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I. CUT AND PASTE 

"Here, you see, I cut off the fugue with a pair of scis- 
sors.... You can eliminate these harp-solo interruptions, 
paste the parts of the fugue together, and it will be one 
whole piece."' 

The quotation above refers to Stravinsky's 1947 ballet Orpheus 
and probably dates from around that time. It might not only be 
a symbolic description of Stravinsky's style, but also a literal de- 

scription of his working method. Consider Example 1, my tran- 

scription of a draft from the first movement of Symphony in Three 
Movements, dating from the early 1940s.2 Although the draft ap- 

The author wishes to acknowledge the generosity of the Paul Sacher Foun- 
dation, Basel, in granting permission to reproduce the sketch transcriptions 
used in this article. 

'Nicolas Nabokov relates Stravinsky's description of the "Epilogue" from 

Orpheus in his essay "Christmas with Stravinsky" (Nabokov 1951, 204). His 
remembrance first appears in Corle 1949, 146. Thanks to Felix Meyer of the 
Paul Sacher Foundation for this reference. 

2Because of Stravinsky's cut-and-paste working method, it is difficult to dis- 
tinguish between a sketch and a draft; for the purposes of this paper, I will use 
"sketch" to mean a notation with ideas or fragments but no continuity over 
more than a few measures, and will use "draft" to mean a notation containing at 
least one continuous episode. This draft (and all the others transcribed in this 

paper) are part of the Stravinsky collection housed at the Paul Sacher Founda- 
tion in Basel, Switzerland, and are reproduced with their kind permission. The 
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pears to be continuous (the top-staff E-major chord at the end of 
the second system is tied to the first chord on the third system), it 
arises from the attachment of two pieces of paper: the bracket to 
the left of the draft (added by the author) identifies a cut piece of 

paper that has been taped onto a larger page with only the lowest 

system written on it. Even more intriguing is that the taped ex- 

cerpt at the top is a carbon copy and the page to which it is at- 
tached is carbon paper. It seems that the composer made copies of 
his work-in-progress so that he could cut and paste them easily. In 

fact, many of the drafts for this portion of music were made on 
carbon paper that was subsequently separated and sometimes cut 
into pieces. 

For a composer known to manipulate repeated fragments of 

music, such a working method comes as little surprise. The music 
in question, from R22 forward, is familiar territory. This passage 
exemplifies a common Stravinskian texture I call "running in 

place." In the first six measures of the draft, two repeating layers 
vie for attention: over G-major ostinati in upper and lower string 
parts (henceforth called the "strings layer") are superimposed 

transcriptions have been reproduced by Juan Antonio Cuellar, a doctoral com- 

position student at the Indiana University School of Music, using Finale? soft- 
ware. The use of the Mistral font is meant to indicate locations where Stra- 
vinsky made annotations on the sketches by hand. I wish to thank Juan for his 
contribution. Any errors are my own. 
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irregularly repeating major triads in woodwinds and horns (hence- 
forth, the "horn layer") with roots of D; (spelled C# by Stravin- 

sky), Eb, and E~. Each stratum exists both as a discrete unit whose 

pitch content and rhythmic profile is fixed, and as a member of a 

contrapuntal texture, affecting (and affected by) the repetitions of 
the other layer. In other words, while each stratum is essentially 
unchanged-it stays in place-the changing alignment of the two 
strata lends to the passage a sense of motion-of running. In this 

early draft, the passage runs through three small units: two intro- 

ductory bars are followed by two episodes (mm. 3-5 and 6-8) de- 
lineated by the ongoing collisions of the two strata.3 

A cut-and-paste method permitted Stravinsky to experiment 
with the lengths and ordering of the episodes, which is borne out 
in the sketch evidence. There are at least five versions of this pas- 
sage created by cut-and-paste or similar methods, indicating that 

3The final score for this passage is given as Example 7; in the draft 

(Example 1), the G-major ostinato is varied in mm. 5-6 and gives way to osti- 
nati with other roots in mm. 7-8; in the final music the ostinato continues unal- 
tered for much longer, a fact that will be central to my discussion of the excerpt. 
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Whether Stravinsky's superimposed textures are continuous 
has been a point of debate.4 Commentators commonly point to the 

unchanging register, timbre, pitch content, and rhythmic profiles 
of the constituent layers, suggesting either that they are unrelated, 
or that they exist in isolation. For example, Lynne Rogers argues 
that Stravinsky's layers often create a texture of "dissociation," a 

rejection of common-practice contrapuntal procedure in which 
"the audible separation of contrasting, superimposed layers ... is 

primary, prohibiting the formation of a vertically unifying har- 
monic progression or pattern of simultaneities."5 While Rogers 
notes the frequent use of interpolation in her analysis of sketches 
from Stravinsky's Violin Concerto, she suggests that Stravinsky's 
revisions serve to separate layers more thoroughly from one an- 
other.6 Richard Taruskin argues that, in borrowing stylistic and 
structural features of Russian folk ostinato music, Stravinsky re- 

jected Germanic symphonic practices bound to a continuity 
achieved through development, transformation, and the like, re- 

sulting in "hypostatization," in which the "fixity" of musical ele- 
ments is juxtaposed with the "mutability" of their rhythmic pre- 
sentation so that they "coexist in concurrent, independent strata."7 
In other words, while strata coexist, they do not interact.8 

Also drawing from the sketch evidence, Joseph Straus takes a 
different position, placing Stravinskian "moments" in larger con- 

4In Horlacher 1992, I summarize the views of authors who emphasize the 
static and/or continuous nature of Stravinsky's invention, including Edward 
Cone, Pierre Boulez, Jonathan Kramer, and Pieter van den Toorn, and posit a 
model by which superimposed strata may interact contrapuntally. 

SRogers 1995, 476. 
6In Rogers 1994, the author discusses a short example of Stravinsky's 

phrase expansion (in the violin concerto) as a typical procedure for the com- 
poser. 

7Taruskin 1996, 957 and 961. His discussion on pp. 957-65 refers to inno- 
vations in The Rite of Spring that derive from Russian folk practice. 

