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Abstract 

 

Krzysztof Penderecki’s Cadenza for Solo Violin may appear to be composed as an 

improvisation with an unclear formal structure. Penderecki provides few clues to guide the 

performer’s phrasing and articulation decisions throughout the piece, especially in the 

Vivace middle section. The application of tonal or twelve-tone analysis does not aid the 

performer in making interpretive decisions. A motivic analysis of the Cadenza based on 

the permutations of B-A-C-H and D-S-C-H motifs provides an alternative theoretical 

approach in analyzing the piece. This paper first provides a brief historical background of 

the Cadenza and a general layout of the piece. This is followed by the structural 

construction of B-A-C-H and D-S-C-H motifs and identification of their 24 permutations. 

The analysis section exemplifies how the permutational analysis, based on these two 

motifs, applies to the Cadenza and compliments the analytical observations with relevant 

performance suggestions. 

The motivic analysis of the Cadenza aims to provide a cohesive understanding of the 

structure of the piece, and provides valuable performance insight in phrasing, voicing and 

dynamic preferences. 
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  A Motivic Analysis of Krzysztof Penderecki’s  

        Cadenza for Solo Violin 

 

                                                        CHAPTER I 

INTRODUCTION 

 

Composed in 1984 for solo viola, Penderecki intended the Cadenza as a “thank 

offering” for the Russian violin and viola virtuoso Grigori Shislin, who performed 

Penderecki’s Capriccio for Violin and Orchestra, Violin Concerto and Viola 

Concerto.1 Violinist Christiane Edinger was the first to perform the Cadenza on violin 

in October 1986 in Warsaw, where Penderecki was present. Later, Edinger published 

the transcription for solo violin in 1987. 2 

 

Penderecki’s Cadenza is composed without barlines. It has an arch form over three 

main sections. The first section, Lento introduces the descending minor second figure 

(“sigh” motif) 3 A♭ to G in the lowest register on the violin on G string, which is 

repeated. Penderecki integrates this “sigh” motif to the following four-note motif from 

which the Cadenza is generated, which is the main discussion of this paper. The first 

section builds with rhythmic acceleration, an over-arching crescendo, and an 

introduction of chords for accentuation. After a cadential chord progression at the end 

of the first section, Penderecki introduces a brief, almost giocoso extension, which is 

ended abruptly by the re-iteration of cadential Major 7th to minor 7th. A gradual 

accelerando prepares the transition into the second section-Vivace.4 The Vivace section 

serves like an episode from a Bach fugue and it is the longest section of the piece. This 

section is constructed as a moto-perpetuo development of the ideas from the first 

section. The transition material that follows Vivace brings the music to a climax and a 

                                                
1Wolfram Schwinger, Krzysztof Penderecki: his life and work : encounters, biography and musical 
commentary. (London: Schott, 1989), 189. 
2 Ibid. 
3 Ibid, 188. 
4 Ibid, 189. 
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gradual ritardando prepares the the third and last section, marked Tempo 1. The last 

section is almost identical to the opening of the first section, except that the last 

section opens on a forte, contrasting the piano opening of the piece with pitches B♭ 

to A. The uneasiness of the minor second of this motif is enhanced with a drone on the 

A string. In the last three lines of the piece, Penderecki brings the dynamic back to 

piano, and re-introduces an altered version of the opening idea on false harmonics. 

The piece ends with ppp “sigh” motif, presented a fifth above the initial statement, on 

E♭ to D. 

 

THE MOTIVIC CONSTRUCTION OF THE CADENZA 

              

The B-A-C-H Motif                                                                                                              

This piece is constructed from a four-note motif which is heard in the beginning after 

the repeated “sigh” motif. This motif, which is labeled here as the “Generating Motif” 

consists of pitches G, A♭,B♭ and A.  

 

Example 1: Generating Motif of the Cadenza 

 

This four-note motif belongs to the prime form (0123). Throughout the Cadenza, this 

chromatic tetrachord occurs 255 times in different forms. The important aspect of this 

particular prime form is that it is the same prime form of the famous B-A-C-H motif, 

used first by J.S. Bach as a musical cryptogram.  
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Example 2 shows the prime order (the original order of the motif), normal order (most 

compact form of the motif from left to right), and the prime form (the normal form 

transposed to start from C/0) of B-A-C-H. 

 

 

Example 2: Prime Order, Normal Order and Prime Form of B-A-C-H 

 
Penderecki uses the B-A-C-H motif in an earlier work, the St. Luke Passion, which 

was composed between 1965-67.5 In the St. Luke Passion the B-A-C-H motif can be 

easily traced in the underlying 12-tone row organization. Example 3 shows the B-A-C-

H motif in 12-tone Rows 1 and 2 of St. Luke Passion. 

 

Example 3: Presence of B-A-C-H in the St. Luke Passion tone rows6 

St. Luke Passion Row 1 

 
St. Luke Passion Row 2 

 
 

                                                
5 Ibid., 203. 
 
6 Ibid., 203 
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The presence of the B-A-C-H motif is very clear in the last four notes of Row 2. 

Throughout St. Luke Passion, the prime order of B-A-C-H and its retrograde are used 

prominently. 

 

The B-A-C-H motif is not in its prime order in Row 1, and is spelled H-B-A-C 

instead. This order appears as a rotation of the B-A-C-H motif. Music Theorist Allen 

Forte describes the technique of rotation as: “Given a set in some order, the first 

circular permutation (rotation) is formed by placing the first element last.”7 As 

Example 4 shows, the letters in the original B-A-C-H motif can be rotated three times 

without repetition, which would reveal three distinct spellings of the motif. The B-A-

C-H motif in Row 1 of St. Luke Passion, then, is in the third rotation. 

 

Example 4: Rotation of B-A-C-H  

BACH 

ACHB 

CHBA 

HBAC 

 

The operations of retrograde, inversion, and retrograde-inversion allow composers to 

make further use of the same motif in different forms. However, the retrograde of the 

B-A-C-H motif is the only operation that is used in the St. Luke Passion. That is 

entirely due to the symmetrical intervallic construction of the B-A-C-H motif. With a 

symmetrical construction of intervals (-1 +3 -1), retrograde and inversion yield the 

same pattern, as illustrated in Example 5.  

