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!hesis @or ,aster o@ /rts in Composition
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!his thesis eJp8ores some o@ the in@8uen9es on 1uth CraK@ord SeegerMs
9ompositiona8 pro9ess in the years betKeen her study Kith /do8@ 2eidig o@ the
/meri9an Conservatory (o@ musi9) in Chi9ago and her departure @or &eK -orR in
September o@ 19G9 and hoK they a@@e9ted the 9omposition o@ Music for S6a88
(rchestra (19G6).  ,any o@ the ideas that CraK@ord en9ountered through her
9onta9ts in Chi9ago @ormed the artisti9 basis @or the strong 9ompositiona8 sty8e
that distinguished her as an /meri9an innovator be@ore her studies in &eK -orR.
Music for S6a88 (rchestra is representative o@ this period prior to her immersion
in the rigorous 9ompositiona8 aestheti9s o@ Vdissonant 9ounterpointW and the
beginning o@ her 8ong asso9iation Kith Char8es Seeger that began in the 19XHs.

Music for S6a88 (rchestra is an eJamp8e o@ the Vu8traYmodernW sty8e
9hampioned by "enry CoKe88 and other /meri9an 9omposers in the ear8y part o@
the GHth 9entury.  CraK@ord su99ess@u88y 9ombined 8ate 19th 9entury 9hromati9ism
Kith the ideas o@ her peers in the United States and her oKn innovations to
9reate the thorough8y origina8 KorR<  !he @o88oKing musi9a8 ana8ysis o@ the @irst
movement o@ Music for S6a88 (rchestra Ki88 revea8 the musi9a8 and 9on9eptua8
in@8uen9es on CraK@ordMs 9reative pro9ess and the innovations that she devised
in order to 9ompose the pie9e.

CraK@ord Krote Music for S6a88 (rchestra in Khat musi9o8ogist Joseph
Straus re@ers to as her VpreYSeegerW period.1  %t is di@@i9u8t to iso8ate a sing8e,
overriding in@8uen9e on the harmony or the stru9ture o@ Music for S6a88
(rchestra.  +n the sur@a9e, there appears to be an over8aying o@ ideas garnered
@rom /8eRsandr SRryabin, 0ane 1udhyar, and "enry CoKe88.  !he pie9e shoKs
some o@ the musi9a8 and eJtraYmusi9a8 in@8uen9es that a@@e9ted CraK@ord in the
8atter ha8@ o@ the 19GHs.  -et the musi9a8 eJperien9e o@ the KorR trans9ends those
in@8uen9es.  Music for S6a88 (rchestra, 8iRe many other KorRs by CraK@ord is a
high8y origina8 and inventive 9omposition.

/ striRing @eature o@ the @irst movement o@ this tKoYmovement KorR is the
o998uded, muted \ua8ity o@ the sound.  !his \ua8ity is a resu8t o@ CraK@ordMs very
origina8 sty8e o@ or9hestration that rep8a9es traditiona8 theme and deve8opment
Kith the 9umu8ative e@@e9t o@ 8ayers o@ po8yrhythmi9 ostinati.  Music for S6a88

                                                  
1 Joseph Straus, !he Music of Ruth .ra1ford Seeger (Cambridge: Cambridge 7niversity

Press, 199=), 96.
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!"#$%&'"( was never performed in Crawford’s lifetime, and has received little
analytical attention, although :udith Tick and :oseph =traus have both e?amined
the work to some e?tent, and their insights constitute a valuable step towards a
broader understanding of the piece.2  In the foregoing discussion of the historical
conte?t and analysis of )*&+#,-.",/0(11,!"#$%&'"(2,I hope to draw attention to
Crawford’s successful incorporation of e?traCmusical ideas from her peers Dane
Rudhyar and Henry Cowell.

In Chicago, between 1924 and 1929, at the end of her years as a student
at the American Conservatory in Chicago, Crawford became a piano student of
Djane Lavoie HerM.  Ny MidCPestern social standards, Lavoie HerM was an
unconventional person who conducted the lessons with her pupils in an informal
manner that resembled the salons of Qurope.  Lavoie HerM was a RrenchC
Canadian who had studied at the Royal Academy in London, where she later
became a student of Arthur =chnabel’s and met the famous Russian composer
and mystic Aleksandr =kryabin.  Qventually, Lavoie HerM became =kryabin’s
pupil and a devotee of his music during a period in his life when Theosophy and
the spiritual implications of his theories of harmony were his primary interests.

Through her close contact with =kryabin, Lavoie HerM became a
celebrated interpreter of the composer’s music and an adherent to the theories of
Theosophy.  In the 1920s the Theosophical =ociety was common ground to
many intellectuals, avantCgarde writers, and artists who found in Theosophy a
way to give meaning to their creative e?plorations.  Helena Nlavatsky, Colonel
Pilliam Olcott, Pilliam Uuan :udge, and others founded the Theosophical
=ociety in New York in 1875.  Ny the late 1920s, and after the death of Nlavatsky
in 1891, the Theosophical =ociety was headed by Annie Pood Nesant.  Znder
her tutelage, the society became ever more focused on the religions of the east,
Hinduism foremost among them.3

The idea central to the philosophy of the Theosophical =ociety was that
the \primary object is Zniversal Nrotherhood based on the realiMation that life,
and all its diverse forms, human and nonChuman, is indivisibly one.]4 The concept
of an overCarching universal brotherhood and the implied idea that all artistic
e?pression could be regarded as intrinsically connected had particular appeal to
the members of the American avantCgarde in the tumultuous years following the
Rirst Porld Par.  This tenant of Theosophy found its artistic embodiment in the
music and theories of Dane Rudhyar and Aleksandr =kryabin, the paintings of
Passily Kandinsky, Piet Mondrian, and Lauren Harris, and the writings of RranM
Kupka and T.=. Qliot among others.  Ny the late 1920s the Theosophical =ociety

                                                  
2 Straus, *0, 78. Judith Tick, !"#$%&'()*+',%-../.'01%&+23+4.'54%-.('6$%*+'%12.'76(8

9"476%6New York< Oxford University Press, 1997G, 72-74.
3 Carol J. Oja, 9(:78/%9"476%9+,.'80;.)%<+':%78%#$.%=>?@4%6Oxford< Oxford University

Press, 2000G, 101.
4 From the primary website for the Theosophical Society, homepage< Thttp<UUwww.ts-

adyar.orgUV 6accessed December 15, 2005G.
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" O$a, !"#$%&'!()$*'!+,-.%/''()*
+ Tic/, 01, "(*
2 3ane Rudh:ar<s boo/ 01-'2-3$.41'+5'6$%,('!()$* @Ad:ar, Madras, CndiaD TheosoEhical

Gub* House, 'I)1J and his numerous musicoloLical articles and lectures contributed to

his influence durinL the 'I)(s*  Also at this time, Henr: OoPell<s Eeriodical 7-8'!()$*

introduced man: comEosers and music enthusiasts to EreQiousl: un/noPn comEosers

such as Oharles CQes and Ruth OraPford* OoPell<s boo/ 7-8'!()$*"9'2-)+(.*-)'@ReP

Sor/D Alfred A* TnoEf, 'IU(J Pas also Qer: influential*
1 O$a, !"#$%&'!()$*'!+,-.%, '00*
I Tic/, 0I*
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"uropean +usic/.123  4e 5elieved the ;5est +usic of "urope1 to 5e =>rya5in@s
and hailed it as ;the +agical force used 5y the spiritual Bill CsicD to produce
ecstasy.122

