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Chapter 1

Introduction
The music of Arvo Pärt has attracted the attention of many in recent years.  Because his music appears to be both simple and familiar yet so astonishingly new, many have attempted to pinpoint its origins.  «One senses its roots and its spirit, but the structure of the music is harder to grasp.  A curious union of historical master-craftsmanship and modern ‘gestus’, it is music that could have been written 250 years ago and yet could only be composed today.»
  
Some of the labels that have been applied to Pärt’s music are minimalism, spiritualism, spiritual minimalism, suffering minimalism, faith minimalism, and new simplism.  These labels are arguably justifiable in that they identify Pärt’s music with that of the minimalist movement of the last half of the twentieth century.  However, after a detailed analysis of his music, these terms become inadequate in completely defining his style, in that they fail to even hint at the strong medieval influences in his works.  Pärt has even been referred to as a «minimalist pioneer,»
 although the composer himself would probably more closely align his music with that of the Gothic period.  
If one tries to think of points of reference in defining the nature of Pärt’s music one might mention, in addition to plainsong and medieval heterophony, the liturgical music of Stravinsky, Satie’s Socrate, and occasionally the ceremonial music of Janácek.  But this does not mean that Pärt is influenced by these or any composers; still less does his work have anything in common – apart from the obvious fact that he uses few notes and much repetition – with the minimalists with whom he is sometimes allied.

Although some place Pärt’s music in a category separate to that of traditional minimalism -- and correctly so -- his music does contain elements of both the medieval style and the minimalist style.  
The goal of this thesis is to identify the elements of both styles in terms of directly applied techniques and borrowed ideas and philosophies.  I will analyze elements in the area of rhythm and form, pitch, texture, and relationship of text to music that contribute to the Gothic character of Pärt’s style.  For this discussion we will use the term «Gothic» to refer to the musical arts of the medieval period.  This term is most often associated with the visual arts but can be applied to music as well.  I will also show how the application of minimalist techniques and philosophies further contribute to the medieval quality.  Although the similarities to medieval music and minimalism will be shown, I will also discuss what Pärt calls «tintinnabula,»
 «tintinnabuli»
 or «tintinnabulation»
 and how the application of this technique aids in the creation of a style radically different from either the Gothic or minimalist style.  For this discussion we will use Pärt’s Magnificat (1989) and Stabat Mater (1985) as our main sources for providing examples of his use of medieval, minimalist and tintinnabulation techniques.
Chapter 2

Brief Biography and Evolution of Compositional Style
Arvo Pärt was born in Paide, Estonia on September 11, 1935 and grew up in Tallinn.  From 1958 to 1967 he was employed as a recording director and a composer of music for film and television for the music division of Estonian Radio.  During this time he studied composition under Heino Eller at the Tallinn Conservatory, graduating in 1963.    His early works, written while he was still a student (a string quartet and some neoclassic piano music [two Sonatinas and a Partita in 1958]) demonstrate the influence of Russian neoclassic composers such as Shostakovich and Prokofiev. 
Experimental Period
Pärt's first orchestral work, Necrolog of 1960, was the first work in a new experimental phase and was also the first Estonian work to use Schoenberg's dodecaphonic method.  This composition, as well as other works of the early and mid-1960's served as unfulfilling experiments with serialism and aleatory techniques.  However, two of the early choral compositions, the children's cantata, Meie aed (Our Garden), and the oratorio Maailma samm (Stride of the World), won first prize in 1962 at the All-Union Young Composers' Competition in Moscow.  A third choral work from this period is a one-page composition called Solfeggio.  «Solfeggio actually consists of a series of major scales; it looks like an exercise, but the manner in which the scales are voiced makes it a lovely, accessible piece.»
   
The forbidding Symphony No. 1 (Polyphonic) was dedicated to Professor Eller and is notable for a relatively clear twelve-tone structure, integral serialism and excursions into sonorism.   Perpetuum mobile of 1963 is a mathematically conceived composition in which a new note (from a pitch class set derived from the Polyphonic Symphony) and a new rhythm (derived from two sets which contain twelve figures of equal duration) are assigned to successive entrances of each new instrument or group of instruments.  Because these explorations into strict serial writing proved to be dissatisfying, Pärt moved to a transitional phase of experimenting with collage technique.  
Collage Technique
Pärt has stated that his collages "were an attempt to replant a flower in alien surroundings (the problem of the suitability of tissue; if they grow together into one, the transplantation was the right move).  Here, however, the idea of transplantation was not in the foreground - I wished rather to cultivate a single flower myself."
   More specifically, Pärt’s collage technique involved the insertion of borrowed musical material, from composers such as Bach and Tchaikovsky, into his serial structure.  This material included not only small quotations but also larger sections of basically unaltered music of various 17th through 19th century composers.  However, while the collage technique added elements of traditional tonality to his compositions, the basic integral dodecaphonic structure remained the same.


Scored for strings, oboe, harpsichord and piano, the Collage sur B.A.C.H. was one of the first compositions using the collage technique.   The second movement introduces a Bach sarabande for oboe and harpsichord which is later interrupted by violent piano tone clusters.  An unexpected quotation from Tchaikovsky's "Album for Children," Süsser Traum, provides a calming conclusion to the terrifying and tragic Second Symphony.   Pro et contra contains no direct quotations but only Pärt's own characterizations of the Baroque style.  The Credo for piano, orchestra and chorus proved to be the final composition in Pärt's transitional phase.  The choral/orchestral opening of the piece is authentically Baroque in style and eventually gives way to a direct quotation (solo piano) from Bach's C major Prelude from the Well-tempered Clavier.   As in the introduction, this passage contains grand,  choral interjections.   Gradually, the music becomes faster and more frenzied until it finally erupts into violent chaos.  Following this middle section, the piano re-introduces the C major Prelude while the chorus returns to the baroque-like passages from the introduction.  
In Credo, Pärt employs choral whispering and unconventional notation (e.g., stemless notes in the section marked feroce).  The most radical technique used in this piece, however, pervades not only the choral parts but also the entire orchestra.  It is a form of improvisation for which Pärt specifies the pitch ranges and nothing else.  The performers can sing or play any notes, of any length, during those measures – as long as they remain within the indicated pitch ranges.

After composing the Credo of 1968, Pärt entered a period of creative silence which he used for the study of medieval music.  More specifically, he studied Notre Dame organum and the choral music of French and Franco-Flemish composers such as Machaut, Ockeghem, Obrecht and Josquin.  After this period of silence, he re-emerged in 1971 with his Symphony No. 3, which differs significantly from any previous work.  The polyphonic structure can be traced to Dutch polyphony, and contains both elements of the medieval and the classical periods, in the respective areas of melody and rhythm.  Unlike any previous work, the musical language is entirely tonal.  In this piece, serialism has been abandoned for a more peaceful and introspective approach.
  However, Pärt was not yet prepared to abandon his search for his true compositional voice.  In 1972, he composed a symphonic cantata, Lied an die Geliebte, and then entered again into a period of silence.  Pärt re-emerged four years later, having found the voice for which he had been searching.  
New Compositional Voice

The first composition in Pärt's new style was the piano piece Für Alina.  It is a composition of widely spaced pitches, open intervals and pedal tones.  
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Figure 1. Für Alina
Arvo Pärt Für Alina  © 1990 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition, A.G., Wien.
These characteristics, among others, have become the quintessential elements in Pärt's post-1976 compositions.   This piece is also the first to be composed using the tintinnabulation technique.  Pärt states, "That was the first piece that was on a new plateau.  It was here that I discovered the triad series, which I made my simple, little guiding rule."
  Pärt refers to this new style as "tintinnabuli."
  This can be defined as the application of various inversions of a certain chord.  Also, it is a word "which evokes the pealing of bells, the bells' complex but rich sonorous mass of overtones, the gradual unfolding of patterns implicit in the sound itself, and the idea of a sound that is simultaneously static and in flux."
  Pärt explains the term this way:
Tintinnabulation is an area I sometimes wander into when I am searching 
for answers - in my life, my music, my work.  In my dark hours, I have 
the certain feeling that everything outside this one thing has no meaning.  
The complex and many-faceted only confuses me, and I must search for 
unity.  What is it, this one thing, and how do I find my 
way to it?  Traces 
of this perfect thing appear in many guises - and 
everything that is 
unimportant falls away.  Tintinnabulation is like this. 
. . . The three notes of 
a triad are like bells.  And that is why I call it 
tintinnabulation.
 
