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AB5TRACT

The opéra bouffe Les mamelles de Tirésias (1944) by Francis Poulenc (1899-1963)

stands at the crossroad between the composer' s formative and mature works. The opera

exhibits a number of harmonic features characteristic of Poulenc's eclectic, idiosyncratic

style. There are very few analytical investigations of Poulenc's œuvre and only a handful

of works that deal even remotely with Les mamelles de Tirésias. This thesis attempts to

redress the lack ofattention given this work in particular and Poulenc's output in general.

The thesis consists of two volumes. Volume 1 contains the introduction, three

chapters and the conclusion. Volume 2 contains musical examples, analytical graphs and

reproductions of Act l, Scenes 1 and 2, and Act 2, Scenes 7 and 8 from the piano-vocal

score of Les mamelles de Tirésias.

The first chapter of Volume 1 reviews two Ph.D. dissertations that examine

Poulenc's harmonic language, Richard Bobbitt's The Hannonic Idiom in the Works of'Les

Six' (1963) and Warren Wemer's The Hannonic Style of Francis Poulenc (1966), and

summarizes the more recent analyses by Vivian Wood, Pamela Poulin and Keith Daniels.

Figures (the musical examples) for Chapter 1 are given in Volume 2.

Chapter 2 of Volume 1examines the large-scale harmonic organization in pivotai

scenes that are representative of the musical language in the opera. It combines sorne

tools and procedures employed by Werner with graphs that represent important harmonie,

motivie and linear events in order to disclose the ways in whieh tonal areas and recurrent

motives effect continuity and c10sure in the work. Figures (the musical examples) and

Graphs (the analytical graphs) for Chapter 2 are given in Volume 2.
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Chapter 3 of Volume 1 extends Werner's and Bobbitt's approaeh to show how

local events and large-scale harmonie motions ean be viewed as leitmotives that symbolize

key events in the drama. Figures (the musical examples) and Graphs (the analytical

graphs) for Chapter 3 are given in Volume 2.

The conclusion 7eviews the observations of the study and makes sorne general

remarks about Poulenc's harmonie language.
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RÉSUMÉ

L'opéra bouffe Les mamelles de Tirésias (1944) de Francis Poulenc (1899-1963)

s'inscrit à la croisée de ses œuvres de jeunesse et de celles de maturité. Cet opéra met

en relief des caractéristiques harmoniques propres à son style idiosyncratique et

éclectique. L'œuvre de Poulenc n'a attiré que peu de recherches analytiques. dont

seulement quelques unes traitent de Les mamelles de Tirésias. Ce mémoire tente de

subvenir au manque d'attention attribué à cette composition en particulier et à l'œINre de

Poulenc en général.

Ce mémoire comprend deux volumes. Volume 1 contient l'introduction, trois

chapitres et la conclusion. Volume 2 contient les exemples musicaux, les graphiques

analytiques et les reproductions de l'Acte l, Scènes 1 et 2, et de l'Acte 2, Scènes 7 et 8

de la partition pour piano et voix de Les mamelles de Tirésias.

Le premier chapitre du Volume 1 se penche sur les deux thèses de doctorat: The

Harmonie Idiom in the Works of 'Les Six' de Richard Bobbitt (1963) et The Harmonie

Style ofFrancis Poulenc de Warren Werner (1966), qui examinent le langage harmonique

de Poulenc. Un résumé des études analytiques plus récentes de Vivian Wood, Pamela

Poulin et Keith Daniels conclura ce chapitre. Volume 2 contient les Figures (les

exemples musicaux) pour le premier chapitre.

Le deuxième chapitre du Volume 1 étudie l'organisation harmoniiue structurelle

dans les scènes clés qui représentent le langage musical de l'opéra. Afin de démontrer

comment les régions tonales e: les motifs qui revient souvent effectuent la continuité et

la clôture dans l'œuvre, l'approche adoptée combine un choix d'outils et de procédures



•

•

•

Pagc vii

employés par Werner, avec des graphiques illustrant les c:vènemenls harmoniq'·es.

motiviques et linéaires importants. Volume 2 contient les Figures (les exemples

musicaux) et les Graphs (les graphiques analytiques) pour le deuxième chapitre.

Le troisième chapitre du Volume 1 élargit l'approche préconisée par Werner et

Bobbitt afin de démontrer comment les évènements au niveau intermédiaire et les

successions des régions tonales structurelles pourraient être interprétees comme leitmoti fs

qui symboliseraient les évènements clés du drame. Volume 2 contient les Figures (les

exemples musicaux) et les Graphs (les graphiques analytiques) pour le troisième chapitre.

La conclusion propose un compte rendu des constations tirées du mémoire ct offre

des observations générales sur le langage harmonique de Poulenc.
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INTRODUCTION

Les six, a French group which includee! Franci$ Poulenc (1899-1963), Darius

Milhaud (1892-1974), Arthur Honegger (1892-1955), Georges Auric (1899-1983),

Germaine Tailleferre (1892-1983) and Louis Durey (1888-1979), occupies an important

place in the history of 20th-century music. 1 Although there was never any consistent

aesthetic position taken by these six composers - they were bound together primarily by

friendship - they were nonetheless a Iiberating force on French music, and were

responsible in part for the decline of Wagnerism, impressionism and romanticism in

France.2

Les six tendee! to regard musical composition as a craft, preferring to separate

creation from the notion of mystery alid inspiration. Actually, they found musical

inspiration in their visits to the music hall and circus. They adoptee! Erik Satie (1866-

1925) as their musical model, admiring the tunefulness, simplicity, and jazz and music-

hall influences of his music. With the exception of Honegger the works of Les six tend

ta he short, unpretentious, simple and ostensibly tonal.

Today, the music ofLes six is thought of as being almost entirely representee! by

the works of Poulenc and Milhaud, an extremely prolific composer whose creativity is

displayed throughout his heterogeneous works. Poulenc is generaJly remembered as a

'Most ofthem bad """n ~iving concerts as Les no..""aw:j'''lIes bcginning in June 1917. They bccamc
known as Ù!s siJl aflcr the crilic Henri Collet, publishcd an article in Como.dia (16 January 1920) entillcd
·Un livre de Rimsky et un livre de Cnclcau - les cinq Russes, les six français el Erik Satie.· 50 the group
undcr bath Dames exist:od for approximatcly live ycars, from 1917 to 1921.

:·Paradoxically, several ofÙ!s siJl wcnl througb ncorollWllÎc pcriods. Pou1enc's romantic tcndencies
cao he found during the ycars 1937-1948.· Keith W. Daniel. Francis Po..knt:: His Anis/ic lHvelopmenl
and Musical Slyk. (AnD Arbor. Michigan: UMI RcascarclI Press. 1982). 322.
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bri1liant pianist and gifted melodist; his achievements as a composer are still largely

unrecognized, and his music is often dismissed as superficial. Auric's involvement with

Les six was the first phase of his musical growth; his later achievements inc\uded

important contributions to the :Ievelopment of film music. Honegger had little sympathy

for Satie and had little relation stylistically to the rest of the group. Due to their

comparatively small output, Tailleferre and Durey are still not weil known.

Few composers of the twentieth century exhibit a style as eclectic as that of

Poulenc. Unlike the other members of Les six, who had been trained in composition at

the Paris Conservatoire or the Schola Cantorum, Poulenc was virtually self-taught. His

musical studies began at the age of five with piano lessons from his mother. In 1915 he

studied piano with his first important teacher, Ricardo Vines (1875-1943), a great

interpreter of Gabriel Fauré (1845-1924), Claude Debussy (1862-1918) and Maurice

Ravel (1875-1937). Vines greatly influenced Poulenc's own manner of playing and of

composing for the keyboard. Through Vines, Poulenc met Auric and Satie; his musical

circ\e socn widened to include Honegger, Tailleferre, Durey and Milhaud. Poulenc's

musical style was influenced by the aesthetic of Satie, and by his visits to fairs, theaters,

cafés, circuses and music halls which he began to frequent at about 15 years old; but the

first composer whose style distinctly influenced Poulenc '5 was Emmanuel Chabrier (1841·

1894). Poulenc was attracted to the antiromantic character, the charming melodies and

popular café-concert atmosphere ofChabrier'5 music.3 These characteristicsare displayed

'Keith,4.
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throughout Poulenc's repertoire in works like Les biches (1924), ballet with chorus and

orchestra; Trio pour piano, hautbois et basson (1926); Banalités (1940), song cycle for

voice and piano; and the opéra bouffe Les mamelles de Tirésias (1944).'

On several occasions Poulenc referred to Les mamelles de Tirésias as his favorite

work: "If 1had to name my favorite work, l would say Les mamelles. Il sums up all my

youth and my youthful experience; in spite of its bouffe appearance, it is a poetic work; -s

and "1 have a definite weakness for Les mamelles de Tirésias; 1really think that l prefer

this over all my other works. _6 This opera displays a great number ofPoulenc's creative

melodies and it also exhibits typical features of Poulenc's harmonic style. Poulenc made

the following stylistic comment about this work: "Looking calmly over my rough drafts

again, l can only tell you that this is 200% pure Poulenc. _7 Despite his love of the opera,

there are only a handful of analytical investigations that deal with Les mamelles de

TIrésias; this is not so alarming since there are very few analytical studies of Poulenc's

œuvre in general.

'Mdody play, an unusually imporlaDl raie in Poulenc', style and bis gift for melodic inventiveness and
freshness appears lhroughoUI lhese works.

'Eric Salzman, "The Many Paradoxes of Monsieur Poulenc," Nt!W Yon: nmes, Felnuary 28, 1960,
11: 9.

'Francis Poulenc and Sléphane Audel, Moi el mes amis. (Paris: La Palatine, 1963), 69.

'Francis Poulenc, Selecred Correspondence, 1915-1962, ediled and translaled by Sidney Buekland.
(London: Victor GoI1anCZ, 1991), 138.
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CHAPTER 1: REVIEW OF THE LITERATURE

1.1 Review of the Literature

This chapter reviews and critiques the two most comprehensive studies that

examine Poulenc's harmonic language, Richard Bobbitt's The Hannonic Idiom in the

Works of 'Les Six' and Warren Werner's The Hannonic Style of Francis Poulenc."

1.1.1 Richard Bobbitt: The Hannonic Idiom in the Works of 'Les Six'

In his dissertation, Richard Bobbitt presents a descriptive out1ine of the principal

harmonic devices employed by Les six with emphasis on techniques peculiar to each

composer. The first chapter describes a special terminology for chord description that

is employed in his analyses throughout the dissertation. Chapters 2 to 7 are devoted to

the composers of Les six.9 In the concluding chapter, Chapter 8, Bobbitt attempts to

correlate the harmonic devices of Les six te significant movements and trends in music

that existed while Les six were most active as a group.10 The glossary at the end of the

dissertation explains the musical terms that are employed in the analyses.

'Richard Bobbitt, The Hannonic /diom in the Worb of 'us Six'. (Pb.O. dissctlation, Boston
University Graduale Scbool. 1963); and Warren K. Werner, The Hamwnic Styu! of Froncis PouU!nc.
(Pb.D. dissertation, University of Iowa, 1966).

'Cbapler 2, 'Oarius Milbaud,' Cbapler 3, •Arthur Honegger,' Cbapler 4, 'Francis Poulenc,' Cbapler
S, 'Georges Auric,' Cbapler 6, 'Germaine Tailleferre' and Cbapler 7, 'Louis Ourey.·

"'Ibid., 541-632. Cbapler 8, ·Conclusion.· is divided inID lite foUowiDg sections: The Arts of
Transition vs. Juxtaposition, Juxtaposition and Self-Searcbing, From Tona1ity ID AIDna1ity, Paris before
c.I900, Fin de Siècle - lite Trend towards Diffusion, Primitivism and Stravinsky, Espressioaism.
Juxtaposition/Superposition as used byUs six. The Deviees ofUs six as used by ollter Composers and The
Significance ofUs six.
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The point of departure for Bobbitt is that an harmonie idiom can be separated into

two principal areas:

the examination and identification of individual, static structures (triads, sevenths,
ninths, elevenths, thirteenths, polychords, mixed interval structures, chords in
fourths, etc.), and

the examination and identification of those originating and/or sustaining elements
which either affect or clarify the function of harmonie structures (scale, symmetric
patterns, contrapuntal mechanisms, lincar chromaticism, activated intervallic area,
tonality, superposition, etc.)11

Terminology," Bobbitt explains the need for additional nomenclature for chords which

appear throughout the music of the late 19th- and carly 20th-century and which are not•
(1) Bobbitt's Chord Classification System. ln Chapter l, entitled "Special

•

easily described by conventional Roman numeralization. He formulates a system for

chords in thirds, fourths, fifths, and for chords in thirds with additional non-harmonie

tones; he then presents a method of c1assifiying harmonie progressions.

His system ofnomenclature for chords in thirds identifies triads, and 7th, 9th, Il th

and 13th chords in root position with symbols that retain the sarne descriptive germinal

units. Bobbitt's intention is to avoid what he calls cumbersome descriptions such as "D

minor-major ninth with added raised llth and fiat 13th,"'2 but his system at times

"Ibid., lU. In lhe gJossary Bobbiu explai:ls lhe lenIlS "symmetrîe harmony" IDd "activation" as
foUows. Symmetrîe HanDOIIY (p. 644): AD harmonie progression wbose cbord roots IDd/or upper
strueIUres are based upon pallel'DS of iDletVallic or structural symmetry, respectively. Activation (p. 633):
The space-fiJ1iDg of barmoDie or meJodie iDtervaIs. Figure 1-1 is ID example of activation (from Bobbitt:
p.633).

'''Ibid•• 8.
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becomes just as cumbersome, as will now be explained. His system for labeling chords

in thirds is as follows. The generic symbol for a chord is S (structure) and the specifie

symbol for a chord S is the letter name of its root (C, C#, D, etc.). The overall structure

of a chord is described by a number which indicates the distance between its outer tones

when this chord is in root position and in closed position. Thus SS represents a triad, S7

represents a 7th chord, S9 represents a 9th chord, Sil represents an Il th chord and S13

represents a 13th chord. Superscripts provide further identification of five triad units: SSI

represents a major triad, SS2 represents a minor triad, SS3 represents an augmented triad,

SS' represents a diminished triad and SSS represents a triad with a major third plus a

diminished third (e.g. C-E-Gb). In actual practice, where the letler name of the root tone

is used the "5" is unnecessary since any chord other than a 7th, 9th, 11th or 13th is

understood to be a triad; also the superscript "1" is unnecessary if the triad is major. In

summary, C, C2, C3, C' and CS are the five basic triad units on the root C.

The identification of 7th chords depends upon !Wo factors: the outer interval of a

major (indicated by 7), minor (indicated by 7 in a circle), or diminished (indicated by 7

in a square) 7th; and the type of triad on the chord root (indicated by superscript numbers

from 1 te 5). Thus C?2 denoleS a C7th chord whose outer interval is a major 7th and

whose triad on the chord root is minor, C-Eb-G-B. By extension, identification of 9th,

Ilth and 13th chords depends on the outermost interval and the overlapping combination

of7th chords. For instance, the 9th chord C-Eb-Gb-Bb-Db which would be notatedas~
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becomes C~ where the sevens are eliminated and the circles are transferred ta 2 and

4. The circled 4 represents the 7th chord C(î)4, C-Eb-Gb-Bb, and the circled 2

represents the 7th chord Eb(î)2. Eb-Gb-Bb-Db. The llth chord C-E-G-Bb-D-F is

indicated by the symbol Cll~, where the circled 1 represents the 7th chord C(î)l • C-E-

G-Bb, and thecircled 2 represents the 7th chord G(î)2, G-Bb-D-F. The 13th chord C-E-

G-B-D-F-A is represented by the symbol C13'f, where the 1 represents the 7th chord

C71, C-E-G-B. and the circled 4 represents the 7th chord B®4, B-D-F-A. Exarnples

of the symbols for chords in thirds are shown in Figure 1-2.13

The most common additionai non-harmonie tones contained by chords in thirds are

the added 6th and the added 9th. Bobbitt applies his system of notation for chords in

thirds with the addition of a superscript 6 or 9 to denote added 6ths and added 9ths,

respectively. For example C26 denotes the chord C-Eb-G-A, and C~ denotes the chord

C-E-G-A-D. Some chords contain added notes which can not be accurately described by

his system of symbolization; for example Bobbitt would describe the chord f-A-B-C-E

as F71 with an added tritone.

"Fiaure 1-2 is from: Bobbill, 13.



• Chapter 1 Review of the Literature Page 8

•

•

His system of symbt'lization for chords in fourths and fifths, and for chords in

thirds with additional non-harmonic tones is similar to his method of describing chords

in thirds. Bobbitt argues that chords in fourths and fifths do not form a basic part of the

harmonic idiom of Les six, and therefore states that a system of terminology for chords

based on these intervals would be rather ambiguous, because fourths and fifths are simply

inversions of each other and do not lend themselves to the formation of c1early defined

structura! units. He sets up germinal structures that are Iimited only to chords in fourths,

but remarks that there are instances in the music of Les six of mixed interval structures

in fourths which exceed the Iimits of the system, for example the chord C-F-Bb-Db-G-C#-

F# (these pitches are spelled from the lowest sounding note to the highest sounding

note).14 He conc1udes that it is much simpler to label these'structures by using words not

symbols. So the chord C-F-Bb-Db-G-C#-F# would be referred to as a structure with

mixed intervals, fourths predominating.

Having c1assified all of the chords, Bobbitt turns to the issue of progression. His

classification of harmonic progressions is based, with very few changes, on a system

proposed by Joseph Schillinger.15 In this last section of Chapter 1 Bobbitt names four

''Bobbill is more concerne<! with th~ abstract regislraJ "spacing" of the chord lhan with ils pitch·da..
CODleDL He considers Db and Cil as IWo separale enliti.., for example. This is a much IIIOre "lradilional"
approach lhan tal~r alternalive methnds of ctassificalioD based aD pilch-etass COUecliODS, wbere the "101aI"
inlerValIic structure of the UDordered ~œrs of the chard is of prime imporlance. For eumple: FOrle,
Allen. The Structure ofAtonal Music. New Haven and London: Yale University Press, 1973. Hansen,
Howard. Harmonic Materiau ofModern Music: Resources ofthe Tempered Sca1e. New YorIe: Appleton
Cenblry-erofts, 1960. Martino, Donald. "The Source Sel and ils Aggregate Formalions." Jounuzl of
Music 1heory 5 (1961): 224-73. Raho, John. Basic Atonal Theory. New Yorle: Scbirmer, 1987.

"Joseph SchiUinger, The SchiUingerSystem ofMusical Composition, Volume l, Book V. (New YorIe:
Carl FJSclIer, 1946).
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principal categories of harmony: diatonic, mixed diatonic, chromatie and symmetric. The

four categories and associated terminology effectively describe types of harmonie

progressions that occur in the works of Les six. Diatonic harmony is defined as "an

harmonie progression whose chord roots and upper structures belong to the same sca1e. "'6

Mixed diatonic harmony is defined as "an harmonie progression whose chord roots are

derived from a diatonic sca1e, but whose upper structures are not restricted to that

sca1e;"·7 Figure 1-3 shows examples of mixed diatonic harmony.18 Chromatic harmony

is defined as "an harmonie progression resulting from chromatic, linear part movement,

and not dependent upon sca1e, key or root motion. "19 While symmetric harmony is

defined as "an harmonie progression whose chord roots and/or upper structures are based

upon patterns of intervallic or structural symmetry;"2O Figure 1-4 shows examples of

symmetric root patterns.21

(2) Analytical Approach and Critique of Bobbitt. Given the diversity of style in the

works of Les six and the size of their output, defining a cornmon harmonie idiom is an

"Bobbill. 636.

''Ibid., 638.

''Figure 1-3 is from: Bobbill, 19.

''Bobbill, 634.

"'Ibid., 644.

"Figure 1-4 is from: Bobbill, 21. Uniform syllUllClric rool patterns arc found in Pou1eoc's ProlMlUldes
(1921), • set of piallo picœs. Genera\izod sylllllltlric rool palletIlS arc found in Pouleoc's Les soj,yes de
Naulks (1930.36), anolher set of pÏlllo pieces.
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imposing - if not impossible - task. While Bobbitt's analyses sometimes do not reach any

great depth in dealing with Poulenc's works, the dissertation raises many issues worthy

of further investigation and is a valuable source for understanding the harmonic devices

employed by Les six.

Chapter 4 is reserved for the discussion and analyses of selected works by Poulenc

and is divided into five sections: The Early Period, The Influence ofSatie and Stravinsky,

Conventional Features ofPoulenc's Harmony, Poulenc's Styleafter 1940 and Summary.