Eudhyar visited Fhicago a second ti+e in 2GHI.  FraJfordK noJ graduated
fro+ the A+erican Fonservatory and on staff as a piano and theory teacherK
regularly visited Jith Eudhyar and attended his lecture ;Mhe Neaning of the OeJ
Dissonant Nusic1 at the local chapter of Qro Nusica.  Ry this ti+eK FraJford had
5een enSoying so+e recognition as a young co+poser and had successfully
adapted so+e of Eudhyar@s ideas into her oJn +usic.  A corollary exists 5etJeen
Eudhyar@s theories of har+ony 5ased on Astrological and Mheosophical concepts
and FraJford@s har+onic language in the first +ove+ent of !"#$% '() *mall
.)%/e#1)a.  =adlyK Eudhyar@s attitude toJard FraJford Uunli>e the
encourage+ent given 5y FoJell/ Jas +ore a+5ivalent than ad+iring.  4is
co++entK +ade in 2GIVK that ;the first interesting +usic CFraJfordD Jrote12H +ust
have 5een influenced 5y the 2GHW perfor+ance of a set of his tone poe+s
!(me21# Udedicated to DSane Lavoie 4erYK and later revised as 3e1)a4)am#/ at
the 4erY@s ho+eK ignores the fact that FraJford had Jritten tJo Jell regarded
piano preludes 5efore they ever +et.23

According to Farol [. \SaK ;\ne facet of the ultra]+odern@s
+usic^especially that of Farl EugglesK 4enry FoJellK and Euth FraJford CthatD
has 5een largely forgotten over ti+e CJasD the degree to Jhich they associated
dissonance Jith spirituality.12V   Mhis trend can 5e at least partly attri5uted to the
la5ors of Eudhyar.   _n his JritingK Eudhyar dreJ a parallel 5etJeen the cultural
diversity of his adopted country of A+ericaK and the ;5rotherhood of tones1 found
in the overtone series.  `ongs and their and +ore co+plex overtone structures
Jere the +usical representation of the Yenith of his utopian ideal:

A tone is a living cell. _t is co+posed of organic +atter.  _t has the poJer of
assi+ilationK of reproductionK of +a>ing exchangesK of groJing.  _t is a
+icrocos+ reflecting faithfully the +acro cos+osK its laJsK its cyclesK its
centre. ...  As the tone of the individual 5eing is one and +anyK so the tone
of a gong is one and +any. Mouch it lightly at the centreK then fartherK
farther aJay until you reach the outer edge.  bou hear an infinite gradation
of su5]tones usually Jithin a li+it of a fifth or a fourth U*a56a () *a5!a/2W

all of Jhich concur to for+ the co+pound tone of the gong.  ... a great

                                                  
10 $ane Ru*+,a-. The %e&irth o+ ,in.u Music3 Online secon. a..ition (C,1e-2o-l*

5+al*ea. 2000). c+apte- 7 <+ttp=>>???.A+al*ea.com>>-u*+,a->-+m>-+mCc2.D+tmlE

(acceDDe* Ap-il 24. 2006).
11 JicA. 48.
12 JicA. 49. F-om an inte-Nie? ?it+ $ane Ru*+,a- 1, pianiDt So--el Pa,D (con*ucte* Qo-

Ru*it+ JicA. Sa-c+ 19. 1984)
13 I1i*.
14 Ca-ol R. VWa. 7$ane Ru*+,a-XD ViDion oQ Ame-ican $iDDonance.Z 8merican Music 17.

[o. 2 (Summe-. 1999)= 129-45.
15 Pin*u te-mD t+at can 1e pa-tiall, *eDc-i1e* in ^u-opean te-minolo_, aD t+e -oot`QiQt+

-elationD+ip an* -oot`Qou-t+ -elationD+ip -eDpectiNel,.
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hieratic brotherhood of tones, each tone an individual being yet all bound
in a perfect metallic solidarity, all blending their voices into the great tone8
entity, the !a#a,16 heard when the centre is struck.  In a single tone you
have a complete organic symphony.  Such a tone is the beginning an end
of music, the seed of all music.1@

What Rudhyar and Cowell shared in common was an interest in the
overtone series and the close harmonies implied by the structure of the upper
partials.  They centered their theoretical writings on the overtone series as a
basis for Eustifying the use of “dissonances” in modern composition.  While
Rudhyar tended towards the metaphysical in his theoriHing, Cowell’s focus was
somewhat more prosaic.  In !$% 'us*+a, -$s.ur+$s, Cowell argued for a system
of harmony based on “a series of maEor seconds, both maEor and minor JderivedK
from the intervallic structure of the  “seventh partial onwards.” Le pointed out that
“the natural spacing of so8called dissonances is as seconds grouped together, as
in the overtone series.”18  The fact that the “dissonant” maEor and minor second
intervals of the upper partials were implicit in the totality of a single musical tone
posed a compelling contradiction to the favoring of more widely spaced,
consonant intervals in the Muropean tradition of tonal music composition.  The
science of the overtone series provided a convenient analogy that proved useful
in promoting the idea of a new kind of American music, free of the strictures the
old world model.  While Cowell was preparing his manuscript for !$% 'us*+a,
-$s.ur+$s during the 1920s, he promoted some of his ideas in lectures and
writing.  In 192@ he wrote this of Rudhyar’s concepts:

Sall tone complexes should be regarded as a unit ... in so far as a single
tone is made up of a fundamental and its overtones, he does not think it
any more a unit than a complex formed by the union of several tones.  This
would do away with the idea of discord and concord, a complex of sound
being Eudged according to the form taken by its component parts much as
molecules can be classified by different Euxtapositions of atoms.19

                                                  
16 A term originating in “Tantric metaphysics and physiology. 8When Desire brings the

na of Breath and the #a of >ire together to form na#a (sound), that primordial na#a

passes upwards through the body until it reaches the lowest ca%ra at which sound

becomes material enough actually to be heard: the heart; this corresponds to the chest

register of music.” Harold S. Iowers and Richard Widdess, “India, Subcontinent of, III,

1(ii): Theory and Iractice of Classical Music, Tonal Systems., b) The Tonal System of

the Sangita,ratna%ara,” -he 0e1 2ro4e 5ictionar6 of Music an# Musicians; ed., S. Sadie

and N. Tyrrell (Oondon: Macmillan, 2001), 12, 1R2SR3.
1RRudhyar, -he <e=irth of >in#u Music; chapter 2
18 Cowell, 114-15.
19 Henry Cowell, “The Impasse of Modern Music: Searching for Zew Avenues of

Beauty,” ?entur6 114 (October,192R): 6RR.  As quoted in Oja, Ma%ing Music Mo#ern,

143.
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The correlation between the idea of “universal brotherhood”28 and the
abolishment of a division between consonance and dissonance was emphasized
by Cowell>s and Rudhyar>s unusual synthesis of artistic and scientific means to
illustrate and exemplify their cause.  In the 1928s, a belief central to Cowell,
Rudhyar and other American “ultra-modernist” composers, Ruth Crawford,
Charles Ives, Carl Ruggles, and Charles Seeger among them, was that harmony
should not be circumscribed by a European approach to composition and
orchestration.  Embracing dissonance was a way to distance the American
avant-garde composers from their European counterparts

Rudhyar>s particular conviction was that European musicians and
composers had lost touch with a golden era of music centered on the time of the
early JreeKs, the theories of Pythagoras and an idealized era of early Indian
music as described in the Medic texts.  This theme was ubiquitous in Rudhyar>s
writings from the early 1928s to the time of the lecture at the Pro Musica meeting
and beyond.21  Rudhyar>s belief was that the harmonic practice of Europe had
evolved in tandem with the negative evolution of society, abandoning the utopian
“tribal” dissonant music based on the “resonating” harmonies of the overtone
series, for the “feudal” system of the equal tempered scale and musical structure
formulated on an overly cerebral system of intervallic relationships and equal
transpositions:

