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ABSTRACT 

Through the work in his book and dissertation, David Neumeyer has established 

an authoritative methodology specifically intended for rigorous analysis of the music of 

Paul Hindemith. His work, however, explicitly proscribes the search for “tonal cognates” 

as they make “too many assumptions about the music.” And while this may have been the 

case in the literature preceding Neumeyer, such as Hans Redlich claiming a melody is in 

“D minor”, the abstract concepts surrounding the tonal cognates are no longer considered 

inextricably linked to the pitch material. This recent development is most evident in 

Tymoczko’s book A Geometry of Music in which he distinguishes scale, macroharmony, 

and centricity as wholly independent concepts. Most importantly, this approach flips the 

issue on its head by considering the diatonic scale as an abstract collection of pitches that 

forms an independent musical object, rather than a fundamentally tonal cognate. With 

that said, it is challenging to account for the specific pitch level of collections with 

traditional set-class analysis which is more focused on comparisons of prime forms. In 

this presentation, I will show how accounting for the specific pitch level of collections 

and relating them to centricity can descriptively inform analysis of Paul Hindemith 

through select works. 
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CHAPTER I 

 INTRODUCTION 

The present research project is a collection of analyses of Hindemith’s music 

drawn from the later portion of the composer’s career: 1942-1955. While there is 

currently a well-established theoretical body of works regarding analysis of Hindemith’s 

music in David Neumeyer’s writings—which will be covered in detail below—it is 

nearing thirty years since its publication. As impressive and descriptive as these works 

may be, the scholarly realm has since developed new perspectives and analytic tools in 

the burgeoning field of neo-Riemannian theory that simply could not have been 

accounted for at the time of Neumeyer’s writing. 

In this paper, I will approach selected compositions of Paul Hindemith using a 

methodology derived from the structural and reductive theories of David Neumeyer, 

combined with a focus on macroharmony and centricity, as most fully articulated by 

Dmitri Tymoczko in A Geometry of Music.
1,2

 The shadow cast by contrasting the analytic

results of these two systems will both bring light to specific facets of each theoretical 

system as well as enable a new frame of reference on the compositions in question. 

Paul Hindemith’s aversion to the analysis of his work explains in no small part the 

relative lack of in-depth analysis of his works. The majority of literature on Hindemith’s 

music approaches it from an almost purely historical tradition by relying on off-hand 

generalizations about his music or on vague statements borrowed from other writers. 

Most of this literature then uses this critical approach as substantial evidence in an 

1
 David Neumeyer, The Music of Paul Hindemith (New Haven: Yale University Press, 1986). 

2
 Dmitri Tymoczko, A Geometry of Music (Oxford: Oxford University Press, 2011). 
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attempt to force the composer and his works into either camp of the highly polemical 

tonal-atonal critical dichotomy characteristic of the early to mid twentieth-century. There 

are two notable exceptions to this trend in this literature: David Neumeyer’s near 

encyclopedic theory-building and analysis project centered on Hindemith’s compositional 

style, and Victor Landau’s article “Paul Hindemith, a Case Study in Theory and 

Practice,” which combines the comparative analyses found in Hindemith’s The Craft of 

Musical Composition (hereafter Craft) with Hindemith’s own music. To be sure, there 

has been considerable literature specifically addressing Craft, such as Norman Cazden’s 

and Otto Ortmann’s works.
3,4

 However, these works only take into account Hindemith’s

theoretical writings without comparison to or analyses of his works. 

Although the present research is focused on the application of analytical tools 

developed after Hindemith’s death, it would be ill-advised to undertake analysis of 

Hindemith’s music without some direct consideration of the composer’s own writings. 

Hindemith created Craft as a way consolidate his own theories into a pedagogical 

framework for students and teachers of composition alike. Intended to be a series of four 

books, only the first three were completed and published; the third has not yet been 

translated to English, and very little written material exists that was intended for the 

fourth. The first book is subtitled Theoretical Part while the second and third books are 

explicitly exercises for two and three part writing respectively. Here, I will focus 

primarily on the first book as it is significantly richer for the present ontological pursuits 

while the later books function more as practical workbooks in comparison. 

3
 Norman Cazden, “Hindemith and Nature,” Music Review 15, no. 4 (Nov. 1954): 288-306. 

4
 Otto Ortmann, “An Analysis of Paul Hindemith’s ‘Unterweisung im Tonsatz’,” Bulletin of the American 

Musicological Society, no. 4 (Sep., 1940): 26-28. 
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Even a cursory glance of the table of contents will give the sense of the 

composer’s strong philosophical rejection of the atonal movement. The inclusion of 

keywords like “overtones”, “nature” or “natural”, “triad”, “Scale-Formation”, and “Value 

of the Intervals,”
5
 and quotes from Johann Joseph Fux to start the introduction show a

deliberate preference towards conservative musical values. The book starts with this 

discussion of the overtone series through practical demonstrations based on the 

monochord, violin harmonics, trumpet and flute. Then Hindemith creates a tempered 

tuning system for the chromatic scale derived through insights gleaned from his 

discussion of the overtone series. Continuing this acoustic investigation, he creates a 

system of interval and chord root based in combination and difference tones. It is clear 

from this acoustic derivation of a theoretical system that Hindemith’s concept of 

dissonance is not merely an abstract notion influencing compositional treatment of 

specific pitches but is seen as inherent in acoustic relationships between pitches. 

The primary article of Victor Landau’s on which I will focus, “Paul Hindemith, a 

Case Study in Theory and Practice,” selects a number of rules from Hindemith’s 

pedagogy outlined in Craft that can be identified as followed or violated, and that aren’t 

abandoned as the student progresses, as are first-species counterpoint rules. He then 

creates a statistical analysis of Hindemith’s music based on how frequently the composer 

follows his own theoretical guidelines. Results are provided as a whole, and broken down 

by time period and specific pieces. Landau’s results show a distinct lack of correlation 

between the pedagogical teachings in Craft and Hindemith’s compositional techniques. 

5
 Paul Hindemith, The Craft of Musical Composition, Book 1: Theory (Mainz: Schott, 1942), v. 
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Not only is there a general trend for Hindemith to not follow his own rules, but Landau 

also shows that the publication of Craft had little noticeable impact on Hindemith’s 

compositional style. In fact, the periods of Hindemith’s compositions that had the fewest 

violations of Craft’s compositional rules were scattered about his life (1917-21, 1937-41, 

and 1947-52). It should be noted, however, that Craft is not merely a set of compositional 

rules but also a reorganization of theoretical principles. Many of these, such as the 

closeness of pitches to a central tonic, would be impossible to “violate” in any 

meaningful way and Landau describes them as “analytic and not prescriptive.”
6
 Since 

many portions of the text are qualitative rather than quantitative, and are thus not covered 

in Landau’s statistical study, Craft remains a bountiful source for future researchers. 

However, such a detailed inspection of Craft and its practical implications is beyond the 

scope of the present work. 

Counting only his dissertation, “Counterpoint and Pitch Structures in the Early 

Music of Hindemith” and book, “The Music of Paul Hindemith”, David Neumeyer has 

written almost 600 pages on the output of the composer’s entire life. This monumental 

collection of analysis and theory argues for a division of Hindemith’s music into three 

familiar temporal categories, early, middle, and late, each with their own defining 

musical characteristics. Neumeyer argues that the early period ends some time in the 

1930s, coinciding with the advent of Craft, with musical works characterized by an 

organized pitch-set complex that is often limited to a single piece. This correlation with 

Craft would seem to be in direct opposition to Landau’s findings, except that Neumeyer 

                                                 
6
 Victor Landau, “Paul Hindemith, a Case Study in Theory and Practice” Music Review 21, no. 1 (1960), 

42. 



Texas Tech University, Andrew Eason, May 2014 

5 

explicitly states that his division is more concerned with musical philosophies regarding 

tonality and its practical implications than it is about specific compositional rules. The 

middle period, from the 1930s into the mid 40s, is then largely dominated by Craft and its 

central philosophical tenets regarding tonality, though not necessarily following strictly 

the compositional pedagogy it outlines. Neumeyer’s analyses of works from this period 

typically focus on long range step-progressions that are derivative of a Schenkerian 

approach. Following the mid-40s, Hindemith begins to expand further the possibilities of 

tonality as outlined in Craft and he develops the tools into a higher degree of 

chromaticism reminiscent of the early period. In a certain view, this late period could be 

understood as a combination of Craft’s tonal philosophies with Hindemith’s earlier 

vertical sonorities and set-complex organization. This culmination of styles is 

instrumental in Neumeyer’s stance against the false tonal-atonal dichotomy in favor of a 

spectrum of musical features. 