Bobbitt employs three analytical t001s and descriptive techniques: the method of

description for chords in thirds, fourths, fifths and for chords in thirds with additional

non-harmonic tones; the classification of harmonic progressions based on Schillinger's

four principal categories of harmony; and harmonic-reduction sketches modeled after

Heinrich Schenker's concept of structural prolongation.22

Bobbitt's approach is displayed in two analytical examples from Chapter 4, the

first movement of the Sonate (1918), an early work for piano, and a passage from the

third movement of the Sonate pour piano et violoncelle (1948). The following is an

excerpt from the analysis of the Sonate (1918): "The folk-Iike, primitive quality of the

frrst movement continues through the second movement as weil, where the thematic

material of mm. 17-40 is used to establish an ostinato."n Figure 1-5 shows the thematic

"Heinrich Scheuker, Der Frej~ Satz. lranslaled and ediled by Ernst Oster. (New York and Loodoo:
Longman, 1979).

"'Bobbill, 326.
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material of mm. 17-40 that establishes an ostinato shown in Figure 1_6.24 At the end of

the a'lalysis Bobbitt lists, without any further discussion or comments, the principal

organizing factors of the first movement from Sonate (1918). They are diatonicism,

percussive rhythmic accompaniment, folk-like thematic material anda pervading primitive

quality accentuated by repetitive ostinato patterns.25

Although the nature of analysis necessitates descriptions of surface musical events

and techniques, they become less meaningful if relations are not made to larger structural

units. For example, the end of the analysis of the first movement from Sonate (1918)

would have been an appropriate place for Bobbitt not to merely list the principal

organizing factors of the movement, but also to discuss the functional and structural roles

that Poulenc's techniques possess in contributing to the organization of the movement and

the coherence and unity of the work as a whole. Here, a section that inc1udes musical

examples might have been devoted to the common techniques that Poulenc employs, such

as ostinati and percussive rhythmic accompaniment, and analytical questions relating te

the contextual importance and structural placement of these techniques might have been

raised. For instance, how do ostinati and percussive rhythmic effects organize each

movement and the work as a whole? What functions do they perform? Are they used

for prolongational purposes (to prolong tonic, dominant or some other harmony in the

piece) or for modulatory purposes? At what contextual and structural points are they

"'Figwe 1-5 and 1-6 are from: Bobbill. 326.

"Bobbill, 327.
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most commonly found (in introductions, inner sections of movements, at cadences, at pre-

or post-cadential points)? Answers to these questions would give more insight into the

function these techniques possess and might lead to a deeper understanding of Poulenc's

compositional techniques in general.

In the final part of Summary (principal Techniques Used by Poulenc) from

Chapter 4. Bobbitt presents various compositional techniques used by Poulenc and then

refers to musical examples that iIlustrate these devices; he also applies his method of

chord description and harmonic classification, and introduces sorne harmonic reductive

graphs. He categorizes these techniques in terms of three general types: types of chord

progressions, types of chord structures and scale relationships.26 Here is a sample of his

comments on types of chord progressions:

The types of chord progressions employed almost always belong to a tonal
situation. We have already seen numerous instances of tonal progressions, many
of them strictly diatonic.
Chromatic harmony is also featured a great deai. The majority of Poulenc's
chromatic progressions do not fall within the free "half-step motion" category
which was discussed in connection with Honegger' s works. The chromatic
harmonies are usually a means of embellishing diatonic textures, but there are
occasions where a progression, begun tonally, wanders considerably farther
afield.TI

"The reader is able la gItan more from this section sinee lcc!miques are classifie<! in priDcipaJ
categories and then ilIuslra!ed in musical examples. Bobbill slill does nol empbasïze the ways in whicb
th... techniques contribute la the organization of the composition, although lbere is an allempl la do lhis
al limes.

Z7Jlobbill, 372-73.
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He places types of chord progressions in the context where they most often oceur then

mentions the most cornmon funetion ofehromatie harmonies. 28 He then quotes a musical

passage from the third movement of the SoTUlte pour piano et violoncelle (1948) with an

accompanying eondensed harmonie sketch as an example of Poulene's usage ofehromatie

harmonies (see Figure 1-7).29

The graphie analysis of the passage from the third movement of the Sonate pour

piano et violoncelle (1948) is an example ofa "Condensed Harmonie Sketch" (see Figure

1-7).30 Bobbitt does not mention in the graph and aecompanying verbal text the key or

pitch centre of ti'e musical passage under examination; nor does he take into account the

funetion of the harmonies, that is, the effect that harmonies that precede or follow one

another have in determining the funetion of eaeh other. A closer look at the musical

passage reveals that the tirst four measures display a model-sequence technique that can

be analyzed with Roman numerals: I-iii-ii}y7 in Db (model, mm. 1-2) and I-üi-ii}y7 in

E (sequence, mm.3-4). Measure 5 contains ehromatie passing ehords, E7 and Eb7, that

do not possess a tonal funetion. The ehord in m.6, D7, would at tirst glance seem to be

"'This discussioD would be more informative if il included mention of structural points where chtomatic
harmonies occur and wander coDSi:lerably fartber afield. ln bis discussioD of types of chord slrUCtures,
however, Bobbill does refer ta slrUCtural placement: "1Dcomplcle chord slrUCtures are frcquently used al
cadences as a means of lightening the texture." Bobbill, 377.

'"Figure 1-7 is from: Bobbill. 373.

"'In the dissertation there is DO explanatioD for the method of reducing a musical pas.<age inta a
"Coadensed Harmonic Sketch." These harmonic reductive graphs used in Cbapler 4 CODIaÏD oniy whole
DOte values which do Dol expose prolongational IllOtiODS and do Dol assign hierarcbicaland slrUCtural value
ta the notes in the musical examples. Overall these sketches do DOl relate liDear aspeclS of the musical
passage. A conlrapunlal gnaphic depiction would reveal a slrUClUraI view of the music where one CID

visually sec the hierarcbical values and orpnizationai forces tbat the liDear voices possess.
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another chromatic passing chord but if it is analyzed in relation to the C# dominant

harmony (octatonic) that follows, it can be understood as a pre-dominant augmented-6th

chord. Surface chromatic motion is the only linear motion represented in the graph by

dashes. Bobbitt does not explain what struclural significance and functional role the

chromatic movement possesses, nor its contribution to the structure of the passage.

Different rhythmic durational note values along with slurs, solid and dotted lines, stems

of different lengths, beams of different thickness could have been used to indicate

important linear aspects of the passage, such as prolongation and/or compositional

unfolding. By using these techniques the graph would reveal different levels of structural

importance that the harmonies and linear voices possess. The chapter does provide

important information about Poulenc's musical influences, discusses selected compositions

in their historical context, and relates them to the significant movements in art and

literature that influenced the music of Poulenc's time. However, these two analytical

examples iIIustrate the main problems in Bobbitt's approach: his idiosyncratic and non

standard terminology and the lack of relations to the larger context of the passage or

overall piece. 31

Lack of contextual relations is inherent in the method of description for chords in

thirds. Bobbitt believes that his method of description for chords in thirds is

advantageous because it uses a small number of basic elements which can be applied to

multiple situations and because ail 9th, llth and 13th chords can be named by using the

"His observations prove ID be more useful once the lIl&IylicaJ appl'OlCh is expanded.
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symbols for overlapping 7th chords. He realizes that his method which uses two numbers

in addition to the usual chord symbol, does not allow space for figured bass numbers; but

he states that 9th, Iith and 13th chords are usually in root position, and the notation of

inversions has little real value. Bobbitt's system also describes triads and 7th chords in

root position only; but the notation of inversions for triads and 7th chords are significant

since triads and 7th chords often occur in inversions.

The systematic method for describing chords in thirds does not contain too many

basic elemeflts in each symbol, and can be leamed once the symbols for all 7th chords

are thoroughly mastered. However, one tends to forget the meaning of the numerical

symbols, especially those that contain combinations of natural, circ1ed and/or squared

numbers that range from 1 to 5, for example S13~. So although "D minor-major ninth

with added raised llth and fiat 13th"J2 (D-F-A-C#-E-G#-Bb) is admittedly a lengthy and

cumbersome description, most musicians can understand what this means and ~ccurately

reconstruct the chord. The symbol D13~ is a more visually compact and abbreviated

description for the same chord but it is not derived from a widely known system ofchord

description, therefore it becomes difficult to construct and understand unless Chapter 1,

"Bobbin. 8.
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"Special Terminology," and Table 1from Bobbill's dissertation, are nextto the reader for

constant reference.33

Overall, the method of description for chords in thirds, fourths, fifhlS, and for

chords in thirds with additional non-harmonic tones is not as efficient as Bobbitl would

hope. The usefu1ness of his sytem diminishes because it only describes chords in root

position and constant reference to Table 1is needed. Since his method of classification

does not go beyond mere descriptions of the vertical intervallic structure of a chord (cf.

footnote 14), context is not a factor in determining the meaning and label of the chord.

What follows is two examples in which the meaning and label of a chord may change

depending on ilS context. When Bobbitl explains his method for labeling 13th chords, the

13th of the chord is only considered as an added note; but in many contexlS this note

might function as passing or upper neighbour note which resolves to the 12th of the

chord. In these cases the label of the chord would change to reflect as much as possible,

the different functions of each note. Chords in fourths and fifths are described in a

general manner with words that communicate the intervallic structure of the chord.

Bobbitt's reference to the chord C-F-Bb-Db-G-C#-F# as a structure with mixed intervals,

fourths predominating is again an intervallic description. Other labels can be applied to

this chord depending on its context; if this chord occurred in a tonal context it could be

"Ibe melhod of symbolizalioD for chords in Ihirds with additional DOD-harmonie Iones is easier 10
remember 1>ecause the added 6th and added 9th are each Rpresenled by Olle e1emenl, a Dumber that is
indicative of the added inletVal that il is describing. However, io cases wbere ehords CODtaio added notes
other lban the 6th or 9th, the melhod of description cao become lengthy and .pio reference 10 Table 1
mi&bl he required. For example the chord F-Gb-A-B-e-E could he elassified as F7' with an added triloDe
and a f1atted second.
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considered as a dominant harmony in the key of F, then its label would also need te

reflect its function.

1.1.2 ."arren Werner: The Hannonic Style of Francis Poulenc

In his dissertation, Warren Werner isolates specifie elements from which emerge

the constructive and organizational principles of Poulenc's somewhat elu.ive harmonie

style, Chapter l, "Introduction to the Study," provides a biographical sketch ofPoulenc's

life and presents general stylistic characteristics of his music. In the second chapter,

"Methods and Procedures," Werner lists various works to be analyzed, describes his

anaIytical method and approach, cites II aspects of Poulenc's diversified tonal language

and explains the terms and symbols that he employs. Chapter 3, "Harmonie Analysis of

Representative Works," examines in greater depth the II aspects which Werner believes

clarify the fundamentaI nature of Poulenc's harmonie style. In Chapter 4, "Conclusion,"

Werner summarizes and reviews the observations of the study and draws three main

conclusions from his findings in Chapter 3.

(1) Analytical Approach or Werner. In Chapter 2 Werner discusses the purpose of

his dissc:rtation in more detail.30 Werner believes that the detailed studies of tonal

"He explaiDs !hal be anempled originalJy la lI'eIl in <quai deplb sueb divergenl aspeclS of style as
pbrase Ieoglb, styles of wOlin!: for lbe various performing mediums, !eX1 sellings, melrica1and rbytbmie
CODSideralions, as we11 as harmonie, melodie and arcbileClonie e1CIIICDls: bul be found himse1f 50

overexlelldeDd lhaI effOlClÎve consideraliOD of any ODe aspecl WIS impossible. 50 he dccicJed la focus lbe
invesligllÎOD 011 Ibo harmonie e1CIIICDI, and la lI'eIl olber malIers of style peripbera11y or wbco lbey scem
la play an importanl role in cctIaÎlllwmonie COII!eX1S. He se10lCls works from lbe foUowing Cl:legories in
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composers seem to suggest two basic analytical approaches: the statistical approach and

the chronogical measure by measure analysis. The statistical approach tabulates the

frequency of occurence of sonority types, root progressions and cadential formulas.

Werner maintains that this approach is more valuable in the analysis of music by

composers from the common practice period but is less suited to the extremely eclectic

style ofPoulenc. The second approach (the measure by measure analysis) treats harmonic

events in order of occurence; Werner recognizes that this is a neeessary preliminary step

but feels that studies that do not go beyond mere narration become undiscriminating,

repetitious and tedious to read.

He thus employs three analytical tools in the examination of Poulenc's

compositions: the traditional technique, Schenker's theory of tonal music and Robert E.

Müller's concept of tonal pillars.3s Since the art of Poulenc is basically tonal, Werner

employs:

a freely modified traditional harmonic analysis - grounded in key eenters, with
Roman numerals used to designate root movements, with voice leadings,
inversions, and chromatic alterations expressed by Arabic numerals, and with non
harmonic notes isolated and identified.36

orcier co best represent Poulenc's various periods, botb chronogicaUy and slylisticaUy: SODgS, cboral worU
(both a cappeUa and accompaniod). piano worU. orchcstral worU. chamber music and opera. Werner,
~9.

"Müller clevelepod bis CODcept of IoDaI pillats iD bis dissertatioD OD Iooality iD the worU by Debussy
and Ravel: Müller Robert E., Tht! Conct!pl ofTonality in Impft!ssionirl Music. Ph.D. dissel1alÎoD. Indiana
University. 1954.

'"Werner. 54.
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Werner argues that many passages ofPoulenc's music resist this traditional approach and

are best analyzed by modifying neo-Schenkerian reduction procedures that distinguish

between chord grammar and chord function in the manner of Salzer.

Chord grammar denotes the usual type of analysis in which separate designations
and labels are assigned to triads, seventh chords, etc. Il is a purely descriptive
means of registering and labeling each chord and relating it to different key
centers. . . . Chord significance, since it discloses the function of a chord, goes
far beyond grammatical description by pointing out the special architectonie
purpose of a chord within a phrase.37

Thus, chords that prolong or contrapuntally elaborate a motion are not confused with

chords that perform structural duties. In passages where contrapuntal or horizontal

musical forces are most prevalent Werner a1so adopts a modified Schenker-Salzer voice-

leading graph, where:

Note values indicate structural rather than rhythmic significance of notes and
chords.

The largest note values in a graph indicate notes and chords of the highest
structural order. With notes of equal value, the height of the stems differentiates
structural values.

Dotted or solid slurs, lines, arrows, and brackets indicate the relation between
identical and different notes or chords, specifying their structural connection.

The driving tendency of a bass line is indicated by horizontal, solid arrows.

Only harmonic (structural) chords are labeled with Roman numerals.3I

"Ibid.• S4-SS. Felix SaI=. Structural Hearing. 2 vols.• wilb. foreword by Leopold MlllUles. (New
York: Charles Boni. 19S2). la.

"Ibid•• 62. Werner dcsc:ribes vertical DOD·fuDctiona1 voice-1eadÎDll cbords ÎD • manner SII118cslcd by
Kobs. Ellis B. A Syllabusfor Teacherand Sludem. 2 vols. New York: Oxford University Press. 1961.
This metbod uses symbols sucb as T (major triad) and 1(minor triad). Wetnet identifies DOD·functiooa!
7lb cbords accordÎDlllo ADen 1rvÎDc McHosc. The ComraplUl1a/ Hannonic Technique ofthe l&h (;emury.
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Werner applies Müller's concept of tonal pillars to pieces which seem to be organized

around a non-tonal referential sonority that functions as a tonic center, but which lack any

sense of direction or resolution. Müller defines tonal pillars as: "Melodic-harmonic

entities, usually of a fragmentary nature - whose variations and reappearances form the

texture of each individual work, "39 and names four types:

Pseudo-traditional centers (triads and diationic progressions reminiscent of major
minor sca1e patterns).

Non-major-minor progressions and sonorities (modal patterns, mixed modes,
exotic sonorities).

Sevenths and ninths of various kinds, as individual entities.

Most arnbiguous structures (augmented triads, whole-tone sonorities, para11el
dissonant structures).'o

(2) Wemer's Analyses. Chapter 3, "Harmonic Analysis of Representative Works,' is

devoted to an examination of Poulenc's harmonic language in terms of the following II

categories: (1) root movements, (2) cadence types, (3) construction of tertian sonorities,

(4) non-tonal constructions (whole-tone sca1es, tonal pillars, fourths and fifths), (5)

ecclesiastica1 modes, (6) modal mixtures, (1) pedal and ostinato figures, (8) bitonality, (9)

(New York: F.S. Crofts, 1947), 142·143. This mctbod of classific;,tion employs symbols such as M/m'
(dominant 7lb) and d/d' (fully diminisbed 7lb). Werner does Dot fcel tbat it is essentia1 ID isolate and
identify each and every non-lllIrmonic note or chord. However. in CISCS wbere identificalion was needed
ID c1arify a harmonic meaning be uses symbols sucb as anL (anticipation) and p.n. (passing note).

"Ibid•• 57.

"'Ibid•• 58.
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contrapuntal or voice-leading chords, (10) pace of harmonie activity and (11) form. Root

movements and cadence types deal with the harmonie movement of the music;

construction oftertian sonorities, non-tonal constructions (whole-tone scales, tonal pillars,

fourths and fifths), ecclesiastical modes, modal mixtures, pedal and ostinato figures, and

bitonality are concerned with the structure of sonorities; whereas contrapuntal or voiœ-

leading chords, pace of harmonie activity and form treat contrapuntal, temporal and

architectonie matters. Werner believes that the constructive and organizational principles

of Poulenc's harmonie style emerge from these Il specifie elements of composition.'!

An example from the ninth category (contrapuntal or voice-leading chords) of Chapter 3

will serve to illustrate Werner's approach.

Werner presents the concepts of contrapuntal or voice-leading chords by using

three musical examples, each representing a successively deeper structural level.'2

Through analysis of these three examples Werner wants to demonstrate how Schenkerian

principles can describe the linear forces in certain passages of Poulenc's music.

For his second example Werner uses a passage from the "Tenebrae factae sunt"

in the choral work Quatre motets pour un temps de pénitence (1938-39) ta demonstrate

the prolongation of a I-Ir-V half cadence (see Figure 1-8).'3 Werner notes that the

"He bad origiDally bopcd 10 define Pouleuc's harmonic style ÎD IWo or tbree broad sty\istic prÎDciples,
but thoueht lbal ÎD a style as cclectic as Pouleuc·s. panoramic ana1ytical metbods would overlook delai\s
lbal &nl esseutia110 ils D&lUre.

C"1be fust eumple expresses the simple prolODplÏOD of a siDele chord; the sccood. a more exlellsive
e1aboratioo of a cadeucc; and the tbird. the arcbiteclOnic plan of an eotire section.' Werner. 167.

"Fieure 1-8 is ftom: Werner. 170.
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harmonie progression Hf-v, is first elaborated by a change of register, producing a

widely spaced Mlm' sonority (mm.7-8). Afterward, the bass begins a rapid ascent

out1ining the vn<111V (F equals EU) and ends on a V~ IV (V' in third inversion)." A

passing chord then leads to the structural II1-v cadence in mm.II-12, not shown in Figure

1-8. The structural V of m.l0 is accented by the change of direction in the outer voices

in mm.11-12. The prolongational function ofmm.9-l0 is out1ined by the clear and direct

motion of the bass. Thus, a basic l-lf-v half cadence expands into a chromatic seven-

measure passage by means of a register transfer and chord prolongation.4s

Werner believes that the voice-leading graph in Figure 1-8 discloses the

importance of these structural and contrapuntal elements with a precision impossible with

ordinary vertical analysis. The note values and height of stems indicate structural

significance of notes and chords, the half notes bearing the highest degree of structural

importance. The dotted line and bracket denote structural connections between notes and

chords, and the arrow represents the driving tendency of the bass line. Werner's graph

"Measure 8 ClIll he uuderstood as a fully diminished 7th chord. A-BIlIC-DIl-FII, that Ieads ID the fully
diminished 7th chord of mm.9-10. GII-B-D-F.

"W= could also meutiOll the use of IWo differeot symmetrical structures in the rigbt-baod aod Ieft·
baod piano par1S. G-E-ell-All-Ci aod GII-B-D-F-Cill. These structures fonn aD oc:taIOlIic scale that is
symmetrical about C1141D4. the focal point of the "Jesus" chord.
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visually differentiates between prolongational ~!ld structural chords, which are labeled

with Roman numerals, revealing the linear aspect of the passage.<6

In the concluding chapter Werner synthesizes and consolidates the observations

made in Chapter 3 and draws three conclusions. The frrst conclusion is that one of the

strongest organizing forces in Poulenc's music, as weil as in the music of Monteverdi,

Bach, Mozart and Brahms, is the reciprocal interaction of tradition and innovation, of

conservatism and modification, of stability and mutability." Werner is referring to the

ways in which Poulenc simultaneously worked within the established tonal framework,

and deviated from it by incorporating unfamiliar or exotic elements into his own tonal

language.48 The second conclusion is that certain passages or complete works by Poulenc

are not organized according to harmonic principles, but rather express contrapuntal or

horizontal forces.49 The third conclusion reaffirms that key relationships are replaced by

tonal pillars in a limited number of works by Poulenc.50

-nus aspcçt of thc music WIS Dot rcvcaled in Bobbill's rcductivc grapb. Thc symbols underncath cacb
barmoDy provided ODly descriptivc informatioD about cacb chord and did Dot rcvcal cbords whicb bd a
stnIClurai fuDCtiOD.