8This is essentially Boulez's point when he describes Stravinsky's superim- 
position as having ". . . no development, properly speaking, but only varied rep- 
etition, no chemical reaction, but only a physical mixing . ." Boulez 1968, 62. 
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texts so that local discontinuities are balanced by linear and mo- 
tivic connections across moments, movements, and even entire 

pieces.9 Like Straus, I agree that our best appreciation of this 
music relies on our conceptions of both its active and static pro- 
files; however, I wish to demonstrate how connection comes in the 
midst of separation, how dynamic and static readings of the same 

passage may coexist. In each of the analyses below, I describe 
how superimposed layers interact in an ordered series of episodes, 
each of which arises as the strata collide. An episode exists as a 

sequential part of a larger section in that it may either initiate a 

pitch and/or rhythmic relationship between strata, or react to (or 
possibly complete) a relationship set forth in an earlier episode. 
Such harmonic/contrapuntal and rhythmic activities develop a 

passage by connecting one episode to another, even as each stra- 
tum maintains its discrete identity. In short, the episodic model en- 

gages both the number of repetitions a passage contains and the 

sequence in which they occur.10 This model suggests that superim- 
posed passages are both dynamic and continuous: they move in a 
connected and ordered direction. 

I describe below two examples of episodic development: the 

passage given as Example 1, and a passage from the third move- 
ment of the Symphony of Psalms. I trace the genesis of each 

passage from sketch through draft to final score. In each case, I 

identify how successive sketches and drafts grow from within, 
demonstrating how Stravinsky transformed an initial disposition 

9In a paper entitled "The Stravinskian Moment," Straus recalls Jonathan 
Kramer's connection of Stockhausen's term with Stravinsky's music; although 
he is in large part referring not to Stravinsky's superimposed textures, but rather 
to the "block" constructions, the issue of continuity is equally pressing here. 
Van den Toorn 1987, Chapter 4, defines the two textures and their rhythmic/ 
metric implications. Kramer's 1986 discussion appears on pp. 174-94. 

'?In Horlacher 1992, I have described a model of interacting superimposed 
strata called a "cycle." A cycle relies on continuous and fairly rigorous patterns 
of repetition for its existence. While the episodic model described here has sim- 
ilar roots (it relies on contrapuntal completion as a gauge), it can describe strata 
whose repetitions are more varied. 
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midst of separation, how dynamic and static readings of the same 

passage may coexist. In each of the analyses below, I describe 
how superimposed layers interact in an ordered series of episodes, 
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sequential part of a larger section in that it may either initiate a 
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possibly complete) a relationship set forth in an earlier episode. 
Such harmonic/contrapuntal and rhythmic activities develop a 

passage by connecting one episode to another, even as each stra- 
tum maintains its discrete identity. In short, the episodic model en- 

gages both the number of repetitions a passage contains and the 

sequence in which they occur.10 This model suggests that superim- 
posed passages are both dynamic and continuous: they move in a 
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I describe below two examples of episodic development: the 

passage given as Example 1, and a passage from the third move- 
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identify how successive sketches and drafts grow from within, 
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of fragments into a sequentially ordered passage.1 I show how 
short drafts consisting merely of single iterations become fully- 
developed episodes that in turn become sections in which static el- 
ements are paradoxically made more active because they appear in 

constantly changing environments. In other words, each stratum 
follows its own pattern while also responding to the events around 
it. Stravinsky's superimposition results in both the juxtaposition 
and the development of strata into a carefully ordered sequence. 
The sketch material reveals the nature of that development. 

II. SKETCHES AND STRETCHES 

I begin with a well-known passage from the third movement of 

Symphony of Psalms, an orchestral interlude that initiates the sec- 
ond section of the work. The passage is constructed from three re- 

iterating and superimposed strata, shown in Example 2(a). The ex- 

ample is formatted so that each system begins an episode, 
characterized by the ordered entrances of three strata. Entering 
first is a C-major triad in bassoon and horns; although the chord 

always repeats six times in eighth notes, this pattern itself does not 

appear regularly.12 The chord figure is accompanied by a bass line 

"In their essay describing revisions made to Symphonies of Wind 
Instruments, Andre Baltensperger and Felix Meyer discuss interpolation as a 

compositional procedure for this work; see p. 30 of the 1991 Paul Sacher Foun- 
dation publication of the 1920 score of Symphonies of Wind Instruments. The 
reader can find a reproduction of a sketch (as opposed to a transcription) show- 

ing a typical "internal expansion" on p. 40 of the same work. Another sketch 
with an internal expansion from the same work may be found on plate 9 in Stra- 

vinsky & Craft 1978. I have found similar sketches in all three of Stravinsky's 
"style periods" and am currently studying expansions in the Symphonies, a 
work characterized by blocks more often than by superimposition. 

'2Erick Walter White 1979, 363, connects the six eighths in the horn with 
the six syllables of the movement's central text (from Psalm 150) "laudate 
dominum" and interprets them as a joyous and ultimately raucous interpretation 
of the text; the orchestral interlude from which the horn part is taken forms a 
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in lower strings moving in quarter notes on the three ordered 

pitches F#, G, and Ab; while these repetitions are initially broken 

by rests, they soon become an ongoing ostinato.'3 
The most irregular stratum is the trumpet melody, entering first 

at the sixth measure after R3, the end of the second episode. Like 
the C-major chord, this melody appears irregularly; additionally, 
while the trumpet always begins on G and moves in quarter notes 

thereafter, the three statements of its four ordered pitches (G, B , 
Ab, and C) each differ in length. All three strata-C-major chord, 
bass line, trumpet melody-share pitch-class G and, taken to- 

gether, emphasize C and G as centric, thereby continuing C's 
dominance from the previous, initial choral statement.'4 The pat- 
terns in these three strata remain intact through the trumpet's third 
statement (during episode four). As the patterns are broken, the 

centricity of C also gives way. 

contrast with the previous majestic and reverent choral "laudate dominum." 

Shortly after the orchestral interlude, the chorus does, in fact, adopt the horn's 

rhythm. Although Stravinsky claimed that the six eighth-note iterations were 
the composer's first notation for the whole of the Symphony of Psalms (see 
Stravinsky & Craft 1968, 44), subsequent discussion in this paper will show 
that this is not the case. 