Outside of any literature specifically analyzing Hindemith’s music, more recent 

neo-Riemannian trends in the analysis of late tonal music have had a considerable 

influence on this study. Works such as Fred Lerdahl’s Tonal Pitch Space, Richard Cohn’s 

Audacious Euphony, Steven Rings’ Tonality and Transformation, and Dmitri 

Tymoczko’s A Geometry of Music have all had different degrees of impact on the present 

analysis of Hindemith’s music. The recurring primary trend is to isolate and identify 

musical structures as independent objects and to create an understanding of a tonal syntax 

through parsimony where traditional Roman-Numeral Step-Theory conveys little 

information to an analyst. On the other hand, the term “neo-Riemannian” is highly 
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suggestive in modern literature and some of the authors explicitly proscribe the label. For 

instance, Cohn states that it “gives too much credit to Hugo Riemann” and that he is “not 

comfortable with all of the views that have been attributed to it or with all of the practices 

that have been performed under its name.”
7

The work most pertinent to the present discussion, Tymoczko’s A Geometry of 

Music (hereafter AGOM), argues that tonality is best understood through the combination 

of five stylistic markers: conjunct melodic motion, acoustic consonance, harmonic 

consistency, limited macroharmony, and centricity. This system is developed towards the 

goal of a single comprehensive system that is equally capable of providing informative 

analyses of the music of Shostakovich or Debussy as it does Haydn or Mozart. This 

generalized working definition of tonality - and yet one that is more precise vis a vis its 

necessary and sufficient conditions - is central to the present argument against a tonal-

atonal dichotomy in Hindemith’s music. While tonality might be defined as “observance 

of a single key as a basis for composition,”
8
 and atonality as simply the lack of tonality,

this provides little to further our understanding of the compositions themselves. Nor does 

this offer insight into how the single key is observed or what processes are used to 

establish it. As Matthew Brown puts it, “the problems are conceptual in nature and stem 

from the basic ways in which we think about the tonal system.”
9

It is the hope of the author that this work will both begin to fill the analytical void 

with respect to Hindemith’s music and also to tear down any vestiges of an overall tonal-

7
 Richard Cohn, Audacious Euphony (New York: Oxford University Press, 2012) , xiii. 

8
 “Tonality.” The Oxford Dictionary of Music, 2

nd
 ed. rev.. Oxford Music Online. Oxford University Press, 

accessed April 3, 2014. 
9
 Matthew Brown, “The Diatonic and the Chromatic in Schenker’s Theory of Harmonic Relations” JMT 30, 

no. 1 (1986): 1. 
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atonal dichotomy in favor of a continuum of pitch usage in which there are defining and 

identifiable factors of both abstract and perceived tonality. As has been shown, forcing 

our understanding of Hindemith’s work into this false dichotomy inhibits a full 

understanding of the composer’s musical style. Denying any semblance of tonality in his 

music prevents the recognition of explicit centricities and contrapuntal function in his 

works. On the other hand, proscribing an atonal analysis because of these centricities and 

diatonic collections denies an explanation of his vertical sonorities and minute non-tonal 

pitch-collections. We should come to understand in what specific ways his music is 

reminiscent of a common practice tonal language and what ways it is decidedly not. The 

interplay between these seemingly contradictory ideologies and practices establishes the 

fundamental character of Hindemith’s music, which leads to rich possibilities for 

analysis. As Neumeyer states, “Hindemith clearly found a means of thoroughly 

synthesizing the two supposedly alien manners of thinking, and this at a time when the 

dichotomy was barely born” (Counterpoint 103). By synthesizing set theory with specific 

pitch level, I will frame basic notions of centricity and macroharmony in Hindemith’s 

music and bridge the aforementioned tonal and atonal analytic methods with my own 

approach. 
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CHAPTER II 

METHODOLOGY 

Before jumping into the analysis, it is imperative that I address specific 

terminology. The particular jargon associated with tonality, and the very definition of 

tonality, is hotly contested and carries a considerable number of underlying assumptions. 

Historically, it was not uncommon to hear the criticism that “atonality” was an absurd 

appellation as the music still consisted of tones. Currently, the Oxford Dictionary of 

Music defines “tonality” as “Key, meaning particularly observance of a single tonic key 

as a basis of composition,” which would include modality and pantonality.
10

 Beyond

historical debates and generalizations, Rings introduces cognitive issues of tonal 

terminology: 

“Tonality” is at once one of the most familiar and most elusive terms in music-

theoretical discourse. It is tied to a set of aural habits and experiences that are so 

deeply ingrained and seemingly immediate among Western listeners that the 

concept is easily naturalized, complicating attempts to pin it down discursively. 

When theorists have sought to pin it down, they have constructed the concept in a 

bewildering variety of ways, leading to a “veritable profusion of definitions” [...] 

Further, the term has acquired a considerable amount of ideological freight over 

its relatively short life, making it not merely a descriptive label for a musical 

repertory or a set of aural habits, but a concept that has served a variety of 

ideological interests.
11

It follows that, generally speaking, tonality is nearing the point of having as many 

definitions as there are people considering it. For the purposes of this research, I will 

assume that tonality must necessarily mean more than just a central pitch, just a diatonic 

scale, or just triadic harmonies. I do not consider it over-reaching to claim that the 

10
 “Tonality.” The Oxford Dictionary of Music, 2

nd
 ed. rev.. Oxford Music Online. Oxford University Press, 

accessed April 3, 2014. 
11

 Steven Rings, Tonality and Transformations, (New York: Oxford University Press, 2011), 2. 
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Common Practice Era tonal language is based upon all of these as well as functional 

harmony through some form of chord function. While it may be that tonality is some 

ephemeral state of music that cannot be definitively described to account for all persons’ 

experiences and understandings, for largely practical reasons, I will turn to Tymoczko’s 

definition of tonality based on the five general components listed above. The most 

important factor in Tymoczko’s work is that each feature is sufficiently generic to be 

applicable to wide varieties of music but is not sufficient in determining tonality. 

Following this, Tymoczko’s definition gives definite criteria for discussion regarding 

how the music does and doesn’t conform to the model. This method then casts an 

interesting light on how certain specific musical goals may be directly borrowed from 

what might be easily labeled tonal music while others are ignored. In this way, composers 

such as Hindemith create new musical styles. 

The most important of Tymoczko’s features in analyzing Hindemith’s music is 

centricity, as this concept directly relates to Neumeyer’s idea of structural pitches. 

Tymoczko’s definition, “over moderate spans of musical time, one note is heard as being 

more prominent than the others, appearing more frequently and serving as a goal of 

musical motion,”
12

 describes the effects surrounding a central pitch without bias towards

how this is accomplished. He distinguishes between two phenomena which both fall 

under the umbrella of centricity: “rootedness, which applies to individual chords, and 

tonicity, which refers to prominence over longer stretches of musical time.”
13

 In the

present context, however, “centricity” will be used strictly to mean Tymoczko’s use of 

12
 Dmitri Tymoczko, A Geometry of Music (New York: Oxford University Press, 2011), 4. 

13
 Dmitri Tymoczko, A Geometry of Music (New York: Oxford University Press, 2011), 169. 
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tonicity without the unnecessary associations of a word derived from the problematic 

term “tonal.” Rootedness will continue to be described by chord root, an issue that is 

discussed below. I am not refuting the point that rootedness is a vertical form of 

centricity, but instead making practical delimitations of terminology for clarity’s sake. 

Neumeyer frequently reduces pieces to an opening and closing structural pitch 

that is prolonged through contrapuntal voice-leading in a manner clearly derivative of 

Schenkerian theory. However, he claims that this most reduced model, Stage I, “is not 

latent structure—the hidden secret of a composition” or an a priori “Ursatz” but is rather 

a structure that is obvious and salient on the musical surface “to an intelligent, attentive 

listener.”
14

 Neumeyer’s structural pitches, typically depicted in his Stage I analysis, are 

inherently tied to his concept of centricity. In addition, Neumeyer arranges structural 

pitches around a tonal center in a hierarchical relationship derived from Hindemith’s 

Series 1 and 2, as developed in Craft I (see Figures 2.1 and 2.2).
15

 Neumeyer states that 

Series 1 “charts the relative strength of relationship to a tonic for all chromatic degrees” 

while Series 2 “shows the relative harmonic force of intervals.”
 16

 This hierarchy in Series 

1 is meant to demonstrate how tonal areas at the deepest structural level are referential 

towards the centers they move away from and thus allows the center to remain prominent 

even while it is not explicitly sounding. Neumeyer’s Stage IV graphs are very similar to 

Stage I graphs in that they depict chord roots and structural chords, but they illustrate a 

more surface level of specifically harmonic activity. In what follows, I will largely rely 

upon Neumeyer’s analytical process to determine principal centricities, as well as the 

                                                 
14

 David Neumeyer, The Music of Paul Hindemith (New Haven: Yale University Press, 1986), 50. 
15

 Paul Hindemith, Craft I (Mainz: Schott, 1970), 96. 
16

 David Neumeyer, The Music of Paul Hindemith (New Haven: Yale University Press, 1986), 31. 
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already established hierarchy in relation to tonic, shown in Figures 2.1 and 2.2. Going 

further in depth regarding the validity of Neumeyer’s neo-Schenkerian approach and 

Hindemith’s acoustically derived hierarchies, however, is beyond the scope of this 

project. 