More specifically, the tintinnabulation involves the predominance of a single triad in one or more voices.  In a four-voice context, it is likely that two of the voices will sound only notes of a single triad.  This triad is, in most cases, the tonal center of the piece from which Pärt rarely departs.  

When comparing all of Pärt's post-1976 works, there is one underlying theme: the numinous. 
Arvo Pärt’s approach to religion has given rise to a humbleness in his artistic aims – his is an attempt to fathom what is secret and unknowable, and he is aware that this will be revealed to him in untranslatable musical forms, if at all – in works which silence chooses to abandon of its own accord.

His music is often said to transport the listener to a «moment outside  time»
, emerging from silence at the beginning of the work and slowly returning to it as the piece closes.  Whatever the intention of the piece, many of his works can be said to reflect the inconceivable sadness that Mary and the disciples felt as Christ was crucified before them on the cross.  Sandner states, «In a world in which Christian ideals are not universally acknowledged, this state of suffering (of the Passion of Christ without which all that comes after Christ cannot occur) is not one that must be artificially created.»
  The melodic figures, restricted to only a few notes, are powerful in that they are filled with both grace and sadness.  Sandner notes that, «Arvo Pärt’s cryptic remarks on his compositions orbit around the words ‘silent’ and ‘beautiful’ – minimal, by now almost imperiled associative notions, but ones which reverberate his musical creations.»
  Unresolved dissonance is exploited, most notably at phrase beginnings and endings and on decidedly important syllables of text.  However, each dissonance means in ways that cannot be easily described.  That is to say that the dissonances are used, not as flamboyant exhibitionist gestures (as in his earlier serial works), but as unassuming vehicles for conveying an enigmatic sorrow.  
Remarkably, many of the most powerful moments in Pärt's compositions are a result of the action of a single line or the counterpoint created by only two voices.  Examples of this can be heard in the Magnificat, the Passio Domini Nostri Jesu Christi Secundum Joannem, and the Stabat Mater, among others.  Pärt states:  "I have discovered that it is enough when a single note is beautifully played.  This one note, or a silent beat, or a moment of silence, comforts me.  I work with very few elements - with one voice, with two voices.  I build with the most primitive materials - with the triad, with one specific tonality."
  Pärt rarely departs from this one specific tonality; his later works exhibit an almost total lack of chromaticism.   A compositional style that was previously characterized by violent dissonance  has now been reborn.  Free and random dissonance is no longer tolerated.  His goals are now closely aligned with those of the middle ages in that, «The spirit of the music was objective.  Composers strove for a cool balance of musical elements within a strong formal framework, an ideal evident in all the essential characteristics of the music…a playing down of purely sensuous appeal.»
  Dissonance in this new style is created through diatonic means, either through close interplay between two or three voices or with the use of carefully constructed pandiatonic tone clusters.  The intent is not to be abrasive but rather to convey the sense of suffering that is so apparent in many of Pärt's works.   "It has a beauty at once austere and sensuous that seems to be hardly of our time.  Yet there can be little doubt that the revelation of his music has been one of the most important factors in the development of a new sensibility in recent music"


Chapter 3

Influences:  Medieval and Minimalist Compositional Techniques
The influence of the composers who’s works Pärt studied in the early 1970’s is immediately noticeable in nearly all of his post-1976 compositions. Before any discussion on Pärt’s compositional style as influenced by this music, we must first closely examine various stylistic characteristics of the said period in order to see how Pärt has used this material in an altogether different style.  However, it is in no way correct to say that Pärt merely copies the practices of the medieval period.  Throughout the following paragraphs, many generalizations of the music of that time will be identified. We will examine not only the medieval period as a whole but also general compositional techniques of Dufay and Ockeghem.  Several of these techniques are used by Pärt while others are not.   Also, Pärt occasionally uses a specific medieval device in a fashion opposite to its original use.  This discussion attempts to present a general and not a comprehensive analysis of the various compositional styles of the Gothic period or the compositional style of Dufay or Ockeghem. 
Dufay’s Style
The masses of Dufay are excellent sources to examine for identifying some stylistic characteristics of the period.  A tenor voice cantus firmus made up of long note values is the basis for the work, around which the remaining voices are constructed.  The range of each voice part lies within a tenth .  Phrases vary in length from one measure to eight or ten.  Although not prominent in the medieval period, Dufay does employ some motivic writing.  A motive can be one particular interval or a short series of intervals. Melodic motion is stepwise, though skips of thirds, fourths and fifths also appear quite frequently.  Skips are restricted to an ascending interval of a sixth (descending sixths are not used).   Little use is made of chromaticism, except at internal cadences where C and F sharp often appear or when B flat is used to prepare a cadence on F.   By the middle of the 13th century, after organum and conductus had become less popular, lines are generally independent of one another, both melodically and rhythmically.  Passing tones and suspensions are the primary devices used to create dissonance and are used primarily on unstressed syllables of text.  All of these said dissonances resolve to perfect consonances.  «Most of the vertical relations are triads (in four-part textures) and imperfect consonances in three- and two-part textures.  When triads occur, they are used exclusively in root position and first inversion.»
 Second inversion triads are used only in rhythmically weak positions.  «Internal cadences often have full triads or imperfect consonant resolutions; final cadences always end on an open fifth and/or octave.»
  The motion of the bass voice is usually by fourths or fifths as by this time, the bass has assumed a quasi harmonic function. Rhythmically, the upper voices contain the most activity, the bass less activity, and the tenor (cantus firmus) the least activity of all.  The eighth note is the smallest note value used. «The first beat of the metrical pattern usually has longer value except when syncopated…»
  Most often, increased activity precedes a cadence.  Much use is made of textural contrast (i.e. between two-, three-, and four-part textures).  Form is determined most often by text, but musical elements reinforce this. 

Ockeghem’s Style
Several notable and important aspects of Ockeghem’s style are «a great sense of fluidity which tends to obscure internal cadences and lessen the importance of harmonic relationships; more independence of voice parts, with larger ranges and fewer crossings; increased use of imitation and limited but outstanding use of canon; and characteristic increase of motion at most cadential approaches by using dotted rhythms.»
  Ockeghem’s lines generally do not coincide with one another, meaning that individual voices enter and exit independently of one another at varying points in the text.  The length of phrases are often unequal and in many cases, the phrase in one line begins or ends in a different place than the phrase in another line.  Ockeghem makes extensive use of syncopation as it is useful in contributing to the fluidity of line.  Like Dufay, Ockeghem uses much textural variation.  Solo voice passages are contrasted with two-, three- and four-part textures, homophony is contrasted with polyphony and close voice proximity is contrasted with more open spacing.  Grout states,
Another way Ockeghem achieved contrast was to write occasional passages in which all parts sing in identical rhythms, producing a homophonic (or homorhythmic) texture.  This declamatory manner of writing was rare among earlier Franco-Flemish composers, who reserved it for passages where they desired to place special emphasis on the words.  It became much more common in the latter half of the sixteenth century.

The coloristic qualities of each individual voice type and the tessitura of each voice type are also exploited.  All of these qualities are very important in examining Pärt’s music.  

Medieval Rhythmic Devices
Pärt makes use of two medieval rhythmic devices.  The first is the system of rhythmic modes.  Rowell states, "Until the early fourteenth century, musical rhythm was entirely dependent upon the rhythmic patterns of speech - the traditional poetic meters (iambic, trochaic, dactylic, anapestic, et al.) and the structural patterns of formal society.  The result was what has often been called 'the eternal triple meter of the Middle Ages,' supported intellectually by its Trinitarian associations - God as Father, Son, and Holy Spirit."
 This system was codified around 1250 by Johannes de Garlandia in De Musica mensurabili and is essentially the first stage in the history of rhythm.  Each of the six rhythmic modes contains a different combination of long and short notes.  
The value of the normal breve or short note (brevis recta) is one temporal unit (tempus), and that of the normal long (longa recta) is two.  The modes that make use of these values only (the first, second and sixth) are known as modi recti; in them each foot contains a total of three tempora.  The basic values may be altered to accommodate patterns of greater length -- the so-called modi ultra mensuram – to the ternary rhythm of the shorter ones.  Thus, in the third, fourth, and fifth modes the longs have three tempora, while in the third and fourth the first breve has one and the second two.  Musical phrases (ordines), commonly marked off by rests corresponding in duration to the last element of the foot, are created by one or more repetitions of the modal pattern.
 