3In the third episode, the bassline enters jointly with the horns. Because it 
becomes an unbroken ostinato thereafter, it appears to overtake the chord at the 
start of the fourth measure. Although there has been one break in this bassline at 
the downbeat of rehearsal 4, its continuation follows as if the missing pitch (G) 
had been present. As we shall see, this rest occurs in all strata and serves to sep- 
arate one episode from the next. 

'4Despite its new texture and tempo, this second section of the movement is 

closely connected to the opening of the movement. The C-major chord contin- 
ues C's role as a focal pitch, the lower strings ostinato derives from a G-A6 os- 
tinato in the horns early in the movement (this ostinato is itself a reference to 
the alto chant early in the first movement), and the trumpet melody refers to the 

repeated "laudate dominum" melody that closes the first section. A portion of 
this melody also appears as a superimposed ostinato in the tenor and bass parts 
near the start of the movement. In other words, while contrasting in character, 
the strata in the second section restate ostinati and repeating strata from earlier 
music. 
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contrast with the previous majestic and reverent choral "laudate dominum." 
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Thus, while each stratum is well defined by its instrumentation, 
register, durational identity, and pitch content, it does not exist in 
isolation. Rather, Example 2(a) demonstrates the participation of 
each line in a larger formal framework consisting of four episodes. 
The example shows that while the strata initially enter separately, 
the entrances become closer in each successive entrance and even- 

tually overlap. As a consequence, the episodes become denser. 

Thus, in the first episode, only two strata are present and each ap- 
pears on its own, separated by a half-note rest. The C-major triad 
also initiates episode two, this time followed by lower strings after 
a quarter-note rest. As this line becomes an ostinato, it is aug- 
mented by another chordal entrance and the first statement of the 

trumpet melody. In the third episode, the chord and bass line enter 

together with the trumpet following shortly thereafter. In the last 

episode, the bass line overtakes the chord, and all three strata have 
entered by the end of the first measure.'5 As a whole, the passage 
gathers momentum with the increasingly compact entrances, 
counteracting the static construction of its constituent parts.16 

'5Although appearing earlier in each reiteration, the trumpet always retains 
its notated metrical identity. If the half note can be counted as a tactus in this 

passage (one of several possibilities), the trumpet always enters on its weaker 

quarter and closes on its stronger one. As will be described below, this reading 
enhances the possibility that the trumpet may close an episode. 

'6Pieter van den Toorn analyzes this passage as representative of his rhyth- 
mic type two, where energy accumulates as the horn fragment is metrically 
reinterpreted from an "upbeating" reiteration to one appearing on the downbeat. 
See van den Toorn 1983, 233-4. 
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Pitch events also lead the passage forward. The C-centric iden- 

tity of the passage arises not only from the intonation of a C-major 
triad, but also from the interaction of the other two strata, whose 
melodic constructions give rise to a two-part counterpoint. The 
vertical lines drawn on Example 2(a) connect the first pitch of 
each trumpet statement (G) with its corresponding bass line coun- 

terpart; because the bass melody has three pitches for every four 
in the trumpet, only three counterpoints are possible between 
these two strata and are labeled X, Y, and Z in Example 2(b). Note 
that the passage moves through all three possible combinations 

(although not continuously) before repeating the initial one. 
The passage begins and ends with version X with good reason, 

for this particular alignment stands out as more consonant than 
the other two. By defining triadic intervals (thirds/sixths, fifths/ 

fourths) as consonant and other intervals as dissonant,'7 and by 
hearing C and G as privileged within the total pitch content, we 

may favor counterpoint X tonally over counterpoints Y and Z. For 
while Y and Z have vertical minor seconds and a tritone (between 
pitches C and F# in Z), version X begins on the single shared 

pitch, G, has comparatively mild dissonances of a major second, 
and ends on C and G at its close. Neither versions Y nor Z pair 
either G with C or either of the two pitches with itself. 

Taken as a whole, then, the passage completes all possible 
trumpet/strings alignments and favors the most consonant one 

(version X) as a point of departure and return. The internal order- 

ing and pacing of the counterpoints also connect one episode with 
another. During their first encounter at the end of episode two, 

trumpet and contrabass cycle through versions X and Y, stopping 
on the pitches C and Ab The episode is curtly cut off by the fol- 

lowing syncopated accent on the bass's F# and a subsequent si- 

lence, events that demand continuation of some kind. At episode 
3, the melodic pair resumes and completes the interrupted contra- 

puntal pairing, moving through version Z and continuing forward 

Pitch events also lead the passage forward. The C-centric iden- 

tity of the passage arises not only from the intonation of a C-major 
triad, but also from the interaction of the other two strata, whose 
melodic constructions give rise to a two-part counterpoint. The 
vertical lines drawn on Example 2(a) connect the first pitch of 
each trumpet statement (G) with its corresponding bass line coun- 

terpart; because the bass melody has three pitches for every four 
in the trumpet, only three counterpoints are possible between 
these two strata and are labeled X, Y, and Z in Example 2(b). Note 
that the passage moves through all three possible combinations 

(although not continuously) before repeating the initial one. 
The passage begins and ends with version X with good reason, 

for this particular alignment stands out as more consonant than 
the other two. By defining triadic intervals (thirds/sixths, fifths/ 

fourths) as consonant and other intervals as dissonant,'7 and by 
hearing C and G as privileged within the total pitch content, we 

may favor counterpoint X tonally over counterpoints Y and Z. For 
while Y and Z have vertical minor seconds and a tritone (between 
pitches C and F# in Z), version X begins on the single shared 

pitch, G, has comparatively mild dissonances of a major second, 
and ends on C and G at its close. Neither versions Y nor Z pair 
either G with C or either of the two pitches with itself. 