 

 

 

 

                                                
7 Allen Forte, The Structure of Atonal Music (New Haven and London: Yale University Press, 1973), 3. 
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Example 5: Identical intervallic relationships 

 
In the Cadenza for Solo Violin, Penderecki doesn’t restrict the motivic construction to 

the prime ordering of the B-A-C-H motif and its retrograde and rotations, but works 

with various permutations of the B-A-C-H motif. Forte defines the permutation thusly:  

 

“an ordering of a set is called a permutation, and the number of distinct 

permutations of a set depends on the number of elements in the set… In 

general, it can be shown for a set of n elements there are 1x2x3… distinct 

permutations. For example in a set of 3 elements there are 6 permutations. By 

conventions this series of multiplications is represented by the symbol n! (read 

“n factorial”)8  

 

The B-A-C-H motif has four elements. In order to find the distinct permutations of the 

motif, it is necessary to multiply 1x2x3x4=24. Example 6 shows all 24 distinguishable 

permutations for the B-A-C-H motif. 

 

 

 

 

 

                                                
8 Ibid. 



Texas Tech University, Sila Darville, May 2017 
 

6 
 

Example 6: 24 Permutations of B-A-C-H  

 

 B                A                  C                 H 

BACH 

BAHC 

BCAH 

BCHA 

BHAC 

BHCA 

ABCH 

ABHC 

ACBH 

ACHB 

AHBC 

AHCB 

CABH 

CAHB 

CBAH 

CBHA 

CHAB 

CHBA 

HABC 

HACB 

HBAC 

HBCA 

HCAB 

HCBA 

 

 

Different permutations may be related by transformation9 (an ordering of pitches in 

which the prime order never occurs in any rotation), transposition (preservation of 

intervallic relationships beginning on a pitch level different than the prime order), 

inversion (mirror image of the interval structure), retrogradation (a succession of notes 

played backwards) and rotation (also called circular permutation).  

 

In the Cadenza the composer makes great use of two permutations (and their 

retrograde) of the original B-A-C-H motif. When added to the original B-A-C-H motif 

and its retrograde, there are six distinct permutations. Of these six, five are used 

prominently in the Cadenza. (The retrograde of the original B-A-C-H motif is never 

used.) Example 7 shows the original B-A-C-H motif and the five possible transformed 

spellings arranged with retrogradation. These six permutations are ordered based on 

their importance in the Cadenza. 

 

 

 

 

                                                
9 Even though the terms permutation and transformation are used interchangeably in Music Theory, the 
term transformation in this paper is used to define only the non-rotated permutations. 
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Example 7: Permutations of B-A-C-H and their Retrogrades. 

 

Original motif:               BACH 

Retrograde of Original: HCAB 

Permutation 1:              ABCH 

Retrograde of Perm 1:  HCBA 

Permutation 2:              AHBC 

Retrograde of Perm 2:  CBHA 
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Example 8: Chart of Permutations of B-A-C-H Motif Emphasizing Retrograde 

Relationships 
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Example 8 shows the four rotations each of the six permutations in Example 7. For 

ease of reference, each of the 24 permutations is labeled by its place on the chart. The 

chart is organized with the following considerations: 

• The first row of the chart shows the original B-A-C-H motif with the 

succession of pitches; B ♭, A, C, B natural.The original motif appears eight 

times throughout the piece. The original motif is coded O-0 and the three 

rotations of the motif are coded O-1, O-2 and O-3 respectively in the chart. 

• The second row of the chart begins with the retrograde of the B-A-C-H motif, 

coded R-0. The three rotations of this motif are coded R-1, R-2 and R-3 

respectively. Even though the Retrograde of B-A-C-H is not used in the 

Cadenza, it is still important for the purpose of analysis because of its 

relationship to the B-A-C-H motif. 

• The third row of the chart shows Permutation No.1, the most musically 

prominent permutation of the B-A-C-H motif as it is used in the Cadenza. This 

permutation, A-B-C-H, is the first motif that is heard in the piece after the 

“sigh” motif. My analysis considers it as the generating motif of the piece and 

it is used prominently in the first and last sections of the piece. This motif is 

also the 3rd most prominent motif in the number of occurrences throughout the 

piece, appearing twenty-two times in total. Permutation No.1 is coded P1-0 

and the three rotations of the motif are coded P1-1, P1-2, P1-3, respectively. 

• The fourth row shows the retrograde of Permutation No. 1. This is one of the 

most significant spellings as it appears in the Cadenza, not only because it is 

the second motif that is heard in the beginning of the piece right after 

Permutation No.1; but also because it is the final four-note motif that is heard 

linearly in the end of the piece. This motif is the fourth most prominent in the 

number of occurrences throughout the piece, appearing eighteen times in total. 

Retrograde of Permutation No.1 is coded PR1-0 and the three rotations of this 

motif are PR1-1, PR1-2 and PR1-3, respectively. 
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• The fifth row shows Permutation No. 2. This permutation is significant 

because it’s the fifth most prominent occurring spelling of the motif, appearing 

fifteen times in total throughout the Cadenza. Permutation No. 2 is coded P2-0 

and the three rotations are coded P2-1, P2-2 and P2-3, respectively. 

• The sixth row shows the retrograde of Permutation No.2. This motif is coded 

PR2-0 and the three rotations are coded PR2-1, PR2-2 and PR2-3, respectively. 

• The intervallic relationships between the pitches of the twenty-four spellings 

are shown underneath each figure. The numbers represent the semi-tones and 

the +/- signs denote direction. Therefore +1 represents an ascending semi-tone 

and likewise -1 represents a descending semitone.  The intervals between the 

notes of the motifs are the most important aspect of this analysis, rather than 

the exact pitches. This is due to the fact that even if the pitches are transposed, 

they don’t lose their intervallic relationship.  

• The arrows in the chart show which motifs relate to each other by retrograde.  

