
xii

ABSTRACT

        This purpose of this study was to examine the solo piano compositions of Polish composer

and pianist, Andrzej Dutkiewicz (1942- ). These works include Toccatina (1969), Suite for Piano

(1970), Three Sketches in Retrospect (1985), and À-la (1986). Although his compositions have

been performed in festivals and concerts, there has been little written about his works. This is the

first academic research presented by an American scholar.

        This monograph is divided into three chapters as follows: Chapter One includes background

and biographical information on Dutkiewicz; Chapter Two presents a comprehensive analysis of

À-la from an analytical and stylistic perspective; Chapter Three focuses on Toccatina, Suite for

Piano, and Three Sketches in Retrospect; Chapter Four offers a brief conclusion.

        Due to the fact that À-la is Dutkiewicz’s sole unpublished composition, an edition is

included in Appendix A. This edition was made with the permission and supervision of the

composer.
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CHAPTER 1

BIOGRAPHICAL INFORMATION

        Andrzej Dutkiewicz (AN-zhay Doot-KAY-vitch) was born September 30, 1942, in

Staszow, Poland, located in the southwest part of the country. His parents were amateur

musicians and encouraged their son to take piano lessons, but never with the intention of

dictating his future as a professional musician. He remarks, “At that time the Communist regime

promoted Chopin’s music for propoganda reasons. Besides, music was popular because it was

the safest way of communicating with people. It exhibits emotions, expresses feelings, and gives

a chance to retreat from daily dreadful life with no future and no freedom, and allowed one to

meditate about a better future.  All without words—which were very risky to use.” 1

        Dutkiewicz recalls, “The International Chopin Competition in 1955 made a big impression

on me.”2 He listened to live radio broadcasts of the competition daily. Dutkiewicz remembers

that his favorite pianist, Vladimir Ashkenazy, won second prize. Among the panel of jurists were

Arturo Benedetti Michelangeli, Arthur Rubinstein, and Emil Gilels. “It was a fantastic level [of

playing] in that competition.”3 During that time Dutkiewicz decided to become a concert pianist

and to study music seriously. After primary school he attended the Secondary School of Music in

Warsaw, where he graduated in 1958. Dutkiewicz’s favorite composer is Chopin, commenting

that he “can listen to his nocturnes, polonaises, etc., forever. I think of myself as very romantic in

nature.  I like beautiful melodies, impressionistic harmony, tender atmosphere, nostalgic dreams.

I try to incorporate all of these characteristics into my own compositions.”4

                                                  
     1 Andrzej Dutkiewicz, private conversation.

     2  Ibid.

     3  Ibid.
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        Dutkiewicz studied at the Frédéric Chopin Academy of Music in Warsaw from 1963-1972

and graduated with a Master of Music in piano in 1968, and another Master of Music in

composition in 1972. He studied piano with Jerzy Lefeld and Regina Smedzianka, and

composition with Witold Rudzinski. His studies during these years significantly shaped his

interest in music of the twentieth century.

        In 1973, Dutkiewicz was the recipient of a Fulbright Foundation Fellowship and, from

1973-1976, studied at the Eastman School of Music in Rochester, New York, where he earned

the Doctor of Musical Arts in piano and composition. He studied piano with Eugene List,

composition with Samuel Adler, and electronic music with Wayne Barlow. Other influences on

Dutkiewicz’s compositions came through coursework and seminars at the Eastman School of

Music with such composers as Pierre Boulez, George Crumb, Aaron Copland, and pianist and

contemporary music specialist, David Burge. During this time he participated in post-graduate

seminars in composition at the Academy of Music in Prague and Ferienkurse für Neue Music in

Darmstadt, Germany. He met and worked individually with composers such as György Ligeti,

Iannis Xenakis, Karlheinz Stockhausen, and Aloys Kontarsky, each of whom had a significant

impact on his compositional style.

        In 1972, Dutkiewicz began his own teaching career at the Frédéric Chopin Academy in

Warsaw. Initially, he was a teaching assistant in the studio of Regina Smedzianka and was

appointed an Adjunct Professor in 1977. In 1991, he was promoted to the rank of Professor of

Piano and Director of Contemporary Music Studies.