In this system, phrases were identified by one of two possible endings. A masculine ending is one which contains rounding while the feminine ending does not contain the final rest.  The feminine ending is not as aesthetically pleasing as the masculine ending because the phrase or section ends with a note on an unaccented syllable.  
The 13th and 14th century term hocket refers to a composition or technique involving two voices in which when one voice sings, the other rests.  Grout adds,
The effect is that of a hiccup, ochetus in Latin, from which the term is probably derived.  Passages in hocket occur occasionally in secular conductus and motets of the late thirteenth century and more frequently in the early fourteenth century.  Pieces in which hocketing was used extensively were themselves called hockets.
 
In the 16th century, the term was applied to a certain type of cadence in which one voice, approaching the tonic from above, fails to reach its destination, and instead has a rest at least one beat long.  The leading tone in another voice reaches the tonic and has at least a whole-note value, over which the theme of the next section begins.
  «Such passages . . . create a rapid rhythmic effect that was used to build up excitement and climax.
 
Chant and Organum
Though Pärt is said to be most influenced by the above mentioned medieval composers, his style shows the influence of earlier music.  Because Pärt’s vocal lines are generally rhythmically bound to one another (though they do have some melodic independence), his music at times more closely resembles that of 11th century organum.  
By the end of the eleventh century, polyphony had developed to a point where composers were able to combine two melodically independent lines by using oblique and contrary motion.  Simultaneous intervals had been stabilized by the invention of precise pitch notation on a staff.  Two other essentials had still to be achieved:  the ability to combine two or more rhythmically independent melodies; and a precise method of notating rhythm.

Apart from his extensive use of chant-like melodic elements, Pärt also uses devices such as the drone; an eternity symbol which in the 13th century appeared in compositions as elongated chant melodies above which other voices would provide melismatic interjections.  
Now that many of the medieval stylistic generalizations have been identified, attention must now turn to the twentieth century and the minimalist movement in order to identify other trends that have had an influence on Pärt’s compositional style.
Pärt’s Minimalism 
Since the piano piece Für Alina of 1976, Pärt has limited his tonal and rhythmic materials to the bare minimum.  When the musicians who premiered Pärt's most famous work first saw the score of the Tabula Rasa of 1976, they cried out, «Where is the music?"
   Although Pärt's style can certainly be labeled minimalist, one cannot deny that this music is something altogether new and different from traditional minimalism.  Its minimalist characteristics lie not in repeated melodic figures, but in the limited quantity of notes that are used and the concept of extended time.  
Many listeners may feel [that his works] lack variety and contrast, but I’d argue that Pärt’s use of materials is restrained, not restricted:  why include more when you can achieve so much with so little?  Maybe ‘essentialist’ is a better label than minimalist for a composer who concerns himself so diligently with floating melody, rich sonority and honest spirituality.
 
Before exploring the similarities between Pärt’s style and the traditional definition of the minimalist style, we must first determine what this definition is.  

Minimalism:  Traditional Definition
The music we now refer to as minimalist has its roots in early forms of process music.  Schoenberg and Stravinsky often based their compositions on the ‘working out’ of a particular scheme, whether rhythmic, tonal, textural or other.  These early processes differ from more contemporary ones in that they were inaudible.  For example, it is not readily apparent that Stravinsky used a thickening texture as a process or compositional device for the first movement of the Symphony of Psalms.  Also, it is not easy or even humanly possible to aurally trace the activity of one particular tone row in any 12-tone composition.  However, in the mid-1960’s, composers began to write compositions that contained easily audible processes.  «These processes involve extended repetitions of deliberately limited material, within which a series of minute changes slowly and gradually evolve; as a result, the listener can hear the process unfolding.  A great many terms have been coined to describe this phenomenon . . . . Most people, however, use the term minimalism.»
 


Silence is an extremely important minimalist technique.  This can range from small to extended periods of silence within a work or a work that is based entirely on silence, such as John Cage’s 4’ 33».  The opposite of complete silence is continuous sound.  Minimalist ‘philosophy’ subscribes to the belief that if «the duration is extremely long - a matter of hours rather than minutes - the single event can become enveloping and all-encompassing.»
  This is accomplished through the use of drones and sustained sonorities .  Many minimalist composers make use of extended drones, endlessly repeated chords and sustained textures.  These devices also cause a composition to become harmonically static. 
Even without a definition of the term minimalism, one can deduce from the word alone that this style involves the use of a limited amount of materials.  These materials are manipulated in order to achieve rhythmic, tonal and textural complexity.  The goal of many of these composers is to achieve the maximum complexity with the minimum materials.  Perhaps the most important minimalist technique is repetition and gradual change.  A phrase or motive may be repeated over and over, most often at a rapid pace, but each time something is slightly altered.  These changes affect the melody as well as the overall rhythmic scheme.  Gradual change can also be accomplished through rotation.  «By beginning successive statements of a melodic or rhythmic pattern at different points within the pattern, the order of elements can be rotated.»
  Texture construction is also accomplished through repetitive patterns as individual members enter or leave the texture.  All of these transformations may be instantly apparent to the listener or recognition may take several minutes.  Most often, some kind of process is involved with this technique.  These types of compositional devices have existed throughout music history, in one form or another.  However, minimalist composers place much more importance on them, and these devices become the essence of the composition.  In contrast to earlier practices, these techniques are almost always related to some sort of process.  These types of compositional devices «become virtually immobile aesthetic objects in their own right.»
  We can now go on to examine how the style of Arvo Pärt compares to this ‘traditional’ definition.

Chapter 4

Analysis of Rhythm and Form
Perhaps the most famous of Pärt's later works, apart from the Tabula Rasa, is the Magnificat for mixed chorus (1989).  The Magnificat is one of Pärt's many "suffering" compositions.  Some of the elements that cause this quality to emerge are the minor tonality, relatively unadorned lines, use of open intervals, controlled use of dissonance,  and static harmonies.  This piece contains clear demonstrations of some of the various techniques that Pärt uses to achieve the illusion of the connection of time and timelessness, as well as references to medieval discant and drones.  Equally powerful but not as well-known is the Stabat Mater of 1985, written for a trio of voices (SAT) and a string trio (violin, viola, cello).  Unlike the Magnificat, the tragic musical content is justified through the text that describes the grieving state of Mary at the cross.  In this piece, the idea of the connection of time and timelessness is much clearer than in the Magnificat.  The piece is filled with minimalist influences and also contains several unmistakable references to the Gothic period, i.e. the use of rhythmic modes and strict adherence to the aeolian mode.  These two works also are based almost completely on the tintinnabulation technique. 
A connection with the medieval period is obvious when examining rhythm in Pärt’s works, as overall rhythmic activity follows the rule of simplicity.  As abundantly shown in his choral music, rhythmic values are often long notes.  There is none of the preoccupation with rhythmic complexity that was so popular in the early and middle twentieth century.  Rhythm is derived primarily from the text (in the choral compositions), and the rhythm of each voice part is nearly identical, as each syllable of text is spoken simultaneously by each voice (except in rare instances where hocket is used).  
In conjunction with the minimalist philosophy of extended duration, Pärt's compositions are designed to appear suspended in time.  He often seems to destroy all sense of forward movement in order to let the text (in the choral works) create arsis and thesis.  When the rhythm becomes even vaguely predictable, he may alter the expected in order to keep the listener in that "moment outside time."
  The over-all effect of this is increased by the use of slow tempi.  
Silence also plays a significant role in the suffering works; note the grand pauses in The Beatitudes and Tabula Rasa, as well as the pointillistic interplay of voice and clarinet in the opening section of the Miserere.  This deliberate combination of rhythmic unpredictability and slow tempi work together toward Pärt's objective.  "Time and timelessness are connected.  This instant and eternity are struggling within us.  And this is the cause of all of our contradictions, our obstinacy, our narrow-mindedness, our faith and our grief."
 