Qmusic tonalism represent[s] what feudalism is in the State.  European
melodies are expressions of a system, i.e., of a “tonality”  ... After the
individualistic crisis of romanticism and expressionism, we see the recent
rise of Tascism ... the State is glorified above the individual, the system
above the human being.22

Rudhyar stated, as the alternative, that note relationships derived from the
overtone series, the upper partials in particular, were “simple relations to the
fundamental of the series, their common ancestor.  “Natural Intonation [was] the
tribal order of musicV based, [as it was] on the idea of physical generation, each
new octave being ... a generation of brother-tones united together by community
of blood and of origin.”2W  Turthermore, in an article from 1928 titled “Dissonant
+armony-. Ne1 2rincip5e of Musica5 and Socia5 ;rgani=ation, Rudhyar stated:

                                                  
20 It was, in part, the Theosophical Society’s concept of universal brotherhood that

eventually led Cowell to his interest in Asian music and Rudhyar to his abortive attempt

at founding his  “Borld Music Society” in the 1920s.
21 Rudhyar’s Hook !"e Magic of !one and t"e Art of Music JHoulder, CK and London:

Shambala, 1982O, is very much concerned with the same themes that the author was

writing about sixty years earlier.
22 Rudhyar, !"e 3e4irt" of Hindu Music6 ch. Q.
23 Sane Rudhyar, “The Sualism of Musical Substance6” Pro Musica 8uarterly JMarch,

1928O: reprinted online: Thttp:UUwww.khaldea.comUrudhyarUmusicalsubstance.htmlV

Jaccessed April 20, 200QO.
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#isso'a't music is thus the music o0 true a'2 s3iritual #emocrac56 the
music o0 u'i7ersal 8rotherhoo2s6 music o0 Free Souls; 'ot o0 3erso'alities
<=> it a8olishes to'alities?@

Ais missio' i' Briti'C The Rebirth of Hindu Music Bas to reDaBaEe' Ai'2u
musicia's to the 8asis o0 their oB' music 85 eF3lai'i'C to them a'2 other
rea2ers the historical roots o0 the mo2es or Ragas; the Gramas,?G a'2 the
co''ectio' to the HIo2iacal 3ortalsJ=the c5cle o0 0i0ths cast i' the role o0 the !?
siC's o0 the Io2iacK  Lhese i2eas Bere 0ou'2e2 o' Lheoso3hical theories a'2
Mu2h5arNs oB' corollaries 8etBee' OstroloCical co'ce3ts a'2 the scie'ce o0
musical to'eK   Mu2h5arNs ultimate; someBhat messia'ic Coal Bas to re7italiPe
the music o0 the east; a'2 stimulate the 3rocess o0 music maEi'C i' Omerica i' a
ra2ical Ba5 that Boul2 8ri'C a8out the a0oreme'tio'e2 co'7erCe'ceK

Lhe 8eitgeist o0 the 3ostDQorl2 Qar R 3erio2 Bas that a'other Bar Bas
sure to come a'2 8ri'C a8out catacl5smic cha'CeK  Mu2h5arNs i2ea o0 usheri'C i'
a HSeB OCeJ 85 mea's o0 a' Tast=Qest co'7erCe'ce a'2 the i'to'ati'C o0
3articular musical sou'2s 3i7otal to OstroloCical cosmoloC5 Bas 'ot e'tirel5
oriCi'alK Mu2h5arNs i2ol OleEsa'2r SEr5a8i' ha2 la8ore2 i' 7ai' to realiPe his oB'
Cra'2 7isio' o0 the Mysterium:a se7e'D2a5 e7e't i'7ol7i'C music; s3ectacle a'2
ritual 3er0orme2 at the 0oot o0 the Aimala5as Bith 'o lesser i'te't tha' 8ri'Ci'C
a8out the 2issolutio' o0 this Borl2 i' or2er to clear the Ba5 0or a 'eB e3ochK

Lhe s3iritual i2eas; a'2 scie'ceD8ase2 theories o0 the ultraDmo2er's
reache2 UraB0or2 at a 0ertile time i' the 2e7elo3me't o0 her com3ositio'al st5leK
Vrior to e'cou'teri'C UoBell a'2 Mu2h5ar; UraB0or2 ha2 8ee' eF3ose2 to
SEr5a8i'Ns musical la'CuaCe a'2 Lheoso3hical i2eas 85 Wa7oie AerPK  X5 the
e'2 o0 !Y?Z; UraB0or2 ha2 0i'ishe2 Music for Small Orchestra a'2 ha2 BorEe2
as a com3oser Bith the 7isio'ar5 3oet Uarl Sa'28urC o' his >merican SongbagK
X5 !Y?[ she Bas Bell o' her Ba5 to 0ormulati'C her oB' i2eas a8out the aCe'c5
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"#Adolph Weidig,  !a#m%&'( *a+e#'al a&. /+0 10e02 3 4ex+6%%7 8%# 4ea(9e#0: ;+<.e&+0

a&. *<0'( =%>e#0 (Chicago: Clayton 7. Summy Co, 1="3), 4"1A"3.
"B Cudhyar, 1="#, as quoted in Gja, *a7'&? *<0'( *%.e#&, 103.
"8 Cudhyar, 49e @e6'#+9 %8 !'&.< *<0'(, chapter ".
"= It is important to note that in a letter written by Cudhyar to Nudith Tick on the Qth of

Gctober, 1=81 he explained Crawford’s use of the single note gesture in these pieces by

stating that she “must have read” 49e @e6'#+9 %8 !'&.< *<0'(.  While (according to

biographers Tick and Xuame) it is probable that Crawford would have been exposed to

these ideas earlier than the publication date of Cudhyar’s book, her inspiration for the

gesture could not have come 8#%m the text.
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do not constitute harmonic accompaniment2 they, on the contrary, lay an
emphasis upon the single tone or 7eynote of which the melody itself is the
cyclic unfolding.33

;nother reason for Crawford=s choice of the note F as the opening of her piece
may ha?e also come from Rudhyar.  ;s mentioned, Rudhyar dedicated a
considerable amount of writing on the topic of the single tone and the attributes
?ested in them by the ancients.  In !"#$%#&'()"$*+$,'-./$0/1'23$Rudhyar stated
that ... Cthe tone of Dature on Earth is F, ... this tone FisG the synthesis of all
earthly sounds.H34  Empirically, the solo F at the beginning of 0/1'2$4*($56788
9(2"#1)(7 does ha?e a CgroundingH effect.  It ser?es as the delicate ?oice
focusing the listener=s attention in the midst of a dense, sustained dissonance
occurring at the opening of the mo?ement.  EJpressed in a more concrete, and
perhaps more tangible wayK the F e?ol?es in its role as the CtamburaH at the
introduction, to an e?en more central role as a pi?ot pitch around which four of
the fi?e pitches of an important musical motif in the form of a quintuplet ostinato
(initially played by cello 1) re?ol?e.  ;s the piece builds in intensity, the F pedal
modulates up a step to a brief G pedal (measure 22).  Qhe quintuplet modulates
in loc7 step, transposing upwards 2 semitones, in effect, pi?oting around FR
(EJample 2).  It is possible that Rudhyar=s theories influenced this aspect of the
piece also.  In !"#$%#&'()"$*+$,'-./$0/1'23 Rudhyar compares the duality of the
seJes with the di?ision of the octa?e by the third harmonic (o?ertone).