                                                                                                                                                                   
     4  Andrzej Dutkiewicz, private conversation.
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        In the summer of 1974, Dutkiewicz began an extended relationship with what was then

called the National Music Camp in Interlochen, Michigan, as well as other summer programs

such as the Universidad Catolica Boliviana in La Paz, Bolivia. Since that time he has presented

numerous concerts in the United States, Canada, Mexico, Europe, South America, and Korea.

Dutkiewicz is known as a specialist in contemporary music and has performed, lectured, and

participated in faculty exchange programs in over fifty American universities as well as

numerous universities abroad. Some of these institutions include: the Schönberg Institute (Los

Angeles, CA), Polish Reference Center (Los Angeles, CA), University of Southern California

(Los Angeles, CA), University of Kansas (Lawrence, KS), University of Miami (Miami, FL),

University of Houston (Houston, TX), Louisiana State University (Baton Rouge, LA),

Northwestern State University (Natchitoches, LA), University of Michigan (Ann Arbor, MI),

Bob Jones University (Greenville, SC), and Northwestern University (Evanston, IL).

        Dutkiewicz has published articles in “Ruch Muzyczny” (Poland) and in periodicals

published by the Frédéric Chopin Academy. He has appeared on commercial and documentary

programs for Polish radio and television, and has also made guest appearances on radio and

television programs in Germany and the United States. His audio recordings are featured on

Muza Polish Recordings (Poland), Phillips (The Netherlands), Sonoton Pro Nova (Germany),

Gasparo (United States), Olympia (England), and Acte Préalable (Poland) labels.

        As a composer, Dutkiewicz has received international acclaim. His compositions are

published by Sonoton Pro Nova (Germany), Authors Agency/ZAIKS (Warsaw), Polish

Music Publishers/PWM (Krakow), Sacred Music Publishers (Poland), and Kjos West Publishers

(United States). His music has been performed on Polish radio and television, in Carnegie Hall in

New York City, at the Warsaw Autumn Festival, the Cleveland Orchestra Blossom Festival, the
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American Franz Liszt Society Festival, Daizm Contemporary Music Festival (South Korea),

Polish Music Festival (China), and other contemporary music festivals throughout the world. He

is founder, member, and director of GRUPA XX, a twentieth-century music ensemble in

Warsaw.

        Dutkiewicz has received several awards in the area of composition. Two of the most

significant prizes  include First Prize (1988) for best piano composition and second prize in

the overall category for À-la in the National Composers Competition organized by Author’s

Agency/ZAIKS in Warsaw, and First Prize (1983) for Six Meditations for Electronic Sound

and Piano in The International Competition of Electroacoustic Music and Sonic Art in Bourges,

France. He was awarded second prize for his performance of twentieth-century music in the1970

International Competition for Performers of Contemporary Music in Rotterdam, an event that

launched his recording career with Polskie Nagrania Record Company. This resulted in solo LP

releases that included his own compositions and other contemporary works. A compact disc,

Andrzej Dutkiewicz Plays Dutkiewicz, released in 1997 on the Gasparo label (USA), includes all

of his solo piano works except Toccatina as well as his Music for Two Pianos, Tango for Cello

and Piano, and Sophie’s Music for Four. Polish Contemporary Music, a compact disc including

Dutkiewicz’s Suite for Piano, was released in 1998 on the Olympia (England) label. In 1999,

XXI Century Polish Choral Music was recorded on the Polish label Acte Préalable which

included Dutkiewicz’s Hymnus in Honorem Sanctus Andreas for a capella choir.

         Critically acclaimed for his performance of the standard repertoire, Dutkiewicz has been

particularly lauded for his interpretation of the music of his countrymen, Chopin and

Syzmanowski. He continues a very active life as a performer, teacher, and composer. In

conjunction with his concert performances, he often serves as an adjudicator for competitions
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such as the New Orleans Composers Contest and the 1999 Gina Bachauer International

Competition in Salt Lake City, Utah. In 1990, Dutkiewicz was recognized by the Minister of

Foreign Affairs of the Republic of Poland for promoting Polish culture abroad, and in 2002 was

awarded the Golden Cross of Merit, presented by the president of Poland, Alexander

Kwasniewski. This award, one of the highest civil distinctions established by the Parliament of

the Republic of Poland, is given to individuals who have performed services of particular

value to the state or society of Poland.

