHGHGHGH. Rhythmic level I I I  has only a single

plane of rhythmic activity, whose two fixed cells are I) e o l ,  7 '  7

and J) eff, .  T h e  piccolo clarinet, flutes, and first violins partici-

pate in this level. Thus ,  level I I I  is constructed as IJIJIJIJ. T h e  entire

B section of the Introduction to Part I I  of Le Sacre may be analyzed accord-

ing to these three levels of rhythmic activity. H e r e  the principle of

30. This is a rare instance when rhythmic cells do fall within
measures.

31. Ib id . ,  F.  p .  101; E. P.  99.
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rhythmic construction by the addition of fixed cells can be clearly seen.

LEVEL

Ia A B A A  A B  A  A  B  B
Ib C D C C  C D  C  C  D  D

•

 E E F F E  E E F F E  E E F F E  F E F F E  F E F F E
IIb G  K  G  H  G  H  G  H  G  H

I I I I J  I  j  I

SCORE NO. -  88' 8 7
•It is interesting to note that Stravinsky also defines the two cells of

i

levels Ia and Ib, in  conjunction with each other, as "A" and "B", and
32

calls for them in his sketches by merely writing their letter names.

Boulez's analysis of level Ha has already been discussed on pages eigh-

teen and nineteen. H i s  analysis of the entire B section of the Introduc-

tion to Part I I  is correct as far as identifying the various levels of rhyth-

mic activity. However,  he fails to note the rhythmic cells, their repeti-

tions, or their combinations into longer repeated rhythmic phrases, such

as are evident from the above chart.33

32. Stravinsky,  Sketches, p .  63 .

33. Boulez, op .  c i t . ,  F.  pp .  101-108; E.  pp .  99-106.
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In a post scr ipt  to his analysis of Le Sacre, Boulez writes

Peut-etre, au fur e t a  mesure des conclusions que j ' a i
tirees a la  sui te des differentes analyses,' m'aura-t-on trouve
une certaine tendance a exaggrer les. raPports.arithingtiques, a •
ne pas ten i r  compte de l ' inconscient.  B o i s - j e  r(peter i d  que
je n 'a i  pas prgtendu dgcouvrir un processus crgateur, mais me
rendre- compte du resultat, Les-rap.pertstarithmetiques gtant, les
seuls tangibles? S i  j ra i  pu remarquer toutes ces caracteiistiques
structurelles, c ' es t  qu'el les s ' y  trouvent, e t  per m'importe alors
si e l les ont gtg mises en oeuvre consciemment ou inconsciemment,

• et avec quel degrg d'acuitg dans l ' in te l l igence de la conception,
ou encore avec quelles interf6rences entre le travai l  et  le "genie" .
Etablir une te l le  genese du Sacre serait d'un grand intgrgt specu-
la t i f ,  s 'ecartant  toutfois du seul but musical auquel j ' a i  voulu me
l imi ter.  34

Indeed, i t  is  an impossible task to determine the detai ls o f  the creative

processes which produced Le Sacre. B u t ,  i n  the case of  Le Sacre, i t  is

possible to see the genesis o f  certain aspects o f  the music. Thanks  to

Stravinsky's sketches for Le Sacre, the early stages of  composition can

be studied. I t  is  necessary, then, on ly  to assume a logical  connection

between the material found in  the sketches and the f inal  version,  and a

rational continuation of s imi lar processes in  the interim development

between the f i rs t  sketches and the f inal  draf t .  I t  must be assumed that

Boulez d id  not have access to the sketches when he analyzed Le Sacre

since he never makes any reference to them. T h i s ,  o f  course, was a

34. I b i d . ,  F.  p .  142; E. p .  141.
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distinct disadvantage to Boulez, who feels that he is in no position to

speculate on the genesis of any aspect of Le Sacre.

Boulez's claim that he is able to analyze certain structural

characteristics of Le Sacre because they are there must be called into

. question.. • -One- of the.,0-obienit of ttanan.•-nature•IS that While--:_alniost. "

everyone can clearly see the "factS" of a given situation, they continually

argue over the interpretation of the data. T h e  structural characteristics

of Le Sacre which are produced by Boulez's analysis are there because

they are the result of his analysis. T h i s ,  however, is  true of any ana-

lysis. There is no question that the structural systems of Boulez's ana-

lysis work, but i t  is doubtful that they work well enough. I f  i t  were not

for this, and the existence of Stravinsky's sketches for Le Sacre, there

might be no reason to question Boulez's analysis, or to consider the rhyth-

mic structures of Le Sacre in terms other than Boulez's.

Boulez's analysis of the rhythmic structures of Le Sacre does

not work well enough. I t  is, for the most part, overly complicated and

too variable. To o  often, Boulez regards the barline as some sort of in -

violable barrier, over which a rhythmic cell or phrase cannot pass. H i s

formation of rhythmic cells or periods is sometimes arrived at by regarding

rhythm through another musical parameter, thus denying the rhythmic

structure a l ife of its own. I n  analyzing certain sections of Le Sacre,

Boulez divides the music into sections which are based on his own analy-
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sis, in  spite of the overwhelming musical evidence for a different con-

struction. A t  times, Boulez seems to have missed altogether the forma-

tion of rhythmic cells, and the creation of rhythmic phrases by the pro-

cess of adding these cells together. Boulez's analysis of the rhythmic

structures. in Le Sacre must be.said to be incomplete. Perhaps Boulez's

analysis, as well as* his ,methods,, are more indicative of his own think-

ing than of Stravinsky's; Boulez's procedures are probably closer to the

construction of his own music than that of Le Sacre.