In the harmonic series, we see a duality arising out of unity in a graphic
way. ...Qhe second octa?e is di?ided into two unequal inter?als of fifth or
fourth. If we start with the fundamental 57 FSC TG, we find that it is :7 FSC
7G, which brings this dualityF.G :7$therefore symboliVes the creati?e power,
that which brings out the polariVation of the aseJual unityWi.e., mind
considered as energy.  Qhe inter?al of FaG fifth is therefore the symbol of
Xan, of positi?e power. Qhe fourth FSC YG, its complement, represents the
woman in a mystical sense ... the fifth being fullZsounding, open, self
asserti?e, the sustainer of all harmonies, with its center FFR i.e., SC 6G
below2 the fourth being more concentrated, elusi?e, mystical, a reaching
forth toward its center FFRG abo?e3Y

Elsewhere in !"#$%#&'()"$9+$,'-./$0/1'2 Rudhyar discusses the di?ision of the
octa?e in relation to the o?ertone series and occult symbolism.  \e eJplains that
in ;strological terms, the number 11 represents the Cheart or the sun,H and that
FRWas the 11th partial of an o?ertone series based on C, is thus considered the
center of the octa?e.  \e refers to FR as Cthe source of all (7;sH and Cthe source
of cosmic energyWthe heart ... the balance, the pi?ot of change ... in a sense the
]odiac sign ^ibra.  CQhe heart Fbetween F and GG, beating from the center of the
descending series Fi.e. below the C fundamentalG, characteriVed by F natural

                                                  
33 Ibid.
34 Ibid., ch. 3.
35 Rudhyar, The Rebirth of Hindu Music, ch 5.
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Skryabin-esque application of stacked fourths in Rudhyar’s music are features
that find their way into Crawford’s music in a wholly original manner.

The “gong-like” figure for the left hand of the piano part in the first
movement of Music For Small Orchestra is consistent with the ultra-modern’s
(particularly Cowell and Rudhyar’s) fascination with “Oriental” music and the
harmony of Skryabin.  The chord that Crawford constructed for the bass notes of
the piano is a subset of Skryabin’s “Mystic Chord,” otherwise known as the
“Promethean” chord (Example 3a).  Here, Crawford has managed to successfully
combine the two streams of interest into one effective figure.

As previously mentioned, an interest in the upper partials of the overtone
series characterizes the theoretical work of Rudhyar and Cowell in the years after
the First World War.  Rudhyar’s interest was sparked in particular by Skryabin’s
use of extended harmony in the form of “altered dominant” chords.  Rudhyar’s,
apparently misguided, understanding of the underlying structure of Skryabin’s
harmonic concept was that it was based on “stacked fourths”–a position that
suited Rudhyar’s preoccupation with the cycle of fifths, their relationship to the
overtone series, and the Astrological affiliations he ascribed to them.  However,
this inaccurate assertion was somewhat typical of the type of conjecture Rudhyar
included in his many essays, often without the necessary analytical rigor to
support them.  Skryabin’s harmonic language is now seen as being based on a
fusion of whole tone and octatonic affiliations. Nevertheless, Rudhyar was not
alone in his misconceptions.  During Skryabin’s period of fame as a concert
pianist and composer, and for a time shortly after his death in 1915 as a result of
blood poisoning, there was a great deal of mystery around his harmonic
language and his personal life–in part because of his Theosophical association.
One popular explanation of Skryabin’s harmony is attributed to Skryabin’s close
associate Leonid Sabaneiev.  Sabaneiev claimed that the aggregate of tritones,
fourths and thirds that make up the Skryabin’s six–note “mystic chord” (C F# Bb
E A D) was formed from the eight, ninth, tenth, eleventh, thirteenth, and
fourteenth partials of a given fundamental frequency.39   This analysis is now
seen as inaccurate, for the reason that the 11th 13th and 14th partials are too far
out of tune in equal temperament to be wholly useful in a compositional sense
(Example 3b).  Furthermore, Sabaneiev’s assertion would (disregarding issues of
tuning) have the “mystic” chord as a whole-tone pitch set, which in fact, it is not.

Example 3a. Skryabin’s epic piece Prometheus, The Poem of Fire
(1909–1910) opens with the “Promethean Chord” consisting of the pitches: G D#
A C# F# B. To Skriabyn, the “Mystic Chord” symbolized primordial chaos.
Crawford uses a subset of the same pitch-set class set as Skryabin’s chords for
the gong figure in Music For Small Orchestra. (“Wt/Hex” denotes pitch collections
with whole tone and hexatonic affiliations)

                                                  
"# Lo&ell Cross, -Ale/a12er S4r5a6i18s 9rometheus, The 9oem of Fire AB#C#DB#BCEF
9roGram 1otes for The U1iIersit5 of Io&a S5mKho15 Orchestra 9erforma1ces, Ha1cher
Au2itorium, SeKtem6er OP, B#QR, sourceS
ThttKSUU&&&.lo&ellcross.comUarticlesUKrometheusUW Aaccesse2 Xecem6er BO, OCCRE.
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!x#$p&e 3b. The overtone series based on a fundamental of F:  The bracketed
partials are those that are enough out of tune with Pythagorean and
?@ual Tempered tuning systems to render their use as intervallic
pitches negligible.

There were other composers in the 1920s that found inspiration in the
exotic tones of Esian gongs and their non-idiophonic analogs.  Genry Cowell and
Genry ?ichman were two composers that went so far as to actually study music
from Esian cultures and attempt to implement some of the non-western
techni@ue into their own work.  E piece by Genry ?ichmanIs (most likely !"#"$
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It should be mentioned that all of these partials are quite distant in pitch
from Equal or Pythagorean tuning, with the exception of the 9th partial in the
second cello and the “resolution” note in violins 3-4 which equates to the 15th

partial.!!Crawford’s choice of these notes may not have been consciously
motivated by her contemporary’s preoccupation with the overtone series, but the
resulting chord is effective.  There is a dualistic quality of integrity and instability
to this constellation of pitches suspended in a fragile orbit around F, that is a
direct result of their relationship to the F overtone series.

This treatment of the opening material is indicative of how Crawford,
contrary to convention, replaces the function of consonant resolution with its
opposite.  The least rhythmically active, most “at rest” moments in the music
have sustained dissonances where one might expect consonant resolution.  This
is a foreshadow of her move towards dissonant counterpoint in her later work.

Crawford compensates for areas of sustained dissonance by predicating
her chordal structures on symmetrical or nearly symmetrical pitch and rhythm
schemes.  Crawford often constructs her material with symmetrical, whole tone
or hexatonic affiliated pitch collections that she then distorts by the displacement
of a single pitch.  An example of this would be the !"#$%& whole tone pitch set
(02368) 5-28 that makes up the quintuplet ostinato at m. 6, another would be the
almost symmetrical aspect of the aggregate of pitches (0123478) 7-6 that
constitute the harmonic material of the opening 6 measures (Example 5)

"#$%p'(!).  Two characteristic pitch sets. 1: quintuplet at m. 6, 2: aggregate of
pitches mm. 3 to 6.  Diagrams show symmetrical and, asymmetrical aspects.