        Dutkiewicz is currently serving his third term as Dean of the Department of Piano,

Harpsichord, and Organ, at the Frédéric Chopin Academy.  In 2005, he was appointed Director

of Contemporary Music studies. Since 2002 he has been co-director of the Keimyung Chopin

Academy of Music, a branch of the Frédéric Chopin Academy of Music, in Taegu, South Korea.

Since 1998, he has been artistic director of the annual music festival in Warsaw, From

Chopin to Gorecki.

      The remaining chapters of this monograph examine the solo piano music of Andrzej

Dutkiewicz. Chapter Two provides a detailed analysis of À-la (1986). Chapter Three presents

analyses of his shorter works, Toccatina (1969), Suite for Piano (1970), and Three Sketches in

Retrospect (1985). Chapter Four presents a conclusion and recommendations.
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   Beginning of climactic section.

Example 5. Debussy, La cathédrale engloutie, mm. 26-46.
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clusters, and finally, to a low forearm cluster.  The cluster is followed by two fff octaves played

in a high register, bringing the piece to a tumultuous conclusion (Example 83).64

                        restatement of opening material

Example 83. Dutkiewicz, Suite for piano, Toccata, m. 8, conclusion.

Three Sketches in Retrospect  (1985)

        Dutkiewicz describes Three Sketches in Retrospect as being “written in 1985 when I learned

of the sudden loss of Eugene List, a great pianist, outstanding artist, unforgettable teacher, and

close friend”.65 These pieces refer to memories of List with whom Andrzej Dutkiewicz studied at

the Eastman School of Music. The suite includes three movements: Hymnus, Mazurka, and

Pastorale. The outer movements are serene and solemn, reflecting the loss of a friend and

respected teacher. In contrast, Mazurka is filled with energy and life.

                                                  
     64  © 1984 Neil A. Kjos Music Co (WP 130). Used with permission, 2006.

     65  Dutkiewicz, Andrzej.  Three Sketches in Retrospect.  Krakow, Poland:  Polski Wydawnictwo
Muzyczne SA, 2002.
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The premiere performance of the second movement, Mazurka, was given by Dutkiewicz

in 1986 at the Festival of New Music in Siedlce, near Warsaw. It was published separately in

1995 by Biblioteka Narodowa. In 1987 Three Sketches in Retrospect was premiered in its

entirety by the composer at the Schönberg Institute, in Los Angeles, California. The complete

work was published in 2002 by Polski Wydawnictwo Muzyczne.

Hymnus

        Hymnus, the first movement, is “inspired in its entirety by the mournful effect of

Gregorian chant melodies, with an excerpt of a mournful, religious song worked into it.”66

Dutkiewicz’s original melody, in the style of chant, is set in the Dorian mode with the pitch D as

the tonal center. Characteristic of chant, it is rhythmically free and moves predominantly

stepwise. Dutkiewicz employs dotted barlines throughout to either set off phrases or to punctuate

a repetition of the end of a phrase or a measure of rest. Hymnus opens with an introduction,

played in octaves, beginning on E-flat4, E-flat3, and E-flat2. These octaves, played f, descend

through a series of intervals to sf octaves on D1, D2, and D3. The piece then follows a ternary

formal plan of A B A|, each section preceded by a similary constructed descending octave

passage.

        In the dramatic f introduction, we can observe yet another example of Dutkiewicz’s

fondness for black-key/white-key relationships. The descending octaves highlight the (0257)

tetrachord DEGA, with the pitches A, E, and D notated as half notes and G notated as a quarter

                                                  
     66 Dutkiewicz, Andrzej.  Three Sketches in Retrospect.  Krakow, Poland:  Polski Wydawnictwo
Muzyczne SA, 2002.
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note. The tetrachord is ornamented by black keys played in quarter note rhythmic values

(Example 84).67 The introductory section ends on a sf double whole note played on low D’s.

Example 84. Dutkiewicz, Three Sketches in Retrospect, Hymnus, Section A, mm. 1-2,
                     introduction.

        A chant-like melody signals the beginning of Section A. In the Dorian mode, it is

harmonized with diatonic triads played in first inversion in each hand that move in parallel

motion, reminiscent of the ancient practice of fauxbourdon. The melody moves in seconds and

thirds with one leap of a fourth in the last phrase. With the exception of occasional two-note

slurs, all are played with detached articulation over a D pedal point. The sostenuto pedal is

engaged with the playing of the pitch D and retained throughout the entire section, allowing

sympathetic vibrations to reverberate (Example 85).68

                                                  
     67  © 2002 Polskie Wydawnictwo Muzyczne S.A., Kraków, Poland. Used with permission, 2006.

