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Abstract

This submission for the degree of Doctor of Philosophy at the Elder Conservatorium of
Music, University of Adelaide, is a personal exploration of Arnold Schoenberg’s
concept of ‘developing variation’. It consists of a portfolio of original compositions
which have a combined duration of approximately 85 minutes, accompanied by an
exegesis. The exegesis gives an overview of the technique in question, and explains

how it has been used as the basis for each of the pieces in the portfolio.

Part A of the submission contains the portfolio of compositions, consisting of: Soliloquy
(for solo flute); Maternal Musings (for female voice and chamber ensemble); String
Quartet No. 2 ‘Transfigured Notes’, Sonata for Violin and Piano, and Concerto for
Trumpet and Orchestra. Part B contains live sound recordings of three of the works and
one computer-generated sound file. Part C contains the exegesis, including detailed

commentaries on each of the compositions.

Whilst some research has been conducted into the historical aspects of developing
variation as it applies to past composers, this project aims to provide a fresh look at the
technique from a compositional perspective. Each of the original pieces demonstrate a
unique, personal approach to the technique, building on the ideas put forth by
Schoenberg to create works that are highly economical in their treatment of motivic and

thematic material.
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Introduction

As a composer living in Australia in the twenty-first century, resurrecting the concept of
developing variation as a viable compositional framework may seem like an odd choice given
the fact that it was conceptualised almost a hundred years ago by Arnold Schoenberg.
Perhaps due to my German cultural heritage, a certain affinity has been felt with aspects of
that musical tradition while my musical education (including my undergraduate studies) in
Australia exerted an even greater philosophical and aesthetic influence on my music. This has
resulted in a musical language that at a theoretical level has always gravitated strongly
towards developmental structural processes, combined with a desire to compose music that
values communicativeness, directness, and some sense of connection with the people who
hear it. In the process of formulating a doctoral thesis, | became aware of the lack of existing
studies which focused on developing variation from a compositional perspective. Much
research has been conducted into the concept from a historical and theoretical perspective,
but I was unable to find a similar body of scholarship relating to its use in the creation of new

works. Consequently | reached the decision to make this the subject of my doctorate.
The aims of the project are as follows:

1. To create a portfolio of original compositions which makes a substantial contribution
to the repertoire, with each piece taking developing variation as its conceptual and
structural starting point

2. To research writings by theorists and music historians (with a particular emphasis on
those of Arnold Schoenberg) that define the concept of developing variation and
outline its main characteristics

3. To examine pieces from the Western classical canon that exemplify the concept,
including those analysed by others in relation to developing variation

4. To apply and synthesise aspects of developing variation encountered in the writings

and music of others while finding unique, creative approaches within each new work

Once the overarching aims for the project had been outlined, a set of research questions was
formulated to provide more specificity and direction in the pursuit of achieving the

aforementioned aims. These questions were derived from a preliminary investigation into

11 was born in Germany and spent the first part of my life there.
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written and musical sources, both primary and secondary. These sources were useful in
clarifying specific theoretical aspects of developing variation and, perhaps more importantly,
how an investigation into developing variation in the twenty-first century relates to the body
of scholarship from the past. The research questions address both of these aspects of the

investigation:

1. How can one apply and explore Schoenberg’s concept of developing variation in
ways that both exemplify its main characteristics whilst building upon them to
emphasise its use as a creative framework in the compositional process?

2. How can criticisms of the concept of developing variation found in the writings of
others be addressed in the creation of new works?

3. What differences define the contrasting approaches of linear and non-linear treatment
of developing variation in the compositional process?

4. How can developing variation be applied in various musical contexts encompassing
different instrumental combinations (solo, chamber, and orchestral music), single and

multi-movement works of differing durations, and differing stylistic contexts?

The methodology underpinning the process of investigating the above aims and research

questions was as follows:

Stage 1: Investigation into the writings of Arnold Schoenberg that address developing
variation to gain an understanding of its essential characteristics.

Stage 2: Investigation into the writings of others, specifically key theorists and historians
who have examined developing variation at a theoretical and historical level
(including Walter Frisch, Ethan Haimo, Severine Neff, Michael Musgrave, and
Jack Boss).

Stage 3: Investigation into the criticisms and analytical problems associated with
developing variation with a view towards responding to these in the process of
creating new works.

Stage 4: Defining the characteristics of developing variation found in the writings and
music of others which are of use in my own compositional investigation, and
adding approaches that are unique and hitherto unexplored.

Stage 5: Composition of five new works.

Stage 6: Exegetical analysis of the portfolio of compositions, detailing the creative

treatment of developing variation in each work
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The structure of the submission consists of three main parts: the folio of compositions, the
recordings (consisting of live recordings and one computer-generated sound file), and the
exegesis. After a written introduction to outline the structure and give a broad overview of the
topic, the folio of compositions is given precedence as Part A of the submission. This
placement was intentional to emphasise the fact that this thesis concerns itself primarily with
investigating developing variation from a creative, compositional perspective. This is part of
the uniqueness of this project and is consequently given precedence. Accompanying the
scores of the new works are recordings which form Part B of the submission. For the
electronic submission, these take the form of digital sound files. However, a hard copy of the
thesis accompanied by two CDs of the recordings and a computer-generated sound file, are
accessible in the library at the University of Adelaide. Part C contains the written exegesis,
giving a detailed analysis of developing variation from historical, theoretical, and

compositional perspectives. An overview of each of these three parts is given below.

Overview of Part A: Portfolio of Composition

Among the first decisions to be made in relation to the new works related to the choice of
instrumental combinations. It was based upon two factors: first, to ensure that a range of solo,
chamber, and orchestral music was represented; second, the specific instrumental choices in
the solo and chamber works were influenced by availability of performers, or direct requests
for a new piece by a particular ensemble as was the case with String Quartet No. 2

‘Transfigured Notes .

The starting point of each piece was a decision about whether the piece would have extra-
musical aspects (text, programmatic narrative, or influence from another art form) or whether
it would function as ‘pure’ concert music. The Soliloquy, Maternal Musings, and String
Quartet No. 2 ‘Transfigured Notes’ fall into the former category while the Sonata for Violin
and Piano, and the Concerto for Trumpet and Orchestra fall into the latter.

At this point it is worth mentioning that some aspects of the characteristics mentioned above
were influenced by my immersion in the music, writings, and non-musical life of Arnold
Schoenberg. The song cycle Maternal Musings, for example, mirrors Schoenberg’s Pierrot
Lunaire in multiple ways. They are both scored for female voice and chamber ensemble
consisting of the same instrumental line up, they are both approximately thirty-five minutes

in duration, and they both explore a relationship between spoken and sung text, albeit in quite
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different ways. Schoenberg’s influence is more obviously seen in the programmatic String
Quartet No. 2 ‘Transfigured Notes’. The work was inspired by aspects of Schoenberg’s life,
and numerous references are made to his music throughout the work. The opening of the first
movement (‘Triskaidekaphobia’) makes reference to the opening of Schoenberg’s Gurre-
Lieder, while the beginning of the second movement is a nod to the start of Verkldirte Nacht.
The title of the string quartet- Transfigured Notes- is a play on words of the English
translation of Verkldirte Nacht (Transfigured Night). One final aspect of Schoenberg’s
writings that influenced parts of the composition folio were the sections which were
composed using his twelve-tone system. One song in Maternal Musings is constructed

through the dodecaphonic system in addition to sections of the string quartet.

Once the instrumental combination and non-musical influences (where relevant) were
decided in each piece, the treatment of developing variation was defined along with aspects
of the form and structure. Typically the starting point was deciding whether the process of
developing variation would take a linear or non-linear form. With works that utilised
developing variation as a linear process, a conscious attempt was made to compose the piece

in the order that it sounds. With non-linear works, the sketching process was less rigid.

Overview of Part B: Recordings

Whilst ideally this submission would include live recordings or each of the five works, two of
the works were unable to be recorded live, in part due to the social restrictions imposed
during the Covid-19 pandemic. Organising a recording session of the Concerto for Trumpet
and Orchestra with live musicians, for example, was not a viable option given the
unprecedented social conditions that pervaded 2020. In lieu of this, a sound file using
computer-generated sounds has been included of this piece. It was, however, possible to
record the solo and chamber works which included fewer musicians, and some were recorded
prior to 2020. Soliloquy and Sonata for Violin and Piano were recorded in studio conditions
while the recording of String Quartet No. 2 ‘Transfigured Notes’ is the recording of the world

premiere of the work given in a traditional concert setting.