Rhythm and Form in the Magnificat
Upon first glance at the score of the Magnificat, the aspect of the piece that one notices first is in the area of rhythm.  Immediately noticeable are the many dotted and double bar lines that at first seem arbitrarily assigned. However, upon closer examination, there emerges a set of criteria  upon which their placement is based.  First, double bar lines are placed after each complete statement in the text.   Divisions are as follows:
Table 1. --  Text, Translation and Divisions of the Magnificat
Latin
English



Magnificat anima mea Dominum:

My soul doth magnify the Lord:

et exultavit spiritus meus in Deo salutari meo.
and my spirit hath rejoiced in God my Savior.


Quia respexit: humilitatem ancillae suae.






For he hath regarded: the lowliness of his handmaiden.

Ecce enim ex hoc: beatam me dicent omnes generationes.




For behold, from henceforth: all generations shall call me blessed.

Quia fecit mihi magna qui potens est: et sanctum nomen eius.



For he that is mighty hath magnified me: and holy is his Name.


Et misericordia eius: a progenie in progenies timentibus eium.



And his mercy is on them that fear him: throughout all generations.

Fecit potentiam in brachio suo:  dispersit superbos mente cordis sui.






He hath shewed strength with his arm: he hath scattered the proud in the imagination of their hearts.


Deposuit potentes de sede: et exaltavit humiles.






He hath put down the might from their seat: and hath exalted the humble and meek.


Esurientes implevit bonis: et divites dimisit inanes.






He hath filled the hungry with good things: and the rich he hath sent empty away.


Suscepit Israel, puerum suum, recordatus misericordiae suae: sicut locutus est ad patres nostros, Abraham et semini eius in saecula.

He remembering his mercy hath holpen his servant Israel: as he promised to our forefathers, Abraham and his seed, for ever.


Magnificat anima mea Dominum:
My soul doth magnify the Lord:

A double bar line separates each of these sections of text as well as the final section (Abraham et semini eius in saecula) from the restatement of the opening text (Magnificat anima mea Dominum).  This divides the piece into ten textual units, however, there are additional bar lines within these units.  These additional lines of demarcation introduce either a new dynamic or texture within the aforementioned sections of text.  An occurrence of the latter, in which only a change in texture merits the placement of a double bar, is relatively infrequent; it happens only twice.  In contrast, the placement of double bar lines in conjunction with at least a change in dynamic occurs seven times.  This occurrence may also involve a change in texture although a change in dynamic is always present.  


In addition to the double bars, there appear many dotted bar lines.  These dotted lines serve the purpose of separating each and every word of the text except where two words are already separated by a double bar line.  This scheme naturally eliminates the possibility of providing metric stress to any syllable.  By first isolating each complete statement of text and then each individual word, Pärt forces the performers to shape phrases by looking to the text alone, as is the practice with medieval and renaissance vocal music. 
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Figure 2. Magnificat
Arvo Pärt Magnificat © 1989 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

This insistence on following the stress of the text is an obvious link between Pärt's music and the Gothic style by which he is so influenced.  Although the performers are ultimately responsible for executing the longer phrase units, the composer has rhythmically written out the phrasing of each individual word within the larger phrase.  Pärt provides an automatic agogic accent for each word by consistently assigning the longest rhythmic value to the stressed syllable.  This practice is in conjunction with that of the medieval period:  «the first beat of the metrical pattern usually has longer value except when syncopated . . .»
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Figure 3. Magnificat
Arvo Pärt Magnificat © 1989 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

Some exceptions to this occur on the last word of the phrase.  In this case, the final syllable of the word may be given a longer rhythmic value than the stressed syllable.  However, this does not destroy the natural phrasing of the word, as the final lengthened syllable acts as a written-out ritard to the end of the phrase or section. 

Because the musical material in each individual textual section is consistently comparable, it is difficult to justifiably dissect the piece according to musical elements only.  Therefore, it is best to divide the piece according to text.  The piece is clearly divided in this fashion, although it is not the composer’s intention that these divisions be heard.  Pärt merely follows the example of the Gothic style, in which form was determined most often by text.  

The rhythmic unpredictability mentioned earlier is apparent in this work and acts in conjunction with the minimalist philosophy of extended time.  It is clear that Pärt wishes to avoid any sense of metric regularity as all rhythmic activity in the work is based upon the text.  The shortest note value is the quarter and to follow the example of all early music, the work contains absolutely no meter signatures.  If one speaks through the text very slowly, disregarding the written rhythm and elongating the stressed syllable(s) of each word, he will come very close to executing the composer’s written rhythm.  The unpredictability is accomplished mainly by the consistent altering of the lengths of successive stressed syllables.   For example, in the opening measures, the stressed syllable of Magnificat is three beats in length while the stressed syllable of the word that follows, anima, is four beats in length.  
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Figure 4. Magnificat
Arvo Pärt Magnificat © 1989 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

The effect of this is to keep the listener in constant suspense, as the length of successive stressed syllables are almost never equal.  Unless one is expertly familiar with the work, the duration of the stressed syllables cannot be predicted.   Here, syncopation is used not to contribute to the fluidity of the line, as was Ockeghem’s intent, but to create the illusion of stasis.  It is clear that the rhythm is forward-moving although the unpredictability frustrates any real sense of forward motion; thus time and timelessness are connected. 
Use of Hocket in the Magnificat
In two isolated passages (SSA and TTB) Pärt has combined his tintinnabulation technique with a medieval and renaissance rhythmic device.   In these two short sections he uses a composite form of  the 13th-16th century hocket technique.  Pärt's hocket passages follow neither the strict medieval nor the renaissance definition completely.  They do not act to create excitement or climax but to add to the slight rhythmic ambiguity.  The lower melodic voice acts as the leading tone would in 16th century practice, always reaching the desired destination, whether it be the tonic, mediant or subtonic. In this case, the desired destination always falls on the stressed syllable of each word.   The upper two voices, sounding only pitches of the F minor triad (tintinnabulation technique), contain quarter note rests on each beat where the lowest voice reaches the stressed syllable of each word.  Subsequently, the upper two voices rejoin the lower voice by stating the stressed syllable and then, with the lower voice, the final unstressed syllable.  
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Figure 5. Magnificat
Arvo Pärt Magnificat © 1989 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.
The unstressed syllables are always stated together, while the stressed syllables are displaced.  This differs from the medieval  practice as the two voices (high-middle and low) fail to alternate resting and singing and eventually state all syllables of the word.  It also differs from the 16th century definition because the hockets are applied throughout a passage and are not limited to cadence points. 

Use of Rhythmic Modes in the Stabat Mater
When examining the overall rhythmic scheme of the Stabat Mater, one can see that the piece is based entirely on the medieval system of rhythmic modes.  Pärt uses the first and second modes; these are the trochaic (long-short) and iambic (short-long).  These two modes constitute the entire rhythmic structure of the work.  Like the Magnificat, the Stabat Mater contains absolutely no meter signatures.  However, the rhythmic structure is more defined due to adherence to the system of modes.  Isolating the introduction, each measure contains exactly three half-note beats.  The trochaic groups are not confined to each individual voice, but are distributed among the three voices of the string trio.  Thus, the first long note (A natural) in the violin is answered by a short note (C natural) in the viola though both pitches are tied to the next measure.  The next long note, an E natural in the cello, appearing immediately after the C natural in the viola (the second note in the first trochaic group), is answered by a short note (A natural) in the violin, completing the second trochaic group, and so forth.  
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Figure 6.  Stabat Mater
Arvo Pärt Stabat Mater © 1985 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

An individual voice rarely begins and completes a single long - short group.  Either a single voice will articulate a complete long - short group and another voice will begin the next group or a single voice will articulate the long note while another voice enters on the short note.  


Examining the section in which the text first appears, one notices that, like in the Magnificat, Pärt has assigned an individual word of text to each measure.   The only exception to this is the first syllable of Stabat, which is tied over two measures.  This syllable is suspended to provide the springboard for the release of tension that occurs when the strings enter.  Every subsequent word is isolated within its own measure, which creates continually changing meters, though the modal patterns are maintained.  For example, the word mater (long - short) creates essentially a 3/2 bar while the words dolorosa and lacrimosa (long - short - long - short) create 6/2 bars.    The medieval practice involved the replacement of the final note of the rhythmic mode with a rest.  If the final note was replaced by a rest, this was called a masculine ending.  If the final note remained in place, this was referred to as a feminine ending.  Most of Pärt's masculine endings do not adhere to these strict guidelines.  In many instances, he does not replace the final short note with a rest but instead elongates the final note of the group (i.e. the final syllable of the word unigeniti [long - short - long - short - long] is a dotted whole note instead of a whole note and half note rest).  
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Figure 7.  Stabat Mater
Arvo Pärt Stabat Mater © 1985 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.
The effect is much the same as if the rest would be present.  In fact, this type of ending in which the last note is stretched, is aesthetically more final than the type which contains the  half note rest.  Of all the masculine phrase endings in the work, there are four that do indeed follow the medieval example.