Taken as a whole, then, the passage completes all possible 
trumpet/strings alignments and favors the most consonant one 

(version X) as a point of departure and return. The internal order- 

ing and pacing of the counterpoints also connect one episode with 
another. During their first encounter at the end of episode two, 

trumpet and contrabass cycle through versions X and Y, stopping 
on the pitches C and Ab The episode is curtly cut off by the fol- 

lowing syncopated accent on the bass's F# and a subsequent si- 

lence, events that demand continuation of some kind. At episode 
3, the melodic pair resumes and completes the interrupted contra- 

puntal pairing, moving through version Z and continuing forward 

Pitch events also lead the passage forward. The C-centric iden- 

tity of the passage arises not only from the intonation of a C-major 
triad, but also from the interaction of the other two strata, whose 
melodic constructions give rise to a two-part counterpoint. The 
vertical lines drawn on Example 2(a) connect the first pitch of 
each trumpet statement (G) with its corresponding bass line coun- 

terpart; because the bass melody has three pitches for every four 
in the trumpet, only three counterpoints are possible between 
these two strata and are labeled X, Y, and Z in Example 2(b). Note 
that the passage moves through all three possible combinations 

(although not continuously) before repeating the initial one. 
The passage begins and ends with version X with good reason, 

for this particular alignment stands out as more consonant than 
the other two. By defining triadic intervals (thirds/sixths, fifths/ 

fourths) as consonant and other intervals as dissonant,'7 and by 
hearing C and G as privileged within the total pitch content, we 

may favor counterpoint X tonally over counterpoints Y and Z. For 
while Y and Z have vertical minor seconds and a tritone (between 
pitches C and F# in Z), version X begins on the single shared 

pitch, G, has comparatively mild dissonances of a major second, 
and ends on C and G at its close. Neither versions Y nor Z pair 
either G with C or either of the two pitches with itself. 

Taken as a whole, then, the passage completes all possible 
trumpet/strings alignments and favors the most consonant one 

(version X) as a point of departure and return. The internal order- 

ing and pacing of the counterpoints also connect one episode with 
another. During their first encounter at the end of episode two, 

trumpet and contrabass cycle through versions X and Y, stopping 
on the pitches C and Ab The episode is curtly cut off by the fol- 

lowing syncopated accent on the bass's F# and a subsequent si- 

lence, events that demand continuation of some kind. At episode 
3, the melodic pair resumes and completes the interrupted contra- 

puntal pairing, moving through version Z and continuing forward 

Pitch events also lead the passage forward. The C-centric iden- 

tity of the passage arises not only from the intonation of a C-major 
triad, but also from the interaction of the other two strata, whose 
melodic constructions give rise to a two-part counterpoint. The 
vertical lines drawn on Example 2(a) connect the first pitch of 
each trumpet statement (G) with its corresponding bass line coun- 

terpart; because the bass melody has three pitches for every four 
in the trumpet, only three counterpoints are possible between 
these two strata and are labeled X, Y, and Z in Example 2(b). Note 
that the passage moves through all three possible combinations 

(although not continuously) before repeating the initial one. 
The passage begins and ends with version X with good reason, 

for this particular alignment stands out as more consonant than 
the other two. By defining triadic intervals (thirds/sixths, fifths/ 

fourths) as consonant and other intervals as dissonant,'7 and by 
hearing C and G as privileged within the total pitch content, we 

may favor counterpoint X tonally over counterpoints Y and Z. For 
while Y and Z have vertical minor seconds and a tritone (between 
pitches C and F# in Z), version X begins on the single shared 

pitch, G, has comparatively mild dissonances of a major second, 
and ends on C and G at its close. Neither versions Y nor Z pair 
either G with C or either of the two pitches with itself. 

Taken as a whole, then, the passage completes all possible 
trumpet/strings alignments and favors the most consonant one 

(version X) as a point of departure and return. The internal order- 

ing and pacing of the counterpoints also connect one episode with 
another. During their first encounter at the end of episode two, 

trumpet and contrabass cycle through versions X and Y, stopping 
on the pitches C and Ab The episode is curtly cut off by the fol- 

lowing syncopated accent on the bass's F# and a subsequent si- 

lence, events that demand continuation of some kind. At episode 
3, the melodic pair resumes and completes the interrupted contra- 

puntal pairing, moving through version Z and continuing forward 

Pitch events also lead the passage forward. The C-centric iden- 

tity of the passage arises not only from the intonation of a C-major 
triad, but also from the interaction of the other two strata, whose 
melodic constructions give rise to a two-part counterpoint. The 
vertical lines drawn on Example 2(a) connect the first pitch of 
each trumpet statement (G) with its corresponding bass line coun- 

terpart; because the bass melody has three pitches for every four 
in the trumpet, only three counterpoints are possible between 
these two strata and are labeled X, Y, and Z in Example 2(b). Note 
that the passage moves through all three possible combinations 

(although not continuously) before repeating the initial one. 
The passage begins and ends with version X with good reason, 

for this particular alignment stands out as more consonant than 
the other two. By defining triadic intervals (thirds/sixths, fifths/ 

fourths) as consonant and other intervals as dissonant,'7 and by 
hearing C and G as privileged within the total pitch content, we 

may favor counterpoint X tonally over counterpoints Y and Z. For 
while Y and Z have vertical minor seconds and a tritone (between 
pitches C and F# in Z), version X begins on the single shared 

pitch, G, has comparatively mild dissonances of a major second, 
and ends on C and G at its close. Neither versions Y nor Z pair 
either G with C or either of the two pitches with itself. 

Taken as a whole, then, the passage completes all possible 
trumpet/strings alignments and favors the most consonant one 

(version X) as a point of departure and return. The internal order- 

ing and pacing of the counterpoints also connect one episode with 
another. During their first encounter at the end of episode two, 

trumpet and contrabass cycle through versions X and Y, stopping 
on the pitches C and Ab The episode is curtly cut off by the fol- 

lowing syncopated accent on the bass's F# and a subsequent si- 

lence, events that demand continuation of some kind. At episode 
3, the melodic pair resumes and completes the interrupted contra- 

puntal pairing, moving through version Z and continuing forward 

Pitch events also lead the passage forward. The C-centric iden- 

tity of the passage arises not only from the intonation of a C-major 
triad, but also from the interaction of the other two strata, whose 
melodic constructions give rise to a two-part counterpoint. The 
vertical lines drawn on Example 2(a) connect the first pitch of 
each trumpet statement (G) with its corresponding bass line coun- 

terpart; because the bass melody has three pitches for every four 
in the trumpet, only three counterpoints are possible between 
these two strata and are labeled X, Y, and Z in Example 2(b). Note 
that the passage moves through all three possible combinations 

(although not continuously) before repeating the initial one. 
The passage begins and ends with version X with good reason, 

for this particular alignment stands out as more consonant than 
the other two. By defining triadic intervals (thirds/sixths, fifths/ 

fourths) as consonant and other intervals as dissonant,'7 and by 
hearing C and G as privileged within the total pitch content, we 

may favor counterpoint X tonally over counterpoints Y and Z. For 
while Y and Z have vertical minor seconds and a tritone (between 
pitches C and F# in Z), version X begins on the single shared 

pitch, G, has comparatively mild dissonances of a major second, 
and ends on C and G at its close. Neither versions Y nor Z pair 
either G with C or either of the two pitches with itself. 