Figure 2.1, Craft Series 1, strength of relationship to tonic C, decreasing left to right 

 Figure 2.2, Craft Series 2, harmonic force of vertical intervals, decreasing left to right 

While analyzing contrapuntal step progressions may lead to the verticality that a 

section is centered about, it does not always determine that verticality’s root. In 

Hindemith’s music, there are many examples of cadences on octaves or open fifths in 

which rootedness is rather clear. There are significantly more chords, however, that do 

not readily conform to conventional vertical organization and thus would seem to obscure 

the concept of root. Although he later refined his method in Craft III and Craft IV, 

Hindemith introduced his process of determining chord root in Craft I. The composer 

recognizes that “Construction in thirds must no longer be a basic rule for the erection of 

chords” and argues that the new method “must substitute an all-embracing principle for 

that of the invertibility of chords.”
17

 Neumeyer summarizes this process, which is entirely

dependent on Hindemith’s hierarchy of intervals given in Figure 2.2, in four principles: 

17
 Paul Hindemith, Craft I (Mainz: Schott, 1970), 95. 
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(1) the chord root is determined by locating the best interval nearest the bass; (2) 

doubled notes count only once; (3) if two intervals of the same type appear, the 

one whose lower note is nearer the bass has the chord root; (4) chords in which 

the bass and root are the same are stronger.
18

 

 

“Best interval” is taken as being furthest left in Series 2, Fig. 2.2. While this 

position must be qualified extensively through the corollaries developed in Craft III and 

IV, it proves an excellent tool in organizing the complex vertical structures that 

Hindemith is so fond of using. Neumeyer addresses many criticisms of Hindemith’s 

chord-root reckoning, the most prominent of which are brought about by non-chord tones 

and Hindemith’s explicit insistence that chord root cannot be ambiguous. In the present 

research, the default will be to give precedence to tertian inversional theory whenever 

applicable, and turn to Hindemith’s proposed method when the traditional style has been 

exhausted. This may seem to be an arbitrary division; it is clear, however, that Hindemith 

intended his analytic tool to reproduce tertian theory as well as account for all other 

possible sonorities. Not only is this implied by the “all-embracing principle for that of the 

invertibility of chords,” but clarified by a qualification in Craft IV that “the appearance of 

a familiar sonority in the lower voices can change the chord root.”
19

 Rather than attempt 

to adjust and refine the method to accurately inform rootedness in tertian and all non-

tertian structures—worthy of its own study—I am choosing to use each method at its 

most informative and disregard each when they are less descriptive. At the deepest 

structural level, however, matters of chord root are typically not an issue. Because 

principle (4), that chords in which the bass and root are the same are stronger, is a core 

                                                 
18

 David Neumeyer, The Music of Paul Hindemith (New Haven: Yale University Press, 1986), 56. 
19

 David Neumeyer, The Music of Paul Hindemith (New Haven: Yale University Press, 1986), 57. 
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concept to both analytical models, reduction to fundamental pitches frequently mirrors 

the bass. Any issues with these approaches are more related to granularity on the musical 

surface. 

Lastly, we must distinguish between the concepts of macroharmony and scale, as 

well as describe how the two interact. Tymoczko defines a macroharmony as “the total 

collection of notes heard over moderate spans of musical time.”
20

 Even though tonal 

music is largely characterized by its adherence to a diatonic scale, given a large enough 

time frame most pieces will approach the full chromatic. Therefore, determining an 

appropriate span of musical time for describing macroharmony, especially in 

Hindemith’s language, is often challenging and piece-specific. Tymoczko describes 

scales as “‘musical rulers’ that allow us to measure distances in pitch and pitch-class 

space.”
21

 Scales sometimes will, but not by definition, imitate the macroharmony. For 

instance, we can compare a very familiar theme with a sight-singing exercise in Figure 

2.3. Both of these examples are based on the same C diatonic scale, yet they do not share 

the same sounded macroharmony. 

 Figure 2.3, Scale and macroharmony are the same in the first line, but not in the second 

                                                 
20

 Dmitri Tymoczko, A Geometry of Music (New York: Oxford University Press, 2011), 4. 
21

 Ibid., 116. 
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Modeling the scale in this way means the idea of scale step is intrinsically linked 

to the scalar object. Because of this connection, describing music in a scalar way will 

necessarily invoke some amount of traditional step-theory through association. However, 

it is clear that this form of diatonic association is not present in Hindemith’s music, as 

will be demonstrated in the analysis chapters. Because of this, I make no claims that 

Hindemith’s music is scalar or that it should be used as a ruler for measuring scale step. I 

will be referring to these subsets as either limited macroharmonies or collections in the 

hopes that these neutral terms will not invoke inapplicable theoretical models. The 

macroharmonies that emerge resemble the diatonic scale, rather than diatonic scales 

acting as rulers within chromatic space. 

This reversed conception of the diatonic collection sidesteps the problem of 

diatonic analysis Neumeyer admonishes against in his dissertation: “The pitch center of 

the subject is the note D, not a ‘key’ or ‘scale’. Redlich has mistaken the presence of 

some pitch collections common in diatonic contexts for the entire apparatus of diatonic 

tonality. This analysis fails because it assumes far too much.”
22

 We must clarify that

these collections resemble diatonic scales while being decidedly non-scalar objects, 

rather than proscribe the entire approach as Neumeyer has done. 

Further, centricity is clearly not inherent to macroharmony or scale and is rather 

derived through other compositional tools such as cadential pitches and contrapuntal step 

progressions. Unfortunately, there is no other way to label the specific pitch level of 

collections that resemble the diatonic scale than by their diatonic identities that is as 

22
 David Neumeyer, Counterpoint and Pitch Structure in the Early Music of Hindemith (PhD. diss., Yale 

University, 1976), 10. 
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conveniently descriptive. Even though labels like “one-flat collection” or “DT1” would 

be more neutral and free of unwanted theoretical implications, they obscure parallel 

relationships between collections as these labels mirror the circle of fifths against a linear 

chromatic space.
23

 Because the major scale is incredibly familiar, the entire collection can

be quickly and accurately drawn up by the reader if given only the single major tonic 

pitch without much additional thought to the process. This is the primary advantage over 

any other valuable alternatives such as normal form. 

23
 cf. Matthew Santa, “Studies in Post-Tonal Diatonicism: a mod7 Perspective” (Ph.D. diss, CUNY, 1999). 
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CHAPTER III 

CONSISTENT MACROHARMONIES AND 7-NOTE 

COLLECTIONS: “PASTORALE INTERLUDE” FROM LUDUS 

TONALIS 

I will begin analysis of Hindemith’s music with the “Pastorale Interlude” from the 

fugal collection Ludus Tonalis. This piece serves as an introductory foray into 

Hindemith’s music for many reasons. First, David Neumeyer included an analysis of this 

piece in The Music of Paul Hindemith; his approach will present a useful contrast with 

my own analysis. There are also many contextual factors surrounding the piece itself that 

suggests a fruitfulness for a tonal approach. The title of the collective work, Ludus 

Tonalis, can be translated as “Tonal Game” or “Play of Tones” and also carries the 

subtitle “Studies in Counterpoint, Tonal Organization and Piano Playing”. Further, the 

collection was written in 1942, only a handful of years after the publication of the first 

two books of Hindemith’s Craft series. While Landau and Ortmann’s works have already 

shown the problems involved in deriving a complete compositional method from the 

Craft series, the close proximity of these publications combined with the intentionally 

tonal-oriented title leads me to believe the piece would be an above average example of 

Hindemith’s compositional philosophies on tonality. A full score is presented at the end 

of this chapter. 

In this movement, we can see how Hindemith frequently uses diatonic collections 

to organize pitch material spanning anywhere from two to five measures. For instance, 

measures 3-4 exhibit only the seven pitches of the Eb diatonic collection, and measures 

11-12 use only the pitches of the D diatonic collection. While there are some notable 
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exceptions, almost every pitch can be understood within a diatonic collection that is 

shared amongst the surrounding region. Table 3.1 and Figure 3.1 summarize the pitch 

content of these collections, and voice leading between them. The measures in Table 3.1 

have been broken down based on changes between diatonic collections. As can be seen in 

the first and second columns, individual collections control from one to four measures; in 

only one case, m. 14, does the diatonic collection change halfway through the bar. The 

third column shows the minimal semitonal motion required to move from the previous 

collection, with positive values reflecting raised pitches and negative lowered. Note that 

in this view, the short section employs two diatonic collections simultaneously in 

measures 14-15 acts as a brief aside, with its two collections coming from F# and 

returning to the enharmonic Gb. Figure 3.1 is a graphic depiction of the voice-leading 

paths taken between the macroharmonies that are charted in Table 3.1. Because a diatonic 

collection occupies seven of the twelve pitches of the full chromatic, the maximum 

possible distance between two diatonic scales is five semitones. Hindemith reaches this 

maximum in four of the eleven collection changes in the piece, and thus it is clear that he 

is not concerned with traditionally closely-related scales. The listener is challenged to 

adjust the ear towards these collections, but the music shifts abruptly as soon as the 

listener orients to a diatonic collection. It is apparent, however, that there is a rather strict 

constancy of limiting the macroharmony to a collection that strongly resembles the 

familiar diatonic collection. While this musical object may easily refer to a tonal system, 

it is necessary to preclude carrying the associations further than are represented within 

the music. 
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Table 3.1, “Pastorale Interlude” pitch and voice leading content 