While two ensembles (voices and strings) are assigned differing roles throughout the work, neither ensemble is to be subservient.  At times, the ensembles counteract one another, while at other points in the work, one ensemble complements the other.  At measure 109, the vocal parts begin their perpetual trochaic rhythmic activity, while the string parts act to rhythmically offset each vocal trochaic group with an iambic group.  This activity frustrates the forward motion due to the inherent insertion of an additional delayed accent on each stressed syllable by the long note of each short - long group in the strings and is similar to the syncopation used in the Magnificat in that it helps to create the illusion of extended time.
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Figure 8.  Stabat Mater
Arvo Pärt Stabat Mater © 1985 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

This same type of counteraction also occurs at various other places throughout the work.  
Use of Hocket in the Stabat Mater
While Dufay’s and Ockeghem’s vocal parts are polyrhythmic, the vocal parts in the Stabat Mater are homorhythmic, except for one passage at the heart of piece in which hocket activity interrupts this.  As in the Magnificat, each word is treated according to the number of syllables.  For a two-syllable word, the hocket voice(s) offsets the long - short group in the first voice with a delayed short - short entrance on beats 2 and 3 of the measure; the final syllable of the word occurring in both voices on the last beat of the 3-beat group.

[image: image15.png]ma - ter

nf

233
2

j

==
iy

F=

Sop.

Alto

Tenor

teg,

j




Figure 9.  Stabat Mater
Arvo Pärt Stabat Mater © 1985 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.
For a three-syllable word, both voices begin the word and the first voice contains a rest while the other voice proceeds on to the stressed syllable.  The first voice then re-enters on the second syllable of the word with a half-note and then re-joins the second voice on the final syllable of the word.  
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Figure 10.  Stabat Mater
Arvo Pärt Stabat Mater © 1985 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.
Apart from the use of hocket, there is only one other instance in the piece during which the vocal parts depart from the trochaic mode.  Only at the repeat of the text, donec ego vixero (measure 307), does the rhythmic mode switch to iambic.
Form in the Stabat Mater
As in the Magnificat, the Stabat Mater is divided according to text.  The final word of each verse is rounded, either by the replacement of the last half-note beat with a rest or by the elongation of the final syllable, to the length of a dotted whole note.  The sections are divided in the following manner:
Table 2. --  Text, Translation and Divisions of the Stabat Mater
Latin
English



Stabat mater dolorosa juxta crucem lacrimosa dum pendebat Filius.


Full of grief the Mother stood weeping by the Cross where hung her Son.



Cujus animam gementem contristatam ac dolentem pertransivit gladius.




Whose spirit, groaning, saddened and grieving, a sword has pierced.



O quam tristis et afflicta fuit illa benedicta Mater unigeniti!



O how sad and afflicted was that blessed Mother of the Only-begotten!



Quae moerebat et dolebat, et tremebat  dum videbat Nati poenas inclyti.


She mourned and grieved, as she beheld the sufferings of her illustrious Son.



String trio interlude I

String trio interlude I

Quis est homo, qui non fleret, Christi matrem si videret in tanto supplicio?


Who is the man that would not weep if he saw the Mother of Christ in such torment?



Quis non posset contristari, piam matrem contemplari dolentem cum filio?




Who could not sorrow too to contemplate Christ's Mother grieving for her Son?

Pro peccatis suae gentis vidit Jesum in tormentis, et flagellis subditum.           
For the sins of His people she saw Jesus in torment, submitting to the scourge.  



Vidit suum dulcem natum, morientem desolatum, dum emisit spiritum.




She saw her sweet offspring forlorn in His death as He yielded His spirit.

Eja mater, fons amoris, me sentire vim doloris fac, ut tecum lugeam.



Ah Mother, fount of love, let me feel the force of grief, that I may weep with Thee.



Fac, ut ardeat cor meum in amondo Christum deum, ut sibi complaceam.

Grant that my heart may blaze with the love of Christ, my God, that I may please Him.



String trio interlude II
String trio interlude II



Sancta mater, istud agas, crucifixi fige plagas cordi moe valide.





Holy Mother, grant this same, fix the wounds of the Crucified firmly on my heart.

Tui nati vulnerati, tam dignati pro me pro me pati, peonas mecum divide.



Thy wounded Son, so gracious to suffer for me; share his sufferings with me.



Fac me tecum pie flere, crucifixo condolere, donec ego vixero.



Make me truly to weep with Thee, to grieve with Thee for the Crucified as long as I shall live.



Juxta crucem tecum stare, et me tibi sociare in planctu desidero.



Let me stand with Thee by the Cross, and willingly join with Thee in mourning Thy loss.



Virgo virginum praeclara, mihi jam non sis amara, fac me tecum plangere.



Virgin supreme among virgins, be not harsh now to me, make me to weep with Thee.

Fac ut protem Christi mortem, passionis fac consortem, et plagas recolere.


Make me to bear Christ's death, grant me a share in His Passion, and to reverence His wounds.



String trio interlude III
String trio interlude III



Fac me plagis vulnerari cruce fac inebriari et cruore filii.




Make me to be wounded with His wounds, drunk with the Cross and with love for Thy Son.



Inflammatus et accensus per te, virgo sim defensus in die judicii.



When I am consumed with flames, O Virgin, let me be defended by Thee, on the day of judgment.



Fac me cruce custodiri morte Christi prae

muniri, confoveri gratia!


Let me be protected by the cross, strengthened by the death of Christ, thankful in his love!

Quando corpus morietur, fac, ut animae donetur paradisi gloria.  Amen.




When my body shall die, grant that spirit may be given the glory of paradise.  Amen.

However, the overall form of the work (including the introduction and coda), can be described as mirror form.   This is also the process on which the work is based.  The opening descending lines appear quietly from nowhere and melt into the texture of the piece.  The middle section of the piece contains alternations of vocal/string sections, in which varieties of texture are exploited, and string trio sections, each appearance of which is increasingly frantic.  Following the middle section of the piece, in which the vocal/string sections alternate with the string trio sections, the descending lines from the beginning of the piece appear again to fade into the silence from which they came.  This is remarkable in that Pärt has created a piece which attempts to transcend extended time in order to perpetually exist outside of the time the listener’s ears actually hear it.  This is also very closely related to the minimalist concept of silence, though Pärt’s silence is not contained within the composition but rather is the canvas on which the composition is painted and from which it emerges at appointed times.  
Chapter 5

Analysis of Pitch, Texture, and Tintinnabulation
Drones, Texture, and Tintinnabulation in the Magnificat































 
In the Magnificat, the first pitch-related device that appears is a C natural drone in the first soprano set against a second, freely moving soprano voice.  For the most part, this drone is restricted to the soprano I section and soprano soloist.  In the opening measures, the soprano I blindly repeats the drone while the soprano II flirts with sharp dissonances as it weaves above and below a short lived unison at a painfully close distance.  In these passages, Pärt has taken a medieval practice and modernized it by altering the original usage.  Instead of the drone appearing in a voice below the melody (whether vocal or instrumental), as would be the practice in the Gothic period, Pärt has placed it in the soprano in the same register as the melody.   The resulting close interaction between treble voices, along with the lack of lower register pitches, act to create the stark character that persists throughout the piece.  To this two-voice activity, Pärt later adds a G natural drone.  This results in a drone on a perfect fourth against which a third voice plays in the manner already discussed.  
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Figure 11.  Magnificat
Arvo Pärt Magnificat © 1989 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

A third way in which this drone is used occurs when the drone appears in the soprano but the moving voice sounds in the bass register.  Although this widely spaced activity is a complete inversion of the original medieval practice, it achieves the same effect of austerity because of the resulting perfect intervals.  This two- and three-voice close interaction acts as a unifying element of the piece as it creates magnetically powerful harmonic crescendo and decrescendo.  To the ear of the listener, the sharp dissonance, because it emerges from a perfect consonance, creates the need to be resolved to that former consonance.  This in turn gives direction to the phrase and ultimately to the work as a whole. 