Example 9 shows the same chart, this time the arrows and the brackets in the chart 

show which motifs relate to each other through the technique of inversion.  
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Example 9: Chart of Permutations of B-A-C-H Motif Emphasizing Inversional 

Relationships 
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21 of the 24 permutations listed in Example 8 are used in the Cadenza, occurring a 

total of 256 times. The only permutations that are not used in an obvious melodic 

manner are R, P2-2, and P2-3. Some of the permutations are more prominent in the 

number of occurrences throughout the piece. Example 10 outlines the most prominent 

permutations. 

 

Example 10: Permutations of B-A-C-H that Occur with the Most Frequency 

R-2 :     53 times 

O-2:     52 times 

P1-0:    24 times 

PR1-0:  18 times 

PR2-0:  16 times 

 

The D-S-C-H Motif 

 

Aside from the extensive use of the B-A-C-H motif, Penderecki also uses the set class 

(0134) in Cadenza. The D-S-C-H motif, which is used by Dimitri Shostakovich as a 

musical cryptogram, is a member of this set class. It is interesting to note that 

Penderecki used (0134) earlier in the St. Luke Passion in the construction of the two 

12 tone rows as well.  

 

Example 11: Presence of set class (0134) in the St. Luke Passion Tone Rows 10 

St. Luke Passion Row 1: 

 
 

 

                                                
10	Schwinger, Krzysztof Penderecki,203.	



Texas Tech University, Sila Darville, May 2017 
 

13 
 

St. Luke Passion Row 2: 

 
 

In addition to its association with the D-S-C-H motif, the (0134) set class might have a 

significant importance to Penderecki since it is also very similar to the motif that 

opens the famous Polish hymn “Święty Boże” (Holy God), which Penderecki also 

incorporates in his Polish Requiem (1980-84,93).11 This tetrachord occurs 56 times 

throughout the Cadenza.  

 

 

Example 12: Prime Order, Normal Order and Prime Form of D-S-C-H 

 

 
 

 

 

 

 

 
                                                
11 Adrian Thomas, Polish Music since Szymanowski (Cambridge: Cambridge University Press, 2005), 
183, 257-8. 
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Example 13: Normal Order and the First Four Measures of The Hymn “Święty Boże” 

 
 

The first appearance of the (0134) set class in the Cadenza is in the first section, 

beginning of the second staff with the pitches C-B♭-A -D♭. The interval order of 

this tetrachord is -2 -1 +4. When transposed up a whole step, this motif reveals itself 

as a permutation of D-S-C-H motif with the ordering D-C-H-S.  

 

Example 14: The first occurrence of the D-S-C-H motif in permutation 

 

 
 

 

Just like the B-A-C-H motif, D-S-C-H motif also has four elements, and therefore 

twenty-four distinct permutations. Just like the B-A-C-H motif, it is possible to reduce 

the number of the permutations that are not related to each other through either 

retrograde, inversion, retrograde inversion, or rotation to three unique permutations.  
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Example 15: Retrograde and Permutations of D-S-C-H 

 

Original motif:               DSCH 

Retrograde of Original: HCSD 

Permutation 1:              DCHS 

Retrograde of Perm 1:  SHCD 

Permutation 2:              DHSC 

Retrograde of Perm 2:  CSHD 

 

Example 16 shows the organization and the coding of all twenty-four permutations of 

the D-S-C-H motif. 
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Example 16: Chart of Permutations of D-S-C-H Motif with Retrograde Relationships 
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The chart is organized with the following considerations: 

 

• In order to avoid confusion with the B-A-CH motif organization, the coded 

motifs start with letter “D” in this chart, the rest of the organization remains the 

same. “R” shows the retrograde and “PR” shows the permutation retrograde of 

the motifs.  

• The first row of the chart shows the original D-S-C-H motif with the 

succession of pitches D, E♭, C, B natural, used first by D. Shostakovich as a 

musical cryptogram. The original motif appears nine times throughout the 

piece The original motif is coded D-0 and the three rotations of the motif are 

coded D-1, D-2 and D-3 respectively in the chart. While D-1 and D-4 are never 

used, D-2 occurs four times throughout the Cadenza. 

• The second row of the chart begins with the retrograde of the D-S-C-H motif, 

coded DR-0. The three rotations of this motif are coded DR-1, DR-2 and DR-

3, respectively. Retrograde of D-S-C-H is used five times in the Cadenza, 

however, its rotations DR-1, DR-2 and DR-3 are never used. 

• The third row of the chart shows Permutation No.1, the most musically 

prominent permutation of the D-S-C-H motif as it is used in the Cadenza. This 

permutation, D-C-H-S, is the first motif that belongs to 0-1-3-4 prime form. 

This permutation is also the very last occurrence of D-S-C-H motif in the 

Cadenza. Permutation No. 1 appears six times in total, which makes it one of 

the most repeated permutations of the D-S-C-H motif. Permutation No.1 is 

coded DP1-0 and the three rotations of the motif are coded DP1-1, DP1-2, 

DP1-3 respectively. DP1-1 occurs four times, DP1-2 occurs twice and DP1-3 

occurs once in the Cadenza. 

• The fourth row shows the retrograde of Permutation No. 1. Even though the 

Retrograde of Permutation No. 1 is not used in the Cadenza, it is still important 

for the chart because of its retrograde relationship to Permutation No. 1. 

Retrograde of Permutation No.1 is coded DPR1-0 and the three rotations of 
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this motif are DPR1-1, DPR1-2 and DPR1-3, respectively. The first rotation of 

this permutation, coded DPR1-1, is used prominently in the piece, appearing 

six times in total. DPR1-1 has the same interval order as the normal form and 

prime form of D-S-C-H. DPR1-2 never occurs in the piece and DPR1-3 occurs 

once.  

• The fifth row shows Permutation No. 2. This permutation occurs six times in 

total throughout the Cadenza, making it one of the most prominent 

permutations. Permutation No.2 is coded DP2-0 and the three rotations are 

coded DP2-1, DP2-2 and DP2-3, respectively. While DPR2-1 never occurs in 

the Cadenza, DPR2-2 occurs 4 times and DPR2-3 occurs 3 times. 