Measures Diatonic Collection Voice Leading Work 

1-2 F  

3-4 Eb -2 

5-9 B -4 

10 C -5 

11-12 D +2 

13-14 F# +4 

14-15 A right/F left -3/+5 

16-17 Gb +3/-5 

19-23 E -2 

24 F -5 
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Figure 3.1, Succession of diatonic collections in “Pastorale Interlude” 
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In this piece of 250 total pitches, there are but nine that do not fit into the 

collections as outlined above. Three of these arise as part of clear passing-tone figures as 

shown in Figure 3.2. The dotted-quarter D natural in the middle voice, the E# eighth note 

in the lower voice in measure 7 and the A natural in measure 8 all lie outside the diatonic 

collection of B. However, both of these instances are contained within a fully chromatic 

step progression. Over the course of five bars, the middle voice descends chromatically 

from E to G#. Meanwhile, the E# in the bass of m. 7 is quite clearly a deemphasized 

chromatic passing tone between the E and F#. Measures 19-23 are an exact transposition 

of measures 5-9, so the fourth, fifth, and sixth instances of non-diatonic pitches directly 

mirror the first three examples. The seventh exception, which occurs in bar 13, is of a 

similar nature filling out a shorter chromatic descent from F# to D#. 

  

Figure 3.2, “Pastorale Interlude” mm.5-9 

The last two exceptions to the diatonic collection form chromatic neighboring 

motions rather than passing figures. In bar 2, we see an obvious Ab chromatic neighbor 
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tone between the two Gs, creating a diminished octave over an A in the bass. That Ab 

could also be interpreted as a foreshadowing of the Eb collection to come in the next 

measure. Since the right hand could belong to the Eb diatonic collection while the left 

hand remains firmly in F, the overall effect is one of an ambiguous dual focus. The last 

instance is a more complicated example of neighboring motion. In bar 16, the left hand 

harmony would require the F# diatonic collection, however there is a C and D in the right 

hand. These non-harmonic tones then function as incomplete neighbors through a pickup 

giving a stronger emphasis into the Db and Eb above them. Thus all instances of pitches 

outside the diatonic collection represent fairly familiar treatments of chromatic pitches 

from tonal music and can be neatly reduced out. 

In his analysis of this piece, Neumeyer goes to great length discussing centricity 

and Hindemith’s theory of harmonic function associated with that centricity. His Stage I 

graph of structural pitches and harmonic-functional symbols is shown in Figure 3.3.
24

Pivotal to this argument is that the movement is centered on G and that both the semitone 

above and below a pitch are effective leading tones. The argument for a central G is 

supported by the octave G’s on the downbeat of bar 1 and the very clear cadence on G in 

the final bar. In addition, the cadence in bar 10 is on the dominant D and is 

transpositionally identical to the final cadence. However, this leaves a large gap between 

measures 11-15 in which he offers no structural pitch within the third phrase, with the 

slashes showing phrase divisions. While it is apparent that the D would be prolonged 

beyond m. 10, the lack of analytical claims for mm. 11-15 is unsettling, especially since it 

24
  David Neumeyer. The Music of Paul Hindemith. (New Haven: Yale University Press, 1986): 52. 
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seems to prevent Neumeyer from addressing this section at all. His Stage II graph, which 

is a lower-level contrapuntal, is discussed in more detail below. 

Figure 3.3, Neumeyer’s Stage I analysis
25

Table 3.2, Diatonic collections as they relate to Neumeyer’s Stage I graph 

Measures Diatonic Collection Structural Pitch 

1-2 F G 

3-4 Eb C 

5-9 B C# (D#) 

10 C D 

11-12 D 

13-14 F# 

14-15 A right/F left 

16-18 Gb B 

19-23 E F# 

24 F G 

What is most striking here is that the consistent correlation between Neumeyer’s 

structural pitches and the diatonic collection that contains them resembles a Dorian tonic. 

If we re-analyze all diatonic collections in the piece for structural pitches from this 

Dorian relationship, we see a slightly altered structural diagram in Table 3.3 and Figure 

3.4. This graph is markedly removed from the Schenkerian reductive trend in that it is not 

extracted out of the sounding musical surface. The central pitch G, its dominant D, and 

25
 Pitches denote the bass pitch of the structural pillars and slashes are used to mark phrase breaks. The 

symbols below the staff are a chromatic alternative to Roman numerals and show the relationship of the 

bass to a central pitch, cf. Neumeyer, The Music of Paul Hindemith pp. 49-69. 
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the upper and lower leading tones from Neumeyer’s analysis all remain, while his gaps 

are filled with convincing and aurally apparent embellishing pitches. It is important to 

note that while the notational system may be interpreted as implying a Salzerian 

prolongation, I am not specifically addressing prolongational issues here. David 

Neumeyer provides a detailed argument concerning a Schenkerian influence on 

Hindemith’s compositional process and theoretical principles outlined in Craft in his 

dissertation pp. 209-240. Furthermore, the validity of analyzing Hindemith’s music with 

a neo-Schenkerian reductive method is the primary focus of his book and covers the issue 

much more rigorously than the scope of this project would allow. 

Table 3.3, Abstract structural pitches derived from a strict “Dorian” interpretation 

Measures Diatonic Collection Structural Pitch 

1-2 F G 

3-4 Eb F 

5-9 B C# 

10 C D 

11-12 D E 

13-14 F# G# 

14-15 A right/F left B/G 

16-18 Gb G# 

19-23 E F# 

24 F G 

 

 

Figure 3.4, Abstract structural pitches derived through macroharmonic analysis 
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The assumption of extending a Dorian modal reading beyond the most obvious 

structural pitches leads to several new perspectives on Neumeyer’s analysis. Measures 

11-12 contain the D diatonic collection over the left hand outline of an E minor triad, 

while measures 13-14 repeat that same material transposed up a major third to outline G# 

minor within the F# collection. It is surprising that Neumeyer did not use these triadic 

outlines to complete his analysis. Nor did he take the vertical minor seventh chords from 

measures 12 and 14 into account in either of his reductive analyses despite his claim that 

the minor seventh is the seminal interval organizing the entire movement.
26

 Second,

Figure 3.4 seems to follow Hindemith’s own analytical Scale-Degree theory espoused in 

Neumeyer’s book. The G# and F# in the second half of the piece form both a chromatic 

double neighbor group surrounding and double leading-tones pointing towards the final 

G. This semitonal neighbor group appears to be preferred by Hindemith as it underlies 

tonal relations found in other works by Hindemith such as Mathis der Maler and Sonata 

fur Tuba und Klavier; an analysis of the latter is presented in Chapter 5. Despite the fact 

that Fig. 3.4 is not the sounding bass line and is perhaps more abstractly constructed than 

even a true Rameauian analysis, the structural line still maintains the large-scale 

functionalism inherent in the more standard contrapuntal reductions. While this may 

seem coincidental due to the nature of how the graph was constructed, it really speaks to 

a consistent interweaving of function and centricity with macroharmony. 

Though a consistent Dorian hearing requires it, measures 3-4 do not immediately 

suggest a temporary center on F in Eb diatonic. Furthermore, the idea of two 

26
 David Neumeyer, “Counterpoint and Pitch Structure in the Early Music of Paul Hindemith.” (Ph.D. diss., 

Yale University, 1976): 264. 
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simultaneous structural pitches within mm.14-15 and the vague chordal strength in mm. 

16-17 present challenges to a strictly macroharmonic analysis. A key challenge an analyst 

faces when approaching Hindemith’s music is the tight interconnections between several 

distinct musical features and teasing apart impact in the composition. There is an 

overdetermination concerning specific pitch materials within the compositions, and, more 

problematic for the analyst, the varying degrees of causation seem to fluctuate throughout 

a single piece. We can see that neither this strict macroharmonic model nor Neumeyer’s 

accurately describes the vast array of features present in the music; however, modifying 

Neumeyer’s voice-leading and structural graphs to account for the insights gleaned 

through macroharmonic analysis is possible. Figure 3.5 shows Neumeyer’s Stage II 

analysis of this interlude, including the blank mm. 11-15, which is derived by supplying 

voicings of the structural pitches given in Stage I.
27

 This is not a hard rule, however, as he

includes some additional horizontal motion leading into cadences. 

Figure 3.5, Neumeyer’s Stage II Analysis of the “Pastorale Interlude” 

It should be clear at this point that I am arguing there are structural pitches within 

mm. 11-15 that need to be depicted in this chordal framework. Figure 3.6 is my own 

27
 David Neumeyer. The Music of Paul Hindemith. (New Haven: Yale University Press, 1986): 53. 
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graphic analysis of chordal structure following Neumeyer’s method for Stage II analysis. 

While my additions are informed by the macrohamonic structure, I must stress that the E 

and G# chords are certainly salient on the musical surface to an attentive listener. While 

they could not be mistaken as the most fundamental anchors organizing the entire piece, 

they are at least comparable to the C minor seventh chord in m. 4 in terms of weight as 

pillar chords. 