Each of these three different examples of the drone device are also examples of textural variation.  As Dufay and Ockeghem experimented with two-, three- and four part vocal textures, close and open spacing, and the coloristic qualities of each voice part, so Pärt also does the same.  In the first example, he uses two high register voices and very close spacing to create one type of texture.  In the second example, three high-to-middle register voices are used -- two of which provide the drone and the lowest voice provides the melodic element -- in conjunction with more open spacing to create another texture.  In the third example, Pärt uses two widely spaced voices (soprano and bass) for yet more textural variation.  While these drones stem initially from the Gothic period, minimalists also make use of them, along with other sustaining gestures to aid in the perception of extension and to provide textural variation.

Alternating with the drone sections are those sections which contain the elements of tintinnabulation.  Here we find Pärt applying various inversions of an F minor chord.  Beginning with the text, et exultavit spiritus, the high and middle men's voices sound only notes of the F minor chord, whether they be the third and fifth, root and third, root and fifth, etc.  Below this, the bass line acts to offset the potentially monotonous preeminence of the F minor chord through mostly stepwise melodic motion, within the F aeolian mode.  The F aeolian harmony is clouded as this lowest voice frequently halts on the second, fifth and seventh pitches of the F aeolian scale.  In this passage, dissonance is generally reserved for unstressed syllables.  One exception to this occurs on the word meus.  Here Pärt has placed a quasi inverted retardation, in which the bass voice sounds an Eb (on me) that leads up to F (on us).  
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Figure 12.  Magnificat
Arvo Pärt Magnificat © 1989 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.
This is another example of the composer's reworking of traditional practices.  By Dufay’s time, the bass voice had come to serve a harmonic function.  In opposition to Dufay and other composers of that time, Pärt rarely uses the bass to provide a harmonic foundation, but rather uses it to create slight tonal ambiguity. In this reversal of roles, the function of the bass voice is altered so that it no longer has a harmonic function.  This bass activity is then no longer associated with the medieval but is now an integral part of the tintinnabulation technique.  



On the word meo one finds another very interesting application of the non-functional bass line.  On the syllable me, is a root position F minor triad.  However, on the final syllable, the bass moves upward to a G natural, creating an unresolved minor ninth between the low and middle voices that fades into Pärt's compositional timelessness.  
[image: image20.png]ta

st




Figure 13.  Magnificat
Arvo Pärt Magnificat © 1989 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.
These types of phrase endings are found extensively throughout many of his works, and have come to be a sort of trademark stamp.  Throughout the remaining passages of tintinnabulation in the work, the ear is naturally drawn to the melody in the lower voice since the upper voices remain grounded in F minor.   A clear example of this occurs with the text,  generationes. Here, the bass moves upward in stepwise motion from G to Db while the upper voices move upward by skipping to the next successive member of the F minor triad.  Even though the upper voice is always at least an octave above the bass voice, the bass voice has the most prominence as it contains the only melodic motion. 
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Figure 14.  Magnificat
Arvo Pärt Magnificat © 1989 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

Therefore, these tintinnabulation passages are very similar to the drone passages in that the upper voices continually sound pitches from an F minor triad while the lower voice creates tension and release through close interaction with the upper two voices.  From the application of these two techniques, the preeminence of the F minor aeolian tonality is achieved.  
Phrases in the Magnificat
Phrases in the Magnificat can be analyzed in terms of arsis and thesis (according to text and harmonic crescendo/decrescendo), but do not follow any particular pattern of length.  This is all closely related to the performance practice of chant, where there are no meter signatures or bar lines to provide metric accent, and no consistent patterns in the length of phrases.  All elements point to and follow the text.  Melodic fragments are used again and again but never in a fashion that they could be analyzed as re-occurring themes.  Like Dufay, Pärt uses short motives throughout works such as the Magnificat.  The motive of the ascending minor second as well as the descending minor and major second are particularly important. 
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Figure 15.  Magnificat
Arvo Pärt Magnificat © 1989 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

Conclusions of phrases can rarely be analyzed in a harmonic sense, as many sections end with unresolved dissonance.  The listener can only accurately identify the end of a phrase by the reduced rhythmic activity.  Interestingly, while increased activity precedes a cadence in medieval writing, Pärt’s cadences are immediately identifiable by the gradual decrease in melodic and rhythmic activity.  By reversing this medieval practice, Pärt has created a device that works within his suspended time framework.

Through the preeminence of the F minor chord (though clouded by through the use of the tintinnabulation technique) there is a lack of harmonic activity.  This, in turn, frustrates any sense of antecedent and consequent phrases.  Almost never does the listener feel as though he has reached the conclusion of a complete musical idea, as he feels trapped in an eternal suspension.  Therefore, it is possible to view the first nine sections as a lengthy suspension that eventually resolves to the repeat of the opening text (Magnificat anima mea Dominum).  Even if this final statement was not intended to be the conclusion of the piece, the listener would inevitably feel that this were the case.  Within this final section, the harmonic and rhythmic motion is slowed almost to a halt, the individual lines lead continually downward, and the piece ends on essentially a closely-packed Db major seventh chord in second inversion.  
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Figure 16. Magnificat
Arvo Pärt Magnificat © 1989 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

As each section (a suspension in itself) only enables the larger suspension as a whole to stand, the entire middle section of the piece could be removed without destroying the resulting effect:  the sense of being caught up into a higher plane at the beginning of the work and being released at its conclusion.  Though the listener is completely aware of the conclusion of the piece, the ambiguity of the final chord hinders his complete satisfaction by keeping him slightly suspended over the desired perfect resolution (i.e. an F minor triad) This stems directly from the minimalist «all encompassing…single event»
 and is clearly Pärt's aim. 

Pitch, Texture and Tintinnabulation in the Stabat Mater
In the Stabat Mater, the first notes of the piece emerge from silence, as if always having existed but are being perceived only at this particular moment.  The tonality is found to be clearly A aeolian.  This is evident from phrase beginnings and endings and the fact that only the notes of the A minor chord are used in the tintinnabulation voices.  There are absolutely no accidentals or modulations of any kind throughout the piece.  The lines begin in a very high register in each individual voice and slowly descend in an undulating fashion.  A perpetual chord mutation is accomplished as each line independently descends, stopping for varying lengths of time before descending again.  The resultant chord (after all three string lines have entered) is an A minor chord in second inversion.  The violin then descends from A to G, the viola from C to B, and the cello from E to D.  This accomplishes a mutation from A minor to G major.  These lines continue to descend, all the while creating various diatonic (A aeolian) chord forms (Am - G - Dm - Am - F - G, etc.) and pandiatonic clusters.  Here there is no chord progression but only chord succession.  All activity is completely modal.
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Figure 17.  Stabat Mater
Arvo Pärt Stabat Mater © 1985 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.
At measure 55 the vocal parts enter with the same pitches (in the appropriate register) with which the strings began, and proceed to duplicate the opening string passage on the text Amen.  Throughout this section where the voices first enter, the string parts cease to descend in a stepwise fashion and begin to arpeggiate according to the tintinnabulation technique.  Each part contains a drone on a different note of the A minor triad and, after some time, slowly descends by falling to the next successive droning pitch of the A minor triad.  Each voice skips up (a third or fourth) only once and continues its arpeggiated descent.  At the same time, the voices duplicate the opening stepwise string passage.  This is one of the many variations of the tintinnabulation technique that Pärt has made his trademark.  In measure 91, the voices drop out and the strings, from the point they had reached in the previous section, once more begin their stepwise descent into silence. 


The mirror form of the piece is solidly established with the appearance of the coda, which is very similar to the introduction.  The strings again appear from silence and begin their drones and stepwise descent.  At measure 441, the solo soprano enters as the tintinnabulation voice.  The line slowly arpeggiates downward from one droned pitch of the A minor chord to another on the text, Amen.  At measure 459 the alto enters and does the same.  Finally, at measure 477, the tenor completes the cycle, drops out, and the strings descend to a final pianissimo A minor chord. 