"Werner, 194.

-Ibid., 198.

"Ibid., 199. The tb= cumplcs discussed in thc Dinth c:ategory (coolrapuntal or voie:e-lcadiDg cbords)
of Cbaplcr 3 typify Poulcoc's use of Ibis organizatiooal priDc:iplc•

'"'Ibid., 200. Wf1tDCI" aoaIyzcs passages tbat arc lll'pIlized amllDd toaaI pillars iD tbc four1b c:alcgory
(-.roui c:oaslrUclÎOIIS) of Cbaplcr 3.
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(3) Critique of Werner. Werner's approach to analysis is both more accessible and

effective than Bobbitt's for several reasons. He reveals more about Poulenc's harmonic

language and the compositional techniques that unify Poulenc's works because his

categories and analytical tools are more refined. These refinements permit him to isolate

specific harmonic events more easily and then address organizational and structura! issues

often ignored by Bobbitt. The II categories uncover many organizational aspects of

Poulenc's harmonic style and are illustrated in musical examples. Whereas Bobbitt, save

the final part of his chapter on Poulenc, usually presents musical examples and then refers

to techniques or organizing principles, Werner does the opposite - he first isolates specific

organizational elements and compositional techniques and then presents examples.

Although both authors supply descriptive information about the music, Werner relates

these surface events to their role in structuring and organizing the passage or work under

examination.51

Werner's terminology and symbols are more traditional and familiar than those

used by Bobbitt. Werner also explains in more detail the utility of his three analytical

tools. He clearly presents the familiar terms and symbols that he draws from the

"As was slaled before. Bobbill c1early presents his firs! ana1ytical 1001, the method of description for
cbords in thirds. but Ibis technique proved le have cel1ain drawbacks in many respects. The method for
barmonicaUy reducing a musical passage inle a "Condensed Harmonie Sketch" is DCVCf exptained. As wu
SCCD, bis sketches seem only le disclose surface harmonie movement when they could have revealed more
about the compositions under examination. The classification of harmonie progressions effectively
eategoriz.es many harmonie progressions that occur throughout the works ofPoulenc, but it does Dot exptain
the synlaX of the harmonie or roct progressions. This method of classificatiOD combined with bis other IWo

anaJytical tools does Dot offer as much insight as the three ana1ytical tools presented by Werner. OveraU,
Werner is ctearer and more sound methodologicaUy; he offers more ana1yticaJ tools. more acceasiblc
labeting scbemes and a more flexible approacb.
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traditional technique. Müller's concept of tonal pillars, also clearly presented, appears

to he necessary for the analysis of certain pieces that are not tonally organized. The

greatest advantage to Werner's approach is the application of his second analytical tool,

Schenker's distinction between chord grammar and chord function, which incorporates

accompanying reductive graphs in which the difference between chord grammar and

chord function, and between structural and prolongational (or contrapuntal) chords is

clearly explained.S2 Werner also addresses the syntax of harmonic progressions in his

analyses by demonstrating how certain chord progressions or certain root movements are

used and by explaining their function.53

1.1.3 Other Studies

Research that deals with the analysis of Poulenc's music has been limited; only

in the last 15 years have scholars begun to address his music in sorne detail. Three

scholars in particular have done significant work: Vivian Wood, Poulenc's Songs: An

Analysis ofSryle;54 Pamela Poulin, 71zree Srylistic Traits in Poulenc's Chamber Works for

"He slales tbal the modified Scbenker-Salzer voice-leading grapbs are used wheu CODtrapuntal or
horizontal musical forces seem 10 play the strongest organizational role in certain musical passages; he theu
c1early lisls the symbols, and their accompanying meaning, tbal appear in these gnpbs.

»Werner classifies root IDOvemenls of a fifth according 10 the foUowing categories: the series of
descending fifths (or a1tc=ale ascending fourtbs and descending fifths), fulfilling a lODa1ity-defining, a
prolonging or a modulalOry funelion; secondary dominant funetioDS; and a1ternation of IOnie and dominant
rools in relalively slatie harmonie sections. Werner, 73.

"Vivian Lee Poates Wood, Pouknc's Songs: An Analysis ofStyle. (Jackson: University Press of
Mississippi. t979).



• Chapter 1 Review of the Literature Page 26

•

•

Wind Instruments;55 and Keith Daniel, A Pre/iminary Investigation of Pitch-Class Set

Analysis in the Atonal and Polytonal Works ofMilhaud and Poulenc.56

Vivian Wood's book examines the melodic and harmonic structure, poetry and

form in the songs of Poulenc. Her chapter entitled "Harmony" details the following

compositional elements: pure diatonic chords, pedal points and ostinatos; polytonality;

simultaneous major-minor and impure octaves; alterations of tertian chords; chord

mixtures or free sound combinations; mediant connections and gliding chords; color

chords and pure sound effects; cadences; modulations; nonharmonic tones; and

dissonances. Ali of Wood's analysis is purely descriptive; she describes musical events

"measure by measure" and does not address the ways in which these events contribute to

the organization and structure of Poulenc's songs. Her analysis is verbal and is

accompanied by musical examples that, unfortunately, do not contain Roman numerals

or other analytical symbols.

Pamela Poulin's dissertation, 71zree Sry/istic Traits in Poulenc's Chamber Works

for Wind Instruments, reveals three significant stylistic traits in Poulenc's chamber works

for wind instruments; these are labeled as experimental, neoclassical and popular. Before

examining these traits in detail, Poulin devotes Chapter 2, "Form and Tonality," to formal

design and tonal relationships existing within and between the individual movements of

"Pamela Lee Poulin, 1h~~ Stylislic Trails in Poul~nc's Chamber Worksfor Wind Inslrumt'n/s. (Ph.D.
dissertation, The University of Rocheslct, Eastman School of Music, 1983).

'"Kcilb W. Daniel, •A PrcIiminaty Invcstiption of Pitch-cJass Sel ADalysis iD Ibc AtoDaI lDc1
Polytoaal Works of Milhaud and Poulcnc,· In ~ory Only 6/6 (1982): 22-48.
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the nine works for wind instruments. Through her analysis of form and tonality Poulin

draws informative conclusions about the ways in which certain tonal patterns and certain

types of harmonic patterns and cyclic themes contribute to the structure and organization

of the works.57 The method of analysis includes reductive voice-leading graphs which

provide insight into the linear workings of these pieces.

Poulin then discusses the nine chamber works for winds in relation to the three

stylistic traits, most of which are inc1uded in each work. The experimental stylistic trait

essentially refers to non-tonal features of Poulenc's earliest compositions. The discussion

of these compositions focuses on linear aspects (exotic scales, intervalically derived

elements, ostinato, atonal pitch segments, static melodies), vertical features (parallelism,

free relation, chords in oscillation), texture and rhythm. Neoclassicism, the second

stylistic trait, is a term generally used to characterize all of Poulenc's music. His

neoclassical techniques inc1ude the use of diatonic melodies; cyclic themes; textures,

rhythms and harmony reminiscent of c1assic music (although the harmony includes higher

tertian structures); and quotations of themes.sa The popular trait represents the types of

music heard in cafés and music halls, and in the streets of Paris during Poulenc's youth.

Poulin examines melody, harmony, texture and rhythm in the popular ballad, and in

"'Some of ber conclusions inelude: 'The unifying eyetie thomes appear in ail thrce-movemenl WOIks.
wilb inCf'CaSÎIIg frcqueney in the middle and lale works,' and 'Wilhin movemenl$, cer1ain types of

harmonie pattems tend to occur: the b5-5 hass motion which often appears al structural divisions (in the

Brass Trio. Piano Trio. Elégit!. F1Ule and Clarine! SonalaS), and (complete and incomplete) tetrachordal
outlining (piano Trio. Sextuor, F!ule and Clarine! SonalaS).· Poulin. 124-26.

"Poulin. xv.
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music-hall and circus music. During the examination of the three stylistc traits Poulin

relates her findings to formai, tonal and structural issues employing musical examples,

reductive graphs and charts that summarize her observations.

Daniel's article·A Preliminary Investigation of Pitch-Class Set Analysis in the

Atonal and Polytonal Works of Milhaud and Poulenc,· examines representative atonal and

polytonal works by both composers in order te establish a framework for applying pitch

class (PC) set analysis.S9 Daniel uses this analytical tool to examine the song Un poème

(1946) and En avion. a piece from the collection of 10 short piano pieces entitled

Promenades (1921).

Daniel regards Un poème as Poulenc's only experiment in a non-tonal idiom.

When the independent vocalline is added to dissonant trichords, tertian and quartai chord

structures emerge; however, ail remain unrelated to a tonal center.60 Daniel concludes:

·Set analysis, and set awareness on the composer's part, are far more important at the

local or microformal level than as an overriding architectural technique in the song.•61

Poulenc's experiments with polytonality occurred in the frrst five years of his career; En

avion presents a c1ear-cut use of this technique. Daniel chooses vertical structures as the

principal sets because of the extensive use of scales or chromatic motion in one or bath

"Pitch·<:Iass sel or atonal anaIysis classifies all sonorities acconlÎng le În1el'Val-<:lass conlalL

"'Daniel, 36. The dissonant trichords are identified by lhe sel-<:lass labels: 3·2 (013J. 3·3 [014J. 3-4
[OIS]. 3-5 [016J. 3·8 [026J, 3-10 [036J and 3-11 [037J.

"Ibid,41.
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hands.62 Again, as in Un poème, Daniel argues that Poulenc has made little attempt to

use sets as a macroformal structuring technique. His study reveals that pc set analysis

is primarily used as a surface technique in Poulenc's atonal and polytonal works; there

are no "Poulenc sets" which are predominant throughout these works, and there is no

apparent use of complement relations except as isolated localized gestures.63

"'Ibid.• 43.

"'Ibid.• 48. ·For AnY set. the pilCh classes il exeludes constilllle ilS complement The complemenl of
the set {3. 6. 7}. for eumple. is {8. 9. 10. 11. O. 1.2.4. S}.· Joseph N. Straus. Introduction 10 POSI
Totud 7Mory. <En&!ewood C1iffs. New Jersey: Prentiee-HaU, 1990~. 68.
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1.2 Analytical Approach

The bulk of the research on Poulenc's music offers a variet) of analytical tools

such as traditional analysis, methods ofehord classification, linear and harmonie reductive

graphs, pc set analysis and the concept of tonal pillars. These have been applied with

varying degrees of success to a diversity of Poulene's works, including the ehamber

works for wind instruments (1918-62), the work for solo piano Les soirées de Nazelles

(1930-36), the choral work Mass in G (1937) and the song set Banalités (1940).

However, hardly any research has dea1t with analytical investigations of Les mamelles de

Tirésias.

This thesis addresses the large-scale harmonie organization of Les mamelles de

Tirésias, paying particular attention to the ways in whieh key associations and reeurrent

rr: oltives and events effeet eontinuity and closure in the work. Since focusing on the

whole opera would exceed the scope of this thesis, Aet l, Scenes 1 and 2, and Act 2,

Scene 7 (hereafter referred to as IIi, I/ii and II/vii, respectively) will be examined. These

scenes are representative of the musical language used throughout the opera and are also

key tuming points in charaeter and plot development. This investigation will extend the

approaehes used by Bobbitt and Werner in order to address in mueh greater detail the

techniques that unify this rieh work. The analytical approaeh combines some tools and

procedures employed by Werner, whose work would seem the best suited to uncover

many aspects ofPoulene's style, with reductive graphs that represent important harmonie,

motivie and linear events.
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CHAPTER 2: ANALYSES OF SCENES IIi, I1ii and II1vü

2.1 Introduction

Keith Daniel divides Poulenc's music into four style periods. 64 The first three are

characterized respectively by the influences ofSatie,os Stravinsky" and neoromanticism;67

while the fourth (1953-63) shows Poulenc's occupation with sacred choral works, a few

sangs and piano pieees, chamber works and two operas. His music in this last period

"meIIows," his harmony becomes richer, his tempi slower and more relaxed.6I Les

mamelles de Tirésias (1944) belongs to the third stylistic period.

The opera is based on the play Les mamelles de Tirésias by GuiIlaume Apollinaire

(1880-1918). ApolIinaire was regarded as a leader in the literary and artistic circles of

the French avant-garde in the early twentieth century. His works and ideas helped 10

direct poetry into unexplored channels. Believing that "poetry should be read aIoud and

"Daniel, Francis Poulenc: His Anisric D~vt!lopm~nr and Musical Style, 94-99.

"Tbe principal stylislic clements of this period (1917-22) include simple, oftell dialoDic meIodies;
repelitive cbordal accompaniment; the use of modalily aJId ostinaID; thin, linear leXlures; aJId circus, fait
aDd music-baU influeoces.

"DlllÎel claims the ·Slravinslcy or Deoclassic period· (1923-35) possesses these cbaracteristics: a returo
ID earlier composers aJId styles for iospiJatiOD, a general lhiooess of leXlure, use of ostinalo meJodic aJId
rbythmic palIetDS, a classica1 COnceptiOD of SlrUCIure aJId sman c10sed forms.

.".. cbaracleristics of Ibis period (1936-52) permeated Poulenc's works durinll lbe years 1937-48.
Tbere is aD increased use ofsuch devices as roUed cbords, tempo Nhato, aJId compouod meler, aDd a more
IlIstaiDed 1yricism. He did Dolabaodoo the simplicily ofbis carly worlcs or lbe Deoc1assicism of bis secood
period; ratbu. he widened bis scope of expression.

"Despiltl lbese minor stylistic differeoces, Poulenc's overaU musica1 style cbaDeed lill1e lhroueboul bis
ca.- - a COmparisoD ofLu bicha (1924) aJId lbelate wiod sooatas shows (1957-62) a steady eorichmeol
iD the compositiooallaopap.
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that its visual aspects were as much a part of its effect as its content,'" Apollinaire

experimented with the placement of words on a page, typography and punctuation.70

Apollinaire states in the preface that most of the play had been written in 1903,

and that only the Prologue and the final scene were added in 1916; but the themes of

feminism and repopulation seem more appropriate to the period of the First World War.

The play is a cali for repopulation in France, and for women to retain the role of

traditional wives and mothers. Apollinaire called the play a "surrealist drama,'

employing a word that he had coined and applied five weeks earlier to the ballet Parade

(1917) by Satie.71

Poulenc attended the premiere of the playon June 24, 1917, at the ThééJlre René

Maubelin Paris.72 Poulenc had the intention ofwriting an opera earlier in his career, but

"Wood, Poulenc's Songs: An Analysis ofStyle, 31.

"'C<zlligrammes is III example of visual arrangements of 28 poems from wbich Poulenc sel seven 10
music in 1948. Tbe song cycle also entided Calligrames, is a fan:well 10 Apollinaire, lbe ftrSt poetlbal
Poulenc set 10 music, as he fell his inspiration from lbe poet was diminisbing. A1lbougb Poulenc met
Apollinaire a number of times in 1918, lbe poet never beard illY of his 35 poems tbat Poulenc set 10 music
between 1918111d 1956.

71Surrealism: "A style of art IIId IîleralUre developed principally in lbe lWentielb CCDlUry. slre&Sinlllbe
subconscious or nonrational significance of imagery arrived al by aulomatism or lbe exploitation of chance
effects. unexpected juxtaPOSilons. etc." The Random House Dictionary of the English Language, edited
by Jess S1ein. (New York: Random House. 1971). 1432.

AUlomatism: "Tbe set or doctrine. especiaUy of lbe Surreaiîsts. of allowinlllbe unconscious mind
10 find expression througb uncontrolled or uncensored images." The Random House Dictionary of the
English Language, 101.

Apollinaire fll'Sl asked Satie. lben Auric. 10 wri1e incidental music for lbe play bul balb refiJsed.
Tbe music was u1tima1e1y composed by Germaine Albert-Birot, • minor composer wbose husbond. Pierre
AIbert·Birot, was lbe crealOr of the 1î1erary review SIC which sponsored the premià'e of the play. Daniel.
294. SIC is an abhreviation for sons-idées-eouleun.

"Satie and Auric were also present, as were paîn1ers such as Henri Matisse (1 K69-19S4), Pablo Picaao
(1881-1973). Georees Braque (l8K2-1963); poelS such as Jean Cocteau (1889-1963). Paul E1uard (1895
1952), Louis Aragon (1897-19K2); and the Russian baI\el producer and art critic Seree DiaeJWev (1872·
1929).
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like many other composers was unable to find the wright" libretto. He had begun thinlcîng

about the surrealist play as a possible libretto in the late 1930's, but the advent of the war

and various commitments postponed the actual composition until May-October of 1944.73

On June 3, 1947, Les mamelles de Tirésias. Poulenc's flfst opera, was premiered at the

Opéra-Comique in Paris where it enjoyed a succès de scandale. The opera was weil

received by intellectua1 circles but the subscription ticket-holders and audiences at the

Opéra-Comique were shocked. The scandalous nature of the Les mamelles de Tirésias

was intensified by the more conservative operas with which it shared the double-bill, La

bohème (1896) by Giacomo Puccini (1858-1924) and Les pêcheurs de perles (1863) by

Georges Bizet (1838-75).

2.1.2 Synopsis

The story of Les mamelles de Tirésias concerns a young married couple living in

"Zanzibar. "74 The opera has a Prologue and two acts, each containing eight scenes. In

the Prologue the Theater Manager explains the significance of the opera, and urges the

"Daniel. 44-45. Poulenc dedicaled the opera to Milhaud, bis close friend since 1919. Througbout
their careers the IWO composers influenced eacb olber, be1ped eacb other to bave works perfcnmed and
pub1isbed. and exchanged persona! and compositiona! advice.

"Poulenc set most of the original play; the parts tbat were DOl included in the opera do Dot effect
ApolJiDaire's storyliDe and message. Poulenc also made the foDowiog smaU changes 00 the origioa1 play.

Althougb the première ofMtzIIle/ks look place Deal the end ofWorid War 1.1 felt 1bad the rigb!,
sioœ mucb of the play wu lClUa11y wrilteo in 1903. to situate the aetÎon in • typicaUy
ApolliDarian epoch. tbat is, duriog lbe periocI of 1910-14. 1 also feei tbat exoticism bas Iillle to
do with lbe story. and tbat 1 am therefore free to situate ApolJiDaire's imaeioarY Zanzibar on lbe
COle d'Azur. oext to Monle-Carlo. wbere lbe poet grew up. Monte-Carlo. wbich 1adore. a1ways
lClemed to me to he lbe ultimale in exoticism.

Francis PouIeDc:. ElIIreliens avec C1aMde RosllZIId. (Paris: JuUiard. 1954). 148.
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French people to learn from the lessons of the war and make babies; he also states that

the actors will do their best to amuse and entertain the audience. ln Act l, Scene 1

Thérèse leaves the house with a broom in hand, and decides that she is a feminist and that

she will no longer recognize the authority of men or maintain a role as wife and baby

producer. She lists a number of varied occupations that she would like to fulfill, such as

a soldier, an artist, a lawyer, a senator and a head waiter. She opens her blouse and lets

her breasts, in the form of co10red chi1dren' s balloons, fly away. She then completes her

sex change by eJtp10ding her breasts with a lighter, and hooking on a beard and a

moustache. The scene ends with Thérèse dec1aring that she is more virile than her

husband. In Act l, Scene 2 the husband leaves the house with a huge bouquet of flowers

in hand and looks frantical1y for Thérèse. She saon reveals herself ta her bewildered

husband as a man and announces her name to be Tirésias.75

Act l, Scene 3 is extremely brief and contains no music to accompany the short

exchange of spoken words between Tirésias who states that "she" is moving out as she

"In Greek mythology, Tirésias wu a highly renowned blind prophet of Tbebes. Tbere are a1temalive
myths 10 explaiD bis blindoess. A=rding 10 one, the a:ods blind him for reveaJing their secrelIl, whiclI
he had leamed from bis mother the nymph Chariclo. A=rdina: 10 another, the goddess Athena blinda him
hecause he had watclled her undress 10 bathe. Uler, she gives him a slaff 10 guide him as weU as if he
couJd _. She aJso gives him the power 10 undersland the speech of birds. endows him with a life _en
generations long and granls him the gif! of prophecy.