• The sixth row shows the retrograde of Permutation No.2. Retrograde of 

Permutation No. 2 is not used in the Cadenza, however it is still important for 

the organization of the chart because of its retrograde relationship to 

Permutation No. 2. This motif is coded DPR2-0 and the three rotations are 

coded DPR2-1, DPR2-2 and DPR2-3, respectively. While DPR2-1 and DPR2-

3 are also never used in the Cadenza, DPR2-2 is used six times, making it 

another prominent motif.  

• Just like the B-A-C-H chart, the intervallic relationships between the pitches of 

the twenty-four spellings are shown underneath each figure. The numbers 

represent the semi-tones and the +/- signs denote direction. Therefore +1 

represents an ascending semi-tone and likewise -1 represents a descending 

semitone.  The intervals between the notes of the motifs are the most important 

aspect of this analysis, rather than the exact pitches. This is because even if the 

pitches are transposed, they don’t lose their intervallic relationship.  

• The arrows in the chart show which motifs relate to each other through the 

technique of retrograde.  

Example 17 shows the same chart, this time the arrows and the brackets in the chart 

show which motifs relate to each other through the technique of inversion.  
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Example 17: Chart of Permutations of D-S-C-H Motif with Inversional Relationships 
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CHAPTER II 

ANALYSIS and PERFORMANCE IMPLICATIONS 

 

Cadenza consists of three main sections, which are referred to as Section 1, Section 2 

and Section 3. Section 1 and 3 are similar in tempo and character, whereas Section 2 is 

a contrasting fast section.  

The staff numbers that are provided in the musical examples correspond to the staffs 

in Schott’s 1989 copyrighted edition of Cadenza for Solo Violin. The staff numbers 

are provided for the clarification of the analysis in the absence of bar lines. 

 

Section 1 

 

Section 1 can be analyzed in three sub-sections. These sub-sections are coded as S1-1, 

S1-2 and S1-3, for the purposes of this analysis. Section 1 has 105 B-A-C-H and 21 D-

S-C-H permutations in total. The most frequently used B-A-C-H permutations of this 

section are: 

 

R-3       20 occurrences  

P1-0     11 occurrences 

O-2      10 occurrences 

P2-0     10 occurrences 

P1-2      8 occurrences 

O-3       7 occurrences 

 

The most frequently used D-S-C-H permutations of this section are: 

 

DR-0     4 occurrences    

D-0        3 occurrences 

DP1-0    3 occurrences 

DP2-2    3 occurrences 



Texas Tech University, Sila Darville, May 2017 
 

21 
 

 

The Cadenza starts with the repeated “sighing” fragment on G string. 

 

Example 18: Opening of the Cadenza 

  
 

After this figure Penderecki presents the “generating motif” P1-0, which is 

immediately followed by PR1-0 almost like a counter-subject. 

 

Example 19: The “Generating Motif” 

 
After the re-iteration of the same idea, at the very beginning of the second staff, 

Penderecki introduces a permutation of D-S-C-H motif (DP1-0) for the first time. 

 

Example 20: The first D-S-C-H Permutation 

 
 

The interesting aspect of the beginning of the second staff is that the composer 

introduces two permutations of B-A-C-H (PR1-2 and P1-0) against two permutations 

of D-S-C-H (DP1-0 and DR-0) with alternating construction 
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Example 21: Organization of B-A-C-H against D-S-C-H on Staff 2 

 

 
The first permutation DP1-0 can be linearly observed in the first four notes C-B♭-A-

D♭. However, the counter B-A-C-H motif can only be observed if the D♭ is skipped 

(B♭-A- B ♮-C). Even though the D♭ needs to be skipped to complete the motif, 

aurally this skipping doesn’t obstruct the construction of the motif because it is heard 

as an embellishing tone. The skipping idea is reversed in the second part of the group. 

This time the B-A-C-H permutation P1-0 (the “generating motif”) can be observed 

linearly, only briefly obstructed by an eighth-note rest. On the other hand, the D-S-C-

H permutation DR-0 is completed if the D♭ is skipped. Again, the D♭ doesn’t 

obstruct the aural comprehension of the motif. Penderecki uses the skipped 

embellishment tones abundantly in S1-1. 

It is also important to note that in Example 21, the second part of the group presents 

two important permutations. P1-0 (“generating motif”) and DR-0 (the retrograde of 

the D-S-C-H motif). In this figure, DR-0 is represented with the original pitch classes 

(H-C-S-D). The placement of permutations P1-0 and Dr-0 against each other suggests 

the prominence of these two motifs in the piece. However, since P1-0 is constructed 

linearly it has an indicative distinction over the D-S-C-H motif. The performer should 

emphasize the beginning of P1-0 with a small crescendo, which would distinguish P1-

0 by keeping the connection between C and the D♭that follows the rest.  
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Penderecki introduces the first double stop close to the end of the third staff on a 

diminished octave (A and A♭). This marks the most dissonant point as well as the 

highest register of S1-1 so far. This double stop also helps complete two permutations 

simultaneously, P2-1 and D-0, and therefore requires articulate presentation on the 

violin.  

 

Example 22: P2-1 against D-0 

  
S1-1 builds up dynamically and rhythmically to the first triple-stop chord on fifth 

staff, which completes the first sub-section. 

 

Example 23: Completing chord of S1-1 

 
 

The three-note chord in Example 23 is a permutational pivot chord that completes four 

B-A-C-H permutations. The two chords that precede and follow the pivot chord are 

given their missing note with the introduction of C♯ in the pivot chord. Furthermore, 

the permutations O-3 and P2-1 of the pivot chord are completed by the introduction of 

E♭ that both proceed and follow it. 
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Example 24: The Motivic Importance of the Pivot Chord  

 
The second sub-section of Section 1 (S1-2) starts with the double stops that are 

punctuated by the triple stops in the 5th staff. 