 

Figure 3.6, Revised Stage II analysis of the “Pastorale Interlude” 

Taking a broader view, the association of F diatonic with a central G is also 

consistent with the role that this interlude fills in the overall tonal structure of Ludus 

Tonalis. Where other baroque and neoclassical fugal collections use only pairs of 

preludes and fugues in their tonal plans, Hindemith has labeled all of these intermediate 

movements as Interludes. Neumeyer explains that “Even though [the interlude’s] function 

is to connect the tonalities of the fugues in G and F, this interlude [...] closes in G, and G 

is the tonic throughout.”
28

 Thus he sees this centricity as a weakness in terms of 

progressing the tonal connection between fugues. Interpreting the piece as G Dorian, 

however, gives a clearer understanding of how the contrasting central pitch and 

                                                 
28

 David Neumeyer. The Music of Paul Hindemith. (New Haven: Yale University Press, 1986): 52. 
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background scale can act as a bridge between the fugues. The aurally apparent central 

pitch from the preceding fugue remains, but the local macroharmony sets up the central F 

of the next through association. 
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Figure 3.7, “Pastorale Interlude” full score 
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CHAPTER IV 

INCONSISTENT MACROHARMONIES AND 8-NOTE 

COLLECTIONS: “GEBURT MARIÄ” FROM DAS MARIENLEBEN 

Originally composed in 1922-23, Hindemith returned to the song cycle das 

Marienleben in 1936 before finally completing his revisions in 1948. In the context of 

these revisions, “Geburt Mariä” was left relatively untouched. Hindemith’s own 

comments from his Introductory Remarks to Marienleben II note that “Measures 21-32 

replace a version that was too independent in its harmonic harshness, and thus gave too 

much importance to a section serving as a bridge between two more significant structural 

members.”
29

 That this modification was accomplished during the 1936 set of revisions,

and that the song was not revisited in 1948, leads Neumeyer to claim that “its style and 

technique were acceptable to [Hindemith] at every stage of his career.”
30,31

 While

Neumeyer’s subsequent analysis of the song is very detailed and compelling, he does not 

address the rather clear diatonic collections or how they are transformed and related to 

the structural pitches. 

I agree with Neumeyer’s formal delineation of the song as ternary, A-B-A’. The 

primary melodic material in the A sections is not repeated in the closing section; the 

accompaniment is such a near perfect imitation, however, and is coupled with the 

instruction “Wie zu Anfang,” that it is difficult to hear m. 78 as anything but a return of 

the opening. More interesting are the relatively static motion of macroharmony and 

29
 Paul Hindemith, Introductory Remarks for the New Version of “Das Marienleben” (New York: 

Associated Music, 1948), 6-7. 
30

 David Neumeyer, The Music of Paul Hindemith (New Haven: Yale University Press, 1986), 146. 
31

 The 1923 version remains the preferred version for performers, likely due to critical remarks 

contemporaneous with the revisions.  
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central pitch given in these sections. Hindemith makes use of only the seven pitches of G 

major in the song’s first 19 and final 25 measures, making up 44 of the total 102 

measures. Furthermore, the pitch B remains central throughout both of the A sections 

through the harmonic strength of the perfect fifth in the left hand and does not need an 

argument for prolongation as it is constantly repeated throughout the section. Such a strict 

adherence to seven diatonic pitches and relatively static harmonic activity over such a 

large span of music is rare enough even in early classical works, but is even more 

remarkable in contrast to the “Pastorale Interlude” covered in the previous chapter, or 

even the other songs from the Marienleben cycle. 

Besides seeing this highly constrained macroharmony as a basic structural tool, 

we can also understand it through the lens of the lyrics. In depicting the birth of Mary, 

Rainer Maria Rilke begins by setting the scene with angels: “Oh, what must it have cost 

the angels not to sing out suddenly, as one bursts in tears, since they well knew.”
32

 The

text suggests an ethereal but restrained heavenly scene, expressed by Hindemith with a 

single sustained macroharmony shown in Figure 4.1. The one exception, C#, forms an 

elision of macroharmonies between the sections. 

32
 Rainer Maria Rilke, das Marienleben, trans. C. F. MacIntyre (Westport, CT: Greenwood Press, 

Publishers, 1972), 3. 
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Figure 4.1, “Geburt Mariä” mm. 7-20; G-major collection 

 As mentioned above, such a strict minimal pitch set would not be expected in the 

western art music tradition; Hindemith uses this same musical material to convey a less 

celestial part of the text as well, however, shown in Figure 4.2: “The old man went and 

stopped the dark cow’s mooing, thoughtfully. Such a night never was till now.”
33

 

Hindemith’s use of an unwavering macroharmony and oscillating bass without change in 

structural pitch is enriched to encompass an idyllic serenity, both in heaven and on earth. 

Indeed, this style may be meant to invoke a simpler folk music style in which pitches 

outside of a diatonic set would be unusual. 

                                                 
33

 Ibid., 3. 
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Figure 4.2, “Geburt Mariä” mm. 78-95; G major collection 

The B section and the revised transition leading out of the A section, however, do 

offer rich successions of macroharmonies. Within the B section, there are somewhat clear 

diatonic collections coinciding with the phrase structure, as shown in Table 4.1. It is 

apparent that, aside from the one transition from Db to F with a voice leading work of +4, 
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Hindemith is dealing with macroharmonies that are more closely related than in the 

Ludus Tonalis example. Unlike the “Pastorale Interlude,” however, the macroharmonies 

are not so clearly defined. Where in the “Pastorale Interlude” exceptions were treated in a 

similar style to chromatic dissonances within a tonal style, “Geburt Mariä” makes use of 

repeated chromatic pitches to the point that it is more useful to describe the 

macroharmony in terms of eight-pitch collections. 

Table 4.1, “Geburt Mariä” B section, pitch and voice leading content 

Measures Diatonic Collection Voice Leading Work 

38-43 Eb  

44-49 Ab -1 

50-57 Db -1 

58-63 F +4 

63-71 Eb -2 

72-76 Ab -1 

 

As seen in Figure 4.3, mm. 44-50 alternate every measure between a D in the 

vertical sonority over the bass C and a Db passing between downbeat Ebs and Cs. In this 

case, the complete phrase macroharmony would be an eight-pitch collection forming set 

8-23 (0123578t). It is clear that both the D and Db have been used to avoid tritones and 

minor ninths in favor of perfect fifths and major ninths in the vertical harmonies. This set 

class 8-23 as a macroharmonic collection is not unique to this phrase; both instances of 

the Eb collection in mm. 38-43 and mm. 64-71 implement an A in the final chord before 

the move into the Ab collection. This example is further confounded by the nature of 

these additional pitches. To contrast with the “Pastorale Interlude” again, these additional 

chromatic pitches cannot be reduced out through traditional ideas of non-chord tones or 

voice-leading models of step-progressions. Not accounting for the use of these pitches 
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would be analogous to ignoring chromatic pitches of augmented sixth chords because 

they do not adhere to strict diatonic models of pitch space. 

Figure 4.3, “Geburt Mariä” mm. 44-49 Ab collection (8-23) 

The 8-23 set does not immediately correspond to a structure as familiar as the 

diatonic scale (7-35), therefore it is not as convenient or as easily graspable for analysis. 

For the sake of clarity and brevity, these eight pitch collections will be depicted 

consistently according to their familiar diatonic collection with an additional (#4/fi). In 

subsequent tables, the diatonic collection labels will indicate whether the collection is 

seven or eight pitches in parentheses. 

The middle of the song’s B section (mm. 50-63) is thus slightly more constrained 

than its surroundings, consisting of seven-note diatonic collections. Further, it is perhaps 

not a coincidence that the vertical structures in mm. 50-55 are also the simplest chords in 

the piece, limited to open fifths and minor seventh chords, shown in Figure 4.4. While a 

minor seventh may not be as acoustically privileged as an open fifth, it is still remarkable 

in this context as a tertian construct amongst the quintal major ninths and thirteenths that 
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comprise most of the B section. In addition, Hindemith set these chords to the line, “they 

felt pure tension in themselves, in the air” and coupled them with the loudest dynamic 

marking in the section. Although it would be unadvisable to claim primacy for this phrase 

based solely on tertian sonorities, the streamlined acoustic consonance, reduced 

macroharmony relative to the phrases immediately surrounding it, dynamics, and text 

support an interpretation of this phrase as highlighting the gravity of the situation in 

which Joachim and Saint Anne find themselves. 

Figure 4.4, “Geburt Mariä” mm. 50-55; tertian chords in contrast with preceding music 

The concept of “expanded” collections discussed above support Neumeyer’s 

claim that any tonal cognates within Hindemith’s music are intensively intervallic in 

nature, and thus well-suited for the set-complex analysis of his dissertation. Ignoring the 

rigorous precision of the intervallic structure would be a disservice to the music and 

composer. At the same time, such an analytic method can also obscure the discrete pitch 

level of these macroharmonies that frame these phrases. The predominance of perfect 

fifths in the diatonic collection is a key hallmark of the tonal system and belies its triadic 

nature. It is easy to see, however, that Hindemith’s preference for the perfect fifth does 



Texas Tech University, Andrew Eason, May 2014 

36 

 

not always result in a diatonic collection. The subject of “Fuga undecima in B” from 

Ludus Tonalis, shown in Figure 4.5, is a good example. Here, the subject is rich in perfect 

4ths and 5ths, but is still highly chromatic and does not conform to a macroharmony that 

resembles a diatonic collection. Thus it should be considered an intentional musical goal 

when Hindemith’s limited macroharmonies produce the diatonic collections. 