All of the pitches in the chord at m. 3, with the exception of the A# (without
the C of its pivotal “resolution” until the first entrance of the quintuplet in cello 1 in
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; coul( fi*( *o (efi*i*3 e8i(e*ce that <ra=for( =oul( ha8e >*o=* the
theor6 of *orth ;*(ia* classical music a*( the 8arious !a#as7?@ Aut it is
i*teresti*3 to *ote that the /itches that are 8oice( i* the first siB measures of this
mo8eme*t are the same /itches use( i* the !a#a %e#'a(a)*+ , a *orth ;*(ia*
!a#a that is /la6e( at mi((a6 (uri*3 the mo*soo* seaso* i* or(er to summo*
cou(a#e CDBam/le EF:  ; feel that it is co*siste*t =ith our >*o=le(3e of her milieu
to surmise that7 at the 8er6 least7 <ra=for( ma6 ha8e ha( e*ou3h familiarit6 =ith
the harmo*ic structures of *orth ;*(ia* music to aAsorA some of the harmo*ic
la*3ua3e i*to her o=*:  Gi8e* the /e*si8e7 some=hat somAer to*e of the first
mo8eme*t of %-.+/ 01( 2mall 5(/'e.6(a the choice of !a# seems a* a//ro/riate7
if *ot i*te*tio*al corollar6:

Example 8:  !a#a Me3hara*IiJ Kitch set class L CMN?OEF OP!N7 QeB M7N
affiliatio*sJ

;t is a stri>i*3 feature of the mo8eme*tRs form that there is a si*3le meter
cha*3e from the i*itial OS? to !S! at the e*( of the i*tro(uctio* Cmeasure @7

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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#$%$&#s&l l$**$# +).  .o0%$#$ $ls$ 1n *%$ 3o4$3$n* 5o$s *%$ 61$c$ c%&n8$
3$*$#.  9%$ onl: #%:*%31c 3o*1on *%&* 1s 6#o31n$n* 1n *%$ 1n*#o5;c*1on (;n*1l *%$
=$81nn1n8 o> ?$c*1on @ &* l$**$# +) 1s *%$ s1n8l$-no*$B 61&n1ss13oB F &=o4$ 3155l$
C 3o*1> 6l&:$5 on *%$ 61&no.  @ =$l1$4$ *%&* *%1s 1s C#&0>o#5Es s;=*l$ %1n* *%&* *%$
=&# l1n$s *%&* 51415$ *%$ no*$s 5o no*B 1n >&c* 1n51c&*$ *%$ #$&l !u#se o> *%$ 61$c$.
9%$ o6$n1n8 t'o)*e+sure s$83$n* 1n FG4 3$*$#Hcons1s*1n8 o> solo 61&noB 1s *%$
s&3$ +ctu+# l$n8*% &s *%$ t'o +nd + h+#f b+r 6%#&s$ 1n *%$ s;=s$I;$n* 2G2 3$*$#
s$c*1on.  @* 1s & >o#$s%&5o0 o> *%$ #%:*%31c 6%#&s$ *%&* =$81ns &* 3.J (KL&36l$
M).

Example 9. Fo#$s%&5o01n8 o> 6%#&s$ l$n8*% H FG4 1n*#o5;c*1on (33. 1-J)
s;6$#136os$5 on #%:*%31c 3o*1> 1n *%$ 61&no =&ss >ollo01n8 3. OP

9%$ solo 61&no s$*s ;6 &n o4$#-&#c%1n8 6%#&s$ *%&* 1s con*1n;$5 &n5
#$1n>o#c$5 =: *%$ =&ss no*$s on *%$ 61&no =$81nn1n8 &* 3.O.  9%$ 4$#: #$8;l&#
6;nc*;&*1on o> *%$s$ 5$ns$l: 4o1c$5B 8on8-l1Q$ no*$s con*1n;$ 01*% co36l$*$
#$8;l&#1*: ;n*1l 3. 2OB 6#o415$ & ;n1>o#3 6;ls$ *%&* c:cl$s $4$#: *0o &n5 & %&l>
=&#s. 9%;sB 1n #$l&*1on *o *%1s #$c;##1n8 6%#&s$B *%$ l&:$# o> I;1n*;6l$ &n5
s$L*;6l$* os*1n&*1 &n5 *%$ 3o#$ >#$$ 3$lo51$s 1n %&l> no*$B I;&#*$# no*$B &n5 *#16l$*
s;=5141s1ons *%&* o4$#l&: 1*B &#$ c1#c;3sc#1=$5 =: & *0o &n5 & %&l> =&# 6%#&s$ o#
6$#1o5.  @n $>>$c*B *%$ 5o31n&*1n8B =&#-lon8 I;1n*;6l$* 6l&:$5 =: C$llo 1 &* 3. J
=$co3$s & t'e#4e +nd + h+#f be+t !+ttern 01*%1n *%$ s1n8l$ R=$&*S o> *%$ R8on8S o>
*%$ 61&no.  9%1s l&:$#1n8 %&66$ns 01*% 4&#1$5 5$ns1*1$s *%#o;8%o;* ?$c*1on @
(KL&36l$ 1T).
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7.#"%!!"i$%&a()"*

%&.#"% !+,-./0)a1$/2i13in/%35a$)*

&"% !,/0)a1$/2i13in/%35a$)*

&"% "#$%&'''(

#"% !./0)a1$/"i$%&a()$/a6ain$1/%35a$)*

%"% !(on1---* p)*a,e

%."% !+8/0)a1$/"i$%&a()"/a6ain$1//%35a$)*

%#"% !+./0)a1$/2i13in/9,n"/%a51ia&9/%35a$)*

%"%  p)*a,e
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#$% '$()*+n- o/ t$% 1o2%1%nt c)n %)*+45 6% 7+2+7%7 65 +n*t(81%nt -(o8'
to (%2%)4 ) 4)5%( c)9% o/ t+1% 7+2+*+on* :+t$+n t$% t+1% *')n o/ t$% t:o )n7 ) $)4/
6)( '$()*%.  #$% <-on-= 4+9% *ono(+t5 ('+tc$ c4)** *%t (?@A"B) )ct* 2%(5 18c$ 4+9%
t$% 6)** -on- +n ) D)1%4)n E(c$%*t().  Fn n81%(o8* :)5*G t$% ($5t$1+c *c$%1%
/o( t$+* 1o2%1%nt +* c4o*%45 )44+%7 :+t$ t$% co4oton+c *t(8ct8(% o/ H)4+n%*% )n7
I)2)n%*% D)1%4)n 18*+c.  #$+* <-on-= c$o(7J t:o :$o4% not%* t+%7 to ) $)4/
not%G +* t$% 4on-%*t 8n+t o/ t+1% +n t$+* ')(t o/ t$% 1o2%1%ntK+nton+n- )t ) (%-84)(
'84*% t$)t 7%/+n%* t$% 6%-+nn+n- o/ %)c$ n%: '$()*%.  #$% n%Lt *$o(t%*t 7+2+*+on
o/ t+1% +* +n c%44o !Kt$% M )n7 N 7o864%O*to'*J ) :$o4% not% t+%7 to ) P8)(t%(
not%.  Nn7 t$%n t$% '+)noK$)4/ not% Q* t$)t c)((5 t$% 6%44O4+9% /+-8(% o/ t$%
o'%n+n- /o(:)(7.  R)5+n- on to' o/ t$+* 6%7 o/ *867+2+*+on* o/ t$% t:o )n7 ) $)4/
6)( '$()*% +* t$% P8)(t%( not% P8+nt8'4%t o*t+n)to +n c%44o @G t$)tG o2%( t$%
co1'4%t+on o/ t$% '$()*%G %n7 8' 6%+n- )n )--(%-)t% o/ t:%42% )n7 ) $)4/ not%*.
H5 1. !" t$+* 4)5%(+n- o/ o*t+n)t+ $)* +nc(%)*%7 to +nc487% ) *%Lt8'4%t /+-8(% +n
2+o4+n* @O!Ktot)4+n- /+/t%%n not%* o2%( t$% 78()t+on o/ t$% '$()*% )n7 ) *+1'4%
1%t%(O/o8( P8)(t%( not% /+-8(% +n t$% /+(*t c%44oKtot)4+n- t%n not%* o2%( t$% 78()t+on
o/ t$% '$()*% (t$% '+)no t)9%* o2%( t$% P8+nt8'4%t )t 1. !S) (TL)1'4% @?).