Taken as a whole, then, the passage completes all possible 
trumpet/strings alignments and favors the most consonant one 

(version X) as a point of departure and return. The internal order- 

ing and pacing of the counterpoints also connect one episode with 
another. During their first encounter at the end of episode two, 

trumpet and contrabass cycle through versions X and Y, stopping 
on the pitches C and Ab The episode is curtly cut off by the fol- 

lowing syncopated accent on the bass's F# and a subsequent si- 

lence, events that demand continuation of some kind. At episode 
3, the melodic pair resumes and completes the interrupted contra- 

puntal pairing, moving through version Z and continuing forward 

17In this high neoclassical work, it seems appropriate to borrow this basic 
model to distinguish vertical consonance from dissonance. 

17In this high neoclassical work, it seems appropriate to borrow this basic 
model to distinguish vertical consonance from dissonance. 

17In this high neoclassical work, it seems appropriate to borrow this basic 
model to distinguish vertical consonance from dissonance. 

17In this high neoclassical work, it seems appropriate to borrow this basic 
model to distinguish vertical consonance from dissonance. 

17In this high neoclassical work, it seems appropriate to borrow this basic 
model to distinguish vertical consonance from dissonance. 

17In this high neoclassical work, it seems appropriate to borrow this basic 
model to distinguish vertical consonance from dissonance. 



Running in Place: Sketches and Superimposition in Stravinsky's Music 203 Running in Place: Sketches and Superimposition in Stravinsky's Music 203 Running in Place: Sketches and Superimposition in Stravinsky's Music 203 Running in Place: Sketches and Superimposition in Stravinsky's Music 203 Running in Place: Sketches and Superimposition in Stravinsky's Music 203 Running in Place: Sketches and Superimposition in Stravinsky's Music 203 

to repeat version X, the privileged counterpoint capable of creat- 

ing harmonic closure. However, Stravinsky truncates the trumpet 
melody one pitch too soon on Ab (note the missing C at the start of 

episode 4), once more averting closure and intensifying our ex- 

pectations for another episode. 
Episode 4 is a culmination of the passage for several reasons. 

First, all three fragments overlap for the first time, with the bass 
and trumpet fragments aligned in privileged counterpoint X. 

Second, Stravinsky adds at the beginning of the episode an addi- 
tional C-major chord in the piano, which is emphasized by a met- 

rically offset entrance on a weak eighth note. Only when the suc- 
cession of two-part counterpoints has unfolded completely and 
returned to its starting point, X, and when all three strata enter 

nearly concurrently do the patterns in each stratum begin to break. 
We turn now to the sketches, noting their relationships with the 

finished episodic form described above. Example 3 is the first ex- 
tant draft for this passage, found on pages 10-11 in a sketchbook 

Stravinsky used for all three movements of the piece.18 For the 

moment, I will consider only its lower continuous system, return- 

ing to the additional measures shown on the upper right hand side 

(the first "stretching" of the passage) shortly. In this first draft Stra- 

vinsky has already chosen the three strata, although they appear in 
much less distinctive forms: the C-major chord appears continu- 

ously in undifferentiated quarter notes, and the bass line, while 

8All the extant sketch material for the Symphony of Psalms is found in a 
bound notebook with blank pages and labeled on its cover "Igor Stravinsky 
SYMPHONY OF PSALMS ROUGH SKETCHES PENCIL MANUSCRIPT." 
Stravinsky used a rastral to draw staves on the blank pages as needed. 
According to sporadic dates throughout the notebook, the composer appears to 
have filled it sequentially; the first date in the sketchbook is Dec. 29, [1929], 
and the last is Aug. 15, 1930. Material for the third movement fills pp. 8-37 
and consists in large part of a continuous draft for the whole movement with 
sketches and smaller drafts appearing above, below, or around the longer draft. 
Page 8 shows a date of March 10. Pages 10-11 and 14-15 are the only pages 
with material for this part of the movement. The drafts for my transcriptions 
(Examples 4 and 5) have been reproduced in Horlacher 1999. 
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also continuous, is rather disjunct, appearing as short fragments in 
two registers, which obscures its identity as a repeating melody. 
There is only one trumpet entrance. Without their final rhythmic 
identities or multiple repetitions, the strata do not appear as three 

independent, superimposed fragments. Moreover, this initial draft 
is lacking a fully episodic structure, giving way rather soon to the 

following music; note that the ostinati have already broken their 

patterns in the third notated measure of the sketch. Instead of the 

superimposed strata and episodic structure of the final version, the 
sketch outlines a single passage in which concurrent beginnings in 
the first two strata are followed by one trumpet statement and an 
immediate demarcated close in the form of a syncopated C-major 
chord in upper strings, which will become the piano chord in the 
final episode. 

The additional measures Stravinsky adds to the start of the pas- 
sage (by way of his arrow on Example 3) stretch it in important 
ways. First, note that the C-major triad, although still continuous, 

gains its eighth-note motion (albeit in alternating thirds); more im- 

portantly, additional lower-register entrances on C differentiate 
certain eighths, marking what will eventually become entrances in 
this stratum. Stravinsky's placement of this new material at the 
head of the passage also solidifies the role of the chord as initiator. 
In other words, with the addition of these introductory measures, 
the excerpt begins to acquire its constituent parts. 