Overview of Part C: Exegesis

The overall structure of the exegesis is primarily defined by a shift from a historical
perspective of developing variation to a creative one. Consequently, the starting point in the
first part is a detailed discussion to provide definitional clarity to the concept and its
individual components. Beginning with the writings of Arnold Schoenberg, it is expanded to
encompass a variety of primary and secondary written sources by numerous theorists and
historians to formulate a comprehensive overview of the technique. Some key primary and
secondary sources are consulted frequently (particularly those of Arnold Schoenberg and
Walter Frisch). With a definitional framework in place, the second part of the exegesis
concerns itself with analysis. This analysis consists of a detailed investigation into the use of
developing variation by other composers, aided by scores and recordings of relevant works.
Additionally, further written sources are consulted with a view towards identifying the main
criticisms and problems associated with the technique. A personal response is provided to the
criticisms which outlines the ways in which a creative project of this kind enabled me to
address some of these problems directly. Part 3 of the exegesis makes reference primarily to
my own music, and includes detailed analyses of each of the five works. These sections
examine the treatment of developing variation in each piece as the primary focus, in addition
to creative challenges, aspects of form and structure, instrumentation, and non-musical

influences.
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for Melanie Walters

Soliloquy

for solo flute

Daniel Schricker

Copyright © Daniel Schricker 2020
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‘Soliloquy’ for solo flute

‘Soliloquy’ is defined as the act of talking to oneself, often in the context of a play where the
audience is allowed to listen in on a character’s thoughts and feelings. In this short piece the
flautist assumes the role of the speaking character, presenting an unaccompanied progression
of musical ideas in the same way that a character in a play might present a monologue in
which one feeling or idea leads directly to another in an uninterrupted train of thought.

| have used the compositional device labelled by Arnold Schoenberg as ‘developing
variation’ to treat an unaccompanied, melodic line as a type of musical soliloquy. In his book
‘Brahms and the Principle of Developing Variation’, Walter Frisch defines it in the following
way:

‘That the music is in a state of perpetual evolution, that nothing returns the same way
twice, accounts for the ‘developing’ in developing variation. That the themes are
nevertheless always related to one another constitutes the ‘variation’’.

In the piece, a short musical idea is presented (the initial thought, if you will). Over the
course of the piece, this idea is subjected to numerous types of variation. Each variation
becomes the basis for the next variation, thus allowing the musical material to develop in a
way in which there is a logical progression as the music unfolds. By the end of the piece, the
material has undergone so many transformations that it is no longer recognisably related to
the initial idea. However, for the attentive listener, it will be possible to detect the musical
thread that connects each of the variations as they cumulatively build on one another.
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Performance Notes:

As this is an unaccompanied piece, the flautist should feel free to allow themselves a certain
degree of rhythmic freedom when appropriate. Due to the constant metric shifts throughout
the piece, no time signatures are given. Consequently, bar lines are used primarily to indicate
where phrases end and occasionally to break up a longer phrase for ease of reading.

Accidentals do not carry through the bar and are restated on each note when necessary (with
the exception of tied notes which remain at the same pitch throughout the tie). In some cases,
cautionary accidentals have been added as reminders to facilitate learning the piece.

The piece includes percussive attacks using the tongue, and is primarily a rhythmic device.
Flutter tonguing and glissandi are also used to bring variation to the sound.
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Maternal Musings

A dramatic song cycle for
female voice, flute, clarinet, violin, cello and piano
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Order of Songs and Instrumental Requirements

Prologue (full ensemble)
1. March (full ensemble)
Interlude I (voice, flute)
2. #Avantgardebaby (voice, piano)
Interlude 11 (voice, piano)
3. Confessional Hymn (full ensemble)
Interlude 111 (voice, clarinet)
4. Carpet Calamity (full ensemble)
Interlude 1V (voice, violin)
5. Fates Worse Than Death (voice, violin, cello, piano)
Interlude V (voice, cello)
6. Lament (full ensemble)
Interlude VI (full ensemble)

7. Chase (full ensemble)
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Introduction:

| was initially prompted to write this song cycle by encountering a humorous quotation which
in a tongue-in-cheek fashion outlined the expectations placed upon mothers these days. It
emphasised the necessity of meeting their children’s physical, emotional, spiritual, and
psychological needs while keeping up to date with every latest health and parenting trend.

The lofty standard held forth in sarcastic fashion made me reflect on the reality of parenting
as | saw it expressed by friends and family in conversation and on social media. On some
days, it seems, a successful day of parenting can mean getting more than three hours of sleep
the previous night and only having one new food stain added to the carpet.

Although anecdotes were collected from numerous sources, | took some artistic license by
unifying the lyrics through the use of a central protagonist (‘Timmy’) and his mother
(represented by the female singer). In some cases, the anecdotes were set exactly as |
received them. In other cases, | have placed the words into a more poetic framework before
setting them to music.

The song cycle alternates between spoken text and songs which are sung in a conventional
fashion. The prologue and interludes serve as an introduction to each song.

As well as the obvious thematic unity in the texts, the entire cycle is musically unified
through the technique of developing variation. The opening four notes of the prologue (heard
in the piano) become the basis of each of the songs and interludes. Each of the fourteen parts
of the cycle can be thought of as a different variation of this motif. Despite the thematic
unity, a wide variety of musical styles are referenced to represent the lyrical content and to
inject humour into the setting of the texts. This includes references to mid-20™" century
serialism, church hymns, and popular music sources like cabaret, musical theatre, and horror
movie soundtracks.

Mothers are without a doubt among the unsung heroes in the world. In this work they can
temporarily become the sung heroes.
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Interlude 1

Andante (J =80)
Spoken: One activity Timmy enjoyed, even at 6 months of age, was playing the piano. Much like his recent finger
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Andante (J =72)

Interlude II

Spoken: Prior to having children, church was the place | went to enjoy some quiet
reflection and spiritual renewal. Timmy has other ideas of what church is about.
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3. Confessional Hymn
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Interlude IV

Misterioso (J =92)

Spoken: When asked to do something he doesn’t want to do, Timmy’s protests are
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5. Fates Worse Than Death

Ominously, with a sense of impending doom (J =40)

I |~
sul pont.m be
() == ¥
. . DA / - - Vi Ld
Violin |Hes% -  —
Ol
mf
sul pont. —
o / i ~
Violoncello [Z/Z = =  — —— : s i —
\ 5 #— 14
pp mf
n | | |
D’ A /) raY I I I
> - - - )
(&% e Y " ——
VT
[Y) \
Piano PP
y /) I I I
hl N> 3 I I I I I

N

:_”VT_

:_| NN
<l
9 IC)I

161

:_l NN
LWL REY

=\
BN
1
1
B
o]
@]
=1
a
|
I
s
I
I
‘(;"* V
Ne|

Vin.  — 7 & =
=
(sul pont.) el ) b~ 2 b%
I X T — f f Vi -
Ve. : - s
2 N
Lo
D . — =
\ S - o)
S~— > - > > > O —
Pno. mf ——|p —f
": I
V.4 } — — e — =%
b - %V: = T I =
Z s s T FAITIT o
Recitative, tempo rubato (circa J =60) (sung normally)
9 PP (whispered, but sung) —— mf ~
9 I | — } N ; I I :

Voice J —F

l [

[

I

‘ ¥ ‘

and hear a  chi-ld scream-ing "help! help! please help!

If you are near my home




85

e

—3—

at-tempt-ing to comb my son's hair

It's pro-bab-ly just me

to be a-larmed

There is no need

Y] Y
A e - A_l_.f .
AN A T A
=
.- -
v> A |
i p.mJ A p.mJ e jv
A
AR T8 /A
. E=S 1B
\ ( i by L3
d/
v g— \A.v jv
A A T8 LY
m. v LI | - e
ERhS
: )
il ah [
N3 a BN I3 -
LIEE)
1 1 1 1 mwmﬂ
L)
13
1 1 1 1 |hvn nI.W
[ P
° [Te
£
E 1]
Ll RARN Kot Kot et e
SN Nl NYe N @
d N —
& S 9 S
S > 3 £

\

&
Gl Gl
~t ~t
Ul N
A- TN MNER CEhER C]]| |19
T®-A A
®[-A %A
%A TTe-A
$[-A T9-A
T®-A 1A
9 [-A LY
%A LR
Ay ®|-A Te-A
” e x_u_.f
b e M-
e A_u_.f
L1E x_.f
Y- x_u_.f
i ] I
W y. .
|| Al i -
|
,
=
NE oo ~
M \ ﬂl Hﬁ i n N
g 3 S
= > £



Recitative, tempo rubato (circa J =60) (sung normally)
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Interlude V

Mournful (J =60)

Spoken: In addition to the more dramatic outbursts used to signal his displeasure at the unfairness of life,
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6. Lament
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Recitative: freely, but at the same tempo

b
I

[ Fan NV

b [V

|
P AN Y

b [V

O

v

[ Fan N/

\eo)

m
(e}

Db

&~ D H

v

O
9]

|
VD
B 1

I

19

"\

mp

1Y
v

o D

4

N—

a de-va-sta-ting

Tim - my__ was dealt___

1)
.4
[ £

o \
o
I -
S

/4 YO P Y
)1 D bH =T
A I P
L 7
C\: |
14

Fl.