Another legend leIIs that he had been tumed inlo a woman as the resull of killing the femaJe of
IWo coupling snakes; on killing the male, seven years Ialer, he regained bis OWD Iex. Zeus, the lUpI'eIIlll

deity of the ancienl Greeks, and bis wife Hera, the ancienl Greek qucen of heaven, askedT~ • sinœ
he wu able 10 answer from bis OWD experience - whether a man or woman derives the most pleasure out
of Iovemaking. Hera stalcd that a man enjoys il much more !han a woman. 50 whenT~ answera that
a woman's pleasure wu nine limes grealer !han a man's, Hera strikes him blind in ber rage. Zeus,
however, gives him a long life and the gif! of prophecy based on bis underslanding of the speech of birda.

ln Apo11inaire's play Th~ appeus as woman and man (T~), and aets as a propbet by
teUing the people of Zanzibar 10 make babies or a bitter eod awails !hem.
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throws a chamber pot and urinal from the window, and the husband who weakly adds

with bowed shoulders that the situation is getting serious. The story line seems to take

an abrupt tum in Act l, Scene 4 where two typical French cardplayer types, Presto and

Lacouf, leave the town café drunk, and dance, sing and argue amiably until the end of

the scene where they both aim two huge revolvers and shoot each other dead. ln Act l,

Seene 5 Tirésias, freshly shaven and dressed in an elegant smoking jacket, leaves the

house in a hurry followed by her husband who is now dressed as a woman with his hands

tied. They arrive at the town café where she signifies to her husband to take a chair at

a table. She then buys the town newspaper, "Little Zanzibar, " and reads about Presto and

Lacouf. At the end of the seene she calmly expresses that the world, women, and

administrative affairs are now hers, and rushes out of the café leaving her husband sitting

slouched at the table.

At the beginning of Act l, Scene 6 a gendarme inspects the seene of the crime

around the café and notices a "woman" at a table with tied hands. Not knowing that this

is the husband dressed in women's clothing, the gendarme takes an immediate liking to

this "pretty girl" and begins to flirt with "her;" he eventually proposes marriage before

finding out that "shen is a man. The scene closes with the people of Zanzibar hailing

Tirésias as their new general and chanting "No more children!" In Act l, Seene 7 the

husband remarks that Zanzibar needs children and if women will not fulfill their

procreative role than men must fill il. The newspaper vendor, the people of Zanzibar,

the gendarme and the husband reassure the public, in Act l, Scene 8, that they need not

weep anymore and simply await the birth of babies bom without the help of a woman.



• Chapter 2 Analyses of Scenes IIi, I1ii and 1I/vii Page 36

•

•

Presto and Lacouf, the "dead" cardplayers, enter on roller skates at the end of the scene

and join the confusing discussion of how nature can give children to a man without a

woman.

The cries of newborn babies calling "Papa!," in the Entr'acte, lead into Act 2,

Scene 1 where the husband dressed in a long nurse's gown and surrounded by baby

cradles, expresses the joys of fatherhood and announces that he has produced 40,049

babies in a single day. In Act 2, Scene 2 a cocky correspondent from a Parisian journal

appears at the husband's doorstep and inquires about the new method by which man a10ne

can make children; the scene ends with the husband kicking the impolite journalist out of

his home. Spoken dialogue begins Act 2, Scene 3 where the husband insists that babies

do not bring poverty but wealth; he then creates ajournalist for himself, using magician

like techniques. Act 2, Scene 4 opens with a fast talking, "storyte1ling" joumalist-son that

tries ta blackmail his father with threats of telling tales of theft, rape and murder and the

like. The scene conc1udes as the son goes off to invent tomorrow's news.

In Act 2, Scene 5 a disappointed father thinks that a tailor-son would be of more

use, saon after he bumps into an agitated gendarme. Act 2, Scene 6 begins by the

gendarme telling the husband that his surplus of children willlead ta starvation amongst

the population of zanzibar, the husband then reassures him that a fortune-teller will be

able ta help. In Act 2, Scene 7 Thérèse, absent since Act l, Scene 6, reappears disguised

as a fortune-teller and predicts that those who make babies will become very rich and

those who do not will die in a horrible way. She then reveals herself ta her husband, as

Thérèse, in an elegant evening gown and welcomes him back iota her life. In Act 2,
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Scene 8 the opera ends "happily" as husband and wife express their love for each other

and urge the audience, along with the people of zanzibar, the newspaper vendor and the

gendarme, to make babies.76

2.2 Analysis

This chapter will study the large-scale harmonic organization in the pivotai scenes

of the drama where Thérèse changes sex/gender to show how tonal areas and recurrent

motives and events generate coherence in the work. In I/i Thérèse declares that she is

a feminist and goes through her sex and gender change; in I1ii Thérèse reveals herself 10

her husband as a man with the name of Tirésias; and in II/vii, Thérèse disguised as a

fortune-teller reveals herself 10 her husband as Thérèse and as his wife, and welcomes

him back into her life. The analytical approach will use the tools and procedures

employed by Werner in his examinations of root movements, peda1, and ostinato figures,

and will also use graphs that represent important harmonic, motivic and linear events.

In each of these scenes the primary focus will he large-scale key relationships,

particularly those revolving around F# and F; sequential techniques; recurrent motives

such as altemations of Eb-G, motives involving F-B and "sliding" fully diminished 7th

~, who bas the m:ùD role in the opo:ra, is the oaIy cbaracter tbat bas •~ oame. 1be
otbers bave aeocric !ides such as, Le Mari (The HusbaDd), Le Gendarme (The Geodumc) &Dd La
Cuto!l!llnc:ïeDnc (l'bc ForIUDeIdIer). 1be cardplayers arc &Iso JÏVeD oames. Presto aod Lacouf. but Ibcse
_ ID bc of • Jess scrious D&bUIl.
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chords; and recurrent events such as the conglomeration involving the pitches and keys

of Eb, F and F#.77

For purposes of discussion, most citations such as measure numbers and musical

examples are made with reference to the piano-vocal score. Occasionally the full score

is cited as a reference for comments on dynamics, orchestration and the Iike. Since

numerous musical passages are cited in the analysis which follows, selected musical

examples are provided 10 illustrate the events that are discussed. Should the reader wish

10 examine the scenes in full. IIi, I1ii and Il/vii from the piano-vocal score have been

reproduced in Volume 2.

2.2.1 Act 1, Scene 1

(1) Large-scale hannonic organization

(a) Main key areas. I/i divides into three main sections: (20)-(27), (28)-(31) and (32)-

(33) (bracketed numbers refer 10 rehearsal numbers).71 The key areas F#, Ab, and, 10

a lesser extent Eb, often mark beginnings of sections in IIi; here as in the majority of

other scenes, formai divisions are announced by character entries, and by changes in plot.

harmonies and keys. tempi. rhythm. meter,19 texture and dynamics.1O Graph 2-la shows

71A1mosl aU keys in !he opera lIJe modaIIy mixed, 50 refermces ID key areas lIJe made br usinll tbeir
Ielter lIll1DC onIy.

~ first main section exhibils alWo-partdivision: (20)-(24) (mm.2IS-SS) and (2S)-(27) (mm.2S6-84):
tbe second alhn:e-patt division: (28) (mm.28S-314), (29) (mm.31S-S4) and (30)-(31) (mm.3SS-78); and
tbe Ihird alWo-part division: (32) (mm.379-98) and (33) (mm.399-422).

~ first main section of IIi is mosdy in 4/4, tbe second in 3/4 switebes ID 212 tbeD 6/4, before tbe
tbird -000 beJlins in 3/4.
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how the main key area of IIi, F#, appears throughout the scene, at (20) (mm.2IS-20),

(22) (mm.232-33) and (24) (mm.24849), and is firmly asserted at the beginning of the

third main section, near (30)-(32) (mm.3S1-96).Il ln Graph 2-la the pitehes are

normalized 50 that C#S O!!ld F#S represent the pitehes in the "voice" staff, while F#2 and

C#3 represent the pitehes in the "key areas" staff. The first section gravitates to the key

of F# (see Graph 2-la). The pitehes C# and B at the end of the Prologue (mm.213-14)

are heard retrospectively as members of a dominant ehord that prepares for F# in m.21S

(see Figure 2-la and Graph 2-1a). F# is defined in mm.2IS-20 by sheer repetition in the

voice, an F# pedal in the viola, an ostinato ereated by the double ehromatie-neighbours

in the accompaniment and alternations of ehords on Band F#, whieh can be interpreted

as iv-i motions (see Figure 2-la). Although the piteh C# is stated in the vocalline in

mm.2IS-20, the absence of V-I harmonie motions weakens the sense of key area (see

"'Most changes in plot will be examined in the foUoWÎDg chapter.

"Read the neo-SclIenkcrian graphs in ChaptelS 2 and 3 with the foUowine specifications. Note values
(baIf. quarler and eigbth notes; and blaclc note-beads a10ne Or in braclcelS) indicale different lovels of
structural importance of notes. cbords and keys. The longes! DOte value indicates notes. cbords or keys
of the hiehes! structural arder. For example. in the "key areas" staff. key areas CID be indieated by haIf.
quarler or eiehth DOles. or by blaclc note-beads. The half note a1ways indicates • key area tbat is asserted
by • cadence; the quarler and eiehth DOles indicale • key area tbat is estab\ished or pat1ly estab\ished
without • cadence; while the blaclc DOle-bead indicates • pitcb-elass fe&ÏOD that CODSists of • DOD-lOIla1
co1lectioD of pitcbes. sucb as octatoDic. Doaed or salid s1urs. liDes and braclcelS indicale the structural
reIatioD betweeD key areas, cbords or DOles. Solid horizontal arrows indicale the drivine teDdeDcy of the
bass liDe. OnIy fuDctiODa1 harmonies are labeIed with Roman DUmerals.

FI OCCUlS throuehout the opera, but it is Dover as stroDgly estab\ished as F; it aIso occurs in il/vü.
as wiU be seetl. Sbould the reader wish to examine the key of FI througbout the opera, the foUowine Iist
bu beeD provided•
Irl\' (lIS Gb): near (41). mm.478-83 and ils repelÏtiOD near (44). llIIDoSI7-22; near (42). mm.49S-98 and
ils repetitioa near (45). llIIDo534-37. V., (as Gb): near (52). mm.616-22. Vri (as Gb): near (57).
llIIDo7()()'()3. Ealr'Kle: (3). llIIDo33-40. WI\' (as Gb): near (32). llIIDo3SS-58. WYi: (41). mm.434-37.



• Chapter 2 Analyses of Scenes IIi, I1ii and II/vii Page 40

•

•

Figure 2-1a). When the material "on" or "around" F# in mm.21S-20 is transposed to C#

(m.223), m.223 then sounds like "V" (see Figure 2-1b).12

In mm.232-33 and mm.248-49, the key area of F# is again not functionally

defined (see Graph 2-1a), but dynamic, textural and rhythmical changes help to signal the

arrival of F# at (22) (m.232).13 In mm.232-33 F# is somewhat asserted by minor chords

in the voice and accompaniment, and by a V chord (m.231); but the chromatic side-step

from the C chord (1 in C, mm.229-30) to the C# chord (m.231) weakens the dominant

CAs slared earlier in Chapter l, Chapler 3 of Werner's dissertaticlI is devored 10 an eumillation of
Poulenc's harmonic language in lerms of Il calegories. In Chapler 3. Werner divides his fltSl calegory,
roct movements, inlo the foUowing four sections: fifth relationship, third relationship. trilone relationship
and harmonic 'side-slepping." which he deflDes as "movement of the voiCI: paris in a parallel, slepWise
fashion from one Ional goal 10 another thereby eliminating the harmonic influence of the fourth and fifth. "
(Werner, 88.) He argues !hat "the Ional characler of Poulenc's harmonic style is clearly deflDed by hia
beavy dependence upen roct movements of a fifth. " (Werner, 66.)

Werner classifies Poulenc's usage of roct movements of a fifth according 10 the foUowiDll
categories: the series of descending fifths (or a1ternate ascending fourths and descending fifths), fulfi11ing
a loIIa1ity-definiDg, prolongîng or modula1ory function: secondary dominant functions; and a1ternation of
Ionic and dominant rocts in relatively slatic harmonic sections. Werner, 73.

Measures 218-223 conlaÎn a series of descending-fifth roct movements. In mm.218-20 theoc roct
movements prolong FI (see Figure 2-1&). In mm.22I-23 the descending-fifth roct movemenls aeem 10
possess a modulalory function.

Werner insists !hat peda1 and ostînalo figures, the seventh calegory, are 50 frequenUy used
tbroughout Poulenc's works that they constilUle an inlegral part of bi- harmonic language. Tbeoc figures
are often embeUisbed by less restrictive motion in the upper paris wbicb do DOl influence the underlying
harmony. Werner divides Poulenc's usage of these devices inlo tbtœ categories !hat are Dol completely
exclusive ofany other: 10 unite IonaUy dissimilar 5Onorities under the aegis of ODe controUing harmony (tbia
includes bilonal constructions), 10 prolong Ionic or dominant functions in crucial structural areas, and 10
construel an eotire piece of section tbereof. Werner, 153-54.

The peda1 and ostinalo figures in the opera faU most often inlo the second catesoIY. Meaaurca
215-18 conlaÎn an ostînalo fiEUre. the double cbromatic neighbour figure FI-E#·FI-G, and an FI peda1 in
the viola (see Figure 2-1&). Tbese serve 10 prolong Ionic funCtiOD in a crucial struclUraI &reL

OfexlUraI changes include the léger markings in the clarinet and hassoon Iines, and the pizzicato
markings in the string section: rhytbmic changes include the absence of note values faster tban the cillbth
DOle; and dynamic changes include the 50fter p markinll in the orchestra and the ml marking in the voic:e.
Notice that the dynamics in the voice and accompaniment de=asc tbrougbout (20) ID (22).
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preparation (see Figure 2-1c)." So the approach to F# in mm.231-32, via Vol motion,

is analogous to mm.213-15 (see Figures 2-1c and 2-1a, and Graph 2-1a). The keyarea

in mm.232-33 is destabilized by the tritone root movements and the descending m2

sequences (mm.234-35), from F# (i) - C (#iv) to F - B (V' of E) to E - Bb ('17 of Eb and

V7tv of Ab) (see Figure 2-1c).as Measures 248-51 are a partial harmonie restatement of

mm.232-35 (see Figure 2-1d and Graph 2-1a). The changes inc1ude an extra repetition

of the F-B sequence (m.251); a break in the sequence by root movements ofa third from

Eb to G (mm.252-53); and the abscence in m.247 of the V ehord that appeared in m.231

(see Figure 2-1d).16 Similar events around Eb-G and F-B will be examined shortly.

The key of F# is finally solidified in the third main section, (32)-(33), whieh

begins with a pastiche of a Pas espagnol that firmly establishes F# with alternating tonie

and dominant ehords, repetitions of C# in the voice, and a half cadence in m.393 (see

"'Werner states that Poulenc uses harmonic side-stepping primarily for three purposes: to effoct a
modulation; to carry out a voice leading, sucb as passing cbord(s) !bat are produced by cbromatic motions
between IWo functiona1 harmonics; and to pralong a sonority. (Werner, 88.) This side-step is not as
commonly found as the previous mot movements.

Measures 229-31 is an example of side-stepping, wbose purpose is to effect a modulation (sec
Figure 2-1c).

"Werner summarizes lbat Poulenc's use of tritone mot relationships are the resu\t of "cbromatic
freshenings" of standard diatonic progressions sucb as: I-#IV-V, IIV-I, bD-V-1 and V-III (or ils seconduy
dominant equivalent). Werner, 88.

Sa mm.232-33 and mm.248-49 cao he undersloOd as i-Niv "in" Fil (sec Figures 2-1c and 2-1d,
respective1y).

"'Werner states that mot movemenls of a third in Poulenc's music are usuaUy usee! for the foUowing
purposes: to effoct a modulation, to prolong a sonority and to COIISlrUCt a non-tonal co1oristic altemation
of SODoritiCS. Werner, 80.

Measures 252-53 display a non-tonal coloristic a1temation of sonoritics tbat further destabiIW: the
imp1icltioll of Fil as a key area (sec Figure 2-1d).
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Figure 2-1e and Graph 2-1a).R7 This half cadence is the only "true" cadence in IIi, 50 F#

seems to be quite strongly defined. a8 The dominant arrivai, for F# at (32), seems to be

heard through mostofthe second main section, (28)-(31) (mm.285-378) (see Graph 2-la).

The beginning of the second main section (mm.285-304) is in Db, the dominant key

region of F#, and mm.351-78 is an expansion of V of F# (see Graph 2-1a).89 The

dominant arrivai is thus "suspended" between m.304 and m.351 where modulations occur.

(b) Secondary key areas. Two other key areas frequent the scene, Ab and Eb (see

Graph 2-1b). In Graph 2-1b the pitches are normalized 50 that Bb4, Eb5 and G#5

represent the pitches in the voice staff, while G#2/Ab2, Bb2, Db3, Eb3 and C#3

represent the pitches in the key areas staff. The key of Ab marks the beginning of (23)

(mm.238-41) (see Figure 2-2a and Graph 2-1b). This key is defined by a dominant

arrivai and an Eb pedal (mm.236-37), by descending-fifth root movements (mm.238-41)

"Signaling Ibe beginnÙlg of Ibe Ibird section al (32) are: Ibe tempo change and "a tempo" marking.
Ibe addition of Ibe piano, lb. pizzicato markÙlg, Ùllbe violÙlS. Ibe staccatissimo Ùl olb.r instrumenta and
the three 'aleeDth-note figure al the end of 10.378, whicb is remÙlÎSCenl of the aceompanimenl figuration
iD 10.215 al the beginniDg of the scene.

'"Ibe rocl movemenls of fifths (mm.379·86) fulfill a tona1ity-<lefmiDg and prolonging funclioD (_
Figure 2-le). lbey are also an example of Werner', third eategory for rocl movementa of • fiftb.
a1temalion of toDÏC and dominanl rocls iD relatively slatic barmollÎc sections. lbese rocl movementa aIso
form an ostiDato figure FII-eJI.(3I1-eJ1 that prolongs tollÎc fuDction iD • CfUCiaI SlnICtUraI area; and they aIso
faIJ into Werner', third eategory of pedaland ostiDato figures. iDsofar as they construel an eotire aeclioo
(sec Figure 2-)e).

'"Tbe CllDb pedal Ùl the double bass Ùl mm.35S-63 and mm.374078 serve to pralong dominanl
fuDetiOD iD • crucial struetural area.
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and to a lesser extent by repetitions of Eb in the voice (see Figure 2-2a).90 The dynamic

changes and staccato markings and the more Iyrical quality of the melodic line coincide

with the arrivai of this key (see Figure 2-2a). The key of Ab ends in m.242 where an

ascending m2 sequence, based on m.238, begins in A (m.242) (see Figure 2-2a). The

piteh of G# occurs throughout mm.244-47, where the husband's voice is heard for the

first time (see Figure 2-2b and Graph 2-1b). Although this is not a key area, this piteh-

c1ass area is defined by repetition of the pitch G# in the voice and accompaniment; the

peda1 created by the oboe, timpani and violin 1 (mm.244-45) then transferred to the viola

(mm.246-47); and loud dynamics, accent markings and timpani trills (see Figure 2-2b).91

So the piteh G# may he considered as a tonal pillar in this passage (mm.244-47) !hat can

he interpreted as a continuation of the •Ab-ness· that began at (23) (m.238) (see Figure

2-2a). Measures 263-64, a compressed restatement ofmm.238-41, signal a return to Ab

(see Graph 2-1b). The dominant preparation at (25) (mm.256-59) is more extensive than

the one in mm.236-37, 50 the key would he hetter prepared, but mm.260-62 delay the

arrivaI of Ab with sequential repetitions, including one in F#, and the key of Ab is only

"'The Eb pedal is beard in the trumpets (m.236) and is thdl transferred 10 the f\ules, violin 2 and the
viola (m.237). The rooll1lOvelllClllS in mm.238-41 fulfill a IOnalily-<lefming funcbon (sec Figure 2·2a).
Some also fall inlO Werner', second calegory of fiftb relalioosbips, secondary dominanl fuoctiODS, sec
mm.240-41 and also mm.235·36 (sec Figure 2·2a).

"The coUectioo of pitcbes in the voicc and accompaoimeol (mm.2-14-45) is octalODic (O'-A·B'-D-O#).
the vocalline (mm.246-47) is mostIy octalODÏc excepl for the pitch E (O'-A-B-C·O·O'··E··F#) and the
0' pedaI (mm.244-47) prolong, ·lOnic· fuoction (sec Figure 2·2b).