 

Figure 4.5, Subject of “Fuga undecima in B” 

In Figure 4.6 we see a Stage IV reduction of the B section to its structural pitches 

normalized within an octave. These pitch centricities are added to the previous collection 

data to form Table 4.2, updated to distinguish between seven- and eight-pitch collections. 

We see that a consistent structural G opens and closes the formal section, which, along 

with the distribution of collection cardinalities, creates an arch. The pitches reach their 

furthest structural distance with the Ab in m. 50, which coincides with the simplified 

vertical harmonies, bass motion by fourths, and relatively reduced collection. Further in 

Table 4.2, one may notice a tendency of a major third relationship between diatonic 

collections and structural pitches. Relating this major third relationship to the same found 

in the A sections is not possible due to the eight pitch collections. When the 

macroharmonies are all consistently the same set, regardless of number, the comparison 

can be drawn. Relating the specific pitch level between the two sets, however, is 

impossible because the eight-note pitch collection is a superset to two distinct diatonic 

collections and the choice of which subset is preferred for a label is entirely arbitrary. 
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Figure 4.6, Stage IV reduction of “Geburt Mariä” B section 

Table 4.2, Relationships of structural pitch and macroharmony 

Measures Macroharmony Structural Pitch 

38-43 Eb (8) G 

44-49 Ab (8) C 

50-57 Db (7) Ab 

58-63 F (7) F 

63-69 Eb (8) G 

70-76 Ab (8) G 

Continuing the discussion of what is arbitrary, the column Voice-Leading Work 

from above
34

 cannot be included from Table 4.2 as it is impossible to rigorously account

for the deletion or addition of pitches from these collections due to the varying 

cardinalities. It may be argued that the pitches are not removed from the collection so 

much as split or fused and thus still allow for measured voice-leading. It would be 

arbitrary, however, to decide in which direction a deleted pitch is moving to fuse with 

another pitch. Consider the issue of comparing the shift of macroharmonies from Ab (8) 

in m. 49 to Db (7) in m. 50, as depicted in Figure 4.7. The G moving to a Gb is consistent 

in both models; however, the issue lays in how to account for the D natural which is no 

longer present in the Db diatonic collection and is bound on both sides by pitches a 

semitone away. If we claim the D converges on the Db a semitone below it, the end result 

is a net voice-leading work of -2. On the other hand, if we claim the D converges on the 

34
 A column for voice-leading work is presented in Tables 3.1 and 4.1. 
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Eb a semitone above it, the end result is a net voice-leading work of +0, suggesting that 

there has been no movement between the two. In this situation the first option is 

preferable, but the possibility of the reverse case, with a deleted pitch converging 

downwards and negating the voice-leading work of a raised pitch, prevents consistent 

application. Seeing this, it might be argued that the removal or addition of a pitch 

increases the absolute value of the voice-leading work by one. This does not prove 

reliable for all collections, however, and certainly less applicable for collections that are 

not somewhat even.
35

 A lack of evenness would be problematic simply because semitonal

distance between pitches within the collection is not comparable. 

Figure 4.7, Voice-leading models between sets of differing cardinalities 

The portion of this song that has yet to be discussed is the transitional material 

leading from the A into the B section, which contains the majority of Hindemith’s 

revisions and is also the subject of his comment regarding the “harmonic harshness” and 

“independent” bridging material. While this section’s transitional nature is obvious even 

without the composer’s comments, accounting for the pitch material is not 

straightforward. The only manageable means of parsing through the section is to divide 

35
 The idea of evenness here is drawn from AGOM pp. 62-63. Suffice to say, augmented triads and fully 

diminished sevenths are maximally even divisions of the octave. Major and minor triads, as well as the 

diatonic collection, are near maximally even. 
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the texture into three horizontal strata: the vocal line, the right hand scalar material, and 

the left hand block chords. 

Beginning with the soprano voice, shown in Figure 4.8, we see the C# melodic 

minor scale without the fifth scale degree G# in mm. 21-26. Following this, however, the 

addition of A, C, and G, as well as flat enharmonics upsets this schematic. We may 

understand this shift mid-phrase as a motion between macroharmonies, as previously 

done. More simply, though, if we equate the enharmonic spellings we can see an OCT01 

collection that accounts for nearly every pitch in the phrase. The one exception is the 

closing B which forms a sort of Picardy third that isn’t thoroughly explained in either the 

diatonic or the octatonic model, and cannot be seen as an elision into the following B 

section. 

 

Figure 4.8, “Geburt Mariä” Soprano mm. 21-36 

An octatonic view is further supported in Neumeyer’s Stage IV analysis of this 

transition; he states that Hindemith is rather clearly outlining an F# diminished seventh 

chord in the lowest voice that is decorated by tertian harmonies in the left hand, shown in 

Figure 4.9. While the lowest pitches do not conform to the same octatonic scale as the 

melody, the structural pitches do and thus form a link between the two voices. The other 
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two voices in the left hand block chords maintain parallel minor thirds throughout 

transition, resulting in triads as well as seventh chords without thirds. 

Figure 4.9, “Geburt Mariä” piano left hand mm. 21-33; Octatonic bassline with vertical 

tertian sonorities 

The layer in this section that presents the most problems for this analytical 

approach, however, is certainly the right hand of the piano, shown in Figure 4.10. Table 

4.3 parses the right hand’s pitch material into familiar diatonic collections as neatly as 

possible. The seven pitch diatonic collection is assumed to be normative, even in 

measures without seven distinct sounding pitches. The marking “m.m.” signifies the 

melodic minor collection, providing some flexibility in determining raised pitches. In the 

same manner as above, the designation (8) signifies an eight-pitch collection based on 

Forte number (8-23), referred to here by a diatonic scale plus (#4/fi).  As with the 

diatonic collections, eight-pitch collection labels in Table 4.3 do not always denote the 

full collection in the score, and are thus a means of accounting for the chromatic subset 

(0123). 
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Figure 4.10, “Geburt Mariä” Piano right hand mm. 21-32 

Table 4.3, “Geburt Mariä” summary of collections in piano right hand mm. 21-32 

Measures Collection 

21 C# 

22 B m.m. 

23 C# 

24 E m.m. 

25 D m.m. 

26 Bb (8) 

27 D# m.m. 

28 B (8) 

29 F m.m. 

30 Db (8) 

31 Eb 

32 Fb 

Thus, Table 4.3 demonstrates the difficulty, even futility, in applying the present 

methodology to each and every segment of Hindemith’s music. The Fb label for m. 32, 

for instance, accounts for only four pitches; labeling subsets with full diatonic collection 

labels is already problematic even without considering that these four pitches can belong 

to a number of larger diatonic collections. Certainly, Neumeyer’s intervallic approaches 
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are more apt here in depicting the highly contrapuntal motion and exact transposition of 

the intensively intervallic right hand. What can be taken away from the present approach, 

however, is that a very intricate contrapuntal relationship obtains between these three 

layers, in which each follows its own internal logic. The soprano is contained within a 

single octatonic scale; a bass voice outlines a diminished seventh decorated by thirds; and 

the contrapuntal line in the right hand is wildly chromatic. 

Despite the weaknesses of this method demonstrated in this transition, cataloging 

the organization of macroharmonies and their distinct pitch levels still provides 

interesting and descriptive analytical observations. Noting that both A sections share the 

same static diatonic collection and unwavering central pitch can be directly correlated 

with the text and gives context to Hindemith’s own theoretical ideas about the diatonic 

pitch set. While there is not a consistent relationship between macroharmony and 

centricity in this song, as in the “Pastorale Interlude,” there are a significant number of 

common tones between collections not seen above. Furthermore, analysis of this piece 

presents the challenge of adapting Tymoczko’s macroharmonic analytic method to 

account for non-traditional sets such as Forte Class 8-23 and subsets such as 4-1 (0123). 

Regardless, it is still clear that limited macroharmony is a musical tool that Hindemith 

has deliberately used to support specific musical goals. 
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CHAPTER V 

HIERARCHICAL CENTRICITIES WITHIN A 9-PITCH 

COLLECTION: SONATE FÜR BASSTUBA UND KLAVIER 

Up until now, matters of form have been secondary to simply relating limited 

macroharmonies to centricities and structural pitches. Now that the fundamental analytic 

procedure has been established, however, I will highlight how this methodology can help 

to interpret more complex tonal-formal relations, such as those in Hindemith’s Sonate für 

Basstuba und Klavier. The piece, written in 1955, is one of his last compositions and is 

significantly more chromatic than the previous examples. Despite this thicker use of the 

aggregate, there is a very pointed use of a limited macroharmony that establishes 

centricities and clarifies the piece’s thematic and tonal arrangement. 