CL

Vin.

Ve.

Voice

14

mv ‘\J?_ TINTTeI
T
I I 1 1 H hlad Il
~ ‘\Jwt._ ﬁj_
Bl ‘\J?_ TINTTeI
Q
<
,m T 1 L)
TIT eI )
1 1 1 1
oh il | L)
g
<
m TN LY
2
2
o
o
1 1 1 1 <
ot [|||d1le
Mo |l
M 1 M I
1 1 1 1
oh 1&#4_ ILILL
£
g
A T Y
.m
TITow%81 1L )
] I ] ] TT1 | (L)
TITOo8! 11 )
R Y Y
BN BN BN Mol © . - Hi.N -
-hwu Inwn Inwn Imhv Inw Inwu
Imhv Imhv Imhv Inwn I.ruhv wwyny
N N e & N N
J ya AN
. . ) . ° -
[ O £ N .9 g
> > ke &



90

& e
] ]
\L & 1 \— | 1 1 1
(1l m;
B QL .vlr i
Y
& S
2
g .TH NI
1 1 1 1 1
oo
{hn
XY
Il NNl m‘ (R
NNt Sus Sus mus At sus
LY
Sl
L HR 8 <
a SR
o
| YR
I I I _ s
H 2
[P}
H <
_ I s
= S
| = kAT
RONH RONH RO RO culli RONH RONH
2
> L .
Hu .w N i _IW_
<
I I I I M L)
] )
fﬁ [T 7 I f iy _|W|_
BN BN EL.N LN N - o HLN
M. M. 4N -~ M. N
[N [N o Hi.N [ ! R
-~ -~ -~ N -~ LN
M.\ M. M. N M. . Hhv
SN N N a2 o N N
™~ / I\ /’ .\
\ \ . . ° -
m O g ~ RS =
@) S > Vo M

\

E Wi
CoAL 2 vL i 'y A Li.”w
_ Ar i v A..v Bt
XY N A SN ST
Al ]
YAl N |
L iy
ot LB
* QL XY PN ' ﬁtvr
A ST A
il I « .
K ( " |
G L A I Y o [ Yail M
Fl_ >mw/, i v>
il i
K._JL ® AL A
EX PNHe Al e e | B \H
o . o < A vv
|| { 18I [T
.L A L N -\4 8. #s\ \m. A
1 rca i | J
h.wwg ;hﬂ
N i atr 1 I3
W@ gw _ .w, il
i >f., | fexN
ﬁ ] | P | 1 1
A ] ‘ (N
il 3
[ [
N . n =1 KO A
= 3 = = K



91

a lot of

Recitative
need-ed

mp
He

O

A tempo

&
B =
77+

v
1
b
I
b
I

121

o D b

b1
[ Vi
g\ _hH [V

o D b

p
y s
| o Wiy Y
A 5P
[ s W1

\e)
y s
[ {on Wiy}
[ {an Wi/

-’A

\

I
gain___
O
oK
o

al19

AUIMWU -
M ye
Q
=]
2]
(9]
n
1 .- 1 [

Q
] | o
| ] | =
3]
b S
-
[+

> % ~y ~y

BN BN BN

T LT

N 1 d#‘ B ALl
[ 1 A
~e ~e QL]
1 1 1 | 1HEE

"4
7
|

:

)]
with life a-

Yo
74
¥
-
VA
‘
I
I
h

-

:

I I
I I
] ]
& |
9
to help him cope
] ]
=
-
N —

molto espressivo
D=

\

N &

77 7

I I

I I

I I

I I

FI.
Cl.
Vin.

Voice

o
N m; il v m
e L L
g e [T
irN iIN iEN i i 1
daC 1 daC daC AN
)ID g )ID ] )ID
e —ld e \ e Mth
SN N e Cl:.
J ya AN VA
. . o
[ O g N 9 g
O S > Vo M



92

A [
~ ~t >~y >~y N N W ~y >y
AN AN EN B NS — BN By
TGl I q1 Tl G|
clHhs ol |l
L v m Y ») _
CHl s [N ClPsS CR Syl & € S TP
ol s | e IR
>mrg ﬁ v> —uw v> —_F A EN _r v> —54 iﬂ
o 18 1l J.X
._Jr;‘ i . H.W.\\N 1 i & \H M
ol I \ T Nl E I e
LAl L |10 ﬁ}- ] I
il il ol e | Il ST
AN AN EN N || = ER EN
L 3]
g <
~d ~d N i~ i 2 ~d i~
BED.| e e e N \Jf IA NIA
g R,
e/ T | [ i e
i~y i~y ~ i~ AQLL S i~ i~
1l B
o
Q
~ ~g ~ ~g nn\w ~ ~e
TIT®[IA e v HJ TTT®IA WW 1IN TTNT®IA
TTTe _>fmJ e >fmJ L) >p_mj ..iJ_>fmJ }i._.;fmJ\ THIA
[en} o
i~ i~ i~ ™ IMJ> IW ™~y
|thvnV |thvnV IhVIHV |DI..U - IhVIhV Ei.N
|DIV |DID |UID |nV|hV |UID ™
M. M.\ M. N N N
< < e [plign] e
NG N Nep @3 xOs
N— ———
= = < S 3 S
Fy @) = > W m

%! v_ T [
[TTMeI (1] | (1] |
1
e & L LIRS _
i IERIE ) e | A
T )
(TN \\g \\liu_.f
qH ML M|
1
TR ~ NI N
QU ~ \IHEE ~ \JHE ~ ~ ~y ~e
A'___ A.\l AP} h A_. BLLAL
o il i LIRS
0\l it il
AL IN Y IN Y Q1A ' A iﬂf Mmzmw;
ML AN I SaN i i
TTI8IA TN iuwzrhw;
ML JYic YA Jyi YA R o% XY
- TSN [TTNTRIA
NG MR AMINLL NP | N A
e ;ﬂ \\dﬂ;ﬂ TITONNIA
AL ﬁ Al V\pﬁ Al T\ﬁ Y A AB)
o i < i < s < [T81
(1IN ANt A2 L) [s™
sl I i & | ® T ETET
il Il T 5 |
L YIR
.L Tk &
IS 3 _
I Hah 5 [
2N N NEp N N
J ya AN A
— — d S V S
\ L



93

I .u>> I I
ﬁ va _ Fv
_ . JAEl | R
| ;ﬁ iv j.v
e s il it %
rmi/ iR
I < J
I ;M | | iv j.v
\ e sﬁ . # 1)
1 I i I
hi >> i |
[ J
w_ IR I
1l & A_ ) ; )
T i Ik
N Y I 0 IR 1.
(WD & O & RN AR I _&W a_&mm
N2 <o ). W L 9 WO
g 5 g S g

\

G Gl Clh clh . ﬁ.
g
0 o o/ 0 000] n_ U
ISyl g . ¢
fea
1 1 i | _ -
e re
:.__.v ::v
_ Il i\
1 1 !
ej.v ___.v
L) i
N A
=
il )y E..v :;v
_ | :& :%
1 1 1 T 1' A_.'
o1~
* j.v :J
: I 1
-m \\lv. It A1
mnhnwwu Q“nwwu Q“nwwu 2L q
r. : ya /{\ /“l/\'\
= © S S m




94

Interlude VI

=92)

Playfully (J

™~ N 0
Pan T
i~ ) o
;HJJ )
& =
i~ ™ N o
& Q0
< £
N 4\\ S N T
| 2
E=3 P S LS ]
\] | O A =
& [|[[[ME § ® ol
%\j. ‘ A AL W
n l N
‘ * | YRR w
| FE gt
> il o >
] \hWI T <
il s
N c
. LT Ry m
.l —
. o [ Y DW.o
A @0
=
. c
| Ry o
©
o
P
B «o\ m
I B [ Yo\ 2
L
i} AN g
3 o
| €
Tl N v
o
o f\Vv m
54
<
| 1n NG N n
8
bi Lmur m
bi '._nur 2
an o
1 N N
m
o
= K
N )
o DMp AY p.
N e YO o
NE X N F
2 A S = 8'g
= o Re) w '3 =)
F 0 > & > &
o 2 o
g o I
ks = £
@)

Y.I
= ¢ )
g Yo S 1 1
an £ A =
- ~ ~d - . .
° e &
an £ A I ||
LS 5 H
.'.—HV .5 A T .
= W,
= E & :
e || ' s A A
XX &+ -
[J]) QU [
> s |
= Af\ B v
>
I 3 ¢/
e s £
/T XX
- m #
~t ~t %N. fow r
N N M .LV\\‘ .
T. LS “hiSs & d -4
Re fa® TR g ol sy
o
R ]
A TN A S IR
DR IR (AN
< (11
1 <
|8t \X 5 m ]
primi () [ ‘H\
| 1Y 2 N W 1)
\H T m o1 o~
0
o ™NO®
s o1 i)
©
LT w
o1 | ) < ~¢ ~¢
E=< 1
hwuv N @
i 1S
Ji =
o e T
u < I I
QTN N g
X 8
e
'\ N =
— (&)
i m s
BN Wl
g0 N 0 = NO N
» \ » L )
= 9 Y o)
> > S £