Thepitcb F' is empbasizod in the same way al (26) (mm.27!-75) and is beld tbrougb mm.276-77.
Il yields 10 Ab JUS! before (27), the dominanl of Ob, key of the secood main section. A mostIy octalODic
coUection, excepl for the pitcb of O. is fonned in the voice and accompanimenl (mm.271-72) (F,-G-C•
·0·). The vocalliDe (mm.273·74) is mostIy octalOnic excepl for the pitches 0 and B (F'-G-A-·B·-C-·O·
E). The busband', leltl in mm.27!-73 is the same as in mm.244-46.
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stated in two measures, mm.263-64."l In the beginning of the second main section

(mm.28S-304) the pitch of Ab plays a crucial role as the dominant of Db; the dominant

arrivai occurs just before the beginning of the second main section (mm.278-84) (see

Graph 2_lb).93

The key of Eb occurs at the end of IIi at (33) (mm.399-409) and the beginning of

I1ii at (34) (m.423) (see Graph 2-Ib).94 Il is approached by a direct modulation from the

established key of FU to dominant harmony of Eb (mm.397-98) (see Figure 2-3). The

key is defined by repetitions of Eb and Bb in the voice, the descending tetrachord Eb-Be,

and by the Bb pedal in the cello (mm.399-403), over which diatonic chords and non

diatonic passing chords are heard (see Figure 2-3). These lead to a i6 chord (m.404)

where a descending series of parallel sixth chords begins (see Figure 2-3). This series

ends on a iiG7_V7 progression (mm.408-09) where a tonic chord is expected (see Figure

2-3). Instead, destabilization of the key area occurs by a move to a C chord (m.41O-ll)

"The Eb peda1 iD violin 2 and th~ viola and the ostinaID figure Eb-Fb-Eb-Fb (mm.2S6-S9) prolong
dominant fuDction iD a crucial structural area. Notice how the raie of sequential repelÏtions accelerates iD
mm.2S6-62, each repelÏtion heing balf the Jength of ils predecessor.

"The Ab peda1 in the double bass (mm.279-83) prolongs the dominant in a crucial structural area. The
toIlality of Db is defined by descending·fiftb root movemenls (mm.285-91) and is foreshadowed by a brief
stalement iD mm.267-68.

"The key of Eb is an important one in the opera and is estab1isbed in IIi, lIü and 1I/"ü, as will he lICleD.

Sbould the reader wisb ID examine the key of Eb througbout the opera, the foUowing Iist bas been
provided.
Prologue: DellI" (14), mm. 149-56. IliY: (40)-(41), mm.462-77 and ils partial repelÏtioD al (44), mm.S09-16;
(42), mm.489-94 and ils repelÏtion at (45), mm.S28·33. Vy: (SI), mm.609·13 (sequeoce of mnde1 iD C,
hegiDniDg al (50) (m.S93». VYi: nea< (57), mm.694-99 (note !bat the string section iD mm.694-9S
orcbestrates the dominant barmony iD the same way as was done al the heginning of I/ü al (34) (m.423»;
(62)-(61), mm.7S2-82. l/Yiii: (85)-(88), mm.974-1OO7 (Ibis occurrence seems ID he part of a Jaraer
sequence beginning on F al (84) (m.9S8) ID Bb iD m.968 ID Eh al (85) (m.974». Entr'ade: (1), mm. 1-6.
DIi: (13), mm. 128-39. Uf..: nea< (32) ID (31), mm.3S1-412 (interrupted by the key ofGb iD mm.3SS·S8).
lllYiii: DellI" (68) ID (10), mm.67S-707 (interrupted by the key of Ab iD mm.698-703).
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and a series of sliding diminished 7th chords (mm.4l2-l4).95 Measures 415-22 end the

interruption of dominant harmony and bring Eb back to prepare for I/ii. The root

movements by third, Bb-G (mm.4l5-22), seem to form a non-tonal coloristic a1ternation

of sonorities but a1so create an ostinato, Bb-G, which prolongs the dominant of Eb, with

a "destabilizing" G9th added l3th chord, in a crucial structural area.

(c) Sequences. Sequences occur throughout the scene and the opera, contributing to the

harmonic structure on the large-scaJe and to the sense of tonal instability on the small-

scaJe. Sliding in and out of tonalities because of their ability to effect fast, efficient and

direct means of modulation, sequences occur most frequently as circle of fifths and/or

descending second motions.96 The fol1owing examples ilIustrate sorne of Poulenc's

characteristic sequences. The sequences in mm.2l5-lS, m.223 and m.224, and mm.225-

27 are examples of how Poulenc moves away from and eventualiy back to Ft. The

"Measures 399-414 are a Iarge-scale transposition down a m2 of mm.31S-30, the second divisIon of
the scc:ond main section. Measures 31S-30 are mostly in E and bave the same harmonic and lincar motions
as mm.399-414. Measures 31S-22 and mm.399-403 conlain dCSCCDding chromatic voiccs which form
dialonic chords and non-dialonic passing chords. mm.323-26 and mm.~7 inc1ude a tonic chord in first
inversion which marks Ihe bcginning of a series of dCSCCDding slcpwisc chords. and. mm.327-30 and
mm.412-14 conlaÏD a series of sliding diminisbcd 7th chords which undermine the cslablisbcd kcy are&.

"The smal1-scale sequences are: ncar (21). mm.223-24 (asccnding M2 sequence from VlFlllO V/Ab);
(21). mm.22S-27 (dcsccnding M2 sequence from F lO Eh using circ1c of fiftbs motion); (22), mm.232-3S
(dcsccnding m2 sequence from FlllO F lO E lO Eh); (23). mm.238-42 (ascending m2 seqllCDCC from Ab
lO A); (24), mm.248-S3 (sec mm.232-3S. dcsccnding second seqllCDCC from FlllO F lO Eh); (25), mm.2S6
62 (dcsccnding M2 sequence from Ab lO FlllO E); neat (26), mm.267-70 (dcsccnding M2 scqUCDCC from
Db lO B using circle of fiftbs motion); and ncar (29), mm.299-307 (asccndinll M3 seqllCDCC from Db lO
F); mm.323-26 (mc1odic dcsccnding m3 sequence prolonging dominant barmony of E from m.322 lO
m.326). lArgc-scalesequcnccs are: mm.215-18, m.223 and m.224 (dcsccndingseqllCDCC fromFlllO VIFII
lO V/Ab); and mm.244-47 and mm.271-74 (d_ding M2 sequence from GlllO Fil).
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model on F# (;n.215) is repeated three times in mm.216-18 (see Figure 2-la).'" This

model is sequenced on C# in m.223 (see Figure 2-lb) which sounds like Y of F#, and

then on Eb in m.224 which sounds like Y of Ab. A brief move to F occurs in mm.225

26. These measures then serve as a model for a descending M2 sequence, using circle

offifths motion, to Eb in m.227. The sequence breaks in m.228 where a series of sliding

diminished 7th chords resolves to a C chord (m.229) (see Figure 2-lc). A chromatic

side-step to the C# chord (mm.23D-31), which becomes Y of F#, prepares the retum of

F# in m.232 (see Figure 2-lc). The descending m2 sequences in mm.234-35 slide out

of "F#" again, prohibiting this key from being defined, and into Ab (mm.235-38) (see

Figures 2-lc and 2-Za, respectively). This small-scale sequence consists ofa two-measure

model based on tritone root movements (F#-C, mm.232-33), that is sequenced down a m2

(F-B, m.234) and down another m2 (E-Bb, m.235) (see Figure 2-lc). The chord built

on Bb (m.235), which functions as y 7 of Eb and y 7/V of Ab, moves to the dominant of

Ab (m.236) and finally to the key area of Ab (m.238) (see Figure 2-Za).

(2) Other recurrent events

Among the events that contribute to the structure of the scene and recur in the

later pivota! scenes as weil are the altemation of Eb-G, an F-B motive, sliding fully

diminished 7th chords and an "Eb-F-F#" conglomeration.

"As wu DOled, mm.21S-18 also funCtiOD la eslablisb tbc key ofF'.
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(a) Eb-G alternation. The Eb-G idea that occurs throughout the opera relates keys,

pitches and chords. 98 The motive first appears in IIi in mm.252-53, near (24), as a non-

tonal alternation between an Eb minor and G7th added 13th chord that breaks the

sequential pattern that began at (24) (m.248) (see Figure 2-ld). This motive then oceurs

as the bass notes in an ascending M3 sequence in mm.301-07 (Eb, m.301 and G, m.30S),

near (29), beginning on ii7 of Db sequencing to a V; of F, in retrospect also a V;IbII in

E (see Figure 2-4a).99 The Eb-G relationship is expanded at the end of IIi (mm.415-22)

to an alternation of a y9 of Eb and a G9th added 13th chord prolonging the dominant of

Eb (see Figure 2-4b). These measures are foreshadowed by a brief statement of similar

chords in mm.409-1O, near (33). In mm.415-22 Poulenc avoids bath "suggested" tonics,

Eb and C. The key of Eb is eventually heard at the beginning of I1ii, as will be seen, but

the tonic chord of C never appears. However, it is hinted at by the high C (C6) in the

voice (mm.415-19) (see Figure 2-4b).

-n.is a1temation I1ld ilS vlrieUS fonns occurs in lhe foUowing scenes I1ld in Iii, I/ü I1ld nivü, as will
bc seel1.

lIy to lin: v ends in G. near (56), m.689; vi bcgiDs in Eb. (57), m.695. lIyiii: (85)-(88), mm.974-1007
in Eh widl tonicization ofG in m.993 «85) is 1 sequence oflhe modeI on F al (84) (m.956». Entr'acte:
(8), mm.61-67. nrù: near (18), m.2OS. Dliv to Dly: iv ends in Eb, near (38), m.412; v bcgiDs "on' G,
(38). m.413. DI": near (41), mm.438-39. Dlviii: (65)-(67), mm.634-57; aear (68)•

-n.ïs passage faUs into Werner's first eategory of uses for rool movemenls of a lhinI, to effecl a
modulatiœ; in Ibis case to Ibe key of E.
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(h) F-B motive. Similar to the Eb-G motive, the F-B motive occurs throughout the

opera in various forms. lllO It tirst occurs as part of a descending m2 sequence in I/i at

(22) (mm.232-35) (see Figure 2-lc); it is repeated at (24) (mm.24S-50) (see Figure 2-

Id).'OI In both passages the tritone root movements and their sequential repetitions distort

the key area of F#. This tritone relationship is expanded in mm.30S-II, near (29), to an

altemation between an E major chord in second inversion and a Bb major-minor 7th

chord (see Figure 2-5). This leads to the key of E at (29) (m.3l5), as mm.30S-11

"prepare" E by substituting a Bb dominant 7th chord for a B dominant 7th chord (see

Figure 2-5). Thus, the progression of V(S64)-(753) is weakened by a move to the

"wrong" dominant that is then prolonged in the following measures (mm.312-l4) by a Bb

pedal in the double bass and a D and Ab pedal in the cello. Thus, tritone root

movements distort the key area again.

(c) Sliding Cully diminished 7th mords. A series of sliding fully diminished 7th

chords is another characteristic feature of the opera. 102 These chords seem to signal key

'''''This motive IDd ilS various forms occurs in the followine scelles IDd in IIi, lIü IDd I1/vü, as will be
seeD.

I/"ü: (72), mm.826-28 (sequence from Eb ID B); (75), mm.848-51 (sequence from FI ID C). EDtr'ade:
DelU" (6), mm.49-50 (bIl·V in C). Wü: Dcar (18), m.206 (CI minor chord ID G minor chord). orlÜ: (24),
mm.266-70 (melodic sequence in voice from the pilch CI ID the pilch G; also G ID CI in aecompaDimenl,
in mm.~7, before mode! is introduced). D!Yi: Dear (42), mm.444-45. O/Yiii: (76), mm.757-59; near
(77), mm.765-66.

'O'These pilcbes appear in the Prologue in mm. 148-49, ncar (14), as F-ebIB; the Cb ends the ascendine
M2 sequence that beglD in m.145.

'lI>Jbis series occur in the foUowine scelles and in lIü and I1/w, as will be seeD.

lin: Dear (58), m.7t4; Dcar (62), ID.749 and m.751; Dear (63), ID.758; near (67), mm.784-85; DelU" (68),
ID.787 IDd mm.790-91; ncar (69), mm.797-98. IlYÜ: ncar (72), mm.824-2S; near (73). m.832, m.834
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changes, to destabilize tonal regions that are already or part1y established and/or to

embeIlish harmonies that are prolonged. The foIIowing excerpts iIIustrate these examples

in turn. Measure 228 bridges the change from the sequential pattern th::.t ended in Eb and

leads to the tonal region of C. 1œ The succession of chords in mm.254-55, made of a

model and IWO sequential repetitions, foIIows the destabilizing Eb-G motive and leads to

an Eb pedaI at (25) (m.256) that signais the key area of Ab (see Figure 2-6a).11lI The key

of Ab is then disturbed by another set of fuIIy diminished 7th chords in mm.265-66 which

leads to Db (m.269). The series in mm.327-30 contains a half diminished 7th chord in

m.328, and moves from the key of E to the key of F. The succession in mm.412-l4

momentarily interrupts the key of Eb before the dominant prolongation of mm.415-22.

In mm.279-81, before the second main section begins at (28) (m.285), another

series of diminished 7th chords occurs over an Ab peda\ and embeIlishes dominant

harmony of Db (see Figure 2-6b).IOS A group also occurs in mm.3l2-14 before the

beginning of the second part of the second main section. These chords follow the

expansion of the F-B motive of mm.308-11 and embellish the "wrong" dominant of E,

a Bb dominant 7th chord that is being prolonged by a Bb peda1 in the double bass and a

and mm.837-38; Dear (76). mm.8S9-62. nraiï: Dear (27). mm.292·93. Wiv: Dear (30), mm.326-27.

'a>nus r ,'<1 oecurencc is partial; il includes other chord qualities.

lOOA-. "", dOted earlier. the Eh peda1 in violin 2 and the viola and the ostinato fieure Eb-Fb-Eb-Fb
(mm.2S6-.>\I) prolODIl dominant function in a crucial strueturallU'ell (sec Fieure 2-6&).

IOlAs wu noted ear\ier. the Ab peda1 in lbe double bIss (mm.27"-83) proJongs the dominant in a
cruciaJ strue:tural are&.
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D and Ab pedal in the cello, as was noted earlier (see Figure 2-6c). The succession in

mm.369-70 occurs during the relatively lengthy dominant arrivai of F#, mm.351-78.

(d) Eb-F-F# conglomeration. The linear arrangement of the referential pitches F#. F

and Eb in the voice and accompaniment also structures the scene (see Graph 2-lc). 1011 F#

in the voice begins three conglomeration passages:

F# (m.2lS) - F (m.225) - Eb '(m.227)

F# (m.232) - F (m.234) - E (m.235) - Eb (m.236) - F (m.238) - F# (m.242) - G#

(m.244)

F# (m.248) - F (m.250) - Eb (m.252, m.2S6) - F (m.263) - F# (m.271). E (m.235) in

the voice and accompaniment, and G# (m.244) in the voice, function as passing and

neighbour notes, respectively. In Graph 2-1c the pitehes are normalized 50 that Eb5. ES,

FS, F#S and G#5 represent the pitches in the voice staff, while Eb2, E2, F2, F#2,

G#2/Ab2 and A2 represent the pitches in the "accompaniment" staff. Beams indicate

groupings of the three conglomerate passages. Repetitions in the voice, pedals, ostinati,

sequences, Eb-G altemations and F-B motives "support" these pitehes, while sliding fully

diminished 7th chords, a chromatic side-step and other sequences act as a short link or

interruption between the three conglomerate passages.1
O'7 Notice that the F# "tonic"

chords (m.21S, m.232 and m.248), the F-B motives (m.234 and mm.25G-Sl) and the Eh

G alternations (mm.252-53), that support these pitehes also express the conglomeration.

''''Tbese refcreDliaI pilclles aJso appear in I/ü. as will Ile sceD.

""Jn aU of Ibe moasure cilalÎolls Ibe pilcbcs are supporùd by repelitioa in Ibe voiœ.
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The first F# is supported by the F# pedal in the viola (mm.215-18) and by the ostinati and

the F# chords in the accompaniment (mm.215-18 and mm.219-20, respectively) (see

Figure 2-1a and Graph 2-1c). F (mm.225-26) and Eb (m.227) are supported by a

descending M2 sequence, from F to Eb, using circ1e of fifths motion (see Graph 2-1c).

Measures 228-31 can be considered as an interruption or link, containing sliding

diminished 7th chords and the chromatic side-step, back to F# at (22) (m.232) (see Figure

2-1c and Graph 2-1c).

In mm.232-35, F#, F and E are supported by a descending m2 sequence, !rom F#

te F te E, incorporating the F-B motive (see Figure 2-1c and Graph 2-1c). Eb (m.236)

is supported by a V of Ab in conjunction with the ostinati Eb-D-Eb-F (m.236) and the Eb

pedal (mm.236-37) (see Figure 2-2a and Graph 2-1c).I08 At (23) F (m.238) - F# (m.242)

are supported by an ascending m2 sequence !rom Ab te A (see Figure 2-2a and Graph

2-1c). A move te G# takes place in mm.244-47, which can be interpreted as another link

or interruption back to F# at (24) (m.248) (see Figures 2-2b and 2-1d, respectively; and

Graph 2-1c). G# is defined by repetition in the accompaniment and by a G# pedal (see

Figure 2-2b and Graph 2-1c).I09

At (24) F# (m.248) - (F) m.2S0 are supported by a descending m2 sequence, !rom

F# te F, based on the F-B motive (sec Figure 2-1d and Graph 2-1c). Eb (m.2S2) is

supported by the Eb-G altemating chords (see Figure 2-1d and Graph 2-1c). Measures

"'As was ooled earler, Ihe Eb pedaI is heard in Ihe trumpelS (m.236) and is Iheu tnnsfemd ta !he
flUlllS, violin 2 and !he viola (m.237).

IGtAs was noted !he 01 pedaI is c:reated by Ihe oboe, Iimpani and violin 1 in mm.244-4S, and is Ihen
tnnsfemd ta !he viola ÙI mm.246-47.
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254-55 contain sliding fully diminished 7th chords which suspend Eb momentarily until

(25) (m.256) (see Figure 2-00 and Graph 2-1c). Eb (mm.256-59) is supported by an Eb

pedal in violin 2 and the viola and by the ostinati in the accompaniment, F (mm.263-64)

by diatonic harmonies of Ab, and FI (mm.271-74) by repetition in the accompaniment

and by an FI pedal. I1O

The pitches FI and Eb also function to outline the keys which begin and end IIi:

FI (20)-(32), the main key area, and Eb (33), the main key area of I1ii prepared at the

end of IIi. As will be seen, this same conglomeration organizes the key relationships in

I1ii.

2.2.2 Act 1, Scene 2

(1) Large-scale hannonic organlzation

(a) Main and secondary key areas, sequences, Eb-G altematloD, F-B motive, and

sllding Cully diminlshed 7th chords. I1ii can he considered on a larger scale as a

continuation of IIi because many of the key areas, recurrent motives, pitehes and other

characteristic features from IIi continue to piay a structural roie. The scene divides into

IWO main sections: (34)-(36) and (37)-(38). The prominent key of FI in IIi gives way ta

the keys of Eb and F, the primary key of I1ii. Now, the conglomeration Eb-F-F# is

lIl'I'he FI pedaI is crealed by the oboe and c\arinet (mm.271-72), and is lbell traDsferred to the viola
(mm.273-74).
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rearranged as F#-Eb-F and is enlarged to determine the succession of key areas; the scene

ends in F, an important tonal area in the opera.11I

Graph 2-2a provides an overview of the scene, which shows key areas as well as

some sequential passages, Eb-G altemations and F-B motives. In Graph 2-2a the pitches

are normalized so that Bb2, C3, Eb3 and F4 represent the pitches in the voice staff, while

Eb2, F2, Bb2 and C3 represent the pitehes in the key areas staff which indicate tonic and

dominant function. Square brackets indicate the Eb-G motive and its expansions, and

other third relations in Graph 2-2a and the graphs which ensue in Chapters 2 and 3.

Seene 2 opens with the husband singing onstage in the key of Eb. ll2 Measures 423-25,

at (34), prolong the dominant harmony of Eb, which "ho1ds" despite the tritone root

movements (see Figure 2-7a). Measures 426-29, at (35), adumbrate the key of Eb by a

descending 5-6 sequence (see Graph 2-2a); then a series of sliding diminished 7th chords

IIIBriaD A1epllt noticed how the conglomeration Eb-F·F# is rearranged ID determiDe the succession
of keys in I/ü.