In Example 4, which also contains an intriguing internal 
"stretch," Stravinsky transforms the excerpt into an ordered, cu- 
mulative structure.19 Even without the later expansion shown at 

top right, the draft shown on the lower system is very similar to 
the final version, for each of the strata has been transformed into a 

self-standing part of the texture: the C-major chord is no longer 

'9Example 5 is taken from pp. 14-15 of the sketchbook. The intervening 
pages between Examples 4 and 5, pp. 12-13, contain only material related to 
music earlier in the movement. Pages 14-15 also show a reduced version of the 
first six measures shown in Example 5; the only difference is the addition of the 
sustained chord in fuller instrumentation (including upper strings), which does 
not alter the episodic structure. 
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continuous, entering instead at irregular durational intervals; the 
bass line has assumed its final registral position; and the trumpet 
melody has multiple entrances. As a whole, the draft without its 
internal expansion makes good sense on its own: the entrance pat- 
tern of the three fragments is intact, and the bass line ostinato con- 
tinues uninterrupted. In fact, this draft corresponds to episodes 
one, two, and four of the final score. 
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episode three provides more than completed superimposition: 
when Stravinsky cuts off the trumpet melody on Ab (rather than C) 
at the end of the episode, he forestalls closure, thereby lengthen- 
ing the passage and giving it a more dramatic conclusion. 

The successive revisions documented in the sketches enhance 
both the static and the forward-reaching characteristics of the pas- 
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sage: they show how each stratum gained a distinctive, unchang- 
ing identity, and also how mere superimposition grew into a series 
of ordered episodes created by the interactions of those strata. 
While each stratum reiterates its own gesture, it also engages in a 

three-part counterpoint where pitch relations and texture combine, 

allowing us to hear the passage running in place. 
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III. STRAVINSKY'S SNIPS 

Let us now return to the first movement of the Symphony in 
Three Movements. In this composition, Stravinsky edited and re- 
vised his work in some novel ways. While retaining the stretching 
method, he also made some sketches on carbon paper, creating 
a second copy to cut, paste, or staple to other versions. Addi- 

tionally, Stravinsky often returned to the original carbon paper for 
additional edits, which can be compared with the original-and 
unedited-carbon copy. These methods leave a "paper trail" 
which can be used to trace how repetitions combine to create a 
continuous, connected form.20 

First, let us consider the large organization of the excerpt in its 
final form. Example 5 summarizes three different superimposi- 
tions, each of which plays out in a series of episodes like those in 
the Symphony of Psalms excerpt.21 Stravinsky developed all three 
sections similarly by interpolating repetitions within the outer 
boundaries marked by his original sketches. In fact, we can see a 

simple example of a cut-and-paste expansion in the figure from 

Example 5, part 2, by returning for a moment to Example 1. 
Recall that its upper two systems belonged originally to a previous 

20The materials discussed here are unbound and undated; my chronology is 
based on tracing the emergence of the passage from a short fragment to its final 
published version. Most of the materials appear on single sheets of prelined 
staff paper (sometimes cut, as described below). An exception is Example 10, 
which shows an excerpt taken from a larger unlined sheet of paper to which 
Stravinsky added staff notation with a rastral. Additional materials on this page 
as well as other untranscribed music show later parts of the passage not dis- 
cussed here. 

21Taken as a whole, these three superimpositions (from R22 through R33) 
form a closing part of the initial section of the movement, appearing from the 
movement's opening through R38. The first superimposition (part one at R22) 
begins with prominent statements of G-major and Db-major triads forming the 
octatonic collection {1,2,4,5,7,8,A,B ; after a move toward the octatonic col- 
lection {0,1,3,4,6,7,9,A} at the end of part one, part two reinstates the original 
collection. The passage culminates on an E-minor triad at part 3 (R29), also a 
member of the original collection. 
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page, which is the earliest draft I have found for this music. In 

Example 6, I have reconstructed this earlier music, reuniting the 
two upper systems of Example 1 with their previous lower system. 
(Thus, Examples 1 and 6 differ only in their lowest systems.) Like 
the earliest drafts for Symphony of Psalms, Example 6 shows all 
three sections of the passage occurring in order (shown by the cir- 
cled text), but in very short versions. For instance, the superimpo- 
sition of part 2 (characterized by its four triads with roots of E, Eb, 
E, and G) consists merely of one two-measure unit; but when 

Stravinsky cut the upper two-thirds of this page and pasted it onto 

paper with a new lower system, producing Example 1, he ex- 

panded that portion of the excerpt. We can find a second iteration 
of the part-two fragment (in three measures, and with the substitu- 
tion of a Db triad for the first triad) on the bottom of Example 1 at 
the asterisk. 

The entire evolution of the passage cannot be traced in the pre- 
sent format; however, because the sketch evidence is so rich for 
the part-one superimposition, I will summarize various dramatic 

steps in its growth. In its final disposition, this passage consists of 
five episodes, each of which begins a system on Example 7. Epi- 
sodes 2-5 are marked by the conjunction of a horn-layer repetition 
(consisting most typically of four ordered major triads with roots 
of Db, Eb, E!, and Eb) with two string ostinati that repeat the 

pitches G-B every two quarter notes and a G-major triad every 
three eighths. The first episode is introductory, and will be consid- 
ered shortly. 

Taken as a whole, all five episodes move between two octa- 
tonic collections, a process common to the entire first movement.22 
Asterisks in Example 7 (at the start of episode two, where the two 
strata first interact, and at the end of episode five, as the passage 
ends) identify two Petrouchka-like chords that frame the passage, 

22Pieter van den Toorn demonstrates that movement from one octatonic or 
octatonic/diatonic passage to another (joined by common-tone transitional 
passages) is common in the first movement; see his analysis in van den Toorn 
1983, 351-64. 
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of the part-two fragment (in three measures, and with the substitu- 
tion of a Db triad for the first triad) on the bottom of Example 1 at 
the asterisk. 

The entire evolution of the passage cannot be traced in the pre- 
sent format; however, because the sketch evidence is so rich for 
the part-one superimposition, I will summarize various dramatic 

steps in its growth. In its final disposition, this passage consists of 
five episodes, each of which begins a system on Example 7. Epi- 
sodes 2-5 are marked by the conjunction of a horn-layer repetition 
(consisting most typically of four ordered major triads with roots 
of Db, Eb, E!, and Eb) with two string ostinati that repeat the 

pitches G-B every two quarter notes and a G-major triad every 
three eighths. The first episode is introductory, and will be consid- 
ered shortly. 