95

pas L [TIT]
TR TR e B TF
4] Il i ! . NE
c V (
| >
S O I
.fui N\ “N7e- i 8 :
_a |hvv n_V.u, v A lﬁ
M < &N
B e i S T I }
: 4] I = £ H
ﬁﬂv N il L L | J
H i >
Pan 2
AR N ke
I B g
Y Y. o 1
W I g K
~ C
N Ky 1L .
il } : . e 2 Xy
hVIVV ”m |p\
L X 3 A
l N o N
[ B T W
i il X 3| Y [
{ql “Tan- i < T
IDIV m b'.—! -
I A e 8 Kl
N ..hH |p’
P an ey N
I i LT |
. . N xnriﬂ#. BN = g N o]
_al ] [ |~ c
m T p_ m
5 11 L g [N M By B
S|l €
Nl R N I it I 3
fo
AN b |-A = A -
. \H .1 < N \N .
llp — -
-q \#. m AL N .
Al I I R S
5 =
3 § &
T > Nt
i iy 3 o/
c S c . " P
< < ~ —— <
MR N N @ = g
(’/\(
. . . o g
2 g 0 ) g
> > 2 &

vEDe .‘.b_.L [9.'.

m

@ Cl | e
- —_
(1]
<
+ | N
& Ll
~ ~t € N -
(O] m==
— \H/
1 AL I
) & ==
S e
~e ~ = (1IN N
£ N
™~ Bal Wa .Q\N N
an an p an
.k 8 W PiW 2 L e
E== BV s L =y
L <
& N ﬁi 3 el Nw}a.
\ [l
N (19 . |4 HLJE
e PEsy il.N
T \Av . [ TR
IS g‘ ;
i~ EN . TN
|| L)
| | [1®
~ LN
| B [
I
i~ -~ (Y e
. T N\E ~
ﬂ W £ NS
1 .vL_ e
L pava s .m
“ [ Ya N} o
=}
C
8y s | |
Q.
o
(%]
[J]
€
(]
Qo
~t 00
[ R
G
— L BN =]
©
ey
f\;— B ~y ~y
XX
N
N N o 5
(o9 o [J]
KN 0 i~ i~
©
EX w B B
c
LT m T ||
vp ] vP .m . gL I Ng
< ~ —— ~
N N = ™ N

Voice



96

(o]

b &
7

1/

e

7. Chase

S-——esss=

e

L, BEreNErr eol,

>
[> )

7\ A
A~

I/

Energetically (J =128)
I/

):

Z

[ Fan W A
\eo
o f)

\

@
&
@
=

[
7

o (e —————

Violin

Clarinet in Bb
Violoncello

\

P e

73
T

enet?

=
o ®

=1y

o

 —

lI

SN A

JL B
S A

}1%-A

51 A

[

7

<

}7%-A

JL R

$1% A

(B+2+2)

JL R

JAR

51 A

5
)
ANSVAN e ]
)~ L)
Y

"\

)




97

N e iNa0 TN [ine. TiNaD)
Al
=& gw V>< .\HMW A < Pisi
L ¢ - s - N
N N N, o1
_ ’
AN AN |W ot
-\ww./ s L
B 9 L
u# _HJ} >/D_ A “NEeA
AL
~ | | N T o] o]
w ! e e s T
a0 G f
Y
Ch o WAy W R
Y
hﬁ B AN uu& ot
' Y il EN Tt A-08lel “NEV-A
¥\ (S |
(Y11 |11
LIl ! \> >/¢wu_ IRV N “NY-A
X YANE
# " BN AN N ot
(YIR AN AN AN EN b
M I |
X YRR N (' W ] .>f\ U 10N w “NEV-A
A . | ﬂf
'l_l—l .\ [T ‘. A\A .>
/ﬁr (18
(Yl I ] NILLE
Nt
Y fmJ AN —\ N TTON WA
X i il
SNF N NG A N R
/ \ » L ]
2 3 = s £

mE W e F
Lt | n
i BN NI | TTTeT® “an
‘A il ¥ NG “n AN U AN
Lt | n
A i N |77 “an
. vai . Q— _HAD . EN m . N
e N e TSI TN
LT
AN . N N- o1 . Opl
Pan hu_ P
N Bal NI | L] NN
‘A il ¥ NG “N- AN U o
Lt | -
RN o T I1TTTI® “TwN
. [ | AL TR N (177 . TN
e dls 1]s
AL m_ [ Y m I . m 1777 .
AN AN EN NI W TSI m; TN
. N
M TTT M o“TEN-
. BN
I I " I MITTT A “NN-
iiihg i
TTN®A TN
N
NTTTO A | “Farn-
. N
41 Pan
\ 1 1 1 M -A
N By N 111 .
—~ N By o~ ‘
¢ P Pisi Pin |
3 IEN Wvﬁ £ A
o TN N 0
AN N N N
~ / .\ /’ .\
N —
E. — .m 3 o
© = > &




98

>A|m.ﬁi L) Auiwc.r A
H1 N [
o N Va4 e BN
N
1 ﬁ | | 1
N
INKY H\ N
5
N B uwn | © I “p.mJ I ¢)|D1>
i (atian) o e o ol 2ty
1
AN [ 1n NG il N : ‘ﬁ\ ) N
i i i [ ENe ol e e || e
ny [ 1In NG i N ! : _T N
o i i L T & iTrema|| T
1| [ LH./ (] | g
L b ﬁ B £ . BY
3 LA
- . 17 n [
EN EN b (Y e £ TN [T
—_ o
L L
‘AN ‘A . TN
k\%_ TTTe m | "U_ H .._
N Am g I, k)
AN QL imNg [ N o a‘u N
Pan 11 @ | il B
™~ B NI .m | .H_._.v 191
@]
L1l L1l [} ||
M, EEE M\, BN Ll m . o
1 I/ Vs m
AL . E .
o By N i E N TN
|
AN . N N N [l .24 . N
LT ‘ m U_ Pin
EN PY NI A E I L) N
| (]
AN HL 1N N N [ 18N m o
pi= =
1
LT = | T
FX i i P & T TN
il L & n
[ N Ll (] o7
a
; o
| . 1 > [T
g
L i £ || |
{ ] f R=| | |
B 13 i
2N N I} a N0 X
™~ / .\ AN .\
~—
i — E s 9 S
& (@) = > W £

. cnur N ;DE. N U RN
BN EX it T
AN ™ “n AN U AN
i o mit i i
L&\
me oo M. gl
o NE s e B il
a -~ El.N LN
&4 Y Hl T NS
S R i i
~ IND IND IND IND limes IND 0
‘V ‘:l‘
N | Pin
LIh 4 b JLE)
N
L (1 H
= -
|M|_v * 1 1 1 a
(10 g
A NI Y TS TTNO®A
- 2 H Im.nle
o1 . (TN N
\ Tldes
'l
A m\u_ EX H\ TN LY
~ AN - LR o
va\ " "
by >IDQ\H— H\ -
- > N [TN®- TTNBA
4 LN &
N N
L ITE |
m i 2 L ) . Y
N
‘|—V —
N
(YN ~ HILLE
_a 1 ]
9
- - —
A IW N N H N -Mv ID>
QTN N HILLE b
( S
NP NG NG A N N B
\ £ N N——
= = = g 9 S
N -~ = = = g £



99

:
3 'y i 1n N AN u BN
Pan 1 g | 3 || 1l
N Bi NI B |
g ) k)
Pis
A Ol imNE Ba U N
Pan 1 v | 1l
N 3] N & ™ (91
N | ~ | |p|p |hV|p
. . . | 11 o1 11 1@4 (1] o1
1
|| L l IR | 1@
(0]
o o [TTNI [ g il | “TANI
| N 2 den | N
_ O\ I~
(L LN
VL
‘AN . N e Bal |l ma By
1
anl > I
N o~ el o« L) NI
< AN
Pl "
‘AN i in NS N AN ol B U AN
BN
P 3 I A
o o~ NI g k) L
- + N
1 O L L I
1
| .l
S . . 5
| — R &
- . [P} am —
N NI ®
L ST (% TR
_ O\ [~
L] N
L
‘A ol YaNg nwxﬁ. EN U AN
P I _m
EN EY N D) N
L
‘A o N “am- AN U N
P I A
EN BN N I i) N
LN
| ‘AL —\\ Ba [1] N
N [TTNI il | | |
T
la < ~ <
© TN P N9 NE
" | et ~——
. . . . ° g
— — O
9 (@) £ ~ 2 o
> > W a9

>A vi BN —\ oo TeNRA
N N /.fjvv | TTem: o
Q|
T A .PH_ F\ N
B
-4 “d BN b || TTeN- TTONMA
# =
L1
Lu_v 1 . LHI!..W_.' A
(Yl
9 ~¢ | | ILLE
_a
(Y8
AN i TTN®- TTWSIeA
BN ﬂ)ﬁ/r MH . N
iy TR L\l
- TS BN
I "
f.v
AMA N m m .