I/vü, I/viü, llIü, II/iv hegin in the key of F, which is strongly estab\ished in the heginnings of
I/viü and Dliv. The final SCOlIes of bath acts, I/vüi and II/viü, strongly end in this by. FoUowing is a
listing of passages in F throughout the opera. I/ü and II/vü are nOI included in the list since the
occurrences of F in th... SCOlIes will he discussed shortly.
Pro1ollue: near (11), mm. 1IS·21 (this occurrence _ms ID he part of a larger sequence heginning on Bb
in m.107 ID Ab in m.1I3 ID F al (II) (m. 120) ID G at (12) (m. 129». IIv: near (50), mm.601~ (sequence
ofmodel in C tbat hegan al (49) (m.5SS». lin: near (57), mm.704-19: near (61), mm.738-47. llvü: near
(10), mm.SOS-IS. I/wiü: near (17), mm.86I-S7: (SI), mm.919-29: near (82), mm.94649 (sequence of
modeI in C tbat bepn al (82) (m.942»: (84), mm.956-67 (model for sequence on Eb tbat bepn al (85)
(m.974»: (90), mm. 1022-56 (beginning of (90) is a sequence of modeI in C tbat bepn al (S9) (m.l014».
Wd: (11), mm. 193-9S; near (1S), mm.202~; near (20), mm.229-40; near (23), mm.2S7-6S. DIiü to
W..: iü ends in ends in F, (21), mm.296-303; iv hegins in F, (2S), mm.304-21. W ..: (30), mm.332-40.
Dlvüi: (11)-(17), mm.70S-66 (end) (beginning of (13) (m.722) is a sequence of modeI in Eb lbat began '"
(69) (m.6SS».

""The heginning of this SCOlIe is marked by the husband's presence onstage as woU as a reduction from
a full orclIestra al the end of Iii ID the bassoons and string section al th. beginning of I/ü, the change of
tempo and meter from lriple al the end of Iii ID quadruple al the heginning of I/ü, and softer dynamic
markinp in bath the voice and orchestra.
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obscures the key area in mm.430-31. At (36) (mm.432-35) the key area of Eb is

articulated by an a1ternation of Eb minor and G7th added 13th chords, and by repetitions

of Eb in the voice (see Figure 2-7b and Graph 2-2a).113 A move away from Eb

immediately begins with the sequences in mm.436-38 that are based on the F·B motive

(see Graph 2-2a).u, The dominant harmonies of F (m.438 and m.442), the main key of

the second section, are linked by an ascending M2 sequence (mm.439-41) that begins on

Ab and ends on C (see Figure 2-7e and Graph 2-2a). This sequence is based on a ~-6

progression through the whole-tone scale; augmented triads occur in the right hand of the

piano aceompaniment and the ~-6 motion is implied in the left hand. In retrospect m.438

can aIso be heard as bii-V in F (see Figure 2-7e).

The tonie of F begins the second section at (37) (m.443), but it is weakened by

the F-B motive, i-#iv in F, and its sequential presentations on Ab and Gb (mm.445-46)

(see Figure 2-8a and Graph 2-2a).1I5 The key of F is hinted at in sequences that begin

"in" F# in m.234 and mm.25o-51 of IIi; it is tonicized more strongly in I/i in mm.339-

11311 secms bore lbal lbe roollllOvements of a lbird serve lO proJong a sonority by non-lOnaI colorislic
alleroation of sonorities. Thes< roollllOvements ofa tbird also fonn an ostinalO Eb-G, and prolong "i" in
a crucial structural area (sec Figure 2-7b and Gl'lIpb 2-2a).

"'As in Iii al l22), lbe appearance of lbe F-B motive occurs as part of a model-sequence prerelIlatioo.
but Ibis lime up a m2 from F lO FI. nol FI lO F. Here as al (22) lbe pilcb-<:oUcclions arc mosl1y octatonie:
mm.232-33(FI'<;-"Ab"-A-C-CI-Eh).mm.234-3S(F-FI·"G"-Ab-B-C-D#).mm.436-37(F-FI-"G"-Ab-A-B
CoD) and m.43S (FI·A-"Ab"·Bb-C-CI·E) (sec Figure 2-lc and 2-7c. respcctively).

"'Tbe second section of Ibis scenc is not onIy markcd by a chanp in kcys but aIso by a rcduclioa from
a fuU orchestra al lbe end of lbe first section lO lbc string section and timpani al lbc bcginning of lbc lICCODlI
section. a s10wer tempo and lbe appcarance of Thétèse's voicc. Again as in Iii key arcu. bcte Eh and F.
mark bcginnings of sections.

The pilcb-<:oUcctions in mm.443-46. arc octalOnic: mm.443-44 (F-FI-Ab-B-C-D#). m.44S (Ab-A
Cb-D-Eb-F) and m.446 (Gb-Bbb-C-Db-Eb-G) (sec Figure 2-8a).
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50, but yields to dominant harmony of F# via a harmonie side-step from a cadential ~

chord in F (m.346) to dominant harmony in F# (m.351). Measures 447-49 of I1ii seem

to function as a pre-dominant area of F, which contains a vii~/IY (m.447), the Tristan

chord (m.448) and an ltalian augmented-6th chord (m.449) (see Figure 2-8b).116 The

dominant ofF is reached at (38) (mm.45O-51) and cadences on 1(m.452) (see Figure 2-8c

and Graph 2-2a). The cadence incorporates the F-B motive which occurs in a diatonic

collection (mm.452-53) (see Figure 2-8c). Thus, F is the most strongly established key

area of IIi and I1ii because it achieves additional tonal c10sure by means of an imperfect

authentic cadence. The progression in m.459 seems to be another cadentiaI one, r -

y 7/IV _ IV6- y7, moving to a Y-I in mm.460-61. The F-B idea seems to retum in a

primarily octatonic collection (B-Eb-F-Ab-A-C-"Db") as the last (Wo chords ofthis scene

(mm.460-61). The chords in m!T1.452-53 and mm.460-61 reappear in II1vüi in mm.757

59, at (76), and in mm.765-66, as the last IWo chords of the opera.1I7

(b) Eb-F-F# conglomeration. Graph 2-2b shows how the referential pitehes Eb, F and

F# are worked into I/iL ln Graph 2-2b the pitches are normalized 50 that Eb3, F3 and

F#3 represent the pitches in the voice staff, while Eb3, F3 and F#3 represent the pitehes

in the accompaniment staff. Eb (m.426, m.432) - F (m.443) is expanded by F (m.436) -

F# (m.438) (sec Graph 2-2b). As in IIi these pitehes are supported by rcpctitions in the

'''The TristaD chen! is of some importance and will be discussed in Chapter 3.

n'Tbc pilcb-<:oUectiOllS in m.460 ofIrù (B-"Db'-Eb-Ab) and m.76S ofU/vü (B-e-"E'-F-A) differ, but
eKb is made of • mainly octaloIIic collection and botb of tbese chords "resolvc" with the bitone 1'001

_1 from B le F.
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voice, sequences, Eb-G alternations and F-B motives; occasionally they are disrupted by

sliding fully diminished 7th chords and other sequences. Ils Eb at (35) (m.426) is

suppci1ed by the beginning of the descending 5-6 sequence; the sliding diminished 7th

chords in mm.43D-31 weakens the key center until (36) (m.432) (see Graphs 2-2a and 2

2b). The main motives function to set up the other tonal regions: Eb (mm.432-35) is

announced and supported by the Eb-G motive, F (mm.436-37) and F# (m.438) by the F-B

motive and its sequential repetition (see Graph 2-2b). The Fin m.443 is also supported

by the F-B motive and is then solidified in the cadence in m.452 (see Graphs 2-2a and

2-2b, and Figure 2-8c).

Graph 2-2c shows how the conglomeration Eb-F-F# governs the principal key

areas from IIi and I1ii to I1iv. In Graph 2-2c the pitches are normalized so that Eb2, F2

and F#2 represent the pitches in the key areas staff. F# is the main key of IIi, but this

scene concludes in Eb to prepare for the beginning of I1ii. F is the primary key of I/ii

and Eb of I1iv. Eb, at the beginning of I1iv, is supported by slrong tonal progressions

which lead to an authentic cadence (m.477).

2.2.3 Act 2, Scene 7

(1) Large-scale harmonie organization

(a) Main and secondary key areas, smaU-scale sequences, Eb-G alternation, F-B

motive, and sliding CuUy diminished 7th c:bords. II/vii divides into thrce main

'"ID mosl of the measure citations the pitcbcs arc suppor1cd by rcpcIilioD iD the yoicc.
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sections: introduction, (43)-(44), and section l, (45)-(52); introduction, (53)-(55), and

section 2, (56)-(58); and introduction, (59)-(60), and section 3, (61)-(62). As in I/i and

I1ii the keys Eb, F# and now G mark the beginnings of sections, and are often

accompanied by rhythmica1, texturai and dynamic changes.

Graph 2-3a shows how the keys of Eb and G permeate section 1 and its

introduction. ln Graph 2-3a the pitehes are normalized 50 that Eb5 and G5 represent

out1ines of the Eb-G motive in the voice staff, while Eb2, F2, F#2, G2 and C#3 represent

the pitches in the key areas staff. 1I9 The Eb-G motive is now enlarged and determines

how the main key area of II/vii, Eb, is expanded by the key of G. The introduction

opens in G minor over a G pedal at (43) (m.4S6) and moves 10 predominant harmony of

Eb at (44) (m.460) (see Graph 2-3a). G minor is asserted by dominant harmony at the

end of II/vi (m.455), by repetitions of G in the voice, and by the pedal and the diatonic

harmonies that are heard over it (mm.456-59) (see Figure 2-9). Eb is established by the

progression jjel_V' (mm.460-6S) which prepares for the tonic harmony at the beginning

of section 1. Notice the appearance of the F-B motive as the pitehes F-Cb/B of the bass

line at (44) (mm.460-61) which support jjel and iie;.I20

Section 1has a ternary division: A (mm.466-73) - B(mm.474-S0S) - A' (mm.506-

ID). The A section begins with Thérèse singing an eight-measure phrase (mm.466-73)

"'Nolice lbal!he key areas G (m.469), F (m.494), FI (m.SOO) and G (m.S09) are lSSeI1ed by Cldeoces
but do not Ippeat as balf notes on !he pph because !hey do Dol bave as mucb struelUtal importance as
!he key areas Ibat are indicated by balf notes.

'"'The G pedaI (mm.4S6-S9) prolongs Ionie bannony and !he Bb pedaI (mm.462~S) prolongs dominant
harmooy (see Figure 2-9).
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which moves from Eb to G (mm.466-69), then to Eb and F# (mm.470-73) (see Figure

2-10 and Graph 2-3a).121 These keys are 50lidified by repetitions of tonic pitches in the

voice, functional harmonies and authcntic cadences (see Figure 2-10). The Gendarme

begins the B section with the same tonal elusiveness as mm.215-20 of IIi. It is difficult

te tell whether the key is F# or B in mm.474-75. While the root movements seem to

suggest F#, there are no E# pitehes anywhere, and although B is repeated in the voice,

a tonie B chord never appears (see Figure 2-11). In m.476 an ascending M2 sequence

begins with the model C#7 - F#7, 50 now mm.474-75 can be heard in retrospect as being

"around" F# (see Figure 2-11).122 50 mm.474-75 seem to be surrounded with "F#-ness"

by the cadence in F# (m.473) and by the C# major-minor 7th chord (m.476) (see Figures

2-10 and 2-11, and Graph 2-3a). This sequence leads to dominant and tonic harmony of

G in m.477 and m.478, respectively, where repetitions of G ii'l the voice and the Eb-G

motive are heard (see Figure 2-12). The Eb-G motive is presented in mm.478-79 as the

prolongation of tonie harmony of G harmony through a common-tone augmented-6th

chord on Eb (see Figure 2-12 ard Graph 2-3a). Measures 478-79 are then transposed a

M2 down, on F-Db, at (48) (mm.482-83) (see Graph 2-3a). This F-Db apl'earance can

al50 be considered as a variant of the F-B motive without a B in the bass.

"'The maIeriaI in FI (mm.472-73) is ID inexact sequeoce of tbat beard OD G (mm.468~9). Nolice tbat
the V'IbD (DA72) reminds the listcner oflhe impor1lDt key of G. Eb moves ID FI Allain al (50) (mm.49S
99).

10>Jbis is anaJOIlOUS ID !he bcginninll of IIi wbere mm.2IS-20 are ii:bOSjJeclively beard ·in· FI after
the appea..."œ of CIl harmony (m.223) (sec FillUn:s 2-la and 2-lb. respectively).
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The key of F, which gained prominence in lIii, is important in II/viii and appears

in II/vii as weil. It occurs at (48) (m.482) as part of the aforementioned sequence and

is then broken off by a brief passage in Ab (r::m.484-87) (see Graph 2-3a). There is a

strong cadential progression and cadence in F (mm.493-94) (see Figure 2-13 and see

Graph 2-3a). It is interesting to note that mm.490-92 undermine this cadence with the

harmonies V7/bII - bII of F, which emphasize Gb/FU instead (see Figure 2-13).123 The

key of FU returns in m.497 and there is an elided cadence at (SI) (m.500) (see Graph 2

3a). Measures 500-01 harmonica1ly resemble mm.474-75 (see Figure 2-11), but, because

of the elided cadence, now sound more strongly as if they were "in" FU. The key of Eb

returns at the end of the B section near (51) (mm.502-05) where the dominant is

prolonged by altered dominant chords and by a Bb pedal in the double bass (mm.504-o5)

(see Figure 2-14 and see Graph 2-3a). This prepares for the A' section at (52) (m.506),

a partial restatement of the opening eight-measure phrase, which moves from Eb ta G and

then back to Eb, and ends on a iif7 of Eb that leads :0 a Vb9 at the introduction to section

2, (53)-(55) (see Graph 2-3a and Figure 2-15).

Now the key of Eb virtually disappears for the rest of the scene while FU gains

prominence (see Graph 2-3a). The introduction ta section 2 begins in the key of Eb

(mm.51 1-18) which is asserted by diatonic progressions and repetitive Eb's in the voice

(see Figure 2-15); it concludes in the key of FU (mm.519-27) which is established by a

''''Tbe key of F is briefly hintlld al in mm.543-44. The F-B motive DOW OCCIIIS in m.543 and seems
10 he scquenced in m.54S. Compare m.543 10 m.482: DOW the aUilll"lltlld~th chord bas B in the boss and
po.-== pre-dominanl insIead of Ionie prolongational funetioD. Measures 543-44 ale aIso scquenced up
a m3 in mm.54S-46.
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cadential progression that leads to a V chord (m.522) (sec Graph 2_3a).120 The last

measure of the introduction to section 2 (m.527) contains a series of sliding fully

diminished 7th chords that prolong dominant harmony and lead to F# harmony and the

beginning of section 2 at (56) (m.528) (sec Figure 2-16 and Graph 2-3a). Me.;sures 530

31 contain the "original" Eb-G motive from IIi at (24) (mm.252-53) (sec Figures 2-16and

2-1d, respectively). The indication tempo exact du (41) refers to the beginning of II/vi,

and mm.528-29 and mm.530-31 are very similar to mm.434-36 and mm.438-39,

respectively (sec Figures 2-16 and 2-17). Measures 528-31 are also a transposition down

a M2 of mm.442-45: mm.442-43 are in Ab momentarily, which is an important

secondary key area of I/i, and are transposed down to F# in mm.528-29; and the F-B

motive in mm.444-45 is transposed down to the Eh-G alternation in mm.53O-31. ' :z.l The

ostinato figure F#-C#-F#-E#-D-C# (mm.528-29) prolongs F#, but this key is immediately

thwarted by the appearance of the Eb-G motive (mm.530-31) and by an ascending m3

sequence (m.534) (sec Figure 2-16 and Graph 2-3a). F# regains importance in section

3 and its introduction. 126 Throughout (59)-(61) (mm.553-74) the key of F# is asserted by

two dominant pedals in mm.556-59 and mm.563-74 (see Graph 2-3a). The pedal in

''"The introduction 10 section 2 (mm.511-18) is anaIogous 10 tbe introduction dlal began 1he 1ICeDe. The
indication très Ubrt!menl ""'ppears and Thérèse begins 10 sing the same words in a descending melodic line
accompanied by an arpcggia!ed piano. DOW prolonging dominanl hatmony of Eb inslead of IODÎc 1wmoDy
of G (see Figures 2-9 and 2-15). •

'''Notice tbal the melody in mm.528-29 is a P4lower!ban il would bave been in an exacllraDSpOSilion
dowD a M2 of mm.442-43.

'''FI becomes Gb al (61) (m.S63). The introduction 10 section 3 pataUds the beJinninJ of the
introduclÏODS 10 sections 1 and 2 (see Figures 2-18&, 2-9 and 2-15, respectively).~ is sinJÏDg a
desceDdiDJ line tbal begins in m.553 on a biJh pilch. an arpcggiated piano enlers SOOD afler prolonging the
dominanl arrivai of FI (m.555) and the indication très Ubrt!menl appears.
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mm.556-59 prolongs dominant harmony whereas the one in mm.563-74 is the basis for

the entire section (sec Graph 2-3a, and Figures 2-1Sa and 2-18b).127 So the dominant

arrivai ~mm.555-62) "resclves" to the dominant pedal (mm.563-74) whe.e appearances

of other diatonic harmonies, including tonic, and outlines of the tonic triad in the voice

appear (sec Figures 2-1Sa and 2-18b). The half cadence in m.570 simultaneously

suspends and emphasizes the peda1 note Db (sec Figure 2-18b). The end of this scene,

mm.584-601, near (62), contains an Ab pedal in the hrons and cello functioning as V of

Db, the dominant arrivai for Scene 8. 128

(b) Large-scale sequence. Before the beginning of the introduction to section 3 there

is a sequential pattern that first occurs in I/ii. Compare mm.439-41, near (37), from I1ü

with mm.549-52, at (58), from II/vii (sec Figures 2-7c and 2-19, respective1y). In bath

of these places there is an ascending M2 sequence, based on a ~-6 progression, that begins

on Ab and ends on C. These are the two instances in the opera where the husband

aggressively tries to attack Thérèse by throwing himself at her - without knowing !hat he

is actually attacking his wife. In I/ii he wants to kill an imposter who is disguised in

Thérèse's clothing. In Il/vii he attaeks the fortune-te1ler because she strangled the

Gendarme, who was previously fighting with her. Thérèse in these passages is not

l:>rbc double bass bolds the CIl pedal in mm.SS6-69; whercas the Db pedal in mm.S63-74 is distributed
belw.c the foUowine instruments: horns, violin 2 and viola (mm.S63-59); and bassooo, violin 2 and viola
(mm.S71-74)•

l"Here IS oear Ihe beeinDine of the secood main sectioo in IIi, Ab funclioos IS V of Db. NoIiœ that
the Ab pedal (mm.S84-601) is suspelldod in mm.S94-97 and resumes in m.S98.
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conforming to the traditional female role, the opera's main theme. In the first excerpt

the husband is threatened becauseThérèse is a "man;" she is seen as powerful, especially

physically. In the second passage, she is a fortune-teller who is also powerful an1

threatening because of the supposed powers that she possesses. Chapter 3 examines

musical representations of the text and plot in more detail.

(c) Eb-F-F# conglomeration. Graph 2-3b shows a linear ascent of the following

pitehes: G (m.456) - A (m.457) - B (m.458) - Cb (m.51 1) - C (m.555). In Graph 2-3b

the pitehes are normalized so that G2 and Bb2 represent the pitches in the "bass notes·

staff. This linear ascent to C in II/vii seems to replace the grouping of the referential

pitches Eb, F, and F# that were melodically present in IIi and I1ii (see Graphs 2- le and

2-2b, respectively). The G is supported by the octave outline l'rom G5 to G4 and by the

pedal in the piano (mm.456-59) (see Figure 2-9 and Graph 2-3b). The A and B occur

in the voice over the G pedal as passing note and chord tone, respectively (see Figure 2-9

and Graph 2-3b). The B is restated as Cb (m.51 1), outiined l'rom Cb5 to CM, but it does

not receive consonant support l'rom the Bb dominant harmony (mm.511-12); it can be

considered as an added flat 9th of this chord (see Figure 2-15 and Graph 2-3b). The C

in m.555 is consonant above the A minor triad in mm.553-54, but is then confronted by

dominant harmony of F# (see Figure 2-ISa and Graph 2-3b).

Graph 2-3c summarizes how the the referential pitehes Eb, F and F# and an

expansion of the Eb-G motive govern key successions in the scene. In Graph 2-Je the

pitehes are normalized so that Eb2, F2, F#2, G2 and C#3 represent the pitehes in the key
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areas staff. l29 Eb, the key-goal of II/vii which is expanded by G, begins IWo

conglomeration passages that move to F#:

G-Eb (mm.456-71) - F# (m,472) - G (m,478) - F (m,483, m,494) - Eb (m,495) - F#

(m.500) -

Eb-G (m.506-18) - F# (m.528, m.555 as VIF#) (see Graph 2-3c) .

