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The Row 

 
 
 

   4–Z29 (0137)                4–6 (0127)                    4–12 (0236) 
 

 The row in its most common form (T10P) is based on eight pitches covering the slide positions 
of the trombone (repeating fifth position) and the four remaining pitches, which are the reverse of 
the prime form of Tetrachord 4–12 (0236). 
 The first two tetrachords are typically used together in ostinatos or melodies, but the first 
tetrachord is used to create major and minor chords with an emphasized leading tone, creating a 
sense of tonic hierarchy. 
 Since the final tetrachord fits within a tritone, it is often used simulataneously with the 
tritone transposition, creating a scale. 

 
 This scale, which contains a fully–diminished chord (D, F, Ab, Cb), a dominant seven chord 
(E, G#, B, D), and two major chords (Bb, D, F; E, G#, B), is used for developmental material.  Most 
notably, it is reintroduced by the bass trombonist as the foundation for a quasi–improvisatory solo 
during the development section in the first movement.  It is also used as the foundation for the 
chords in the interludes and conclusion of the second movement. 
 The row is presented in seven forms and their retrogrades: T1P, T4P, T5P, T7P, T10P, I0P, 
and I1P. 
 Just as hearing and understanding tonal harmony helps play traditional tonal music with 
fluidity, ease, and improved intonation, understanding the tetrachordal foundation of the row and 
recognizing its usage within this quartet will make it significantly easier to learn and perform. 
 
 

Stage Positions, Displacement, and Heterophony: 
 Key compositional techniques in this work are the usage of heterophony, where multiple 
voices are contributing to a single line, and displacement, where sounds and melodies are bounced 
around the ensemble to create an echo effect.  These techniques take various forms, such as the 
long gliss in movement one from m. 18 to m. 29, the passed sixteenths and triplets in the outer 
movements, the descending figures in movement one from m. 95 – 96, and the melodic 
fragmentation in the finale.   
 This is why it is critical to stand in a correct formation: with the bass trombone “behind” the 
1st, and the 3rd trombone “behind” the 2nd.  If you want a more open sound, feel free to arch, but 
make sure the bass and 3rd trombones are closer than the 1st and 2nd trombones.  Especially in the 
passages with the passed sixteenths and triplets, this will enhance the effect of the sounds rolling 
around the ensemble. 
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