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Boulez, Structures Ib (1952), bars 164-172. © Copyright 1955 by
Universal Edition (London) Ltd., London. [305]

The ‘cyclic theme’ from Debussy’s La mer (reduction by Jean Barraqué
(1962, p. 150)). [306]

Jean Barraqué, Piano Sonata (1949), bars 547-552. Reproduced with
the permission of Bérenreiter-Verlag. [310]

Drew Hammond, Suite for Claude Debussy, in memoriam (2018), bars
201-212. [327]

Hammond, Suite, bars 1-3. The opening, derived from experiments
in pianistic resonance. [331]

Debussy, Sonata for Flute, Viola and Harp (1915), bars 1-3.  [332]
Voice-leading reduction of the three chordal states. [332]
Comparison between the original harmony in Debussy’s Sonata
for Flute, Viola and Harp and its recomposition in Hammond’s
Suite. [333]

Hammond, Suite, bars 36-41, showing the new voicing

in context. [333]

Debussy, Sonata for Flute, Viola and Harp, bars 1-10 of second
movement, ‘Interlude’, showing shifting modal hues. [336]
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xvi List of Musical Examples

13.6  Debussy, Sonata for Flute, Viola and Harp, second movement,
‘Interlude’, showing initial melody and rhythmic recomposition using
prime number durations. [338]

13.7 Hammond, Suite, third movement, ‘Réve des couleurs’, somnolent bars
124-126. [339]

13.8 Debussy, Sonata for Flute, Viola and Harp movt. II, ‘Interlude’,
showing initial melody and second rhythmic recomposition in the
flute using prime-number durations and semiquaver phrase lengths
in the Réveillez-vous! section. [340]

13.9 Hammond, Suite, movt. III, ‘Réve des couleurs’, Révellez-vous! bars
133-135.  [341]
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