'''Nolice lbal the ke)' .reas G (m.469). Fit (m.472). F (m.494). Fit (m.SOO) llIld G (m.S09) ote asserted
b)' eacIeoces bul do DOl .ppear as bal! DOles 00 the Kt"I'h heause the)' do Dol have as much stnIclUra!
importaoce as the ke)' ueas lbat ote iodicated b)' half DOles.
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CHAPTER 3: LEITMOTIVES AND FEMlNINITY

3.1 Introduction

This ehapter examines the musical representation ofThérèse'sgender/sexual shifts

through key areas, and salient motives, pitehes and ehords. Local events sueh as

Thérèse's vocal elimaxes on high C's (C6), the Tristan ehord and the "masculine"

rhythmie motive; and large-scale harmonie motions, sueh as movements ta and from the

key regions of F and F#, will be related to the plot. These significant features will be

traced in IIi, I1ü. II/vii and throughout the opera. The local events can be regarded as

leitmotives in the traditional sense, that is, coherent musical ideas that are elearly defined

50 as to retain their identity if modified on subsequent appearances;130 whereas the large-

scaJe harmonie mutions seem to funetion as large-scale leitmotives. Selected musical

examples are provided to show how these events appear individually and collectively in

the composition's motivie and harmonie framework. The piano-vocal score of Il/viii has

been provided, in Volume 2, should the reader wish to examine the scene in full.

3.2 Leitmotives and Femininity

3.2.1 Local events

(1) Thérèse's high C. The elimax of Thérèse's vocalline occurs on a high C (C6) in

IIi, I1ü and Il/vii. 131 In I/i this piteh appears where Thérèse's masculinity manifests

""They repteSeIIt or symbolize a persan, object, place, idea or stale of mind, for example, iD a
dramatic worlc. 1h~ N/!W Gro~ Dietionary of Music: and Musicians, 6th ed., s.v. ·leitmotif.·

"'The hi&h C's in IIi, I/ü and n/vü are the ooly appearances of this piteb in the opera. ID I/v, Deal'

(53) (m.632), Thérèse sings a higb D (06). This is the only lime tbat sbe siDgs a piteb higber !ban C6;
but !bis D6 does not bave mucb structural weigbt because it ooIy ocxurs 0DCe with a short durational value,
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itself. ll2 She begins her genderlsexual transformation before the beginning of the second

main section, near (27), where she sprouts a beard (m.276) and her breasts detach

themselves (m.278) and tly out of her open blouse (m.279) (see Graph 3-la). In Graph

3-1a the pitches are normalized 50 that F#2, G2, Ab2, Bb2, Db3 and D3 represent the

pitches in the key areas staff. The high C in m.279 is supported by the dominant

harmony of Db; it is embellished by a series of sliding fully diminished 7th chords (see

Figure 3-1a and Graph 3_1a).lll Thus, it is the leading tone of the new key, an active and

unstable tone, eventually resolving to Db5 in the voice in m.289 (see Graph 3-1a). The

pitch recurs near (32) (m.372), immediately after her moustache app=s (completing her

genderlsexual change) while she states that she looks like a field of wheat that is waiting

for the harvesting machine (see Figure 3-lb and Graph 3-1a). Bere, C6 is supported by

a Tristan chord on D that yields to dominant harmony of F# in m.374 (see Figure 3-1b

and Graph 3-1a).Il4 C is made more unstable now, as it is not part of the dominant

harmony of F# that is prolonged during this passage. C in the voice gives way to Bb -

the 13th of a V of F# (m.374); the D resolves to Db/C# in the accompaniment (m.374)

(see Figure 3-1b and Graph 3-1a). The rhythmic approach to these notes in m.279 and

an ei&hth-DOle, and is part of an arpeggiatiOD and oclave outliDe from OS 10 06.

'3:RocalJ that iD the fint section of IIi, Thérèse doleides thal sile is a feminist and thal sile will DO 10Dger
recol:JÛZe the authority of men or maiDtian the role as wife and baby-producer. 5he begiDs 10 grow a beard
before the beJiDDiDJ of the secoDd sectiOD, where sile lets her breasts f1y away and completes her sel[

cban&e by e.plodiDg ber breasts with a Iighter and hookiDg OD a beard and a moustache. In the third and
\asl section Thérèse dole""'" thal sile is more virile th&D her hushaDd.

'!>The key of Ob is reached al (28), the begiDDing of the second maiD section•

''"The key of FI is reached al (32), the begiDDiDJ of the third maiD sectiOD.
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m.372 is the same: C6 is heard on the first beat of the measure and i~ approaehed from

an octave below (see Figures 3-la and 3-lb, and Graph 3-la).

C6 ends IIi near (34) (mmAI5-19), afterThérèse states that she is more virile than

her husband and just before she runs to look at herself as a man in the mirror. It is heard

again on the frrst beat of the measure, but is approaehed from a 7th below; it is then

destabilized by alternating harmonies on Bb and G, an expansion of the Eb-G motive, that

prolong dominant harmony of Eb (see Figure 3-1e and Graph 3-1a). 50 C6 receives less

support than it did in the previous examples. This unstable tone is the 9th of a Bb

dominant 7th ehord that resolves to Bb in the husband's voice, al50 supported by Bb

dominant harmony, at the beginning of I1ii at (34) (m.423) (see Graph 3_1a).13S

Thérèse's voice elimaxes on a high C at the end of the !/ii near (38) (mmA55-58),

after the authentie cadence in F (mA52), where she declares that her new name is

Tirésias (see Figure 3-2 and Graph 3-1b).I36 In Graph 3-1b the pitehes are normalized

50 that F2. C3 and E3 represent the pitehes in the key areas staff. The high C now

implies the dominant of the key of F, and thus resumes the stability it was afforded in IIi

(see Figure 3-2). The high C is the impetus for the final cadence in F in mA60 (see

Graph 3-1b). Again, as was the case in IIi, mm.278-79 and mm.371-72. the high C is

heard on the first beat of the measure and is approaehed from an octave below (see

Figure 3-2 and Graph 3-1b).

'''Tome banDony of Eb is board shortly afier the beginning of I!ü, al (3S) (sec Grapb 3-la).

"'RecaU thal in Ibe first section of I/ü Ibe husband franticaUy looks for Thl!tèse. ID Ibe secoad and
Iast section she reveals berself 10 ber bewildered husband as a man, and announces ber name 10 be Tmias.
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In II/vii near (60) (m.555), Thérèse's vocal line c!imaxes on a high CY7

However, this pitch signais the point at which Thérèse's femininity manifests itse!fagain;

she rids herse!f of her disguise as a fortune-teller and then revea1s herse!f to her husband,

as woman and wife, in an e!egant evening gown (see Figure 3-3 and Graph 3-lc). In

Graph 3-Ic the pitches are normalized 50 that F#2, G2, Bb2 and C#3 represent the

pitehes in the bass notes staff. This pitch again occurs on the first beat of the measure

and is approached from be!ow by an arpeggiated A minor triad (see Figure 3-3 and Graph

3-Ic). There are no other instruments 50unding when this pitch is heard, sa this piteh

seems to be a chord tone belonging to the A minor triad that is arpeggiated in Thérèse's

vocalline in mm.553-55; however, it is immediately "confronted" by the dominant arrivai

ofF# (see Figure 3-3 and Graph 3-lc).138 Unlike IIi and I1ii, this pitch does not appear

"out of thin air" but is approached on the !arge-sca1e by a strong linear ascent discussed

in Chapter 2: G (m.456) - A (m.457) - B (m.458) - Cb (m.511) - C (m.555) (see Graph

3-lc).

In summary, C's stability seems to be reinforced in its first occurrence in each

scene. In I/i it appears in m.279 as an active chord tone, the third of V of Db (see

Figure 3-la). It then becomes more unstab!e with subsequent appearances in this scene.

"'Recall that in the first section offi/vü Thérèse, absent since I/vi, appears diseuised as a fortulle-leller
and 8IIJlounces that she bas good news to tell. In the second section she prediCls that thase who mate
babies will become very ricb and those wbo do not will die in a borrible way. In the third and Iast sectiOD
she reveals berself to ber busbaod. as Tb<!rese, in an elegant eveniDg gowo and welcomes him back into
ber life.

IllAs noled in Chaptcr 2, Ibis dominant arrivai DeVet resolves to tonic barmony; iDstead it "resolves"
to a dominant pedaI in nun.s63-74 OVet wbicb dialOnic barmonies, includiDg lODic. of GblFI are beard.
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ln m.372 it is the "7th" of a Tristan chord built on D, but is not part of V of F# that is

prolonged during this passage (see Figure 3-lb). ln mmA15-19 it is heard over

altematir.g harmonies on Bb and G and is the 9th of a Bb dominant 7th chord (see Figure

3-lc). In I1ii it regains its stability in mmA55-58, where it implies the dominant of F and

ushers in the final cadence in F (mA60) (see Figure 3-2). The last appearance of C

occurrs in IIlvii in m.555 where it unfolds from an A minor triad; although it is

immediately confronted by V of F#, it is approached and prepared by a strong Iinear

ascent (see Figure 3-3).

(2) Tristan chord. The Tristan chord, another recurring element, signais Thérèse's loss

of "womanhood" in IIi, I1ii and II/vii; it aise suggests masculine references in other

scenes. It occurs just before the appearance of the first high C in IIi near (27) (mm.275

77), built on F#, where Thérèse states that her beard is growing (see Figure 3-4 and

Graph 3-la). This chord, F#-A-C-E, seems to function as an altered pre-dominant

harmony of Db, respelled as Gb-Bbb-Dbb-Fb, which resolves ta dominant harmony in

rn.279 (see Figure 3-4 and Grclph 3-la). Immediately after Thérèse moustache

materialises (m.370) the Tristan chord reappears on D as she sings a high C (m.372) (see

Figure 3-lb and Graph 3-la). As noted earlier, this chord resolves to dominant harmony

of F# in m.374 (see Figure 3-lb and Graph 3-la). A Tristan chord built on E occurs in

IIii near (38) (m.448), where Thérèse states that she is no longer a woman (see Figure

3-5 and Graph 3-lb). This vii07 of Fis part of the pre-dominant passage of mm.447-49

that leads ta dominant harmony of F (mm.45D-51) and ta a cadence on 1 (m.452) (see
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Figure 3-5 and Graph 3-lb). Il occurs for the last time in II/vii near (59) (m.552) at the

end of the ascending M2 sequence where the husband attacks Thérèse (see Figure 3-6 and

Graph 3-lc). The chvrd, built on FU, occurs shortly before Thérèse's high C (m.555);

it is missing the pitch A, which is supplied by Thérèse immediately after the chord stops

sounding, in m.553, just as she reveals her true identity to her husband (see Figure 3-6

and Graph 3-lc).

The Tristan chord first occurrs in the Prologue near (15) (m.16I), on FU (see

Figure 3-7). Here the text makes reference to God, which might be interpreted as a

masculine connotation. The chord is part of another pre-dominant passage that also

includes vii071V (m. 162), which leads to V(864)-(853) - i (mm. 163-65) of A (see Figure

3-7). At the end of IIiv, near (47) (m.550), a Tristan chord appears as part of the

dominant of C, F-B-Eb-Ab over a G bas~ (see Figure 3_8a).139 This chord is heard while

the card players Presto and Lacouf prepare to aim (wo huge revolvers at each other.

They shoot each other dead when the tonie of C arrives at the beginning of IIv, at (47)

(m.552) (see Figure 3-8a). Thérèse, freshly shaven and dressed in an elegant smoking

jacket, continues to prolong tonie harmony, near (47) (m.556), while she states that she

has conquered liberty at last (see Figure 3-8b). ln l/v near (54) (m.672), a Tristan chord

appears as part of the dominant of G, C-FU-Bb-Eb over a D bass (see Figure 3-9). This

chord resolves to tonie harmony of G in m.673 as Thérèse promenades calmly and states

'''A1lbougb mm.SSo-SI migbt sound as lbougb lbey ooly form a V'" added flat-l3lb chord, Poulenc
ICCCIltuates the Tristan chord by sustaining lbe roct of lbe V chord, lbe lowest G in lbe double bass, for
onIy ODe mcarure (m.S50); and by sounding !he Tristan chord in violins 1 and 2, lbe viola and lbe cello
on beat2 of m.550, and lben in "inversion" 00 beatl of m.551 (in lbe full score a B3 appears in lbe cello
in m.55! ta complete lbe Tristan chord).
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her newly acquired "masculine" priveleges: "Maintenant à moi l'univers, à moi les

femmes. l'administration..." (see Figure 3-9).

In II/iv at (32) (m.359) the chord, built on FU, is heard in "incorrect" spacing as

the journalist-son announces a marriage between two women, the Princesse de Bergame

and a woman she met in the metro (see Figure 3-10). The authentic cadence in Gb

(mm.357-5S), where the father was singing, is abruptly followed by the Tristan chord

which could function as a pre-dominant, iim, of E; so a V of E would be expected to

follow (see Figure 3-10). Instead, dominant harmony of Eb appears at (33) (m.364) as

the father begins to state that he wants news about his friends and not about people that

he does not know (see Figure 3-10). So the Tristan chord and the son interrupt the

father. The interperetation of the text in mm.35S-63 seems to suggest that the act of

marriage, which should eventually lead to the production of babies, has been

"deconventionalized" by having the traditional masculine element, the groom, removed

and replaced by a woman. The 1ast Tristan chord occurs in II/v near (3S) (mm.417-19),

over an F bass, after the son has just left and the disappointed husband ~tates that he does

not want useless mouths (see Figure 3-11). The chord does not seem to relate tonally to

the passage that precedes it (mm.413-16), which is mostly octatonic around G, or to the

passage that follows (mm.42G-23), which seems to be in E phrygian.

(3) "Masculine" rhythmic motive. Another motive that has masculine connotations

occurs in IIi near (24) (mm.244-45), where it begins on GU, and at (26) (mm.271-72),
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on FU (see Figures 3-12a and 3_12b).140 The husband's voice is heard for the first time

in these passages, although he is not physically present on stage. The sudden change of

dynamics to f, ff and jJJ, the pulsating rhythmic :;,ttacks and the more disjunct nature of

the melodic line emphasize these pitches and accentuate the husband'~ command to

Thérèse, "Donnez moi du lard je te dis." Near (24) Thérèse throws her broom in the

wings, and at (26) she outlines a dance step as protests to his demand (see Figures 3-113

and 3-12b, respectively). This motive, without text, also occurs near (31) (mm.363-64),

while Thérèse runs and looks at herself in the mirror (mm.363-64) - immediately after

she explodes her breasts (m.362) and just before she grows a moustache (m.370) (see

Figures 3-12c and 3-12d). This time the motive is on a CU!hat prolongs the dominant

of FU (see Figure 3-12c).141 Before the appearance of her moustache and the Tristan

chord in mm.37D-n, Thérèse hooks on a false beard while the series of sliding fully

diminished 7th chords (mm.369-70), which have the same accented rhythmic attacks,

dynamics (ff in orchestra), and Feroce indication as the previous masculine rhythmic

motives, are heard (see Figure 3-12d). Thus, in mm.369-70 two recurrent motives, the

sliding fullY diminished 7th chords and the masculine rhythmic motive, are heard in

conjunction while the dominant of FU is prolonged (see Figure 3-12d).

""ln IIi Ibe pilCh of G# seems 10 bave sorne masculine referonce in Thérèse's vocal line where sbe sings
Ihe word homme and homm~s in m.222 and m.228, respeclively.

"'The occurrences oear (24) and al (31) are oclalooic, (G#-A-BN-D-D#} and (CN-D-E-E#-G-GN-B),
respeclively (see Figures 3-12a and 3·12c). The ooe al (26) implics an oclalooic scate (FN-G-e·"D") (sec
Figure 3·12b).
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This "masculine" rhythmic motive also occurs in the following scenes, primarily

set to the octatonic collection {C#-D-E-E#-G-G#-A#-B}, where male characters voice

there love, disappointment and anger. In IIvi at (68), the Genddl'me dec1ares his love for

the husband-in-a-dress and his desire to marry "him" after a series offully diminished 7th

chords (mm.792-96) (see Figure 3-13). In IIlv near (38) (mm.414-17), the husband

voices his disappointment and his desire to disinherit his recently departed journalist-5On

(see Figure 3-14a). Here the motive is heard twice and appears before the Tristan chord

in m.417. In IIlv at (40) (mm.432-33), the husband bumps into the Gendarme while the

motive is being heard (sec Figure 3-14b). The agitated Gendarme then announces, in

II/vi near (42) (mm.446-47), that the population of zanzibar will starve to death because

of the surplus of new mouths that need to be fed (see Figure 3-15). This occurrence

recalls the previous one (mm.432-33) and the one in IIi at (31) (mm.363-64), but its

rhythmic values consists only ofeighth-notes (see Figures 3-14b and 3-12c, respectively).

3.2.2 Large-scale harmonie motions

(1) Movements to F#. Movements toward the key region of F# in IIi seem to signify

Thérèse's emerging maleness. IIi begins at (20) in the region of F#, where Thérèse states

that she will not do what her husband wants and Ùlat she is a femin;st (mm.215-20) (see

Figure 2-la and Graph 3-13). In Graph 3-2a the pitches are normalized 50 that F#2 and

C#3/Db3 represent the pitches in the key areas staff. In mm.232-33. at (22), she

announces that she wants to he a 5Oldier; in mm.248-49. at (24), she calls her husband

an imbecile and then says she wants to be an artist, deputy, lawyer. senator, minister and
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president (sec Figures 2-lc and 2-ld, and Graph 3-2a). Notice that the passages at (22)

and (24) are based on the F-B motive (see Figures 2-lc and 2-ld). In mm.260-61, near

(25), Thérèse states, over a sequential repetition on a dominant pedai of F#, that making

children and working in the kitchen is too much (see Figure 3-100 and Graph 3-13). In

mm.271-72, at (26), the husband orders Thérèse to give him meat while the masculine

rhythmic motive is heard on F#, and shortly after, near (27) (m.276), her beard begins

to grow over the Tristan chord built on F# (sec Figure 3-16b and Graph 3-13).

The second main section begins in Db, the dominant key region of F#, at (28)

(m.285). At the beginning ofthis section Thérèse sings about her breasts flying away and

states that they are birds of woman Os weakness (sec Graph 3-2a). During the lengthy

dominant arrivai of F# in :nm.351-78, near (30) to (32), Thérèse°s genderlsex change is

completed, when her breasts explode (m.362) and her moustache appears (m.370) (sec

Graph 3-2a). During this dominant prolongation the masculine rhythmic motive

(mm.363-64 and mm.369-70, sec Figures 3-12c and 3-12d, respectively), the high C

(m.372, sec Figure 3-12d) and the Tristan chord (m.372, sec Figure 3-12d) are aI50

heard. Thérèse states that she feels virile in mm.379-94, at the precise arrivai of the

tonie of F# at (32) (sec Figure 3-16c and Graph 3-13).

(2) Movements from Eb to F. ln l/ii the movement to the key of F seems 10 he a

move to another masculine "region." The first haif of the scene, (34)-(37) (mm.423-42),

is mostly in the key of Eb (see Graph 3-2b). In Graph 3-2b the pitehes are normalized

50 that Eb2, F2, Bb2 and C3 represent the pitches in the key areas staff. At (34) the
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husband demands meat once again; at (35) he immediately realizes that he is not speaking

to his wife, though he is mistaken; at (36) he begins to frantica11y search for her; andjust

before (37) he tries to k.ill what he thinks is an imposter disguised in Thérèse's clothing

white dominant harmony of F is expressed (see Graph 3-2b). A tonie of F and the F-S

motive are heard at (37) (m.443), where Thérèse states that she is no longer his wife (see

Figure 3-17a and Graph 3-2b). After an authentic cadence in F (m.452) which

incorporates the F-S motive, she declares white singing a high C that her new name is

Tirésias (see Figure 3-17b and Graph 3-2b).

The conglomeration Eb-F-F#, discussed in Chapter 2, is rearranged as F#-Eb-F

to organize the large-sca\e key relationships in IIi and I/ii. The following plot events

occur as the principal keys are being defined: F#, the principal key of IIi, is established

white Thérèse goes through her sex/gender change; IIi ends in the key region of Eb to

prepare for the first half of I/ii where the husband appears onstage, demands meat from

Thérèse, frantica1ly looks for and then tries to k.ill her; and F appears as the principal key

of I/ii when Thérèse revea\s herst:lf to her husband as a man (see Graph 3-2c). In Graph

3-2c the pitches are normalized 50 that Eb2, F2 and F#2 represent the pitches in the key

areas staff. There are other passages in the opera where F# and Eb appear as

re1ationships between chords or keys [nd where the family seems ta be the subject matter

of t!!:: text. In the Prologue at (5) (mm.4D-47) there is a series of altemating open fifth

5Onorities on F# and Eb (see Figure 3-18). Here the theater manager states that the play

is about chitdren in the famity, a domestic subject (see Figure 3-1 !l). The juxtaposition

of these !WO pitehes, F# and Eb, is presented in I/iv, (40)-(42) and (44)-(45), as an
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altemation between the keys of Eb and Gb. Here the two drunk card playe.-s "struggle"

by arguing amiably. This struggle might be interpreted as a reflection of what Apollinaire

believes to be the ridiculous battle that feminist women create.