     68  Ibid.
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Example 85.  Dutkiewicz, Three Sketches in Retrospect, Hymnus, Section A, m. 2, opening
                      melody.

The dynamic indication is f throughout almost all of Section A, and after each phrase the low

octave D’s are played sf. Section A concludes with the last melodic fragment restated in octaves

in the bass clef, but at a soft dynamic level, which not only concludes the section but provides a

smooth transition into the more ethereal Section B.

        Section B is preceded by a notation to silently depress all the pitches between D1 and

D3 and then engage the sostenuto pedal. These pitches are played with the elbow and forearm of

the left hand playing white keys and the elbow and forearm of the right hand playing black keys.

Again, this demonstrates Dutkiewicz’s use of black-key/white-key relationships (Example 86).69

                                                  
     69  © 2002 Polskie Wydawnictwo Muzyczne S.A., Kraków, Poland. Used with permission, 2006.
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Example 86. Dutkiewicz, Three Sketches in Retrospect, Hymnus, Section A, m. 21, notation to
         silently depress pitches.

Over these undampened strings, Dutkiewicz introduces a melody consisting primarily of

seconds, encompassing a range from A to D-flat. He notates the pitches A and B-flat as whole

notes that are played together at the beginning of the melody. The sostenuto pedal allows these

pitches to reverberate throughout the entire section (Example 87).70

Example 87. Dutkiewicz, Three Sketches in Retrospect, Hymnus, Section B, mm. 22-23, melody.

                                                  
     70  © 2002 Polskie Wydawnictwo Muzyczne S.A., Kraków, Poland. Used with permission, 2006.
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Although not a direct quote, this melody is derived from the second phrase of a sacred Polish

hymn, U drzwi twoich [At Your Gates] (Example 88).71 This melody is presented in a much

thinner texture than Section A, with each hand playing single notes instead of chords (Example

87). The text that accompanies this melody can be translated to read: I am standing by the door,

Lord. I wait on Thy mercy.72

Example 88. U drzwi twoich [At Your Gates], Polish sacred hymn.

        The entire section is loosely organized, alternating between lengthy, melodic statements in

the upper register, and shorter fragments in the lower register. The higher, melodic statements

gradually become shorter as the section approaches its conclusion. The dynamics are very soft,

ranging between pp and ppp. Section B creates a somber and mournful mood, perhaps reflecting

the sadness of the composer over the loss of Eugene List.

        Section A returns with a restatement of the opening melody but with expanded sonorities

created by the addition of one note in each left hand chord. Beginning with the second phrase,

                                                  
     71  Siedlecki, Jan, ed., Wendelin Swierczek, and Boleslaw Wallek Walewski.  Spiewnik Koscielny z

melodjami na dwa glosy (Church Songbook with Melodies for Two Voices), Krakow,
Poland: Missionary Fathers, 1928, 144.

     72  Andrzej Dutkiewicz, private conversation.



75

the right hand repeats the material presented in Section A but with an added third on top

(Example 89).73 The thickened texture contributes to the increase in dynamic level, bringing the

movement to a conclusion on repeated D minor sfz chords. The sonorities create a prayerful

mood, and evoke the atmosphere of a large cathedral with sounds echoing and spirits lifted

upward.

Example 89. Dutkiewicz, Three Sketches in Retrospect, Hymnus, Section A|, mm. 48-49,
                     expanded melody.

Mazurka

        The second movement, Mazurka, is “in Chopinesque style, Eugene List’s favorite

genre”.74 Dutkiewicz has been deeply influenced by two masterful composers of mazurkas,

Frédéric Chopin (1810-1849) and Karol Szymanowski (1882-1937). Mazurkas are dances named

for the Mazurs of Mazovia near Warsaw, and are a type of oberek, a turning dance for couples.

Mazurkas are classified into three types: 1) Mazur, in a moderate tempo, and used most

commonly by Chopin, 2) Kujawiak, in a slow tempo, serious, and typically in a minor key, and

                                                  
    73  © 2002 Polskie Wydawnictwo Muzyczne S.A., Kraków, Poland. Used with permission, 2006.