E A& NS Tresiea
sy alen N, ol aleh . alen
‘AN ™ ku. B EN : ;ﬁ N

N l N 8l & e e|] TTiew
o ™ - B 1 ' [ B
i i i I thl & h N || TR
T L - J& o 18a
|| || L 2 L |
L] . ] T
[ g
T B 1§ Y. [ = [ | (] |
N e\
N
N < e < N ~
SN NE N RN N N g
N —— ————
, . . . ° :
= @) = N 9 =
\ c > g £ G



100

{ol] ALl e (Sal MM ﬁd . NFE. A -4/ AL Il ﬁﬂ? ;ntﬁ‘;
. .v@ . \i oY EX . f@ . \i T S A% . EN
.l Al T8 - .f\\ A BLYL Y
..v@ / L_ e o M| B ﬁi - TRRMA .frg \ \_7 T el TN & ﬁﬁm? TSI
(i — - 7°
..T .. ! TN TN & A PO SHar
o[l s ke it P L
| B Q L.NEID
. ol il M ﬁ . SHMA &w H\ . \\Mmerﬂ A
Bin T 49/ (1 o © i il =4l g \Lv/ [ il M .m Jikig i
el AL _H\ . MW!\C ‘A T || s
. .v@ . \i g TN EX : .rq : \i H\ : ML
ol Al ﬁ ) -4/ AL Ihid FX
.f\g‘ . \u s L il B TN 115y MW\\ : \N‘ o H :
i oy L2 T
9 _a \b L -« |.|nW| % P _a
o T “We-A Nl
o N i L iR 1LY
Y il 2 IAILE 1 |
o/ a1 i | TN
LYl . ﬁj S LY nf\ M
aai fhan ™ A s [ il . h Iy 1" | H yaﬁ:
AL Al ﬁd N LY ] \ /T i A
. ._Jr\i . \i o8- B 3 YiE . H\ LYY 1 1 N
Al fmJ Al p.mJ . ﬁi . -4/ ‘ . ALY A
Al il Y & Sl 2 Teh xwes b f _
_ S S B 1 (13
P | #__ gl e
oL . N ) YL ) L Y A i
o el i &U_# f ﬁdﬁ NS4
\ .m | ! " wul ( Ty AL 0 .
H LIl
Y AL —\ N BILLLY o ﬁd . 5% A
e ( \AEE 7 TIee- BN B e Ll M 7 Y- EN
SNEP N NGB AN NP N i SN N N 4N N N
) ®) g S g g = 3 = J 8 g
> g £ £ \ > g 2 £



101

N YaN . cuur M . ku%f.r -A

N o~ [ .

1
¥ YaN ‘AT i LB TITONMA
-~ EI.NY.N

Bl By \\LD/ \0\\\ [ . N
el || B . Kudﬂluv A
3 18l [ 1] [ . BN

1
- oy i .

A o T e
el . Dv Nl . KHA% A
-/ ] - \LLw ~ M .

-/ | g i M . TITONMA
Bl NY.N
X Wl J@ N o TN TN BN
ol AL Ty (YNt TN TTONN-A
HE.N _a
..P\\ . [ |] I . N
..vr\\ <AL I .
X Wl . L e o Ty B e TITONNA
\ 1 |th EI.NY.N
Cl
o/ C N e
9
o s s
Al | _
: LS e
N ||pb
-4 : ™ e ™ os T
Tl=n
LN
N CHNC N SN N a
\ £ . y L ]
= = 4 3 8 S
8 © S > 3 £

. cuur - orn ;&L. EN wu . J“H;l
L | H
By i min [ 1) “TwN
AN ol ' e ain BN U AX
Pan | N
i i NI i) “Taa
m @ won m |
EX BX TNl TN TN
‘AN ol YaNE nin BN Piu . AN
Pan | m
i i NI i) “aw
‘AN 3l ' - N U AN
P | |
By Ay i i) “TaN
.D’ A —HKD. o~ [ 171 . o
g3
s Jlls U = ity
1N EN Ex e & TN S
¢ o N IND) IND) N N
N
C | (| C | C | ~d (|
AN N AN AN N N
] ] Pan 1
N wﬂwur ] MW\VV p__ \ IM [ ¥ N@MN " Mmlulw.>
ﬁ il o/
ol AN * vl LY TonN-A
Al ol
] N il
BN N (Y .
i N km T TN ®
M IMH\V _a il kV>
o N T . N
ol i i = LY Tonn-A
Ll i i Sl LY i
3 Ny ™ A [T .
SN N S X N
J ya f’ .\
i = < G S
O S > M



102

56

[atan 2l [alias 2l V| [l [2Uay
primi o H
™ il 1N . ﬁ N
. 1]
AN B N YA ITTTe| N L]
P an ||
AY gL 1INy . T
- ki
11 [=] [ ] mil N
BN B [ g 1 [ Y. L]
b7y X
[T . I . kml o Il . i~
L] ﬁ i L © b |
il e
BN BN B [CYR ™ 2 L] Ll
B
I
AN ™ M . o™
X |
o~ N B TNl 7% g | ) 191
|| a
‘AN ™ el EN ! U BN
Pan H | mil B
RN RN 8 Al g [eis LY
AL || TN Bnt 11 ..m [T . tnl
| — %
.-\\l \\-. 1 m 171 .
o
BN B L M ES T TN
‘AN - &AL ail L BN oz u BN
1
Pan E « I _n
BN BN NI Al g I L) NI
AN il . anl. N | 108 m By
? : .F
=
L (s
N M NI g ey “Tew
<
-
[
AL AL - EN I 5 1 BN
<
— 3
. i i I
T o
3
]
BN L fmJ M % TN TN
DN N e n.fﬁ N X %ﬁ
ya AN A
. . . . ° - <
[ O g ~ S g
@) S > Vo M

ime [ine 2 ENa TN Lim.S w2 ines
xc..
O\ || Pin
LI s b b$-A
¢
—& -
km.f I I " a
'I—V —
AN o A TNS-[| TRA
_a - N e
Ei.N
N . [TN®: N
l
9
>/uv= o~ Tee- Kun..w# A
¢ o~ -4 TN o
oy
B
O A -\H_ ILLE
[ YETa d EN TS RSB
T Imhle
LI
il TTTON: “TTONN-A
N
4
N
(11 ~ HELLE
_a 1 1
9
= b —
A IW W | N- -MMHW>
N 3 InNg NEEN BELLE O
( N
>/| “ Ry i AL LYY
B N in g TTem: o
I - 1
ﬁl”
A9 TTON -
&
St 2 T T
[atiny Q [atiny [aliny Q (oY
AN N N N NG oo @
N N ~— ——
— —_ d S v S
UL :



103

.Cnur - un&. AN ] M AN
LTl : | n
BN BN T \E g e “Faa
LN
AN . e khl\!. q >
™ N o1 & " m U. o1
P | »
BN i T g lfreie “Faa
4 | &N
L1l | Q ||
. [ . [ —H . AN — qm o
1 i
A . . ©
-~ | LN —r N
i i - Sty 2 H —
8 8 o DN S N N
N [N
AN LN
P an
-A\ - N AN U EN
pEs |
i i il I1TTTeT® “TNI
P anl
‘A ol Yn N AN U EN
Pas | n
i i TN | I1TTTI® “TaNI
NN
.D’ . [ —HKD. o [ 1] o
MD\E 1 n; \Iu. ]
BN BN A NS TN
L &N N o
N Mol
AN LN
L
‘A - N AN U AN
P |4
BN BN i | TTTeT® “Taa
P anl
AN - 9T N AN U EN
P |
BN BN T ] |17 “TaN
| &\
. DV m'. . \\\* m'. —H\\ . N [T N
< < I ||
A3 R 3 | &
LARTHIR| VXY i3 TN E
A Thae
el N i~ i~ N Nd
N NG N N N N
y x y
) ) ) ) o —
[ O ks 9 3 g
O S > % M

L1 I
. TN s
(Yl
q ~d I I 5LLE
N
(Y
gl BN ﬁ . LY
N \.Jnur MH\ . o~
> H_f o _H\ . LHW!AW-.‘.>
QN [ . o
| |
/.v
A ﬁ .
>
A Al F s e
Al imul [yl [Alimul alimul Al [Alimul
‘AN Bl Ny - N : %\ BN
o 8 NN F IR LY
N Pan i o g
N\ Bl 10N . o1 - o~
. 1 | iR
EN B N e 2 1| TTToN__ L]
|t iy, ] 4Ny . N
g il
|| || LT m ||
1 ; I
AN AN B 1f YR M g TR [TTANI
- Ipb IULV
L] N
primi
™ ™. . o
Pan 1 & .U_ il B
AN AN B 1 £ | I, (91
|| g
Pprimi
™ ™ 1 . o
i P L] = U_ L
Bal N B | | g | L_VIW -hyl_H_
i i i TN E ([ |
I Il
B l | 8
T [ | [ W il | |
Tl
e e ~ < ;
LY Jo X N \ NE
N —
. . . . ° g
m O g ~ i) g
O S > Vo M



104

° -.f.-

oo T o 4

—r
—

=
]

\;‘ \. \. \.
I ey —

5## ﬁ##gﬁﬁw‘f'; . o

il

o

}. ‘. ‘. -
mf—‘

=

s

o ® *

ey

™

=
~—

E

3
mp

mp

fa

- e
\

0

P 4
y 4
[ fan)

er

€n

my

all

goes

There

N-A

NA

. D
7 q ;’:

o o o o

— ! !
o o i =i
= % f
—® &

=i =i
o o
= =

\

Vin.