 

Example 25: Beginning of S1-2 on Staff 5 

 
 

 

Example 26: Introduction of the Triplets on Staff 5 

 
 

After the double stops, Penderecki introduces a triplet rhythm for the first time, 

constructed with the alternation between double stops and single notes. The triplets 

end with the dissonant PR2-2 chord (missing E, which is introduced at the end of staff 

6 after the re-iteration of the same chord). After the PR2-2 chord, Penderecki 
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introduces the running thirty-second-note passage for the first time on staff 6, which 

has two occurrences of D-S-C-H (DR-0 and D-2) and one occurrence of B-A-C-H (O-

3) in a twelve-note group. 

 

Example 27: Introduction of the thirty-second-note Passage on Staff 6 

 
 

The running thirty-second-note passage idea is repeated two times with different 

arrangements on staff 7 without the presence of a D-S-C-H motif. All iterations of the 

thirty-second-note passages are punctuated by dissonant chords. The last iteration 

concludes Part 2 of Section 1. 

 

The third part of Section 1 (S1-3) starts at the beginning of staff 8, with the highly 

recognizable D-S-C-H motif in the soprano line in its original interval order (D-0). 

 

 

Example 28: D-S-C-H at the beginning of Staff 8 
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This part builds up on the contrast between dissonant quarter-note chords and triplets. 

After the initial D-S-C-H motif, the composer uses the three permutations of the B-A-

C-H motif (O-3, PR2-0 and P1-2) which are each repeated.  

 

Example 29: D-S-C-H followed by O-3, PR2-0 and P1-2 on Staff 8 

 
 

Penderecki builds up the expectation of a reiteration of the D-S-C-H motif by placing 

the initial chords that started Part 3 of Section 1 again in the middle of the staff after 

the triplet figures. However, this time instead of a D-S-C-H motif, the soprano line 

spells the permutation PR2-0 of the B-A-C-H motif.  

 

Example 30: PR2-0 in the soprano on Staff 8 

 

 
The lack of the expected repetition of D-S-C-H motif intensifies the unsettling nature 

of the dissonant chords and this intensity builds up to the very last line of the first page 

(staff 9), where the repeated dissonant quarter-note chords obliterate the triplet figure.  
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Example 31: Dissonant quarter-note chords on Staff 9 

   
These first group of chords are constructed as minor 7th chords on an open D drone. 

The drone serves a harmonic role as well, as it intensifies the dissonance with the bass 

progression Major 6th -minor 7th -Major 7th. This group of chords marks the first time 

Penderecki introduces a very tight stretto. In three chords he packs six permutations of 

B-A-C-H (P1-1; PR-2-1; 2xPR2-2; 2xPR2-3) and two permutations of D-S-C-H 

(DPR1-1; DP1-2). To bring out this tight stretto, it is important to play the triple stops 

equally without breaking them and avoiding leaning on neither the bass nor the 

soprano line.  

 

Penderecki reiterates the same three-chord group after a quarter note rest. This 

reiteration is followed by two additional chords, making a total of eight B-A-C-H (P1-

0; PR1-0; P1-1; PR-2-1; 2xPR2-2; 2xPR2-3) and two D-S-C-H (DPR1-1; DP1-2) 

motifs in the second group (see Example 32). It is important to notice that the intensity 

is not built solely by the additional B-A-C-H motifs, but also with the underlying 

harmony. The bass progression follows Major 6th –minor 7th –Major 7th –minor 9th –

minor 9th and the soprano progression resolves to a Major 6th after the repeated minor 

7th. Penderecki creates a false relief in the consonant Major 6th in the soprano clashing 

with the minor 9th in the bass in the last chord of this group, therefore is important to 

bring out this unsettling cluster. 

 

 

 



Texas Tech University, Sila Darville, May 2017 
 

28 
 

Example 32: Reiteration of the quarter note chords with two added chords on Staff 9 

 
 

The quarter note rests that separate the chord groups are important because they are 

the longest breaks since Part 1 of Section 1, and these dramatic silences intensify the 

restlessness of the chords 

 

Example 33: Chord groups with quarter-note rests on Staff 9 

 
The cadence from Major 7th to minor 7th (see the circled chords in example 33) marks 

the end of Part 3 of Section 1. The giocoso motif, marked subito piano which starts at 

the last eighth beat of the first page marks the extension. The extension ends with the 

return of the thirty-second-note passage and the reiteration of the cadential chords. 

 

Example 34: End of Part 3 of Section 1 and beginning of the Extension 
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It is important to note that Penderecki started Part 3 of Section 1 (S1-3) with the 

original interval spelling of the D-S-C-H (D-0, see example 28), he concludes this 

section with the retrograde of the D-S-C-H motif (DR-0) in the thirty-second-note runs 

(Example 34). 

 

After the cadential chords, the return of the giocoso motif starts the transition from 

Section 1 to Section 2. For the purposes of this analysis this transition is named 

Transition 1. The initial B-A-C-H motif that’s heard in Transition 1 borrows the D♯ 

from the previous minor 7th chord and completes the permutation PR1-3. 

 

Example 35: PR1-3 which starts the Transition 1 on Staff 10 

 
 

The pivot D♯ (see example 35, above) in PR1-3 provides a smoother beginning of the 

transition, despite the register differences. Aurally, D♯ it is still heard as part of 

permutation PR1-3. Penderecki uses this technique to provide smoother transitions in 

the register leaps throughout the Cadenza.  

 

After this statement of PR1-3, Penderecki stops using permutations of B-A-C-H for 

the entirety of staff 11. This marks the longest period without a B-A-C-H permutation 

so far, which intensifies the musical unsettling of Transition 1. 

Example 36: Staff 11 
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The transposed giocoso motif in the beginning of Transition 1 gives way to sixteenth-

note triplets which present three repetitions of DP2-2, finally reaching to a very tight 

stretto of twenty-eight occurrences of the B-A-C-H motif in a single staff (staff 12) 

using the permutations R-2 and P2-0. This stretto, marked accelerando, has four 

different audible B-A-C-H motifs. Soprano, tenor and bass lines all spell B-A-C-H in 

ascending semi-tones (R-2) and the middle diagonal lines spell B-A-C-H with the 

interval set +2 -1 +2 (P2-0).  