     74  Dutkiewicz, Andrzej.  Three Sketches in Retrospect.  Krakow, Poland:  Polski Wydawnictwo
Muzyczne SA, 2002.
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   3) Obertas, the fastest in tempo of the three types. They are in triple meter and were originally

danced to the accompaniment of the dudy, an instrument similar to the bagpipe, which produced

a drone bass.

        Chopin wrote mazurkas in all three styles, and the majority of his them are in ABA form.

They are often modal and all have characteristic irregular accentuations on beats two or three and

sometimes on both beats two and three. Other defining characteristics include intense melodies,

quick embellishments, angular melodic lines, contrapuntal passages, dotted rhythms, and a

general avoidance of bravura.

        Dutkiewicz’s Mazurka is organized in ABA| form (Example 90).

Example 90. Dutkiewicz, Three Sketches in Retrospect, Mazurka, formal design.

Section A, in A minor, is in the style of a Mazur. The sound of an open fifth begins this two-

measure introduction and, on the second beat, the fifth is heard an octave lower. Both fifths are

accented, played f, with a grace-note decoration on the first accented fifth (Example 91).75

Example 91.  Dutkiewicz, Three Sketches in Retrospect, Mazurka, Section A, mm.1-2,
                               introduction.
                                                  
     75  © 2002 Polskie Wydawnictwo Muzyczne S.A., Kraków, Poland. Used with permission, 2006.
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        The melody of Section A is chromatic and characterized by frequent dotted rhythms, which

along with quickly articulated ornaments that primarily appear on beats two and three, add to the

overall angularity of the melodic line. Dutkiewicz’s use of overlapping melodic cadences creates

the sensation of a continuous melody (Example 92).76 The dynamic level of Section A is f, which

also contributes to its bold character.

Example 92.  Dutkiewicz, Three Sketches in Retrospect, Mazurka, Section A, mm. 3-10, melodic
                      line.

        Typical of a mazurka, the melody is the dominant feature. Dutkiewicz uses perfect fifths as

a primary accompanimental figure, which injects a drone-like quality of a dudy. Phrases vary in

length from two to three measures. Also typical of a mazurka, the melody is the dominant

feature.

                                                  
     76  © 2002 Polskie Wydawnictwo Muzyczne S.A., Kraków, Poland. Used with permission, 2006.



78

        In measure 11, midway through Section A, Dutkiewicz shifts the tonality to C Major for

two measures (mm. 11 and 12), and then restates the material sequentially in B-flat. From that

point the perfect fifths in the left hand begin a primarily chromatic descent from B-flat

downward until reaching A and E in measure 20. The right hand melody, though altered with

numerous chromatic tones, is essentially in A minor throughout this descent (Example 93).77

Example 93.  Dutkiewicz, Three Sketches in Retrospect, Mazurka, Section A, mm. 14-21, left
                      hand descent.

At the end of Section A, the pitch B-flat2 is held under a fermata to signal the beginning of

Section B, which is in A-flat minor.

        Section B provides significant contrast to the character of Section A, and is another example

of Dutkiewicz’s exploitation of black-key/white-key relationships. It is a Kujawiak, the most

                                                  
     77  © 2002 Polskie Wydawnictwo Muzyczne S.A., Kraków, Poland. Used with permission, 2006.
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lyrical type of mazurka, and is more waltz-like, featuring accents on the second half of beat

three. Marked dolce e leggiero, its melody is somewhat nostalgic and introspective.

        Section B is longer than Section A, consisting of two large subsections plus a transition into

Section A|. Each subsection contains three four-measure phrases plus one six-measure phrase.

The last six measures of the second subsection function as a transition into A|.

        The rhythm in Section B is metrically regular, with limited use of dotted rhythms. The left

hand accompaniment moves in quarter notes and is reminiscent of a waltz. Also, in contrast to

Section A, the dynamic level ranges only from pp to p.

        The melody begins by outlining an A-flat minor arpeggio, but soon adopts an extremely

chromatic character in subsequent phrases and the transitional section (Example 94).78

Example 94.  Dutkiewicz, Three Sketches in Retrospect, Mazurka, Section B, mm. 22-29,
                      melody.

                                                  
     78  © 2002 Polskie Wydawnictwo Muzyczne S.A., Kraków, Poland. Used with permission, 2006.
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The melody employs wider intervals than the melody in Section A, and particular emphasis is

placed on the interval of a major sixth, as it appears six times within ten measures (Example

95).79

Example 95.  Dutkiewicz, Three Sketches in Retrospect, Mazurka, Section B, mm. 48-57,
                      wide intervals.