Ve.

Voice

o AL I .hﬂri.\,
-9 AL [ Byl
Bl i AR P [ 11
N \ID NN — h.an| [ Vb EL.NEEN
o
Cl L) Tewe-A
oy H _
L1 | | S
Al il
A.‘ ) tn L LT
il - Ty A T 0
- AL TT8T%:  A-em A\
./o__ * : L\ LR o
all _
alll g A
Mw_nl /& IRIL) b | I Mﬁ XY 0
[y
tnL§ AH. “N¥N-A
LI : ey N ~e IS
sy
/;JL_ IO T NE[®A
EX FX m [0 'Sl LY i
(ol Al || e 10 e Ll
(ol . \_ Ty i
| QL AL L B
/M ¢ ; e e M| B miiy 1Y
N N N AL N N ﬁ,
= ~ = — . —
2 3 £ = 2 E



105

.‘P . [ [T . LNHA
8 Y AL \\Iﬁ !M\\\ AP T .
SIS T T
-4 A TN o N TTTeN- AN
Y AL kww BN anL ) X AL
-4 A H X N
-4 AL X -
-4 .L e 9l Y B LN
i L
N S
.
J s e
€
Al S S
SUL i ™ A ™ s [
4l Al N -
4 i\ RR I m. ?47. Ea
B Al e\
sl I YA I 111 S
u L
'._l_v || ;NHA
m
LYINN - I
i
W J o o
¥ : o QL g H i
5) £ B
N NG N X N
Co \ £ N Wi

A tempo
(B+2+2)

rit.

Y . N
oN
‘AN Bl NS
oN
N
AN N
N
ny ™
N
.m( & _ &
~ ~
. S S
T > ] &
f Moy f
1 i
N0 a~a0
0
| 5 Mol

A

S sub.p

g 1=

(o)

Lehe ?“P‘b‘!t#‘!%

v

2 N

Fl

Vin.

Ve.




106

-

mer
3 3
.?.

A

&

4

7
SO
7]

1}
7

2
2

7

7

o

f

1/
I/
1/
&

N Al 9T

JInNE Bi

X[

N AN
Fiwy

N Al 9T

with
=
.?.

=

>

—_— mf
) .;:

=
)]
=
—_— m
=

ends
-

-
te moltorit.. _ _ _ _ _

=

T
o

T

!

N Al
BN

1 1

~C ~

A Bnl

T

/
14

\\¢.>f>.¢m\ W

—

Y
cor - ri - dor

f=

Heo

A
A

1/
1/
-

a2 E#E#E

e 'P‘W"ﬂ‘!t#‘!%#

a - long the
hull|

17
&
P

#it o o o
S
e 4y
— | —

mp
mp
mp
mf

17
Some-times his dash

(eZ
\eo)

90
\e)
s ()
93
()

N\

Fl.
Cl.
Vin.
Ve.
Cl.

Voice

RAL
NERCCN
1N
Y- ~¢
‘- o
e LT
1y A%
NI (aY ()
NOe o
& S S
= > 2

a
Y

A

grind-ing to

me

A

has
71
I F
L)

en - er - gy
-

fad-ing

my

while

o

Tyte

I

sault




107

7

1/

—_—

k=

>\_ /.
>
=

]

7
IAY
=4
Y

7

rreitr el

A tempo

.

® *he b

PN
P&

Y
A
IhY

D]

17
Py

b &
e d

.
.

A

<P_

>
>

A

=

halt

Jig

99
()
\e)
N\

(o)

104
N
o ()

Voice
Cl.



for the Australian String Quartet

String Quartet No. 2
Transfigured Notes

Daniel Schricker

Copyright © Daniel Schricker 2018

108



109

String Quartet No. 2 ‘Transficured Notes’

I- Triskaidekaphobia
1I- Beautiful Mountain
1I- You Cannot Be Serious

My second string quartet was written towards the end of my PhD and is consequently an
exploration of ‘developing variation” which is the central topic of my doctoral research. Due
to his numerous discussions of the technique, Arnold Schoenberg has been the composer
most closely related to my area of interest.

The piece is programmatic, with each movement accompanied by a quote focussing on an
aspect of Schoenberg’s life. The title has a dual meaning: firstly, it is a reference to
Schoenberg’s string sextet ‘Transfigured Night’. Secondly, it references the developmental
nature of the music. Although often given religious connotations in our culture, one of the
ideas behind transfiguration is simply that of a transformative process. Thus the musical
material can be thought of as undergoing a process of transfiguration through the technique of
developing variation.

‘Triskaidekaphobia’: Arnold Schoenberg suffered from triskaidekaphobia (a fear of the
number 13). He died on Friday July 13th, 1951 at 13 minutes to midnight.

Considering the importance that the number 12 played in Schoenberg’s life and music, one of
his more amusing quirks was the superstitious fear of the number 13. This programmatic idea
is represented musically in two ways: firstly, the movement is pervaded by a sense of anxiety
with restless semiquaver figures forming the accompaniment to the main theme. Secondly,
the musical subject introduced by the first violin in the opening bars consists of a thirteen-
note theme which is transformed throughout the movement.

‘Beautiful Mountain’: ‘Somebody had to be Schoenberg, and the lot fell to me’- Arnold
Schoenberg

The literal English translation of Schoenberg’s name is ‘beautiful mountain’
(Schoen=beautiful, Berg=mountain). This movement is based on a cryptogram of
Schoenberg’s name. Initially this takes the form of a four note motif: A, E flat, C, B. (In the
German spellings of these notes, the motifis A, S, C, H, forming ‘A. Sch.’as a reference to
the first and last names of Schoenberg.) Eventually, this set of notes is extended to form a
cryptogram which Schoenberg himself used, adding the notes B flat, E, and G to the original
four. These notes form the basis of a 12 tone row which is used at climactic moments in the
movement.
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This movement has a secondary narrative in that it is intended as a microcosm of
Schoenberg’s musical journey from tonality to atonality and the inevitability he felt as the
chosen vessel in bringing this pivotal point of music history to pass. This transition from
tonality to atonality occurs in each of the three main sections that make up this movement.

“You Cannot Be Serious’: George Gershwin and Arnold Schoenberg played tennis once a
week. According to an observer who saw them play, 'Gershwin was nonchalant and
chivalrous, always playing to an audience. Schoenberg, on the other hand, was overly eager,
choppy, and had learned to shut his mind against public opinion'.

Upon reading this quote, it struck me how much these descriptions of the composers’
respective tennis styles also related to their music. The idea of musically depicting a tennis
match between Gershwin and Schoenberg became the narrative of the third movement. The
opening section assigns leitmotifs to each composer. Gershwin is represented by a carefree,
blues-influenced theme while Schoenberg is represented by a more serious theme based on a
12 tone row. Throughout the movement these respective styles are contrasted, depicting the
back and forth duelling that takes place in a tennis match, until one idea finally triumphs. The
title of the movement relates to the quote above as well as being a playful reference to John
McEnroe’s famous outburst at the umpire after a line call went against him while competing
at Wimbledon in 1981.

While Schoenberg’s music is never explicitly quoted, the piece pays homage to two of his
works. The opening chord of the first movement references the opening of ‘Gurrelieder’,
while the opening of the second movement makes reference to ‘Verklédrte Nacht’.
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Transfigured Notes

1. Triskaidekaphobia
Arnold Schoenberg suffered from triskaidekaphobia (a fear of the Daniel Schricker
number 13). He died on Friday Fuly 13th, 1951 at 13 minutes to midnight.
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Tempo I: With a sense of resignation
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2. Beautiful Mountain
'Somebody had to be Schoenberg, and the lot fell to me'- Arnold Schoenberg
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Allegro frenetico (J
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3.You Cannot Be Serious
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George Gershwin and Arnold Schoenberg played tennis once a week.
According to an observer who saw them play, 'Gershwin was nonchalant and chivalrous,
always playing to an audience. Schoenberg, on the other hand, was overly eager, choppy, and

had learned to shut his mind against public opinion'.