#o 8n7%(*t)n7 t$% *+-n+/+c)nc% o/ t$+* 4)5%(+n- o/ 'o45($5t$1G +t +*
n%c%**)(5 to (%/%( to t$% conc%'t* t$)t U%n(5 Vo:%44 :)* 4+9%45 7+*c8**+n- 78(+n-
t$% %)(45 5%)(* o/ $+* /(+%n7*$+' :+t$ W8t$ V():/o(7.  Vo:%44X* conc%'t o/
<($5t$1O$)(1on5= :)* 7%2%4o'%7 6%t:%%n  @Y@S )n7 @Y@Y :$+4% $% :o(9%7 on
$+* '+%c% !"#$tet (o*#ntic )n7 ot$%(* 4+9% +t.  !"#$tet (o*#ntic (%1)+n%7
8n'864+*$%7 8nt+4 @Y"A 78% to t$% /)ct t$)t Vo:%44 con*+7%(%7 +t 8n'4)5)64% )* )
(%*84t o/ +t* ($5t$1+c co1'4%L+t5.  Uo:%2%(G t$% +7%)* 6%$+n7 t$+* '+%c% :%(%
7%2%4o'%7 %no8-$ /o( t$%1 to 6% '(+nt%7 +n Vo:%44X* 6oo9 .ew 0"sic#l
(eso"$ces +n @YZ?.

Vo:%44 7%*c(+6%7 t$% '(oc%** 6%$+n7 t$% -%(1+n)t+on o/ $+* +7%) +n t$%
+nt(o78ct+on to t$% '864+*$%7 *co(% o/ !"#$tet (o*#ntic +n @Y"AJ  <F :)* )4(%)75
%L'4o(+n- t$% 'o**+6+4+t+%* +n$%(%nt +n co8nt%(O($5t$1*K! )-)+n*t ZG Z )-)+n*t A ...
F :)* *t(8c9 :+t$ t$% /)ct t$)t t$% 4o:%( (%)c$%* o/ t$% o2%(ton% *%(+%* :%(%
%L'(%**%7 65 t$% *)1% ()t+o* F $)7 6%%n 8*+n- to 7%*c(+6% co8nt%(O($5t$1*.
Vo847 t$%5 6% *o1%$o: t$% *)1%[= R)t%( onG :+t$ t$% $%4' o/ *o1% -()78)t%
*t87%nt* )t \t)n/o(7 ]n+2%(*+t5G Vo:%44 :)* )64% to %L'%(+1%nt :+t$ ) ')+( o/
t8n)64% *+(%n*.  U+* %L'%(+1%nt* 7%1on*t()t%7 to $+* *)t+*/)ct+on t$)t +/ t$% *+(%n*
:%(% <t8n%7 +n t$% ()t+o o/ Z^!G t$%5 _:o847` *o8n7 )n +nt%(2)4 o/ ) '%(/%ct /+/t$J +/
t$%5 _:%(%` 6ot$ *4o:%7 7o:nG 9%%'+n- t$% Z^! (%4)t+on*$+'G t$%5 )((+2%_7` )t )
$34t3* o/ Z )-)+n*t !G $%)(7 )* -%nt4% 681'*=a _)1'4+t87% no7%*` a= 68t )4*o
2+*+64% )* t+n5 '8//* o/ )+( t$(o8-$ t$% $o4%* +n t$% *+(%nK*o %)*+45 con/+(1%7.=Ab

#$%*% (%)4+c)t+on* 4%7 to Vo:%44X* +nt%(%*t +n co1'o*+n- ($5t$1+c)445 co1'4%L
:o(9* :$%(% t$% 'o45($5t$1* )(% 7+(%ct45 (%4)t%7 to ) *+1'4% $)(1on+c
')4+1'*%*tG ) c$o()4 /o( +n*t)nc%G t$)t :o847 6% ) *%%7 /o( t$% 1o(% ($5t$1+c)445
co1'4%L '+%c%.  (TL)1'4% @@)

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
"#!$%&'(()!*'+,-)!!"#$%&%'()*#+%,-)'!"#$%&%'."/0)*&%$,-

./'&!0%,12!$343!5'6',7!89:";)!<+6,%=>?6<%+3
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!"ample 11# %&c()p+ ,)o. +/( 0n+)o2uc+0on +o 4(n)5 6o7(889: !uartet (omantic;

<=/0: ,ou)>?o0c( c/o)2 @70+/ A ,un2A.(n+A8 o, 6BC

7ou82 p)o?02( +/( ,o88o70nD .u:0c;

Eno+/() An:7() 7ou82 F( +o App85 ,)(( p0+c/(: +o +/( D0?(n )/5+/.:

G+ 0: Hu0+( )(.A)IAF8( /o7 c8o:(85 6o7(889: .u:0cA8 (&A.p8( AFo?(
)(:(.F8(: +/( )/5+/.0c :+)uc+u)( o, Music For 1mall 3rchestra.  Gn ,Ac+J 6o7(88:9
K;!J L;KJ An2 M;L )/5+/. )(8A+0on:/0p: A)( 2up80cA+(2 0n 6)A7,o)29: p0(c(#
6o7(889: (&A.p8( AFo?( 2(.on:+)A+(: +/( conc(p+ o, N)/5+/. /A).on5O F5
F(D0nn0nD 70+/ A :0.p8( c/o)2J +/( 0n+()?A8: o, 7/0c/ A)( )(p)(:(n+(2 0n +/( 8o7()
)(Ac/(: o, +/( o?()+on( :()0(:#  =/( :0.p8( 6 oc+A?(P+opp(2 70+/ A 6 QARo)
+)0A2P+/A+ /( u:(: +o p)o?02( +/( 0n+()?A880c )A+0o: +/A+ A)( +/( FA:0: ,o) +/(
po85)/5+/. A+ +/( (n2 o, +/( (&A.p8(J cou82 F( :((n A: +/( !n2J K+/J L+/ An2 M+/

pA)+0A8: o, +/( o?()+on( :()0(: on 6#  %&A.0n(2 ,)o. +/0: p():p(c+0?(J +/( 2(n:(
po85)/5+/. o, 6)A7,o)29: p0(c( cou82 A8:o F( A pA80.p:(:+PA /A).on0c :+)uc+u)(
/022(n 0n +/( )A+0o: F(+7((n +/( )/5+/.: o, +/( o:+0nA+0#