In Section B, the harmonies alternate between passages of traditional triadic harmonies (Example

95), and those with greater chromaticism (Example 96 and 97).80

Example 96.  Dutkiewicz, Three Sketches in Retrospect, Mazurka, Section B, mm. 26-29,
                      chromaticism.
                                                  
     79  © 2002 Polskie Wydawnictwo Muzyczne S.A., Kraków, Poland. Used with permission, 2006.

     80  Ibid.
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Example 97.  Dutkiewicz, Three Sketches in Retrospect, Mazurka, Section B, mm. 44-47.

This is also true of the transition, which begins in measure 58 and acts as harmonic preparation

for the return of Section A (Example 98).81

Example 98.  Dutkiewicz, Three Sketches in Retrospect, Mazurka, Section B, transition to A|.

        Section A returns with a rhythmic alteration in the left hand introduction. Unlike

the beginning of the movement where the left hand plays quarter note fifths, when the section

is reprised the left hand plays a half note/quarter note rhythmic pattern (Example 99).82

         The melody is similar to that of Section A, but this time the texture is more angular,

 enhanced by the addition of an inner voice in the right hand (Example 100).83

                                                  
     81  © 2002 Polskie Wydawnictwo Muzyczne S.A., Kraków, Poland. Used with permission, 2006.

     82  Ibid

     83  Ibid.
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   Section A, opening rhythm.      Section A|

        

Example 99.  Dutkiewicz, Three Sketches in Retrospect, Mazurka, Section A|, introduction.

Example 100.  Dutkiewicz, Three Sketches in Retrospect, Mazurka, Section A|, angular melody
                        with inner voice.

This thickens the texture and enhances the effectiveness of the return to the f dynamic level. The

piece concludes with an accelerando and crescendo (Example 101).84 In the printed score, the

ending is marked a tempo in measure 75 after a poco ritard. Dutkiewicz, however, actually

prefers an accelerando to accompany the crescendo, driving the fifths in the left hand to the

conclusion of the piece.85

                                                  
     84  © 2002 Polskie Wydawnictwo Muzyczne S.A., Kraków, Poland. Used with permission, 2006.

     85  Andrzej Dutkiewicz, private conversation.
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Example 101.  Dutkiewicz, Three Sketches in Retrospect, Mazurka, Section A1 , conclusion.

Pastorale

        The last movement, Pastorale, is described by Dutkiewicz as:

veiled sounds resulting from a long pedal in the acoustics of a lofty cathedral, which, by
means of an improvisatory succession of changing harmonies and the hypnotic rhythm of
‘minimal music’, is intended to stimulate reflections on the passing of time, to express
sorrow and nostalgia for the lost one, so as to create, at the end of the narration, a mood of
peace, contemplation and acceptance of what is irreversible.86

        Pastorale is a minimalist composition characterized by rhythmic, harmonic, and melodic

simplicity. Dutkiewicz employs two prominent techniques, tremolo chords of indeterminant

length built on tertian harmonies in Section A, and an arpeggiated D minor seventh chord in

Section B. The extensive use of these tremolo chords, which undergo little or no change, create a

hypnotic effect. The combination of slightly changing harmonies and unvarying rhythmic

patterns sustained in the damper pedal “creates the spacious atmosphere of a Gothic cathedral.”87

Having begun the first movement with a melody reminiscent of chant, this cathedral effect re-

inforces the religious tone of the entire suite.
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        Dutkiewicz states that this composition was influenced by the Prelude in C Major, BWV

846, from the Well Tempered Clavier Book I by Johann Sebastian Bach (1685-1750).88 Both

Pastorale and the Prelude in C Major employ a harmonic rhythm of one chord per measure.

Prelude in C Major uses a constant and steady arpeggiated pattern of sixteenth notes as the

rhythmic pattern, while Pastorale uses a constant tremolo of thirty-second notes as its rhythm.

This unwavering rhythmic figure in both compositions lends itself to a slightly hypnotic effect.

Both compositions begin with C4 as the root of their initial C major chord and have E5 as the

highest note in the right hand of the first measure. This feature is illustrated in Example 102

and Example 103.89

Example 102. J. S. Bach, Prelude in C Major, BWV 846, mm.1-2.