In her program notes for the piece, Dorothy Payne states that “the opening 

movement conforms loosely to sonata form.”
36

 The sonata form is indeed quite evident

thematically, but the highly chromatic nature of the piece and complete lack of diatonic 

key areas obscure the tonal structure that traditionally tied sonata form together. The 

exposition makes up the first 48 measures, the development is in mm. 49-78 and the 

recapitulation follows from mm. 79-99 with a short six bar coda. The opening four bars 

in the solo tuba part establish the primary theme, labeled P1 and shown in Figure 5.1. It 

returns ornamented in the piano at m. 18 and again in the solo tuba at m. 24, see Figures 

5.2 and 5.3. These are P2 and P3 respectively, where P2 is doubled in the extreme registers 

of the piano and P3 maps onto P1 at T2. Labeling this the Primary theme is further 

36
 Payne, Dorothy. “Sonate für Bass Tuba und Klavier” in Program Notes for the Solo Tuba, ed. Gary Bird 

(Bloomington: Indiana University Press, 1994), 52. 
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strengthened as it marks the entrance of the recapitulation in m. 78. Here, this PR 

incompletely maps onto P1 from the exposition at T1. 

 

Figure 5.1, Sonate für Basstuba und Klavier, Tuba mm. 1-4, P1 

 

Figure 5.2, Sonate für Basstuba und Klavier, Piano mm. 18-21, P2 

 

Figure 5.3, Sonate für Basstuba und Klavier, Piano mm. 24-28, P3 

 The secondary theme first appears in m. 28 in the piano, shown in Figure 5.4. 

That puts S2 in m. 32 which maps onto S1 at T3 and S3 in m. 39, an exact quotation of S1, 

shown in Figures 5.5 and 5.6 respectively. This secondary theme returns only twice in the 

recapitulation: once in the tuba part in m. 88 and once in the piano part in m. 94. Both of 

these statements of the secondary theme map onto S1 at T1. The development forms a 

fugato based on the subject presented in m. 49-52. 
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Figure 5.4, Sonate für Basstuba und Klavier, Piano mm. 28-30, S1 

Figure 5.5, Sonate für Basstuba und Klavier, Piano mm. 32-34, S2 

Figure 5.6, Sonate für Basstuba und Klavier, Piano mm. 39-41, S3 

While the themes are presented in an order and with character contrast that are 

indicative of sonata form, the label sonata also implies some form of a key relation. As 

mentioned above, Hindemith has obscured the appearance of keys with a thick layer of 

chromaticism and dissonance. But while Hindemith does not write traditional harmonic 

cadences that would reinforce an arrival point on a structural pitch, he implies a key with 

melodic tone sets that resemble tonal keys. Considering only the first full phrase of the 

tuba part in m. 1-4, for instance, we see the ordered nine-pitch collection of [Bb-C-Eb-F-

Gb-Ab-Fb-Db-Bb-A]. Re-ordering gives us a clearer view of the limited macroharmony 

in use: a Bb-minor scale with both lowered and raised versions of 
^
7 as well as an added 
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b
^
5 [Bb-C-Db-Eb-Fb-F-Gb-Ab-A-Bb]. If we turn to the S, we see [A-C#-F#-G#-D#-F#-F-

C-Eb-Db-Bb-A] in the piano’s right hand. If we reorder the line and eliminate 

enharmonics we see the same collection used in P1 minus the Fb [A-Bb-C-Db-Eb-F-Gb-

Ab-A]. If this analysis was predominantly concerned with scale steps, the issue of 

whether this Fb is b
^
5 or #

^
4 would be relevant. The similarity between the pitch-class 

content of the two themes, however, suggests that Hindemith’s enharmonic respelling 

specifically targets legibility for the performer.  

This description does not account for the full pitch material of the first four 

measures; the piano alone presents the aggregate in the accompanying triplets within this 

same time frame, as seen in Figure 5.7. It does seem to be deliberate, however, that the 

central thematic material has been constrained to these select pitches. Furthermore, the 

fact that this constrained macroharmony is presented in conjunction with the full 

aggregate prevents arguing that the pitches are avoided to let them feel fresh on their 

return or entrance. This analysis requires acceptance of two correlated theoretical points: 

that horizontal layering can create objects that simultaneously operate according to 

independent logics and a deviation from Tymoczko’s formalized accumulation of the 

total sounded pitches. The first point has already been demonstrated to great detail in 

Phillip Rupprecht’s article “Tonal Stratification and Uncertainty in Britten’s Music.”
37

 

Justifying the practice for delineating structure within Hindemith’s more ambiguous tonal 

areas may be less obvious, but has already been discussed within the above chapter 

regarding “Geburt Mariä.” Concerning the second, Tymoczko’s strict pitch-class 

                                                 
37

 Rupprecht, Phillip. “Tonal Stratification and Uncertainty in Britten’s Music.” Journal of Music Theory 

40, No. 2 (Autumn, 1996): 311-346. 
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circulation and chord-type graphs would necessarily account for both the melody and 

accompaniment if they are to accurately describe aural features of tonality. This formalist 

approach was not taken in the present study, but the results of such research are worth 

pursuing in the future. 

 

Figure 5.7, P1 with accompaniment mm. 1-4, demonstrating full sounding macroharmony 

In terms of centricity, we can see three ways that Hindemith promotes Bb as 

central: it is the first pitch of the piece, it is the only repeated pitch of the main melodic 

gesture, and these impressions prepare the last two notes to be heard as a melodic half-

cadence. I am not suggesting there is a triadic cadence or resolution at the end of this 

phrase, but rather that the descending half-step from a central pitch, mimicking a 

suspension from strong to weak beat, forms a heuristic expectation akin to that of a 

leading-tone. We would expect a half-cadence to appear melodically in this same manner 

in a tonal piece, and thus we can take the impression of a half-cadence without needing to 

make recourse to the entire tonal system. Actually hearing the Bb as central is admittedly 

difficult. The leaping ninths in the tuba obscure many potential stepwise relationships, 
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while the quartal harmonies and chromatic saturation in the piano part discourage a 

listener from expecting diatonic patterns. 

When P2 occurs in the piano in m. 18, it is the same theme but with a significantly 

altered harmony and rhythm with a new ornamental set. We find that in the bottom of the 

left hand and top of the right hand the piano plays the exact pitches found in P1 of the 

tuba. In between each downbeat is a decorating eighth-note Cb. And in addition to the 

previous reasons given for centralizing Bb in P1, the piano in P2 plays a Bb on every 

downbeat as if it were a pedal, creating both dissonance against the C and Ab but also 

consonance against the Eb, F, and Gb. When P3 enters, it is almost identical to P1 except 

transposed at T2. The offbeat triplets return in the piano, though at a lower tessitura and 

are now quintal instead of quartal. 

The sonata form label suggests that we should expect the secondary theme to 

occur with a different central pitch in the exposition, though specifically which 

contrasting tonal area is variable. In this we are not disappointed as S1 immediately opens 

with three octaves of A and closes on an octave A with an added E. The bottom of the left 

hand sustains a pedal point A for the two bars establishing the theme. In tonal sonata 

form, the most common secondary key areas are the dominant and relative major. Instead 

of using one of these pitches for the center of the secondary, Hindemith has used the 

leading-tone, a dominant-functioning pitch that we would already understand in a tonal 

setting but that still offers considerable chromatic possibilities. This shows that not only 

does the A form the structural pitch of the opening secondary theme, but also S1 is best 

understood within the context of the original macroharmony. This relationship is not 
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unlike a fugal tonal answer, where the answer occurs at the level of the dominant but 

continues with the original diatonic scale unaltered. Here, the secondary theme has 

appeared at the level of an alternate dominant without transposing the background pitch 

collection. Indeed, the end of S1 closes with the same three notes melodically as P1. 

Leaving aside the development, the recapitulation is markedly short with only one 

iteration of the primary theme and two appearances of a slightly extended secondary 

theme in short succession. Where the exposition is approximately fifty measures long 

with six thematic statements, the recapitulation is only twenty measures with three 

statements. The return of the secondary theme that maps onto S1 at T1 is the most notable 

aspect of the recapitulation. If we accept that the exposition’s S1 is centered on the pitch 

A, then we must necessarily accept that this iteration of S centers on Bb. By transposing 

the secondary theme up a semitone, Hindemith has mapped Sonata-Allegro form by 

returning to the primary tone center. Typical sonata form would have presented a primary 

theme in the tonic, the secondary theme in the dominant, and then both themes would be 

presented in the tonic in the recapitulation. This reconciliation of contrasting thematic 

and tonal areas is central to the sonata as a rhetorical device. Of course, we shouldn’t 

expect a strict following of this in a mid-twentieth-century piece nor should we dismiss 

the form for not meeting those expectations. Deviations such as monothematic or three-

key expositions are common throughout the form’s history. 

The most obvious difference is in the treatment of the returning primary theme. 