Playfully and energetically (J =108)
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Introduction

This violin sonata was the first work | wrote as part of my PhD, which explored the
compositional concept of ‘developing variation’. In many ways, this piece was consequently
an experiment in approaching structure in a particular way. The structure of both movements
follows a rigid process, which is defined by the treatment of one musical motif.

The first movement opens with the main motif: a series of rising 5ths. This idea is presented
in numerous guises in the introductory section before a longer section of organic
development transforms the motif in various ways. The opening idea returns, this time
presented in fourths. Another developmental section follows on from this idea, now exploring
various ideas derived from the quartal version of the main motif. To close the first movement,
the opening idea returns once more, this time diminished to thirds.

The second movement follows a similar process to form its structure, except that in this
movement the musical ideas are reversed. The piece begins with the violin playing fast
repeated notes, interrupted by ascending thirds. A developmental section follows in which the
rising thirds motif is varied and explored. A return to the opening idea forms the central
section of the work, the main motif being expanded to rising fourths. The violin develops this
idea on its own in the form of a cadenza, before the movement closes with a brief return to
the opening idea, this time expanded to fifths.

The entire work pays homage to one of my favourite violin concertos- the concerto of Alban
Berg. The open strings motif to begin the work is an obvious reference to the opening of
Berg’s concerto. In addition to the rising fifths found throughout the work, the sections
featuring ascending and descending thirds are also a nod to Berg’s concerto.
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Concerto for Trumpet
and Orchestra

Daniel Schricker

Copyright © Daniel Schricker 2020



Instrument List:

Piccolo
2 Flutes
2 Oboes
2 Clarinets in B flat
2 Bassoons
4 Horns in F
2 Trumpetsin C
2 Tenor Trombones
Bass Trombone
Tuba

Timpani

Percussion | (Bass Drum, Glockenspiel,
Tambourine, Triangle, Clash Cymbals®*)

Percussion Il (Snare Drum, Vibraphone,
Clash Cymbals*, Suspended Cymbal)

Harp
Solo Trumpetin C
Strings

*clash cymbals are shared by both percussionists
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Introduction

Having grown up playing the trumpet myself, | was delighted to discover and play the
trumpet concertos of composers like Torelli, Haydn, and Hummel along with 20" century
works by Arutunian and Tomasi. However, compared to the vast number of concertos in the
violin and piano repertoire, the trumpet has been somewhat overlooked. In particular, the
small number of significant works for solo trumpet from the Romantic period is lamentable,
particularly considering some of the towering concertos that were penned for other
instruments during this period.

As a trumpeter and composer, it was my intention to add an accessible, virtuosic work to the
trumpet repertoire. The soloist is given a chance to shine in passages that place significant
technical demands on him/her. However, the lesser known lyrical qualities of the trumpet are
also highlighted, particularly in the slow middle section of the work.

Despite dramatic contrasts in tempo and mood, the work is unified through the technique of
developing variation. The entire concerto is an exploration of the opening two notes of the
work (heard in the doubles basses). This motif is expanded into various themes which are
then subjected to a process of development. The penultimate section of the work combines
most of these themes contrapuntally to bring the concerto to an unashamedly majestic and
lyrical conclusion.
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PART B

RECORDINGS



Track List of Live Recordings with Details

Note: the two CDs can be found attached to the inside cover of this book.

CD1:

Track 1
Track 2

Track 3
Track 4
Track 5

Track 6

Sonata for Violin and Piano

1. Andante
2. Allegro

Elizabeth Layton (violin), Konstantin Shamray (piano)
23 November, 2018, Hartley Concert Room,
University of Adelaide, SA

Recording: Jean-Christophe Xerri

String Quartet No. 2 ‘Transfigured Notes’

1. Triskaidekaphobia
2. Beautiful Mountain

3. You Cannot Be Serious

Australian String Quartet
14 September, 2018. Elder Hall,
University of Adelaide, SA

Recording: Jean-Christophe Xerri

Soliloquy

Melanie Walters (flute),
2 May, 2020, Recording studio 5.06, Schulz Building,
University of Adelaide, SA

Recording: Jean-Christophe Xerri
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9:30
6:15

5:01
5:04
5:52

5:34
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Details of Computer-Generated Sound File!

CD 2:
Track 1 Concerto for Trumpet and Orchestra 14:36

Sound file created using Sibelius 7 + Sibelius 7 sound samples

! Due to Covid-19 social restrictions, live recordings of the concerto and the song cycle were not possible. As |
did for the concerto, | considered creating a computer generated sound file for the song cycle Maternal Musings,
but due to the inclusion of text in the work ultimately decided against it. The song cycle has a total duration of
approximately 35 minutes.



223



224

PART C

EXEGESIS



225

1. Defining Developing Variation

1.1. The concept according to Schoenberg

In defining developing variation, the obvious starting point is composer, theorist, and writer
Arnold Schoenberg.? He was responsible for coining the term,? and was the first to dedicate
attention to its importance in Western music, particularly the Austro-German tradition. He
discussed the concept in numerous essays and it had a significant impact on his own music,
and consequently on Western music throughout the twentieth century. Of particular interest
to him were composers who had approached composition from a developmental perspective,
including Bach, Beethoven and, most of all, Brahms.® Schoenberg conducted analyses of
some of their works to show that one of the key unifying elements of this tradition throughout
much of its history was the idea of taking a small musical idea and developing it through
variation to form a composition. Schoenberg addressed the concept directly in his essay on

Bach in ‘Style and Idea’, stating that:

music of the homophonic-melodic style of composition, that is, music with a main
theme, accompanied by and based on harmony, produces its material by, as | call it,
developing variation. This means that variation of the features of a basic unit
produces all the thematic formulations which provide for fluency, contrasts, variety,
logic and unity, on the one hand, and character, mood, expression, and every needed

differentiation, on the other hand—thus elaborating the idea of the piece.*

Schoenberg defined the concept in more detail, outlining the main characteristics of
developing variation by focusing on specific aspects of its usefulness in the compositional

process. Among the main features he highlighted are the following three:

1. Itis a highly economical system of composition in which a basic musical idea is used to

form a theme, section, or piece.

! Walter Frisch, Brahms and the Principle of Developing Variation (Berkeley: University of California Press,
1984), 1.

2 Berk Sirman, “Developing Variations- an Analytical and Historical Perspective” (Uppsala Universitet,
Institutionen for Musikvetenskap, 2006). 2, accessed May 22, https://www.diva-
portal.org/smash/get/diva2:310395/FULLTEXTO1.pdf

3 Frisch, 3

4 Arnold Schoenberg, “Bach” in Style and Idea: Selected Writings of Arnold Schoenberg, ed. Leonard Stein
(London: Faber and Faber, 1975), 397.


https://en.wikipedia.org/wiki/Homophony
https://en.wikipedia.org/wiki/Melody
https://en.wikipedia.org/wiki/Theme_(music)
https://en.wikipedia.org/wiki/Accompaniment
https://en.wikipedia.org/wiki/Harmony
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‘Whatever happens in a piece of music is nothing but the endless reshaping of a basic
shape...or in other words, there is nothing in a piece of music but what comes from
the theme, springs from it and can be traced back to it; to put it more severely,
nothing but the theme itself.>

This compositional economy generated by the composer restricting himself to elaborating on
one musical idea (or motive) is the essence of developing variation. Severine Neff elaborates
on this view, arguing that the motive serves the dual purpose of generating structural unity

whilst containing the potential for new variants. She writes:

For Schoenberg the presentation of the organic form is always based on his twofold
notion of motive. On the one hand, a motive is the ultimate source of formal
unity...On the other hand, a motive can also be ‘something that gives rise to

motion’ and can ‘allow new ideas to arise’.®

Schoenberg believed this economical approach to motivic development produced “artistically
superior compositions’’ in contrast to pieces in which musical ideas have no clear

relationship to each other or literal repetition is employed in place of development.

Although the basic concept is easily understood through Schoenberg’s explanation, a problem
of definitional clarity immediately presents itself due to his ambiguity in how he uses certain
terms. Berk Sirman has pointed out in his analytical and historical analysis of developing
variation® that the distinctions Schoenberg seems to draw between what he labels basic
shapes, themes, units, and ideas are not readily apparent to the reader. It is possible that they
are all used somewhat interchangeably and simply describe what Neff labels as a motive.
Regardless of terminological ambiguity it seems obvious that at its essence Schoenberg is
describing a compositional process that derives its sense of unity within each piece from the

elaboration of one musical idea.?

5> Arnold Schoenberg, “Linear Counterpoint” in Style and Idea: Selected Writings of Arnold Schoenberg, ed.
Leonard Stein (London: Faber and Faber, 1975), 290.