(3) Movements to and from F#. ln Il/vii movements to F# seem to represent children

and family issues in the text. ln mm.519-29, near (54) to (56), the key of F# is asserted

quite strongly. Here, Thérèse declares that those who make babies will receive the fields

and fruits of the earth and will become very rich (see Graph 3-2d). ln Graph 3-2d the

pitches are normalized 50 that F#2 and C#3/Db3 represent the pitehes in the key areas

staff. Just before the dominant arrivai of F# in mm.555-62, near (60), Thérèse reveals

herself to her husband, as woman and wife, in an elegant evening gown (mm.5S3-SS) (see

Figure 3-3 and Graph 3_2d).'42 lmmediately following in mm.563-74, at (61), the key

of Gb/F# is established over a dominant pedal, as Thérèse welcomes her husband back

into her life (see Figure 2-18b and Graph 3_2d).'43 The end of n/vii, mm.S 19-29 and

mm.SSS-74, is similar to the end of IIi, near (30) to (32), where the key of F# was al50

strongly prepared and asserted.

At the end of Il/vii a move away from F# througb an ascending progression of

fifths eventually leads to the key of F in lIlviii through a "mirror" progression of

descending fifths, while the husband and wife express their love for each other and urge

ICAs Doted th. TrÎsIaD chord and th. bigh C also appcar wbil. sb. is disrobiDg iD m.SS2 and m.SSS
(.... Fiewes 2-19 and 3-3, rcspc:c:livcly).

10..... was DOted iD beforc. th. Db pedaI iD mm.S63-74 is distributed betwecD the foUowiDg ÏIISlrUmcDlS:

borDs. violiD 2 and viola (mm.S63.(j9); and .4SSOOIl, violiD 2 and viola (mm.S11-74).
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the audience to make babies (see Graph 3_3a).I44 In Graph 3-3a the pitches are

normalized 50 that Eb2, F2, F#2, G2, Ab2, A2, C3 and C#3/Db3 represent the pitches

in the key areas staff. The graduai move from F# to F, might be associated with a move

away from "out of placeness," that is woman/Thérèse as fortune-teller or "non-wife," and

back to "reality," to woman/Thérèse as wife. F# (mm.5l9-29) moves to V/F# (CI/Db,

mm.55S-74), which is unre5Olved; then to V/V/F# (Ab, mm.5S4-60I), and to '1/V/V/F#

(Eb, mm.602-21). It is as if Poulenc is "backing out" of F# via extended pedal points.

Once he reaches Eb, he be!;ins the drive to F by moving through a mirror progression

of fifths from VIV/VIV/F (A, mm.626-33) to V/VIV/F (0, mm.634-41) ta VIV/F (G,

mm.646-57) and to VIF (C, mm.65S-72 and mm.70S-11), which finally re50lves to F

(mm.712-end). In summary the ascending progression of fifths away from F# is:

F#(mm.519-29) -> CI/Db (mm j55-74) --> Ab (mm.584-601) --> Eh (mm.602-21);

and the mirror progression of descending fifths back to Fis:

A (mm.626-33) --> D (mm.634-4I) --> G (mm.646-57) --> C (mm.65S-72) - C

(mm.70S-11) -> F (mm.712~'d) (see Graph 3-3a and annotated pages, at the end of

TI/vii and throughout II/viii, of the piano-vocal score in Volume 2).14S

"'Briaa Alegant Doticed that lbe move from Fil le F occurs lbrough an asceodine and lben descendine
progressiOD of fifths.

Notice that lbe key areas Eb (m.467). 0 (m.469). Eb (m.472), Eb (m.S07) and 0 (m.S09) are
asser1ed by c.deoces but do Dot appear as half DOles 00 lbe g. 'Pl: becau.<e lbey do Dol have as mucb
structural importance as lbe key of F that is indicated by half Dole.

"'Tbe "mïddle" DOles are most1y dominant pedaJs: CllDb (mm.SSS-74. VIFII) - Ab (mm.S~I.
VlDb) - Eb(mm.602-2S. VN-V-I in Db) - A (mm.626-33. VIO) - D (mm.63441. V/O) -0 (mm.646-S6.
VIC) - C (mm.6SS-72 and mm.70S-1 1. VIF).
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An expansion of the Eb-F-FU conglomeration rearranged as Eb-FU-Eb-F, and the

Eb-G motive expressed as Eb-G, G-Eb, Eb-C and C-Eb, enlarge and embeIIish the

progression from the beginning of II/vii to the end of II/viii:

Eb-G (mm.456-5111) - F# (mm.Sl9-29) - CU/Db (mm.555-74) - Ab (mm.584-601) - Eb

C (mm.602-25) - A (mm.626-33) - D (mm.634-41) - Eb-G (mm.643-56) - C (mm.658

72) - G-Eb (mm.673-707) - C (mm.708-1 1) - F (mm.712-end) (see Graph 3-3a).

There is a parallel large-sca1e descending fifth progression from and 10 FU in IIi,

embedded in the conglomeration FU-Eb-F that outlines main keys in I/i and I1ii, discussed

in Chapter 2:

F# (mm.215-49) - Eb (mm.256-59) - Ab (mm.279-84) - Db (mm.285-304) - CU

(mm.351-78) - F# (mm.379-92) - Eb (mm.399-435) - F (mm.442-61) (see Graph 3-

3b).'0I> In Graph 3-3b the pitches are normalized 50 that Eb2, F2, F#2, Ab2, and

C#3/Db3 represent the pitehes in the key areas staff. In IIi and I/ii the move from FU

10 F might be as:;ociated with a move from "reaIity," that is, woman/Thérèse as wife

becoming a feminist, to "out of placeness," that is, woman/Thérèse as a feminist

becoming a man. Whereas in II/vii and II/viii the move from FU to F is reversed or

"fixed," as F to FU, and it represents a move from "out of placeness," non-wife," 10

"rea1ity," wife.

There is a parallel move from F to FU in the Prologue, expressed as D minor 10

FU; and from the Prologue to IIi, expressed as D minor 10 FU (see Graph 3-3c). In

'''Asain many of the 'middle" noles are mostIy dominant pedals: Eb (mm.2S6-S9, V/Ab) - Ab
(mm.279-84, V!Db) - Db (mm.28S-304. key of Db which tan he inletpretec! on the Jarse-scale as VIFlf) 
Cil (mm.3S1-78. VIFIf).
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Graph 3-3c the pitches are normalized 50 that Eb2, F#2 and 03 represent the pitches in

the key areas staff. Measures 1-39 are in 0 minor, with a 0 Phrygian "coloration" in

mm.24-27, and move to a1ternating open fifth "chords" on F# and Eb in mm.40-47 (see

Figure 3-18 and Graph 3-3c). The Theater Manager's first words which are said in

mm.29-39 in 0 minor, express that the opera's aim is to reform the audience's way of

life (see Graph 3-3c). He then continues in mm.40-47, his first move away from 0

minor through F# to Eb chords, and states that the subject matter is about family and

children, a domestic subject (see Graph 3-3c and Figure 3-18). A strong move back to

o minor takes place at the end of Prologue, at (17), where the Theater Manager's final

words urge the audience once again to make babies (see Graph 3-3c). IIi begins in F#

as Thérèse decides that she is a feminist and that she will no longer recognize the

authority of men or maintain the role as wife and baby producer (see Graph 3-3c and

Figure 2-1a). Overall, FasO minor can be understood as the key of the opera that

expresses the "conventional" way of life while the move to F# raises issues about non

conventionality and feminism, and how it affects issues related 10 family and children.

(4) Key relationsbips of entire opera. Ultimately, the opera is framed by three

statements of the primary key F at the beginning, middle and end of the opera: Prologue,

I1viii and Wviii, respectively (see Graph 3-4).147 In Graph 3-4 the pitehes are normalized

50 that Eb2, F#2, G2, C3 and C#3 represent the pitehes in the key areas staff. F and 0

l''F is cxpressed as 0 minor in lb. Prologue.
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are the only keys indicated by half notes because of the stronger weight that they possess.

The text summary of all three scenes are c10sely related. In the Prologue the Theater

Manager urges the audience to make babies; in IIviii the newspaper vendor, the people

of Zanzibar, the gendarme and the husband reassure the public that they need not weep

anymore and simply await the birth of babies barn without the help of a wife; in II/viii

Thérèse and her husband express their love for each other and urge the audience, along

with the :;>eople of Zanzibar, the newspaper vendor and the gendarme, to make babies

(see Graph 3-4). These keys are pillars that are embellished by main key areas and

strong dominant harmonies in the other scenes of the opera which outline the notes from

the Eb-F-F# conglomeration and the expanded Eb-G motive, expressed as Eo-G, G-Eb

and Eb-C (see Graph 3-4). The succession of keys and harmonies proceeds as follows.

D (Prologue) - F#-Eb (IIi) - Eb-F (i/ii) - Eb-V/C (I/iv) - C-G (I/v) - Eb-V/F

(I/vi) - F (I/vii) -

F (IIviii) - Eb-V/C (Entr'acte) - C (lI/i) - F (II/ii) - VIF (II/iii) - F-Eb (II/iv) 

G-V/F# (llIv) - F# (II/vi) - G-Eb-V/F# (II/vii) -

F (II1vüi) (see Graph 3-4).
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CONCLUSION

This thesis illustrates sorne of the ways in which Poulenc achieves large-scale

harmonic organization in Les mamelles de Tirésias. It highlights and examines a number

of harmonic and motivic events and then relates them to the plot and text of IIi. llii and

II/vii, and, when pertinent, to other scenes in the <.lpera. This conclusion tics together the

observations made in Chapters l, 2 and 3, and makes sorne general remarks about

Poulenc's harmonic language.

Few studies fecus on isolated elements of Poulenc's musical idiom and attempt to

Iink these elements to large-scale organization. Chapter 1 makes the following

observations about Bobbitt's and Werner's dissertations. Bobbitt's work seems to disclose

surface harmonic motion. but proves to be more useful once his analytical approach is

expanded. whereas Werner provides more analytical tools and more accessible labeling

schemes. Werner's method of examining Poulenc's works in terms of the Il categories

proves to say more about the organizational aspects of Poulenc's harmonic style and the

underlying compositional structures. Although both authors supply descriptive

information about the music, Werner relates these surface events to their role in

strueturing and organizing the passage or work under examination. Thus, a different

analytical strategy is invoked in Chapters 2 and 3 of this thesis.

Chapter 2 examines key scenes in terms of plot development. The scenes are

chosen because they are representative or ~he musical language employed throughout the

opera and because they show how Poulenc achieves unity with large-scale key

relationships revolving around the pitches belonging to the structural conglomeration
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involving F#, F and Eb; recurrent salient motives such as the Eb-G alternation, which is

enlarged at times and expresses key relationships, the F-B motive and sliding fully

diminished 7th chords; r~urrent sequential patterns such as the one in I/ü, near (37), and

II/vii, at (58), discussed in Chapter 2, and the ones that sequence the tritone root

movements based on the F-B motive. Chapter 2 also shows how Poulenc uses certain

compositional techniques that often obscure established or partly established key ccnters.

These techniques include sorne of the unifying elements listed above: the F-B motive and

its sequential presentations, the Eb-G alternation and sliding fully diminished 7th chords,

and other techniques such as the absence of dominant harmonies and cadences, foreign

harmonies introduced while the key center is being established, chromatic figures in the

voice or accompaniment, sequences, sudden modulations via harmonic side-stepping and

octatonic collections.

Chapter 3 extends Werner's and Bobbiu's approach to show how local events and

large-scale harmonic motions are related to plot development. The local events consist

of the high C, the Tristan chord, the masculine rhythmic motive and the sequential pattern

in I/ii and II/vii; the large-scale harmonic motions include movements to and from the key

regions of F and F#, using ascending and descending fifth motion and expansions of the

Eb-f-F# conglomeration and the Eb-G motive. These local and large-scale events take

on the role ofleitmotives that underscore the drama - the loss and restoration ofThérèse1S

womanhood. The high C, the Tristan chord, the masculine rhythmic motive and the

sequential pattern in I1ii and II/vii can be thought of as "traditional" leitmotives. The

principal key areas and their relationships function as large-scale leitmotives that represent
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moves from femininity/conformity to masculinity/non-conformity (expressed in IIi and I/ii

as the move from FU to F), and back to femininity/conformity in Thérèse (expressed in

II/vii and II/viii as a move from FU back to F).

Admittedly, this study addresses only a handful offeatures in a portion of this vast

and rich opera. Nevertheless, il demonstrates that the opera is unified at various levels.

The opera's tight organization exhibits skil1ful1 merging ofdramatic events, the plot, with

musical leitmotives. The issues raised in this thesis, such as the uses of certain

compositional techniques, the ways in which the plot/text in general are musically

represented and the ways in which gender characteristics in particular are musically

represented, might be used for further investigation of other works by Poulenc to see if

they are crafted in a similar manner.
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ABSmAcr

The opéra houffe Les maml'!les de Tirésias (1944) by Francis Poulenc (1899-1963)

stands at the crossroad between the composer' s formative and mature works. The opera

exhibits a number of harmonic features characteristic of Poulenc's eelectic, idiosyncratic

style. There are very few analytical investigations ofPoulenc's œuvre and only a handful

of works that deal even remotely with Les mconel/es de Tirésias. This thesis attcmpts to

redress the lack of attention given this work in particular and Poulenc's output in general.

The tl'lesis consists of two volumes. Volume 1 contains the introduction, three

chapters and the conclusion. Volume 2 contains musical examples, analytical graphs and

reproductions of Act 1. Scenes 1 and 2, ar.d Act 2, Scenes 7 and 8 from the piano-vocal

score of Les mamelles dt, Tirésias.

The first chapter of Volume 1 reviews two Ph.D. dissertations that examine

Poulenc's harmonic language. Richard Bobbitt's The Hannonic Idiom in the Works of

'Les Six' (1963) and Warren Werner's The Hannonic Style of Francis Poulenc (1966),

and summarizes the more reeent analyses by Vivian Wood, Pamela Poulin and Keith

Daniels. Figures (the musical examples) for Chapter 1 are given in Volume 2.

Chapter 2 of Volume 1 examines the large-scale harmonic organizatjon in pivotai

scenes that are representative of the musical language in the opera. It combines sorne

t001s and procedures employed by Werner with graphs that represent important harmonic,

motivic and linear events in order to disclose the ways in which tonal areas and recurrent

motives effeet continuity and closure in the work. Figures (the musical examples) and

Graphs (the analytical graphs) for Chapter 2 are given in Volume 2.
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Page vi

Chapter 3 of Volume 1 extends Wemer's and Bobbitt's appro;,ch to show how

local events and large-scale harmonic motions can be viewed as leitmotives that

symbolize key events in the drama. Figures (the musical examples) :!.nd Graphs (the

analytical graphs) for Chapter 3 are given in Volume 2.

The conclusion reviews the observations of the study and makes sorne gencral

remarks about Poulenc's harmonie language.
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RtsuMÉ

L'opéra bouffe Les mamelles de Tirésiœ; (1944) de Francis Poulenc (1899-1963)

s'inscrit à la croisée de ses œuvres de jeunesse et de celles de maturité. Cet opéra met

en relief des caractéristiques harmoniques propres à son style idiosyncratique et

éclectique. L'c~uvre de Poulenc n'a attiré que peu de recherches analytiques, dont

seulement quelques unes traitent de Les mamelles de Tirésias. Ce mémoire tente de

subvenir au manque d'attention attribué à cette composition en particulier et à l 'œuvre de

Poulenc en général.

Ce mémoire comprend deux volumes. Volume 1 contient l'introduction, trois

chapitres et la conclusion. Volume 2 contient les exemples musicaux, les graphiques

analytiques et les reproductions de l'Acte 1, Scènes 1 et 2, et de l'Acte 2, Scènes 7 et 8

de la partition pour piano et voix de Les m(Ql1el/es de Tirésias.

Le premier chapitre du Volume 1 se penche sur les deux thèses de doctorat: The

Hannonic Idiom in rhe Works of 'Les Six' de Richard Bobbitt (1963) et The Hannonic

Style ofFrancis Poulenc de Warren Werner (1966), qui examinent le langage harmonique

de Poulenc. Un résumé des études analytiques plus récentes de Vivian Wood, Pamela

Poulin et Keith Daniels conclura ce chapitre. Volume 2 contient les Figures (les

exemples musicaux) pour le premier chapitre.

Le deuxième chapitre du Volume 1 étudie l'organisation harmonique structurelle

dans les scènes clés qui représentent le langage musical de l'opéra. Afin de démontrer

comment les régions tonales et les motifs qui revient souvent effectuent la continuité et

~~ clôture dans l'œuvre, l'approche adoptée combine un choix d'outils et de procédures
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employés par Werner, avec des graphiques illustrant les évènements harmoniques,

motiviques et linéaires importants. Volume 2 contient les Figures (les exemples

musicaux) et les Graphs (les graphiques analytiques) pour le deuxième chapitre.

Le troisième chapitre du Volume 1 élargit l'approche préconisée par Werner el

Bobbitt afin de démontrer comment les évènements au niveau intermédiaire et les

successions des régions tonales structurelles pourraient être interprétées comme leitmotifs

qui symboliseraient les évènements clés du drame. Volume 2 contient les Figures (les

exemples musicaux) et les Graphs (les graphiques analytiques) pour le troisième chapitre.

La conclusion propose un compte rendu des constations tirées du mémoire et offre

des observations générales sur le langage harmonique de Poulenc.
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FIGURES FOR CHAPTER 1

These are the figures (the musical examples) that are referred to in Chapter 1 of

Volume 1. The figures are from the Ph.O. dissertations by RichdJ"d Bobbitt, The

Hannonic Idiom in the Works of 'Les Six' (l963), and Warren Werner, The Hannonic

Style ofFrancis Poulenc (l966), as indicated in the figure caption. Annotations have not

been made to these figures.
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Figures for Chapter 1
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Figure 1-1 Activation (Bobbitt)
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Figure 1-2 Table 1: Chords in thirds (Bobbitt)
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Figure 1-4 Uniform and generalized symmetry (Bobbitt)

Figure 1-5 Thematic material of mIDr 17-40 (Bobbitt)
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Figure 1-6 Thematic: material used to establish an ostinato (Bobbitt)
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Figure 1·' Passage from the third movement of the Sonate pour pùmo et

violonceUe (1948) witb an accompanying condensed-barmonic sketd1
(Bobbitt)
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Figure 1-8 Passage rrom the "Tenebrae ractae sunt," rrom the choral work Quatre
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FIGURES FOR CHAPTER 2

These are the figures that are referred to in Chapter 2 of Volume 1. The figures

(the musical examples) are excerpts from the piano-vocal score of Les mamelles de

Tirésias. Measure numbers are added at the beginning of the staff at the top of each

system. Annotations are given using larger fonts 50 as to distinguish them from the

score.
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GRAPHS FOR CHAPTER 2

These are the graphs (the analytical graphs) that are referred to in Chapter 2 of

Volume 1. The graphs are made by the author of this thesis. The top of each graph

indicates the acts, scenes, sections and rehearsal numbers. The sections are divisions of

the scenes defined in Chapter 2 of Volume 1.
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nGURES FOR CHAPTER 3

These are the figures that are referred 10 in Chapter 3 of Volume 1. The figures

(the musical examples) are excerpts from the piano-vocal score of Les mamelles de

Tirésias. Measure numbers are added at the beginning of the staff at the top of each

system. Annotations are given using larger fonts 50 as to distinguish them from the

score.
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GRAPHS FOR CHAPTER 3

These are the graphs (the analytical graphs) that are referred to in Chapler 3 of

Volume 1. The graphs are made by the author of this thesis. The top of each graph

indicates the acts, scenes, sections and rehearsal numbers. The sections are divisions

of the scenes defined in Chapter 2 of Volume 1.
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PIANO-VOCAL SCORE SCENES

These are the scenes from the piano-vocal score that are referred to in

Chapters 2 and 3 of Volume 1.

Act l, Scene 1: Scene IIi

Act l, Scene 2: Scene lIii

Act 2, Scene 7: Scene Il/vii

Act 2, Scene 8: Scene II/viii

The folIowing pages from the piano-vocal score of Les mamelles de Tirésias have

been reproduced.

Scene IIi: pp. 12-23

Scene llii: pp. 24-26

Scene Il/vii: pp. 1r ,6-117

Scene Il/viii: pp. 117-139

Measures numbers are added to the beginning of the staff at the top of each

system. Annotations have been added at the end of scene Il/vii and throughout scene

Il/viii .
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