Firstly, it does not center on Bb signaling the return to “tonic” and the intervals are not 

the same. In the exposition, the first three downbeats were [Bb-Eb-Gb] whereas in the 
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recapitulation at rehearsal H they are [Cb-Fb-Bb].  This third downbeat is raised a minor 

third from where a direct transposition would place it which then twists the rest of the 

phrase up a minor third. This then changes the pitch inventory to [Cb-C-Db-D-Fb-F-Gb-

Ab-Bb] which ignores the thematic collection established in the exposition. It neither 

contains the same pitches nor is it a transpositional mapping of the original. Reinforcing 

the Cb here and moving to the Bb for the secondary theme also mirrors the movement 

from central pitches in the exposition. The exposition is defined by these separate central 

pitches; however the recapitulation characteristically relies on the lack of motion. Despite 

this manipulation and the fact that it is raised a half-step, I still believe rehearsal H will 

clearly sound like a return of P1 and establish the recapitulation. What this does to a 

mapping of the deepest structural pitches is to create a central pitch that opens and closes 

the movement with a chromatic double neighbor group organizing the tonal areas of the 

thematic material in the movement. This mapping is depicted in a Stage I analysis in 

Figure 5.8. 

Figure 5.8, Sonate für Basstuba und Klavier, Stage I analysis 

Another issue is in how the secondary theme is directly transposed at T1 to center 

on Bb. Because it is an exact mapping at T1 it no longer uses the same scale we had 

outlined in the exposition. If we were to originally hear the secondary theme at the level 

of the dominant with an unaltered key in the exposition, then the same logic would mean 

this ought to be heard as the leading tone dominant of Cb. However, the coda removes all 
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doubt of the central pitch. Of the 21 pitches in the tuba played over the six-bar coda, 

twelve are Bbs. Each short motive ends in repeated Bb quarter notes and the final tone is 

a Bb held over two and a half bars. 

Now, I have shown how Hindemith has employed the traditional Sonata-Allegro 

form in a post-tonal work. Through the use of this nine-pitch macroharmony, Hindemith 

created distinct central pitches in the place of tonal keys to establish a contrasting 

exposition. Further, the central pitches he used form a tonic-dominant relationship 

parallel to a tonal sonata allegro form. And while Hindemith has obscured the form from 

immediate inquiries by manipulating it from the strict textbook definition, this does not 

weaken the case for the form. Deviating from the standard is a practice associated with 

great composers across the centuries and we would rather be more surprised if Hindemith 

did not also follow suit.  
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CHAPTER VI 

CONCLUDING REMARKS 

With the research presented here, I have attempted to demonstrate the 

effectiveness of a focus on large pitch collections, at discrete pitch levels, for the analysis 

of Hindemith’s music. While David Neumeyer’s analytic method of distinguishing pitch-

class sets on the musical surface and illuminating an underlying structure through 

contrapuntal reduction is both detailed and descriptive, his explicit proscription of 

analysis that takes notice of seemingly diatonic sets has been shown to be unnecessary. 

While it is certainly easy to overprescribe distinctly tonal methods when analyzing 

Hindemith’s macroharmonies, a judicious application of diatonic collections can lead to 

illuminating perspectives on Hindemith’s seemingly deliberate use of these sets. 

Of course, it is difficult to ascribe compositional intent to analytic results without 

recourse to primary sources in which a composer may make intentions explicit. It is, 

however, reasonable to suggest a correlation between the concept of limited 

macroharmony and specific musical goals regardless of a particular analytical 

implementation, the term “limited macroharmony” can describe a feature that is in place 

within the tonal system. One does not have to accept Tymoczko’s analytic method or his 

broad philosophical claims to recognize that the diatonic collection is an object closely 

affiliated with centuries of musical practice, and thus is a macroharmony available at 

least as a musical reference. Indeed, composers such as Schoenberg and Webern 

specifically avoided sets that resembled diatonic collections and their subsets to ensure 
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the music would not incidentally invoke tonal implications.
38

 In Hindemith’s music, it is 

clear that the collections that resemble diatonic sets are not a stylistic hallmark of his 

entire compositional output. It does not seem to be a coincidence, however, that these 

collections are used in an interlude labeled “Pastorale,” a song titled “The Birth of Mary,” 

and in the horizontal layer carrying the thematic material in a sonata first movement; in 

short, across Hindemith’s stylistic periods and genres. Because the diatonic collection is 

so inextricably linked to enculturated listeners’ experiences and concepts of tonality, it 

can be used as a referential object to evoke more conventional or traditional musical 

expressions, especially when compared to the thick chromaticism that surrounds it. As I 

have shown above, however, diatonic macroharmonies can also act simply as resources 

for structuring music, unifying or differentiating sections, parts, and themes. 

Tymoczko’s conception of macroharmony remains sufficiently generic to apply to 

a wide variety of music. Yet this useful generality also produces challenges in comparing 

disparate musical examples. For instance, an analytic focus on the degree to which a 

macroharmony is limited can provide an interesting perspective to contrast pentatonic 

folk songs and Wagnerian chromatic progressions, but these examples form extremes of 

the range. While it is clear in this comparison which example has more constrained 

macroharmonies, the theory does not make strong claims on dividing that which has been 

limited from that which has not. The full aggregate is certainly not limited while the 

pentatonic certainly is; the seven-, eight-, and nine-pitch collections given in the present 

research, however, occupy a space at the blurry boundary. This paper has demonstrated a 
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progression from almost purely diatonic collections in the interlude, through diatonic-

plus-one of the song, into a nine-pitch collection derived from the diatonic set in the 

sonata. That these additional pitch allocations expand the system is obvious, but whether 

nine pitches represent a “limited” macroharmony is debatable. Perhaps the most 

convincing tonal object to use in reply to this criticism is that of the melodic minor scale: 

an avowedly tonal construction that owes its expansion to functional and harmonic 

purposes. In the instance of the Sonate für Tuba und Klavier, I find that, because the 

additional pitches are introduced for similar musical goals, understanding the derivation 

of the collection as analogous to the melodic minor scale is not particularly problematic. 

This does not, however, address the issue that has consistently challenged neo-

Riemannian analysis: cross-type transformations. The interjection of eight-pitch 

collections within an otherwise diatonic framework is problematic when considering 

transformations between these collections. While determining voice-leading work, and 

thus measuring the degree of parsimony between collections, is straightforward in single-

type transformation, the model requires significant alterations to allow for cross-type 

transformations. While not included in the present study, interweaving Julian Hook’s 

detailing of triadic and seventh chord cross-type transformations with Tymoczko’s large-

set transformations could provide excellent insight not only to this specific repertoire but 

also for transformational theory in general.
39

As stated above, Neumeyer’s idea of structural pitches and prolongation directly 

relate to Tymoczko’s concept of centricity. Furthermore, Tymoczko’s assertion that 

39
 Julian Hook, “Cross-Type Transformations and the Path Consistency Condition,” Music Theory 

Spectrum 29, no. 1 (Spring 2007): 1-40. 
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“scale, macroharmony, and centricity are independent” clearly emerges in the three 

examples presented here.
40

 First we saw that Hindemith makes use of a very consistent 

correlation between macroharmony and centricity in the “Pastorale Interlude.” Even 

though the relationship is a consistent “Dorian,” this particular centricity should not be 

considered inherent to the collection and cannot be reliably transferred to analyses of 

other pieces. The centricities within the song “Geburt Mariä” are not consistently related 

to the macroharmony; these fluctuating relationships, however, can model an audible ebb 

and flow of harmonic force. Even further, some of these shifts are directly derived from 

alterations of chordal structure creating a chicken-and-egg scenario between collections 

and chords. Lastly, the sonata is an excellent demonstration of two distinct central pitches 

within a single macroharmony, with a clearly hierarchical relationship between the two. 

While Neumeyer has accounted for these hierarchical structures, relating two distinct 

pitches within the same localized collection was previously consigned to the realm of 

tonal analysis, and thus considered inappropriate for Hindemith’s music. Working with 

these musical tools that are clearly borrowed from the tonal system—although 

implemented within an entirely new and uniquely Hindemithian sound—demonstrates 

how analysts are justified in picking and choosing specific features of other theoretical 

systems so long as the methodology does not overstep reasonable bounds of assumption. 

In a similar vein, Chapter Three of AGOM, “A Geometry of Chords,” could allow 

for intriguing insights on Hindemith’s chordal function through a lens other than the 

structural-contrapuntal practice outlined in Neumeyer’s analyses. While no progressions 
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emerged from the target repertoire of the present thesis, finding applicable examples 

within Hindemith’s music is not unlikely. Little if any modification to Tymoczko’s 

models would be needed, as his chordal spaces are sufficiently broad to account for 

music that is not harmonically consistent. Despite an ostensible moratorium on analysis 

of his music since Neumeyer’s publications in the 1980s, Hindemith’s works continue to 

offer rich possibilities for future research. This is especially true as transformational 

theory and analysis is increasingly capable of grappling with previously uncharted 

territories of non-tertian harmonies. The present work–accounting for macroharmonies 

and how they relate to independent concepts of centricity within this twentieth-century 

musical style–is thus another step in expanding the scope of transformational theory. 
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