Taken as a whole, all five episodes move between two octa- 
tonic collections, a process common to the entire first movement.22 
Asterisks in Example 7 (at the start of episode two, where the two 
strata first interact, and at the end of episode five, as the passage 
ends) identify two Petrouchka-like chords that frame the passage, 

22Pieter van den Toorn demonstrates that movement from one octatonic or 
octatonic/diatonic passage to another (joined by common-tone transitional 
passages) is common in the first movement; see his analysis in van den Toorn 
1983, 351-64. 
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each belonging to a different octatonic collection. Episodes 2-5 

begin with a version of the chord belonging to the octatonic 
collection {1,2,4,5,7,8,A,B that arises from the conjunction of 
the G-major figuration in the strings and the initial Db-major triad 
in the horns. They end, however, with horns on an Eb-major triad, 
whose root is notably not part of this collection. (The end of the 
second episode is an exception to be described momentarily.)23 By 
the end of the last episode (see the third measure after R25), the 
bass ostinato finally gives up G for A, meeting the horn's Eb- 

major triad with a tritone-related pitch and thereby implicating an- 
other octatonic collection, {0,1,3,4,6,7,9,A}. G~ reappears in the 
next measure, returning the passage to its original octatonic col- 
lection and initiating the second part of this passage, which con- 
sists of another series of episodes. 

While it may appear sudden, the break in the bass-line ostinato 
can be attributed to its ongoing interactions with the horn layer 
in each successive episode; in other words, we can follow a path 
of interaction-of running-through the five episodes. The varied 

counterpoint between the horn and bass line prepares, or even 
forces, the bass line to move up a step, meeting the horn layer's Eb 
triad, and thereby ending this superimposition. Each episode di- 
rects this process a little further, which we can trace in Example 7. 
The first episode, which occurs in every sketch or draft, is a two- 
measure statement of the string layer alone, showing its role as a 

point of both harmonic and rhythmic departure. Taken together, 
the two ostinati of three eighths (in the upper strings) and four 

eighths (in the lower strings) spin out a counterpoint that repeats 
every twelve eighths. In the context of the preceding three-four 
meter, the strings complete this cycle in two measures; conse- 

quently, the two measures of this initial episode form a unit by 

23It might seem unusual that the concatenation of triads whose roots are re- 
lated by tritone (those on G and Db) is considered more fundamental to the pas- 
sage than those with roots a major third apart (G and Eb, sharing the common 
tone G.) The octatonic collection is so pervasive in this movement, however, 
that it serves as a referential collection. 
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which we can measure the repetitions of the string layer and the 
movement of the counterpointing horn layer. 

The first few episodes begin and end concurrently with the 

string cycle. Like episode one, episode two (the first superimposi- 
tion of strings and horn) lasts just two measures-that is, for one 

string cycle. Although the horn layer enters "properly" as a string 
cycle begins, it is then awkwardly cut off: after a long Db triad, its 
two final eighths (containing Eb and E triads) seem to lean for- 
ward toward a goal without reaching it. This opening disposition 
of the two layers establishes the dominance of the string layer and 
the octatonic collection { 1,2,4,5,7,8,A,B } and is reinforced in the 
third episode. Here, the horn layer enters as an interrupting synco- 
pation two quarters after the episode begins. This time, the "lean- 

ing" eighths do reach a suitably long Eb triad (a sonority whose 
root is outside the octatonic collection) in the third measure of the 

episode. This gesture causes the string cycle to begin again, 
adding a third measure to the episode. The second cycle continues 
forward to its end at the fourth measure of the episode, even 

though the horn fragment is complete in the third measure. In 
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other words, the string layer delays the start of another hor repe- 
tition by a measure. 

The fourth episode mimics the third with its late, interrupting 
horn entrance. But here the balance of power begins to shift, for 
when the horn layer completes its melodic statement, it moves im- 

mediately into the fifth episode, effectively interrupting the com- 

pletion of the string cycle (indicated by the X through the "miss- 

ing" fourth measure of episode four). In fact, it is at the end of the 
fourth episode that the bass-line ostinato first begins to give way, 
moving to a previously unheard G4 before returning to its normal 

G3-B3 repetitions. We have already seen that in the fifth episode, 
the bass line moves from G up to A, giving up one octatonic col- 
lection for another; notice that in this final episode, the horn layer 
enters concurrently on the first downbeat of the episode and sus- 
tains its final Eb-major triad for a full two measures, seeming to 
wait while the bass line moves upward. 

I have cast the two layers as competitors in order to demon- 
strate their relationship over the five ordered episodes. As with the 

Symphony of Psalms example, these essentially static layers inter- 
act: the unpredictable entrances of the horn layer interrupt the sta- 
ble statements of the string cycle until the predictable repetitions 
of the cycle give way, enacting a move from one octatonic collec- 
tion to another. While the two layers remain essentially intact 

throughout the passage, they are aligned so as to create episodes 
characterized by an increasing sense of tonal conflict that is re- 
solved by the change in the string cycle. 

The five extant drafts for this passage reinforce a conception 
of the passage both as episodic and as consecutive, for they trace 
a sequence of events in which Stravinsky consistently lengthens 
the passage from within. Let us reconsider Example 6, my recon- 
struction of an early draft. Note that it contains both the "outer" 

episodes 1 and 5 (that is, the opening two-measure string cycle 
and the change of bass ostinato from G to A, shown here as mm. 

6-8) as well as a single "inner" episode (mm. 3-5 of this draft). 
Although this inner episode lacks a syncopated start, its three- 
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The five extant drafts for this passage reinforce a conception 
of the passage both as episodic and as consecutive, for they trace 
a sequence of events in which Stravinsky consistently lengthens 
the passage from within. Let us reconsider Example 6, my recon- 
struction of an early draft. Note that it contains both the "outer" 

episodes 1 and 5 (that is, the opening two-measure string cycle 
and the change of bass ostinato from G to A, shown here as mm. 

6-8) as well as a single "inner" episode (mm. 3-5 of this draft). 
Although this inner episode lacks a syncopated start, its three- 

measure length and bass-line leap to an upper G make it resemble 
the final-version episode 4. In other words, this early draft (main- 
tained in Example 1, the subsequent draft) corresponds to the final 

episodes 1, 4, and 5. Already the constituent strata have taken on 
distinctive shapes, and the passage's larger pitch motion is sup- 
ported by smaller episodes. Stravinsky continues to develop the 
material over several more drafts. 