 

Example 37: Staff 12 Stretto 

 
 

Since the composer started Transition 1 with a minimal use of B-A-C-H, the stretto in 

staff 12 provides a dramatic contrast to the opening of Transition 1. It is also 

interesting to note the symmetry between the very opening of the Cadenza with the 

descending semi-tone “sigh” motif (see example 18), and the end of Transition 1 

(which concludes the big Section 1) with the ascending semi-tone B-A-C-H motifs.  

 

Section 2 

 

Section 2 is a contrasting moto perpetuo section, marked Vivace. This section is 

treated almost like a fugue episode in the way that it borrows and builds up on the 

materials presented in Section 1. This is the largest section of the piece, starting on 

staff 13 and ending at the end of staff 28. Section 2 has 105 B-A-C-H and 25 D-S-C-H 

permutations in total. The most frequently used B-A-C-H permutations of this section 

are: 

 

 



Texas Tech University, Sila Darville, May 2017 
 

31 
 

O-2          34 occurrences 

R-2          32 occurrences 

PR1-2       7 occurrences 

O-3           7 occurrences 

PR2-0      6 occurrences 

 

The most frequently used D-S-C-H permutations of this section are: 

 

DP2-0      6 occurrences    

DPR1-1    6 occurrences 

DPR2-2    4 occurrences 

 

Example 38: Staff 13 

 
 

Section 2 opens with the “sigh” motif that is borrowed from the very opening of the 

piece and is marked forte with accents. Penderecki does not present a permutation of 

B-A-C-H motif until the very end of staff 13, which creates an aural relief after the 

stretto in staff 11. The dominating permutations of this section are R-2 (the interval set 

of the prime form of B-A-C-H) and O-2 (inversion/retrograde of the prime form). 

 

 In Section 2, Penderecki builds on the “sigh” motif. The interplay between the 

descending/ascending semi-tone permutations (O-2 and R-2) and the fragmentation of 

these permutations is the main musical idea of Section 2.  
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Example 39: Fragmentation of R-2 on Staff 14 

 
 

On Staff 17, Penderecki introduces the accented double-stop idea borrowed from S1-2 

with the D-S-C-H permutation DPR1-1 in triplets. These double stops are marked 

tallone (at the frog) for a stronger effect. The drone pitches A-C-D and E that are 

underlying the triplets don’t play a significantly important role in the presentation of 

the motifs throughout staffs 17 and 18. The significance of the drone pitches is that 

they highlight the tonic-dominant relationship between A and E. Amongst the heavy 

chromaticism, the drone progression keeps this triplet idea within the realms of A 

minor. It is interesting to observe that the first and the last double stops in this part 

spell the A minor tonic chord.  

 

Example 40: The A-minor chord beginning of Staff 17 and Staff 19 

 
 

The tonic-dominant relationship becomes an important aspect of the Section 2. After 

the triplet figure, Penderecki introduces the opening “sigh” motif once more on an 

E♭, a fifth lower than the opening of Section 2.  
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Example 41: “Sigh” motif on Staff 19 

 
After the return to the semi-tone figure, the first complete B-A-C-H permutation that 

is presented is the original interval spelling of B-A-C-H (O-0). This motif carries a 

heavy importance because it is the first time Pendrecki uses the B-A-C-H motif in its 

right order as a complete set and is audible linearly. The performer needs to bring out 

this motif as clearly an articulately as possible.  

 

Example 42: O-0 on Staff 19 

 
 

The interplay between the soprano and the bass lines between staff 19 and 21 is 

important because this time the drone not only serves as a part of the tonic/dominant 

relationship between D and A, but also takes part in the presentation of the motifs. In 

this part, the placement of the drone changes between soprano and bass lines. The 

string crossing makes it possible for the listener to be able to identify the pitches as 

part of the motif 

Example 43: Drone as part of O-3 on Staff 20 
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Example 44: Staff 21 

 
 

Starting with staff 21, Penderecki represents the triplet double stops and continues the 

idea of using the drone notes as a part of motivic construction. Before switching to the 

sixteenth note triplet figure, the composer presents the original order of B-A-C-H (O-

0) one more time against the A drone, which again needs deliberate attention from the 

performer. 

 

Example 45: O-0 on Staff 22 

 
With the return of the triplet sixteenth note figure, Penderecki once more presents the 

idea of the interplay between the ascending and descending semi-tones (O-2 and R-2). 

The F♯ to E♯ triplet in the first half of staff 23 acts as a pivot figure (see the circled 

notes in example 46). This figure brings the descending triplets into a conclusion, and 

prepares the following ascending semi-tone section. 

 

Example 46: Pivot figure on Staff 23 
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Example 47: Four permutations of D-S-C-H on Staff 24 

 
 

Penderecki does not present any permutations of D-S-C-H motif between Staffs 18-24, 

this makes the four consecutive permutations of D-S-C-H in the middle of Staff 24 

more surprising. The presentation of D-S-C-H motif first in its rotation (D-2) and 

original order (D-0) combined with permutations of B-A-C-H (O-2 and R-2) 

intensifies the progression of the triplet figure until it reaches a culminating harmonic 

E in the first half of Staff 25, the highest pitch heard in the piece so far (example 48). 

 

Example 48: High E on Staff 25 

 
 

It is important not to take a big break as a performer after the climactic E, since E 

serves as a pivot pitch both concluding the previous figure and starting the reiteration 

of the double-stop triplet motif as a part of permutation PR1-2. This double-stop 

figure, marked pesante, provides a brief broadening in Section 2 which is intensified 

with an allargando (example 48). The brief broadening provides a faux-relaxation in 

the music before it returns to the reiteration of the moto perpetuo opening of Section 2. 