=/( 20AD)A. F(8o7 @%&A.p8( S!B 2(+A08: +/( co)o88A)0(: +/A+ (&0:+ 0n +/(
8A5()(2 )/5+/.: o, Music for 1mall 3rchestra An2 +/( o?()+on( :()0(: FA:(2 on
An T ,un2A.(n+A8#  =/( )A+0o: (&/0F0+(2 0n %&A.p8( SU AFo?(J )(?(A8 +/A+ :o.(
o, +/( +up8(+:J 7/(n Ru&+Apo:(2 ADA0n:+ +/( ! An2 A /A8, FA) p/)A:( 2o no+ /A?(
7/o8( nu.F() )A+0o:#  V(cAu:( +/( pA)+0A8: 0n +/( o?()+on( :()0(: .u:+ F(
(&p)(::(2 A: 7/o8( nu.F():J 0+ 7ou82 App(A) +/A+ +/()( 0: no+ A 20)(c+
co))(8A+0on F(+7((n 6)A7,o)29: co.po:0+0on An2 6o7(889: )/5+/. /A).on5
conc(p+#  4o7(?()J 0+ 0: (?02(n+ +/A+ 6o7(889: (&A.p8( u:(: +/( second pA)+0A8
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#$%&'#(%&$)(%&'(*+),$-')%$.(/*(%&'(0(/1'#%/)'(2'#3'2($2(%&'(4$22()/%'(3)(%&'
5&/#,$.('6$-7.'(%&$%(4'83)2(&32(,'-/)2%#$%3/)9((:*(%&');(<'(5/)23,'#(0#$<*/#,=2
!($),($(&$.*(4$#(7&#$2'(%/(4'(#'.$%',(%/(%&'(secon&(7$#%3$.(/*($)(>(/1'#%/)'
2'#3'2;($),(%&+2;(%&$%(%&'(?*+),$-')%$.(7&#$2'@(32(5(4$#2(3)(.')8%&;((#$%&'#(%&$)
%&'(!($),(&$.*(4$#2(/*(%&'(?8/)8@(5&/#,(B39'9;($..()+-4'#2(,/+4.',C;(%&')($..(/*(%&'
#$%3/2(8')'#$%',(4D(&'#(.$D'#(/*(7/.D#&D%&-(<3..('67#'22(<&/.'()+-4'#2(%&$%(-$7
E+3%'('$23.D(/)%/(%&'(>(/1'#%/)'(2'#3'2(BF6$-7.'(G!C9
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!"#$%&e )*. %ayering of ostinati and rhythmic motifs over 62nd partial phrase.9
The bo< on the right lists total number of pulses for each rhythmic motif occurring
within the time span of the fundamental phrase and their correlation to the
relative place on the overtone series of ?.

!2nd partial! phrase

!"#!
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$"#!
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(a*e,e- ./012a01 3 p10c6 ,a01./ exp,e//e- a/ ,6*06m
9a01. .: ./012a01 
;2.< .: =ea0/> 0. 
?@2-ame20al 
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There is some @ustification for the e<istence of an implied 6fundamental
phrase9 Ai.e., rhythmically related to the 1st partial of the ? overtone seriesD of E
measures.  If a EGmeasure phrase begins at m. H with the 9gong9 chord, the
beginnings and endings of this phrase line up Amore or lessD with changes in
instrumental te<ture.  The 6more or less9 factor is a result of Crawford’s
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#$%&&'na*%'n+,'-,e/en*&0,,1y,e3*en$%n45,el%$%n4,an$,a**en7a*%n4,8a**ern&5,&:e
&7;/er*&,*:e,e38e<*a*%'n,'-,';/%'7&,=7&%<al,&:%-*&0,,>e/er*:ele&&5,*:%&,-%/e,;ar
#-7n$a=en*al+,8:ra&e,$'e&,&ee=,*',<y<le,?%*:,<:an4e&,%n,'*:er,ele=en*&,'-,*:e
8%e<e0,,@:e,='&*,';/%'7&ly,&yn<:r'n%Ae$,e/en*,%&,*:e,arr%/al5,'-,*:e,en$,'-,*:e,!r$

%*era*%'n,'-,*:e,#-7n$a=en*al+,8:ra&e5,?%*:,*:e,-%r&*,78?ar$,='$7la*%'n,B;y,a
=aC'r,&e<'n$D,'-,*:e,E7%n*78le*,'&*%na*'5,'ne,;ar,a-*er,re:ear&al,le**er,F0
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!xample )*. $nterrelations.i/s 0et1een .ar2oni3 ele2ents 1it.in !usic 'or
Small .rchestra4 2o5e2ent 16

!"#$%&'!()*+,-.

!/+01!()*+,-.(p&30+(4('566+(7(89(:

;<&0%<p65%(=$%&03%+.('566+(>(89(? @<A$5%B@<p5,$5%

C,&85(D+,8.(EF>G?HI(JKLF

C,&85(D+,8.(EF7L?HI(JK7H

M5N3%+0&'BO*+65(P+05(3Q!6&3%&+0

M5N3%+0&'BO*+65(P+05(3Q!6&3%&+0

!R*#%*8(M3,8+0#()*+,-(&959S
=$%&03%+(T3#5,$(5Np,5$$5-('*+,-36#.

C,&85(D+,8.(EF>GHI(GK>U

EM5N3%+0&'BO*+65(P+05(3Q!6&3%&+0I

@<A$5%B@<p5,$5%

M5N3%+0&'BO*+65(P+05(3Q!6&3%&+0

!hole tone and +e,atonic
su1sets of 

3uintuplet5 6019: ; 60<=:

@<A$5%B@<p5,$5%
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& % %$ %$ % % %
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""""
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# $ $# $ $
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% $ $# $ $# $#

! """""#$# %$ % %# %# %
& % % %$ %$ %$

!
! """"" # #$ # #$

%
""
"

@<A$5%B@<p5,$5%

C,&85(D+,8.(EF>LJ:UI(?KLG

@<A$5%B@<p5,$5%

7.e 8uintu/let ostinato t.at arri5es in 3ello 1 at letter :A< 3ontains 4
/it3.es >ro2 t.e 1.ole tone 3olle3tion 0ase? on @7AB  7.e CD 0elonEinE to @71
at t.e 0eEinninE o> t.e 2elo?F is t.e eG3e/tion t.at ren?ers t.e 2oti5e
asF22etri3alB  7.is 2oti5e4 3onstru3te? /ri2arilF in 1.ole tone relations.i/s4
3oul? 0e a t.ro1 0a3H to IHrFa0inJs lo5e o> 1.ole tone .ar2onF4 0ut it is a
3.ara3teristi3 0uil?inE 0lo3H o> Cra1>or?Js /ie3e an? o> .er 2usi3 in EeneralB  7.e
LA14M4 2aNorO2inor tria?4 su0set t.at 2aHes u/ t.e 0eEinninE o> t.is 2oti5e is
also a u0i8uitous >eature o> Cra1>or?Js 2usi3 a33or?inE to ItrausB4P

7.e 8uintu/letJs 1aF o> ?i5i?inE ea3. 2easure into t1o ?is3reet .al5es
1it. t.e to/ note o> its 2elo?i3 s.a/e in t.e 3enter o> t.e 0ar is a 8ualitF t.at
?eter2ines t.e soni3 stru3ture o> t.e /ie3eB  As Era?ual laFers o> ostinati are
a??e?4 t.e sensation o> a su0tle4 3onstant e00 an? >lo1 1it.in ea3. 0ar 0e3o2es

                                                  
4# Straus, 97.
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acce&tuate)*  ,hou/h the )ivisio& of the 4ar is less im8orta&t to the structure of
the more free melo)ic eleme&ts a&) 8erha8s less im8orta&t tha& the 9/o&/:li;e<
t=o a&) a half 4ar 8hrase> these /e&tle> o&e 4ar arcs i&scri4e) 4? the &earl?
s?mmetrical osti&ati le&) a& ethereal @ualit? to the /e&eral harmo&ic a&)
rh?thmic )isso&a&ce of the 8iece*  As the first moveme&t of Music for Small
Orchestra 8ro/resses> a shimmeri&/ @ualit? that o&e mi/ht associate =ith the
sou&) of a reso&ati&/ /o&/ or c?m4al emer/es from the )e&se teBture of the
orchestratio&*  ,his sou&) is a si/&ature of Cra=for)Ds music> the feature most
8romi&e&t i& the thir) moveme&t of her String 4uartet EF!E*  G& her 98ost:See/er<
=riti&/ career> Cra=for) eBecute) her i)eas 4? a)heri&/ lar/el? to the rules of
Charles See/erDs 9Iisso&a&t Cou&ter8oi&t*<  J? usi&/ characteristicall? u&usual
voici&/ of i&strume&ts a&) 9)isso&ati&/< the )?&amics i& the thir) moveme&t of
her @uartet> Cra=for) =as a4le to achieve this shimmeri&/ effect*  ,he structure)
la?eri&/ of osti&ati i& Music for Small Orchestra achieves a ver? similar effect
four ?ears 4efore her stu)? =ith See/er*