The reader will recall that Example 1 is a carbon copy; 
Example 8 is the original carbon paper from which it is made.24 
On it, Stravinsky makes one small but significant change before 

recasting the passage on another sheet of paper; following the last 

episode of part one (my episode 5), he changes the bass line from 
Ab to G (see m. 9 of Example 8), reasserting the original octatonic 
collection and initiating the next section of music.25 By returning 
the bass line to G in the next section, Stravinsky highlights the ar- 
rival on A at the end of the first section. Also new are the numbers 
"1234" in red, a shorthand I will discuss below. 

The sketch shown in Example 9, Stravinsky's third attempt, 
consists only of a small piece of paper that appears at one point 
to have been stapled onto Example 8, and for this reason I have 

aligned the start of Example 8 above it. Consisting of just three 
measures, Example 9 has two intriguing annotations above it.26 
The first, "changed fourth measure," most likely refers to the fourth 

24This "original" consists of two outer staves drawn on a blank piece of 

paper with a blank middle space left open. My reconstruction shows that the 
music was taped onto this middle space, and the contents were therefore repro- 
duced onto the carbon copy shown in Example 1 before being removed for rea- 
sons unclear to me. (The taped middle staff now exists as a separate sketch, but 
its shape matches Example 8 exactly; Example 8 also shows tape marks corre- 
sponding to the smaller middle piece.) I can only speculate that Stravinsky ex- 
pected to insert material within Example 8 and therefore drew it with space to 
accommodate such an insertion. 

25The changed bassline is retained in the final version; see the end of 
episode 5 on Example 7 (R26), final score. 

26The notations have been translated from Russian to English on the tran- 
scription. 
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rival on A at the end of the first section. Also new are the numbers 
"1234" in red, a shorthand I will discuss below. 

The sketch shown in Example 9, Stravinsky's third attempt, 
consists only of a small piece of paper that appears at one point 
to have been stapled onto Example 8, and for this reason I have 

aligned the start of Example 8 above it. Consisting of just three 
measures, Example 9 has two intriguing annotations above it.26 
The first, "changed fourth measure," most likely refers to the fourth 

24This "original" consists of two outer staves drawn on a blank piece of 

paper with a blank middle space left open. My reconstruction shows that the 
music was taped onto this middle space, and the contents were therefore repro- 
duced onto the carbon copy shown in Example 1 before being removed for rea- 
sons unclear to me. (The taped middle staff now exists as a separate sketch, but 
its shape matches Example 8 exactly; Example 8 also shows tape marks corre- 
sponding to the smaller middle piece.) I can only speculate that Stravinsky ex- 
pected to insert material within Example 8 and therefore drew it with space to 
accommodate such an insertion. 

25The changed bassline is retained in the final version; see the end of 
episode 5 on Example 7 (R26), final score. 

26The notations have been translated from Russian to English on the tran- 
scription. 
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measure of the previous draft (Example 8); the notation seems to 
indicate that horns should continue sustaining the Db-major triad 
for another measure. Following this notation is the word "inser- 
tion." Here, I believe that Stravinsky intended to insert an episode 
within Example 8, one that would follow the just-lengthened DK- 

major triad. In fact, the composer's next draft, shown in Example 
10, shows such a reconstruction. Beginning on the lower three 

systems, it contains the initial two-measure cycle followed by a 

lengthened two-measure D; triad in the horns, and then the in- 
serted measures from Example 8. This internal expansion has 

striking consequences: it creates two additional episodes resem- 

bling the final episodes 2 and 3. The red numbers "1234" also 

reappear on Example 10, Stravinsky's shorthand from Example 8 

indicating that the end of the fifth and final episode (as well as the 
start of the part-two superimposition) should appear here. (The 
music on the upper three systems continues the part-two superim- 
position.) 

The draft in Example 10 is nearly identical with the final ver- 

sion; below the example in brackets are my notations showing 
each episode's beginning for easy comparison with the final score 
in Example 7. All that remained was to alter episode 2 from its 
rather lifeless single D; triad to the more engaging statement in 
which the horn line introduces its "leaning" Eb-major and E-major 
triads. In his fifth consideration of the passage, shown in Example 
11, Stravinsky transformed episode two into its final form. 

It appears that Stravinsky was very and perhaps even obses- 

sively careful with the ordering and alignment of these strata. 
After all, the music in question consists of a mere fourteen mea- 
sures of fifteen seconds' duration. It would be easy to dismiss it as 

only another static texture for which the composer is so famous, 
and, indeed, the individual repetitions of each layer are one impor- 
tant component of it. But the texture is not entirely static, and most 
of Stravinsky's revisions work towards gradually breaking off the 
established regularity of the bass line from its G-B repetitions to 
G-G and eventually to Ab and A, a move counterpointed by the 

appearance of the Eb triad above it. That break is also connected 
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with the growing interruptions in the horn layer against the pre- 
dictable rhythmic reiterations in the strings.27 

I began this article by describing Stravinsky's textures as "run- 

ning in place," which is to say that when motivic fragments whose 

repetitions "stay in place" are superimposed on one another, they 
"run" through a sequence of events. The power of these textures 
arises from the forward motion that ensues in these essentially 
fixed and repeating strata. The sketch evidence shows the com- 

poser's concern for both sides of the issue: his initial conceptions 
consisted of the fragments themselves; he developed them not 

only through additional repetitions, but also from newly created 

alignments. Stravinsky followed a similar routine in both these 

pieces: the early sketches show the outer boundaries of a superim- 
position-that is, an initial layering of fragments and a disbanding 
of that texture. Subsequent revisions comprise new superimposi- 
tions, located within the boundaries of the composer's pre-existing 
work. From these revisions arise new sequences of events, organi- 
zations best described as series of episodes that endow a superim- 
posed passage with a beginning, a continuation, and an appropri- 
ate dissolution, even as the constituent strata consistently repeat 
the same material. From this juxtaposition of repetition and 
motion comes the unique dynamism characteristic of much of 

Stravinsky's music. 

27This discussion has focused only on the development of part one into a 
fourteen-measure segment; drafts indicate that Stravinsky was simultaneously 
lengthening parts 2 and 3 of the passage, again by inserting material within 
their boundaries. In fact, part 2 also grows to fourteen measures, matching the 
length of part one. 
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