This moto perpetuo is presented with the same pitches, only this time against an A 

drone to further mark the clash of the minor 2nd.  
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Example 49: Return to moto perpetuo on Staff 25 

 
 

The moto perpetuo which starts on staff 25 is interrupted once more with the double 

stops marked pesante on staff 27. This time the double stops are presented in tempo 

and accented. Penderecki enhances the dramatic contrast of this section by presenting 

the retrograde of D-S-C-H (DR-0) against the first rotation of B-A-C-H (O-1) and the 

retrograde of the prime form of B-A-C-H (O-2) (see example 50). The drone A plays 

an important role as a part of the motivic construction in this figure. Different 

permutations follow this statement in a form of a stretto. 

 

Example 50: Staff 27 stretto 

 
After the presentation of final double-stop figure against a drone D, Penderecki 

prepares the move into the Transtion of Section 2 (which will be referred to as T-2) on 

staff 28, with triplet sixteenth note figures. T-2 starts with the same giocoso material 

borrowed from Transition 1, this time marked subito piano and poco rubato e 

grazioso. The prime form of B-A-C-H (R-2) dominates this giocoso figure. The 

giocoso motif unexpectedly builds up into minor thirds with four repeated spellings of 

D-S-C-H (DPR2-2) against R-2. 
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Example 51: Giocoso material starting at Staff 28 

 
 

Example 52: R-2 against DPR2-2 on Staff 29 

 
This is followed by a brief return to the moto perpetuo section marked a tempo. This 

moto perpetuo figure transforms into a triplet sixteenth-note figure on Staff 30, which 

has a significant importance (example 53). 

 

Example 53: Return of the triplet sixteenths on Staff 30  

 
 

Penderecki presents the return of the sixteenth-note triplets with the original order of 

B-A-C-H (O-0). This permutation is presented with the original pitch classes of B-A-

C-H motif against the permutation of D-S-C-H (DP2-2) in the original pitch classes 

(S-C-D-H) (see example 53). 

This brief figure needs to be presented very articulately by the performer in order to be 

able to show the significance of the permutations. 

The triplet figure transforms into the chromatic stretto at the end of staff 30 and 

beginning of staff 31. It is slightly shorter than the figure presented earlier on staff 12 
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in Transition 1. This figure has the same B-A-C-H construction as its counterpart in 

Transition 1 (see example 37). Three different audible B-A-C-H motifs are presented 

in soprano, tenor and bass lines in ascending semi-tones (R-2). The middle diagonal 

lines spell B-A-C-H with the interval set +2 -1 +2 (P2-0). Additionally, in Transition 2 

Penderecki introduces the D-S-C-H permutation DP2-0 to the stretto, further 

tightening the motivic construction. This stretto concludes with the beginning of the 

triads. The introduction of triads mark the beginning of a new figure. 

 

Example 54: Stretto on Staff 30-31 

 
This stretto builds up the motivic intensity before the climax of the entire Cadenza 

(example 55).  

 

Example 55: Climax of Cadenza on Staff 31-32 

 

 
 

This climax is constructed as a variation of the triple chords that were presented at the 

end of Part 3 of Section 1 on staff 9 (see example 33). In the climax Penderecki 

relaxes the motivic construction of the chords, however, he builds up the intensity by 

the chromatic octaves climbing up the D and A strings. The composer presents only 

two permutations of D-S-C-H and four permutations of B-A-C-H in the entire figure, a 

small number compared to the twenty-five permutations presented in the similar figure 
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in S1-3 (staff 9). After the height of the climax (F octave and E), there is a brief 

extension that brings back the triplet figure punctuated by dissonant chords, another 

piece of material borrowed from Section 1. 

 

 

Example 56: Section 1 material on Staff 32-33  

 
 

Throughout this extension, Penderecki only uses the permutation O-2 of the B-A-C-H 

motif, which is the retrograde of the prime form. The last punctuating chord with the 

B♭ in the soprano that resolves into A announces the upcoming B♭ A “sigh” motif 

that begins the last section.  

 

 

Example 57: Punctuating chord at Staff 33 
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Section 3 

 

Section 3 starts on staff 25 and is prepared by a ritardando. Section 3 has thirty-six B-

A-C-H and ten D-S-C-H permutations in total. Section 3 brings back the Tempo Primo 

of Section 1 and opens with the same descending semi-tone figure that starts the 

Cadenza, only this time going from B♭ to A. 

 

The most frequently used B-A-C-H permutations of this section are: 

O-2           9 occurrences 

P1-0          7 occurrences 

PR1-0       7 occurrences 

P2-1          7 occurrences 

 

The most frequently used D-S-C-H permutations of this section are: 

D-0           4 occurrences    

DP1-0       3 occurrences 

DP2-3       2 occurrences 

 

 

Example 58: Preparation and Tempo I on Staff 33-34 

  
 

Penderecki intensifies the dissonance of the descending minor second with the drone 

A. Unlike the very opening of the Cadenza which was marked piano espressivo, the 

last section starts with a declamatory forte. Penderecki uses this drone A as the 

concluding pitch of the previous motif (O-2), once again making a seamless transition 

between different parts of the music through motivic construction.  
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Example 59: Transition to Tempo I with drone A as a part of O-2 on Staff 33-34 

 
 

The opening of the Section 3 recapitulates the very opening of the Cadenza. Just like 

the beginning, the first full motif that’s heard after the “sigh” motif is P1-0, the 

“generating motif”. This time, however, P1-0 spells the pitches in B-A-C-H’s name 

with original pitches in the order A-B-C-H. The retrograde of this permutation also 

uses the same pitches, spelled H-C-B-A. 

 

Example 60: P1-0 and PR1-0 with the B-A-C-H pitches on Staff 34 

 
It would be highly plausible to argue that Penderecki uses the correct pitches of the B-

A-C-H motif as the opening of the last section in order to bring the listener back to the 

“home idea” which is the B-A-C-H motif, in a way that a sonata recapitulation 

reaffirms the home key. 

 

Penderecki reiterates this figure (example 60) just like in the opening of the Cadenza. 

However, after this reiteration instead of introducing a D-S-C-H motif, the composer 

first repeats PR1-0 and later P1-0 further establishing the “home idea”. Contrasting 

with the motivic density of Section 1, Section 3 almost serves as a relaxation after the 

tightly constructed Section 2 (Vivace).  