Khe& the seBtu8let arrives i& 4oth voices L)ou4le sto8s i& violi&s E:"M at
measure "FN rehearsal letter O> it sets u8 a& as?mmetric> u&)ulati&/ chor)P
LQE"RSM T:ET Lthe set ca& almost ma8 o&to itself at ,R a&) ,RGM*  ,he lo8si)e)>
almost s?mmetr? of this fi/ure acce&tuates the seesa= feel or shimmeri&/ =ave
motio& of the i&&er rh?thm of the 8iece*  ,he slo=> =ave:li;e effect of this motif is
a ;e? to Cra=for)Ds sou&)*  ,he motif> as it a88ears i& this 8iece> foresha)o=s
the la?ere) a&) o88osi&/ )?&amic mar;i&/s i& her fourth stri&/ @uartet )esi/&e)
to create a ri88li&/ effect*  ,he teeteri&/ melo)? i& the seBtu8let fi/ure is o&e of a
ma&? la?ers of similar actio& =ithi& this 8iece that co&/lomerate to ma&ifest a
refracte) @ualit? to the sou&) of the =or;*

 Overall> the moveme&t> =ithi& a /ive& voice is @uite harmo&icall? static*
,here is &ot a /reat )eal of moveme&t throu/h 8itch s8ace*  G&stea)> Cra=for)
uses a small collectio& of lar/el? relate) a&) re:circulate) 8itch sets VuBta8ose)
to o&e a&other i& la?ers that are tra&s8ose) variousl?* Warmo&ic com8leBit? is
achieve) 4? )iffere&tiatio& 4et=ee& the voices =ith re/ar) to the overall
tra&s8ositio&al scheme* Xeleases of te&sio& are 4rou/ht a4out 4? mea&s of
)ecrease) )iffere&tiatio& 4et=ee& voices> thi&&i&/ of the orchestral teBture>
)ecreases of )?&amics a&) soste&uti LYBam8le EZM*



!!

Example 1*. #etai( of trans.ositions/ 0uintu.(et ostinati in re(ationshi. to
se3tu.(et ostinati4  5e6e( of trans.osition is in re(ationshi. to first .(a7ed note of
figure4  :(( trans.ositions are e3.ressed as unordered .itch inter6a(s<
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As can be clearly seen in the chart detailing the movement through pitch
space of the various ostinati in 9:ample 15 above, transpositions occur
homophonically until just after rehearsal letter F in measure 25.  It is here that
two significant changes in te:ture occur; the single note piano motive ceases and
the se:tuplet figure in violins 3-4 begins.  After this, and up to rehearsal letter I, a
number of inde%endent transpositions occur–most actively in the “gong” figure of
the pianoJs bass notes.  At letter I, there is a short tutti transposition up a
semitone, followed quicLly by a reversal and cessation of movement in all the
instruments, save the se:tuplet figure in the clarinet and bassoon.  Between
letters N and P, it is possible to see (in e:ample 15) that, between the quintuplet
ostinato in the cello and the se:tuple figure in the woodwinds and piano, the
greatest number of the12 possible pitches are being used.  Also in this section,
we can witness that there is a very wide distribution of notes through pitch space.

CrawfordJs melodic material is made up of pitches derived from subsets of
the orchestral te:ture.  Important notes that foreshadow or intensify musical shifts
are voiced most often in the melodic instruments–primarily the woodwinds.

From rehearsal letter C right up to when the first tutti upward semitone
transposition occurs, Crawford omits AS.  All other possible chromatic tones are
voiced.  There is a sudden increase in dynamics in m.21 and as the modulation
arrives at the downbeat, the 3-4 violins play the omitted note.  In the last few
measures–mm. 35-38, before the end of Section I, Crawford uses all twelve
possible chromatic pitches.  These few bars represent the height of the density of
occurrences of modulations in the movement (9:ample 15) and also the return of
the opening pitch collection (01256) in the quintuplet figure (now played as
octaves in the right hand of the piano).  The layering of rhythmic ostinati and
disparate pitch collections, coupled with the increasing intensity in the clarinet
coincide with density of the harmonic material.  When D is taLen out of the
aggregate following the final modulation of this section (a semitone down at m.
37), the feeling of a release of tension is palpable.  The (012568) collection (a
superset of the introduction harmony) that ends Section I at the fermata on the
last beat of m. 41 is a welcome return to the introductionJs pitch space.

Section II begins at rehearsal letter J with the se:tuplet (01268) figure in
the low woodwinds.  The harmoni\ed se:tuplet, left alone as a duet of sorts,
allows the quasi-diatonic nature of the part to speaL for a moment before the
quintuplet re-appears in the piano in m. 44.  As the movementJs clima: builds at
“]” the simple meter pars in the violins begin to dominate.  There is a sweeping
quality to the unison voice in violins that accentuates their role.  The melody is
based on the same whole tone, semitone, and then tritone leaps on which the
previous modulations were based.  A projection of the form of the piece into the
minutiae of the single voice melody.  The movement of this melody m.45 -51 is
mirrored in the accompanying cellos while the upper voice of violin 1-2 pivots
over the repeated harmonies of the se:tuple pitches in the clarinet and bassoon.
This section has the freest melodic movement, the ostinati having become
underpinnings for the soaring melodies of the violins and flute.

The effect of placing harmonics in cello 1 over a muted cello 2 at the
beginning of Section III, re-emphasi\e the importance of the se:tuplet figure.
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The melody, with its semi-symmetrical character is disturbingly close to a child’s
taunt.  This section has a greatly thinned out texture that allows the simplified
sextuplet to speak in the haunting manner of the opening ? piano motive.

As the Buasi recapitulation begins in m.77 the Buintuplet ostinato
dominates once again.  A modulated and rhythmically altered version of the
piano’s one note motive returns at the beginning of the recapitulation, this time
an E intoned in the 3-4 violins.  The symmetrical hexachord (0134H) HJ-13 at K,
m. 90 restores a sense of balance.  The final Db–Ab perfect fifth ends the piece a
tritone away from its G beginning–a sort of symmetrical balancing foreshadowing
Crawford’s future work with dissonant counterpoint.

In conclusion, it should now be evident that Music For Small Orchestra
contains many of the features that are usually attributed to Ruth Crawford’s Spost-
Seeger’ days.  The sophistication of her concepts and the efficacy with which
Crawford absorbed and utilized the ideas of her peers and mentors as
exemplified in this work is a testament to her outstanding ability and talent as a
composer in her own right.  Sadly because of her small catalogue and her early
abandonment of composing in favor of musicology, I think that Crawford’s work
will always be viewed in juxtaposition with her more famous and prolific peers in
the ultra-modern movement.  There is little doubt in my mind that this movement
of Music 2or Small Orchestra should be more thoroughly examined and placed
among Crawford’s more often mentioned, later compositions.
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