Example 103. Dutkiewicz, Three Sketches in Retrospect, Pastorale, m. 2.
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        Pastorale is organized in a binary design, which is diagrammed in Example 104. Marked

Lento cantabile ( = 60), the tempo remains the same throughout the entire movement.

Example 104. Dutkiewicz, Three Sketches in Retrospect, Pastorale, formal design.

        The introduction is monophonic and centers around the (0257) tetrachord DEGA. Lasting

only one measure, it stops on the pitch C4, which acts as preparation for the C major tremolo

chord at the beginning of Section A (Example 105).90

Example 105. Dutkiewicz, Three Sketches in Retrospect, Pastorale, m. 1, introduction.

        Marked quasi improvisando, Section A is built on chords divided into a tremolo figure

between the hands. Groupings of eight thirty-second notes alternate chord tones between the

right and left hands. Dutkiewicz indicates that the performer should choose between three and

seven repetitions (3~7) of these groups, each lasting the equivalent of a quarter note.91 Following

two measures of this indeterminant length, Dutkiewicz begins a series of consecutive, subtle,
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harmonic changes often created by changing just one chord tone in each measure. The entire

section consists of chords constructed on white keys (Example 106).92

Example 106. Dutkiewicz, Three Sketches in Retrospect, Pastorale, Section A, mm. 2-16,
           tremolo chords, changes of harmony, and indeterminant notation.

Example 107 illustrates the subtle changes in harmony from chord to chord in the first fourteen

measures of Section A.

Example 107. Dutkiewicz, Three Sketches in Retrospect, Pastorale, Section A, mm. 2-15,
                       harmonic scheme.
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       An arpeggiated D minor seventh chord, constructed of all white keys, appears throughout the

entire Section B. The section is set in a standard duple meter, with the tempo marking of  = 60

which Dutkiewicz states should be followed only as a suggestion.93 The rise and fall of the

arpeggiated figure, accompanied by markings of crescendo and decrescendo, create a sense of

motion that contrasts with the static effect of Section A. Furthermore, the single notes

highlighted at the top of each arpeggiated chord create a melody using the pitches D, E, and G,

part of the (0257) tetrachord DEGA (Example 108).94

Example 108. Dutkiewicz, Three Sketches in Retrospect, Pastorale, Section B, mm. 56-60,
           D minor arpeggiated chord and meter notation.
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        Sections A and B are repeated with some variation. Section A| returns with harmonies that

include both black and white notes (Example 109).95

                         Section A|

Example 109. Dutkiewicz, Three Sketches in Retrospect, Pastorale, Section A|, mm. 73-81,
                       changing harmonies.

The harmonic scheme for the first fourteen measures is illustrated in Example 110.

Example 110. Dutkiewicz, Three Sketches in Retrospect, Pastorale, Section A| , harmonic
                       scheme.

        Section B|, shorter than the initial Section B, presents fragments of the arpeggiated D minor

seventh chord. Between these fragments, Dutkiewicz inserts a blank implied measure with a
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fermata (Example 111).96 The expectation of hearing the continuously arpeggiated D minor

seventh chord is never realized.

Example 111. Dutkiewicz, Three Sketches in Retrospect, Pastorale, Section B|, mm. 11-114,
                       fragments of D minor seventh arpeggios.

        In actual performance, Dutkiewicz ignores B1, and instead repeats the original Section B in

its entirety, adding low octave D’s at the beginning of the last two D minor seventh arpeggios.

He plays the crescendi and decrescendi with more dramatic arch than before, therefore offering a

satisfying performance alternative.97

     With the exception of the Introduction and the Coda, which include mp markings, the

dynamics throughout this movement are soft, ppp in Section A and pp in Section B. The

crescendi and decrescendi in Section B add drama and shape to the composition.

        The composition ends with a one-measure coda consisting of the same melodic material

heard in the introduction. As in the introduction, the pitch C4 is sounded at the end of the phrase,

acting as preparation for the final C major tremolo. Dutkiewicz imagines a church bell tolling in
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the distance until all sound has completely faded away (Example 112)98 and he suggests this

effect can be attained as the pianist randomly accentuates individual pitches in the chord, barely

piercing the gradually fading sound.99

Example 112. Dutkiewicz, Three Sketches in Retrospect, Pastorale, mm. 122-123, coda and final
                        C major tremolo chord.
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