Penderecki introduces the first D-S-C-H motif of Section 3 (DP1-0) which is 

immediately followed by its rotation DP1-1. This figure also follows the chord 
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progression minor seventh resolving to perfect fifth with the last note of DP1-1, 

therefore punctuating the D-S-C-H harmonically. 

  

Example 61: D-S-C-H on Staff 35-36 

 
In Section 3, Penderecki delays using Major sevenths until Staff 36 on G and F♯, 

similar to the structure of S1-1 (see example 22). This Major seventh chord marks the 

highest register heard in Section 3 so far. However, unlike its counterpart in S1-1 this 

dissonant chord is resolved to Major 6th immediately with an anticipation on G♯. 

Penderecki uses permutations O-2, P2-1 and the original order of D-S-C-H (D-0) to 

construct this figure in the form of a stretto. In this figure D-0 is heard very clearly 

because of the moving eighth-notes, despite being divided in two registers. 

 

Example 62: Stretto on Staff 36 

 
After the reiteration of this figure, Penderecki reintroduces the triplet idea from S1-3 

marked poco rubato. Penderecki connects this figure to its counterpart in S1-3 (see 

example 28) by using the same D-S-C-H permutation (D-0) combined with 

permutations of B-A-C-H.  
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Example 63: Reintroduction of the triplet idea at Staff 37 

  
Penderecki reiterates the Major 7th on staff 37, but this time he resolves the dissonance 

to a minor 6th with a passing tone.  

 

Example 64: Major 7th to minor 6th at Staff 37 

 
This group should be emphasized by the performer since it marks a brief tonal 

relaxation before the composer reinstates the repeated Major 7th –Major 6th 

progression, this time on F-E to F♯-E♭. Another importance of this figure is that 

Penderecki introduces permutation DP2-3 here for the very first time in the piece. 

After the repetition of Major 7th –Major 6th, Penderecki ends the triplet idea with the 

first permutation of the D-S-C-H motif (DP1-0). Despite being in the soprano register, 

this statement is not aurally as prominent as the accompanying B-A-C-H 

permutations.  

 

Example 65: End of the triplets with DP1-0 on Staff 37 
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Additionally, with this figure Penderecki once more presents the tonal relaxation from 

Major 7th to minor 6th. He returns to this tonal relaxation one last time at the at the 

beginning of Staff 38. 

 

Example 66: Major 7th to minor 6th progression on Staff 38 

 
After this restatement, the composer presents the ‘generating motif’, P1-0, one more 

time accompanied by R-2. Penderecki ends this group with the return of the “sigh” 

motif followed by two quarter note rests, which marks the longest silence since the 

beginning of the piece. 

 

Example 67: P1-0 and R-2 followed by rests on Staff 38 

 
This “sigh” motif has a cadential purpose, it concludes the motivic development of the 

Cadenza. After the quarter note rests, Penderecki restates the “sigh” motif on E♭ to D 

over a D drone marked piano. It is interesting to note that this figure is a fifth higher 

than the very opening figure of the Cadenza, serving as a dominant.  
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Example 68: “Sigh” motif on Staff 38 

 
Contrastingly to the calmness suggested by the piano marking, the dissonance of the D 

drone sustains the intensity of the piece, and Penderecki keeps the D drone until the 

last figure of the piece. 

After this restatement, Penderecki recalls the opening P1-0 and PR1-0 permutations 

once more.  

 

Example 69: The “generating motif” and its retrograde on Staff 38 

 
 

The final two staffs of the piece after the “sigh” motif at the beginning of staff 39 can 

be considered as a small coda. In this coda, Penderecki gradually slows down the 

pulse and uses the artificial harmonics to create an almost nihilistic delusion. The 

opening of the coda presents B-A-C-H motif’s original order using the D drone as a 

part of the construction. This permutation is followed by the retrograde of Permutation 

No. 1 (PR1-0) echoing the opening of the Cadenza. 

 

Example 70: O-0 and PR1-0 on Staff 39  
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After PR1-0, the composer presents the "sigh" motif followed by DP1-1, which marks 

the final statement of the D-S-C-H motif. 

 

Example 71: Final D-S-C-H at the end of Staff 39 

 
DP1-1 is then followed by PR2-0, PR1-0 and O-2. O-2 is the last full B-A-C-H 

permutation of the Cadenza. Penderecki uses this permutation as a bridge to the “sigh” 

motif that follows, including the “sigh” motif as a part of the permutation. 

 

Example 72: Motivic progression concluding with O-2 on Staff 39-40 

 

 
 

The composer reiterates the “sigh” motif which is interrupted by the P1-0 fragment 

marked pianissimo. This interruption using the false harmonics echoes the opening of 

the Cadenza almost like a distant memory.  

  

Example 73: Last three “sigh” motifs and the P1-0 fragment on Staff 40 
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The P1-0 fragment is immediately followed by the “sigh” motif against the D drone 

with a diminuendo. After the penultimate “sigh” motif, Penderecki presents the 

concluding figure almost like an afterthought, prepared and followed by long silences, 

without the drone D, marked pianississimo with diminuendo. 

 

Conclusion 

 

A motivic analysis of the Cadenza illustrates the constructional importance of 

the B-A-C-H and D-S-C-H motifs in this composition. Both of these motives –and more 

significantly the B-A-C-H motif- can be traced back to Penderecki’s St. Luke Passion 

written in 1966. It is very likely that Penderecki pays homage to the great Baroque 

composer in the Cadenza by creating a composition for a solo string instrument, a genre 

Bach championed. The influence of the D-S-C-H motif can be traced to Penderecki’s 

admiration and numerous performances of the Soviet composer’s symphonies12. 

 

The thorough and meticulous construction of this work demonstrates the 

serious thought the composer put in this brief unaccompanied piece. It is essential for 

the performer to consider the underlying motivic construction in order to be able to 

bring out the phrases within the motivic structure.  

 

 

 

 

 

 

 

 

 

 
                                                
12 Schwinger, Krzysztof Penderecki, 85-184. 
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