In Pärt's tintinnabulation sections, one voice (sometimes two) moves in stepwise motion while other voices skip between members of the tintinnabuli chord (in this case, A minor).  The role of the melodic line(s) is to add tension and release by creating dissonance within an otherwise static harmony.  This dissonance is usually placed on stressed syllables and also on phrase beginnings and endings.  In this work, the individual members of the two ensembles play all of these roles at one point or another and this is how Pärt accomplishes textural variation.  
At measure 109, two members of each ensemble are assigned to sound only notes of the A minor chord – a different note per each syllable in the choral parts -- while the third member moves in stepwise motion (no further away than a perfect fourth from its initial A natural).  Pärt uses the differing rhythmic modes of these two voices (tenor and cello) to create harmonic tension and release.  For example, on the word juxta, both voices begin on an A natural.  The cello moves first, up to a B natural, due to the iambic mode, while the tenor holds to its initial A.  This creates a mild dissonance that is eventually resolved as the tenor moves down to G natural.  On the next word crucem, the process is reversed, as the cello moves down to G natural and the tenor resolves upward to B natural.  
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Figure 18.  Stabat Mater
Arvo Pärt Stabat Mater © 1985 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.


At measure 192, a quiet violin line, in iambic mode and placed in a high register, hovers above the three vocal lines (in trochaic mode).  This violin line moves always in stepwise motion.  At the mp dynamic, the line refers back to the opening descending figures.  The text supports this finding:  Who could not sorrow too to contemplate Christ's mother grieving for her Son.  At measure 273, the effect of this rhythmic counteraction is much different.  Here, to the tenor line placed in a high register and set in trochaic mode, is added two string lines.  The viola (in a relatively high register and in iambic mode) moves in step-wise motion while the arpeggiated voice, the violin, leaps back and forth between members of the A minor chord. 
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Figure 19.  Stabat Mater
Arvo Pärt Stabat Mater © 1985 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

This creates an anguished, almost violent effect that echoes the text:  Holy Mother, grant this same, fix the wounds of the crucified firmly on my heart. The use of silence after each short phrase serves to heighten the importance placed on each short section of text.  At measure 378, these roles are reversed.  Above the three strings (placed in relatively low registers and in iambic mode) hovers the soprano vocal line.  It appears that these variations in texture are not designed to paint the text but to merely add variety to a potentially static form.  Beginning in measure 120, there is yet another variation in texture involving the tintinnabulation technique.  A solo tenor voice in a medium register moves in mostly stepwise motion.  To this, on the word contristatam, is added a violin line that leaps between members of the A minor chord.  In measure 128, the cello contains the stepwise motion while the viola randomly arpeggiates the A minor chord.  
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Figure 20.  Stabat Mater
Arvo Pärt Stabat Mater © 1985 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

At measure 133, the tenor moves in stepwise motion while the alto sounds notes of the A minor triad.  At the word mater, the violin joins the alto in arpeggiating the A minor chord (though both parts are different).   The tintinnabuli elements are always present, and like Ockeghem, Pärt uses as many varieties of voice type, spacing and tessitura as possible.  This textural variation can be as closely associated with Ockeghem as it can be with Philip Glass.  Both medieval and minimalist composers were and are concerned with textural variation of this kind.  However, Pärt has made this type of variation his own with the application of the tintinnabulation technique, which establishes a static harmony (minimalist idea) while providing the background upon which to build a variety of textures.
String Trio Bridges in the Stabat Mater
There are three string bridges that contribute to the mirror form of the work and act to separate the vocal/string sections.  Each of these is based on the tintinnabulation technique, yet they are quite different from any other section of the work.  The first of these three sections occurs at measure 157.  Here, as often occurs, the melodic lines are in the viola and cello (or lowest lines) while the tintinnabuli, or arpeggiated line is contained in the violin.  Each line is based upon a different rhythmic mode.  The violin line is based on the tribrachic mode (short - short - short).  This appears as a quarter, two eighths, and a quarter.  The viola uses the iambic mode while the melodic line in the cello is written in the trochaic mode.  The frantic violin line thus skips between members of the A minor chord, but for the first time in the piece, this line is not totally restricted to the tintinnabuli chord.  Often, the line briefly touches upon the pitches, B, F, and G.  These are the tendency tones that help confirm the A aeolian tonality.  Oddly, the cello line contains little of the stepwise motion that is so prevalent in other sections of the piece.  Instead, the non-harmonic tones are, for the most part, accented apoggiaturas.  The viola line (iambic mode) uses mostly unaccented appoggiaturas.  These two lines together create a feeling of suspension within nearly every rhythmic group as the viola's short appoggiatura quickly resolves (either upward or downward) on the second beat of the group while the long appoggiatura in the cello takes one beat more to resolve in contrary motion to the viola line.  The second note of the three-note group becomes the stressed beat from which the «suspension» resolves.  These «suspensions» are more rhythmic than harmonic and act again to frustrate the feeling of forward motion.
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Figure 21.  Stabat Mater
Arvo Pärt Stabat Mater © 1985 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.

The tempo is much faster here -- the old half note now equaling the new dotted half – which results in an increasingly frenetic atmosphere.  Each successive interlude increases in intensity.


At measure 261 one finds the first variation on the original string interlude.  These passages are not true tintinnabulation passages in that the accompanying voice is not restricted to notes of the A minor chord.  Here, the accompanying voice is the viola.  This line closely resembles the original violin line with the exception that all of the tendency tones of the mode are touched upon (adding F natural).  The melodic lines are contained in the violin and cello.  The violin line is written in iambic mode with the initial quarter note being replaced by two eighths.  However, unlike any previous section in the work, the melodic line is no longer stepwise but now contains awkward skips; a step down is often followed by a downward skip, etc.  In the cello line, the activity is even more dissatisfying.  This line is written in trochaic mode with the final quarter note being replaced by two eighths.  Here there are large skips to and from the eighth note groups and escape tones, some of which resolve to pitches as far as a fifth away.  This all seems quite odd until one looks at the relationship between the half notes in the violin and cello lines.  When looking at only these pitches, one can immediately see that although the half note (E natural) in the cello is on beat one and the half note (E natural) in the violin is on beat two, each half-note line is a perfect inversion of the other.  
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Figure 22.  Stabat Mater

Arvo Pärt Stabat Mater © 1985 by Universal Edition A.G., Wien.  All Rights Reserved.  Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition A.G., Wien.
Also, the simple, mostly step-wise character of the isolated half-note lines is very reminiscent of plain chant.

In the final string interlude we find more of the same type of activity, although the atmosphere has become much more frantic as a group of four sixteenth notes now replaces the group of two eighth notes in the previous section.  This time the accompanying line is contained in the cello (still using the tendency tones of the mode) while the chant melodies, whose motion is still in perfect inversion of one another, are in the violin and viola.  The restless quality of the melodic lines is heightened by the magnified frenzy (due to the predominance of groups of four sixteenth notes).  The violin is in iambic mode while the viola is in trochaic.  The chant melodies (which begin on C natural and are different melodies altogether than the ones in the previous section) begin on beats two and one respectively.  Again, each line is a perfect inversion of the other.

These sections hint at minimalist process music more than any other section previously discussed.  The process here is clearly a rhythmic one.  Due to a careful increase in rhythmic activity, each re-appearance of the string bridge becomes even more frantic and, with the vocal sections, leads toward the climax of the piece at the text, Inflammatus et accensus per te, virgo sim defensus in die judicii or 
When I am consumed with flames, O Virgin, let me be defended by Thee, on the day of judgment.  This process is also related to the medieval period as each reoccurrence of the string bridge is «subjected to internal metamorphoses:  an aural synonym for the process of medieval alchemy.»
 
Chapter 6

Relationship of Music to Text
 
The relationship of music to text in Pärt’s works is similar to that in early organum or in the declamatory writing of Ockeghem, in which all parts sing identical rhythms.  Except for rare instances where short melismas are used, each syllable is assigned only one pitch.  Also, Pärt may immediately repeat only short sections of text when appropriate, but not single words or syllables.  This he also borrows from the Gothic period.  Hughes states, «Another principle we can infer from the overwhelming evidence of the manuscripts:  text was never repeated.  Exceptions are in a few special genres and a few rare pieces, refrains, and where the Biblical source justifies the repetition.»
  



There is another medieval connection in Pärt’s works in that the music itself fails to echo the meaning of the words.  Hughes continues, «Again, the music does not attempt directly to illustrate or even express the words:  in which it resembles medieval music and is distinct from a Renaissance polyphonist like Byrd, even when he’s writing liturgically.»
 