The analyses of the rhythmic structures of Le Sacre which are

presented here all  follow the general principle of rhythmic construction

by the process of addition. Basic durational units are combined to form

short rhythmic cells. Mutation of these primary rhythmic cells may

occur by variation of either the total durational value of the cells, or

the attack pattern. Both aspects of a given cell, however, are never

variable at the same time. Sometimes, these short rhythmic cells are

added together to form longer rhythmic cells. These expanded rhythmic

cells may also be fixed or mutable. T h e  formation of these larger cells

is caused by adding primary cells together in various combination,

alway, however, in  fixed total durational values. Larger cells may

also undergo mutation by variation. T h e  next step in this process is

the addition of different cells to form short rhythmic phrases. F ina l l y,

these phrases are added to each other to form long rhythmic phrases,
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resulting in  the f ina l  audible rhythmic structure. A s  has been seen, one

or more steps i n  this process of  rhythmic construction by addition may

be le f t  out in  a given instance. T h i s  does not alter the basic construc-

tional pr inciple,  nor  does i t  change the nature of  the f inal  product.

I t  is  impossible to say that Stravinsky consciously followed.

the step by step procedure just  outl ined. T h e  sketches prove that Stra—

vinsky composed Le Sacre by combining variods.cel ls,  many of which he

refers to by let ter  names. T h e  analyses of  the sections of  Le Sacre which

have been presented prove that,  beyond any nature of mere coincidence,

the rhythmic structures of  the work may be seen in terms o f  cel ls and the

principle of  construction by addit ion. T h e  actual mental steps in  the

process, then,  are not important. T h e  detailed procedure which has been

presented is  intended only as a plausible, log ica l  approximation of  the

compositional steps that Stravinsky used. T o  say,  as  does Boulez, that

i t  has been possible to perceive this type of rhythmic structure in  Le Sacre,

along with i ts  pr inciple of construction because i t  is there, i s  to say too

much. A  better just i f icat ion for  the present analysis,  and one which is

proven in a l l  cases, i s  that the analysis works, and is  consistent ly com-

prehensible.

It is  c lear  from the sketches that the cel ls  used by Stravinsky

in writ ing Le Sacre have much more ascribed to them than just  rhythmic

function. T h e  other parameters of these cel ls have been ignored as much
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as possible in  this analysis,  s ince this discussion deals only with rhyth-

mic construction. Howeve r,  s ince Stravinsky's compositional units do

pertain to several aspects of  music simultaneously, and since the process

of rhythmic construction by the addition of these cel ls  has now been prov-

en., i t  is only.a short step to the apPlicatiOn bf::this principle of.construc-

tion to the other parameters contained in  these ce l ls .  I t  is  most l i ke ly.

that such parameters as melody and harmony may also be in  part con-

structed by the principle of the addition of basic units.  I n  fact,  a f ter

even a casual look at the sketches for Le Sacre, i t  is  d i f f i cu l t  to  suppose

anything else.

The importance of the rhythmic structures in  Le Sacre can hardly

be overestimated. L e  Sacre is  not merely valuable as a sort of redis-

covery of  rhythm as an independent parameter of music, as  Boulez notes;35

nor does i t s  importance l ie  only in the fact  that such handling of  rhythm

is one of Stravinsky's chief  s ty l is t ic  characteristics. I n  Le Sacre, i t

is possible to see rhythm being freed from the autocracy of the barl ine

and the confines o f  regular meter by the rigorous application of systema-

tic processes. M u c h  of the foundation of the attitude toward rhythm in

contemporary music was laid by Stravinsky in Le Sacre du Printemps.

35. I b i d . ,  F.  pp.  144-145; E. p .  143-145.



SELECTED BIBLIOGRAPHY

Boulez, Pierre. R e l e v ‘ s  d'Apprenti. E d .  by  Paule Thevenin. Pa r i s :
Editions du Seuil, 1966.

.  N o t e s  o f  .an Apprenticeship. E d .  by  Paule Thevenin. Tr a n s .
'by Herbert Weiiistock.. New York:. Alfred A'.^Knopf, 19 68.

Craft, Robert. "Commentary to the Sketches," i n  Igor Stravinsky's
Thei l l ig 'br-Sprf t0;  Sketches 1911-1913: Facs im i le  reproduction • -
from the Autographs. [ L o n d o n ]  :  Bogsey & Hawkes, 19 69.

Grout, Donald Jay. A  History of Western Music.  N e w  York: W .  W.
Norton, 19 60.

Petzold, Fr iedr ich.  "Formbi ldende Rhythmik zu Strawinskys 'Sacre du
Printemps. ' , "  Melos,  XX (19 5 3), 4  6-4 7.

Smalley, Roger. " T h e  Sketchbook of the Rite of  Spring," Tempo,
Winter 19 69-7 0 , 2-13.

Stravinsky, Igo r.  L e  Sacre du PrintemPs. N e w  York: E .  F.  Kalmus,
n .d .

. The Rite o f  Spring; Sketches 1911-1913: Facs im i le  reproduction
from the Autographs. [ London ]  B o o s e y  & Hawkes, 19 69.