To draw an analogy from art:  the non-representational, symbolic art of the earlier Middle Ages cannot be understood as a primitive predecessor of the realistic, humanistic art of the Renaissance.  Somewhere between the two is a radical change of attitude.  In music, the composers of the Middle Ages were more likely to see the relation between text and music as one of abstract architecture, grammatical and syntactic structure, and perhaps even of acoustical properties rather than directly one of meaning.  Sometimes, perhaps for the medieval mind, the significance actually lies in the formal presentation, the sentence, rather than in the substance, the words…Seeing the relationship between text and music as medieval people saw it enables us partly to address the opening question:  are the texts to be understood?  Yes, but not in the same way we would expect them to be understood…If the relationship between the text and the music is not one of measuring, then there is no reason for one kind of music to be appropriate for one kind of text…Since words and music were not related in any semantic or emotional way, a monophonic dance-song, a polyphonic spring-song based on it, a song of praise, and a lament may be indistinguishable in musical style.

Pärt’s music is much the same in that the words do not attempt to directly express any particular idea.  However, even though the «substance» is not expressed, there is a pervading sense of suffering in many of Pärt’s post-1976 compositions.   Strangely, he sets the Magnificat -- a text full of joyous praise to God -- in much the same way as he does the Stabat Mater, De Profundis and Passio domini nostri Jesu Christi secundum Joannem, which are all texts of suffering.  For a text that begins with "My soul glorifies the Lord and my spirit rejoices in God my Savior," the music is strangely tragic. Whatever the text may be, most of Pärt's later works contain this theme of suffering.  There exists no flamboyant gesture or element of bravado, only an introspective austerity that points to the unparalleled directness of the voice of God.
Chapter 7

Conclusion

From a detailed analysis of the Magnificat and Stabat Mater,  connections with medieval and minimalist styles are easily made.  While the popular labels for Pärt’s style point to minimalist influences, the medieval influences are primarily noticeable.  In the Magnificat, Pärt uses drones; white, open intervals; simple, unadorned modal lines that are reminiscent of chant; textural contrast similar to that of Ockeghem; slow rhythmic values; hocket sections; and motivic activity similar to that of Machaut or Dufay.  In this composition, he also works diligently to ensure that the performers look primarily to the text for the execution of phrases.  In the Stabat Mater, the medieval influence is apparent in the strict adherence to the system of rhythmic modes.  Like the Magnificat, this piece contains stepwise modal melodic activity, slow harmonic and rhythmic motion, use of hocket, varieties of texture, and a declamatory delivery of the text.  However, many elements of the medieval style that so affected him are not present in his music.  The only element even remotely related to a cantus firmus in either work is the melodic line of the tintinnabulation sections.  Although Pärt’s lines are melodically independent of one another, they are not rhythmically independent and thus are in no way as complex as that of Ockeghem, whose compositions contain rhythmic devices such as canon and imitation.  These devices simply do not appear in Pärt’s music.   Although Pärt makes use of open intervals such as fourths, fifths and octaves, his harmonic language is quite different from that of Dufay, Ockeghem or the Notre Dame school.  His simple harmonic language is governed by the use of tintinnabulation, which creates all harmonic tension and release. 
In his music, Pärt takes the sound of the triad as a phenomenon of nature.  It rings constantly through the tintinnabulation and is both the means of originating sounds and the audible result of such work.  This triad has little to do with structural tonality; there is no sense of modulation, or of the tension and release normally associated with tonal harmony.  It is simply the ringing out of one sound based on a central note.  The music does not develop (in the usual sense of this word).  It expands and contracts – in short, it breathes.
 
Though not as easily heard, varieties of minimalist techniques appear throughout these works.  It is probably more correct to say that Pärt has borrowed certain philosophies from the minimalists in order to apply these to the Gothic qualities of his compositions.  Pärt’s music is minimalist, first because he chooses to use very few notes:  frequently, only one or two voices are present at a given time and furthermore, the tonal materials are restricted to a certain mode.  Second, he borrows from the minimalists the philosophy of extended time.  This illusion is accomplished mostly through the use of slow rhythmic values, silence, and the application of the tintinnabulation technique.  With this technique, a single tonality is prolonged for the duration of the piece, although this is not immediately apparent to the listener.  The uninterrupted presence of the notes of a certain triad (F minor in the Magnificat and A minor in the Stabat Mater) in various voices and the tonal ambiguity caused by the melodic function of the bass helps to propagate the feeling of extension or timelessness. 
Third, Pärt uses processes, although unlike traditional minimalist ones these processes are not necessarily audible.  In the Stabat Mater, the processes are related to rhythm (strict adherence to the rhythmic modes), form (mirror form), and texture.  The process in the Magnificat is one of textural variation, as each short section is different in its variety of spacing, voicing, color and tessitura.  The tintinnabulation technique and its inherent notions of suspension is a process on which this piece, like the Stabat Mater, is based.   Like the music of the minimalists with which he is compared, Pärt’s music is also almost entirely diatonic, and thus very accessible.  However, although these minimalist elements exist in Pärt’s works, his music is radically different from that of composers such as Glass, Reich, Riley and Adams.  Pärt’s music can hardly be called ‘pulse music.’  The technique of repetition and gradual change does not appear.  Through the inclusion of slow tempi, controlled dissonance within the tintinnabulation technique, simple lines, and open intervals, Pärt’s music points to suffering.  The effect of much traditional minimalism is in opposition to this.  Schwartz and Godfrey state,
The effect of much minimalist music is often exuberant, euphoric, perhaps even mystical in a uniquely gripping way.  If it speaks to us (i.e., if we can move beyond boredom) we may recognize an expressive kinship with the unswerving patterns, semicanonic imitation and «frozen» durations of African ritual drumming, or the ecstatic organum of the Medieval church.  At its best, minimalist music can be unparalleled in the intensity of its expression, not to mention the brilliance of its colors:  the sounds of electric instruments, amplified instrumental and vocal timbres, and electrically modified sonorities.  One paradox of repetitive process music is its ability to be austere and sensuous at the same time.
   
It is evident that Pärt’s music has little to do with this description.  Also, it has been said that the main difference between Pärt and minimalists such as Glass, Reich, and Adams is that Pärt places strong emphasis on melody, while works by a composer such as Glass may contain no real melodic aspects.  Kosta states, «Melody in the traditional sense is absent.  Glass frequently uses a singer in his works, but the vocalist usually has no text and instead is treated as an instrument.»
 
Although it has been shown that the music of Arvo Pärt contains  medieval and minimalist influences, it has also been shown that his style is altogether different from those styles.  What he borrows is transplanted into the tintinnabulation framework in order to create works of great originality and power.   The magic in his music appears through the gentle, undulating melodies, the hypnotizing harmonic stasis, the listless rhythm, and the heart-wrenching dissonance which points to Pärt’s own religious piety and also the post-war Eastern European mentality.  Pärt states, 
It would not have been difficult for the Apostles to have lived in the Soviet Union.  And there are wonderful people like that there.  Heroism can flower in that climate.  But it is not absolutely necessary for people to live under such conditions.  Perhaps it is more important for something to happen within us, out of our own free will.  It makes a difference in the way one thinks if one is hungry or full.  Should we all for that reason go hungry?  There exists a higher level for us than just being hungry or full.  We would not allow ourselves to founder on these two extreme alternatives.
 
This «higher level,» and what lies within these «two extreme alternatives» is what Pärt seeks to discover through his music.  This is also the most difficult aspect of Pärt’s music to define.  One can only experience the power of the compositions and attempt to identify with them on a personal level.  Some see  this music as a product of the suffering and hardships endured by Eastern Europeans following World War II, while others view the «higher level» as the suffering that Christ endured for the world, and what that ultimate gift means to us.  Pärt’s artistic aims are to «fathom what is secret and unknowable, and he is aware that this will be revealed to him in untranslatable musical forms, if at all – in works which silence chooses to abandon of its own accord.»
  One must consider both of the above mentioned viewpoints when embarking on this pilgrimage with the composer to gain insight into this secret and unknowable thing, which has yet to be revealed.  
Then Manoah inquired of the angel of the Lord, «What is your name, so that we may honor you when your word comes true?»  He replied, «Why do you ask my name?  It is beyond understanding.»
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