6 Severine Neff, “Schoenberg as Theorist: Three Forms of Presentation” in Schoenberg and His World,
(Princeton, Princeton University Press, 1999), 56.

" Walter Frisch, “Brahms, Developing Variation, and the Schoenberg Critical Tradition,” 19" Century Music. v.
5, n. 3 (1982), 216.

8 Sirman, 10.

® To avoid this problem of definitional ambiguity in my own writings, | will primarily use the terms motive and
theme. A motive is used to describe a short musical idea, usually consisting of only a few notes, whereas a
theme is used when describing a longer musical idea, usually consisting of at least an entire phrase. The word
idea is used as a generic descriptive term.



2. It allows music to be constructed without relying on literal repetition because the music

constantly develops through variation of an idea. Schoenberg wrote:

Repetition is the initial stage in music’s formal technique, and variation and

development its higher developmental stages.°

In Schoenberg’s mind, this distinction between non-developmental repetition and what he
considered to be a higher, more sophisticated technique of variation and development, was
embodied to some extent by Wagner and Brahms respectively. Walter Frisch, author of
‘Brahms and the Principle of Developing Variation’ (perhaps the definitive book on the
subject) provides clarification on this point, stating that Schoenberg ‘values developing
variation as a compositional principle because it can prevent obvious, hence monotonous,
repetition- the kind of repetition found in Johann Strauss and Wagner’.** Using Wagner’s
“Tristan und Isolde’ as an example, Schoenberg concluded that ‘in order to make his themes
suitable for memorability, [Wagner] had to use sequences and semi-sequences, unvaried, or
only slightly varied, repetitions differing in nothing essential from the first appearances,
except that they are transposed to other degrees’.*2 By contrast, Schoenberg expresses
admiration for Brahms’s ingenuity in writing music that relies primarily on motivic

development in place of literal repetition.t3 14

3. It is different from conventional motivic and thematic development in that it serves to give
rise to new musical ideas that are nevertheless still related to the original one. Schoenberg
stated:

With the first [type of development], usually the changes seem to have nothing more
than an ornamental purpose; they appear in order to create variety and often
disappear without a trace (seldom without the second method!!) The second can be

10 Arnold Schoenberg. “For a Treatise on Composition” in Style and idea: Selected Writings of Arnold
Schoenberg, (Berkeley: University of California Press, 1984), 265.

11 Frisch, Brahms and the Principle of Developing Variation, 9.

12 Arnold Schoenberg. “Criteria of Evaluation of Music” in Style and idea: Selected Writings of Arnold
Schoenberg. (New York: St. Martins Press, 1975), 129.

13 Sjrman, 11.

14 For a detailed discussion on ‘Presentation in Popular Forms’ in relation to Schoenberg, see: Severine Neff,
“Schoenberg as Theorist: Three Forms of Presentation” in Schoenberg and His World, (Princeton, Princeton
University Press, 1999), 55-84.
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termed developing variation. The changes proceed more or less directly toward the

goal of allowing new ideas to arise.'®

Ethan Haimo offers further clarification which is useful in distilling what Schoenberg meant

by this characteristic:

True developing variation can be distinguished from purely local varied repetitions
that have no developmental consequences. Developing variation offers the possibility
of forward motion, permitting the creation of new or contrasting (but still related)

ideas, while local variation affects only the passage in question.!®

This is an important point in distinguishing developing variation from motivic and thematic
development and variation that takes place in most Western music from the common practice
period. The idea of varying motives and themes is well understood within this tradition. The
crucial distinction between ordinary motivic and thematic development and developing
variation is that the latter concerns itself with variation for the sake of musical development

rather than variation for its own sake or purely ornamental purposes.

At the risk of stating the obvious, it is also worth noting that developing variation does not
refer to theme and variation form. Although there are some superficial similarities, theme and
variation form is generally a clearly defined form in which each variation is aurally and
structurally distinct from the previous one. In contrast, developing variation is much more
organic, often creating a complex web of motivic and thematic development to drive the
music towards new, but related, ideas. Another important distinction is that theme and
variation form typically focuses on variation of an extended theme, whereas developing
variation primarily concerns itself with the transformation of motives and small musical

ideas.

In summary, it could be said that by developing variation Schoenberg meant a highly
economical system of composition where a musical motive is used as the basis for a section
or piece of music, and is continuously varied to keep the music in a constant state of

development, thus avoiding unnecessary literal repetition.

15 Arnold Schoenberg. Coherence, Counterpoint, Instrumentation, Instruction in Form. (Lincoln: University of
Nebraska Press, 1994), 39.

18 Ethan Haimo. “Developing Variation and Schoenberg’s Serial Music,” Musical Analysis. v. 16, n.3 (1998),
349-365.
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1.2. Variation in music

At this point it is worthwhile examining what constitutes variation and development in music
as individual concepts. This involves identifying the basic elements of music and exploring
how they can be manipulated by the composer. Schoenberg himself dedicated some time to
discussing variation, specifically focusing on the transformations that can be applied to the
four main musical elements: rhythm, intervals, harmony, and melody.!” When analysing the
works of other composers in reference to developing variation, Schoenberg focused primarily
on these four musical elements as they relate most closely to motivic development. Severine
Neff, in discussing the role of motivic variation in development, reduces these four
components to two main elements which are subject to variation: pitch and rhythm. She also
draws a direct link between this type of variation as a means of musical development, writing
that ‘the variation of motive by either pitch or rhythm accounts for its development or

developing variation’.

It became apparent through my own compositional exploration of the technique that the four
aforementioned elements had the clearest direct relationship to developing variation and is

something I will discuss in more detail in the commentaries on my compositions.

Two interesting questions arise at this point: first, to what extent can a composer vary a
musical idea before the connection to the original idea becomes so tenuous that it is no longer
aurally (or even visually) perceptible. One criticism of Schoenberg (which will also be
explored later in more detail) was an approach to musical analysis in which he draws- at best-
tenuous connections between two ideas, claiming them to be related to each other. This leads
to the second question: is it important whether variations of a musical idea are consciously
worked out and connected in the mind of the composer? Writing pieces using developing

variation as a starting point, | was very intentional about how the musical ideas in each piece

17 Arnold Schoenberg. Fundamentals of Music Composition. (London: Faber and Faber, 1967), 10. Schoenberg
elaborates on each of these, providing different types of variation available to the composer- Rhythm:
modification of length of notes, note and rhythm repetitions, shifts to other beats, addition of upbeats, and metre
changes. Intervals: modifying order or directions of notes, addition/omission of intervals, filling up intervals
with ancillary notes, reductions through omission or condensation, repetition of features, and shifting features to
other beats. Harmony: use of inversions, additions at the end, insertions in the middle, and substituting a
different chord or succession. Melody: transposition, addition of passing harmonies, and semi-contrapuntal
treatment of the accompaniment.

18 Neff, “Schoenberg as Theorist: Three Forms of Presentation” in Schoenberg and His World, 59.



were related and how they unfolded so as to avoid questionable, tenuous links between them.
However, even with this conscious intent, | was surprised to find upon completion of each
piece that there were almost always motivic connections between ideas that | had not been
aware of during the compositional process. It is not hard to see from a cognitive stand point
why these kinds of subconscious connections would occur during the compositional process.

It was something Schoenberg addressed directly in his essay ‘Brahms the Progressive’:

The most important capacity of a composer is to cast a glance into the most remote
future of his themes or motives. He has to be able to know beforehand the
consequences which derive from the problems existing in his material, and to
organise everything accordingly. Whether he does this consciously or subconsciously

is a subordinate matter. It suffices if the result proves it.*°

1.3. Development in music

Although Schoenberg did not provide the same level of detail in defining development in this
context, it seems clear that he is using the term as it is generally understood even outside of a

musical context: ‘the gradual growth or formation of something’.°

In this case it obviously refers to musical growth, and the process of unfolding of ideas that

takes place across a section or piece of music. Schoenberg wrote:

Homophonic music can be called the style of ‘developing variation’. This means that
in the succession of motive-forms produced through variation of the basic motive,

there is something which can be compared to development, to growth.?

This process of musical growth can happen in one of two ways, or a combination of both: a
linear treatment of motivic development, in which each variant becomes the basis for the
next and variation of motivic material takes place in a sequential fashion; or a non-linear
approach in which a motive or idea is used to generate all of the thematic content in a piece,
but not ordered sequentially. With the first approach, there are some superficial similarities

with theme and variation form in the sense that there is a linear process of variation that takes

19 Arnold Schoenberg, “Brahms the Progressive” in Style and Idea: Selected Writings of Arnold Schoenberg, ed.
Leonard Stein (London: Faber and Faber, 1975), 422.

20 “Development.” Collinsdictionary.com, accessed May 23, 2020,
https://www.collinsdictionary.com/dictionary/english/development

21 Schoenberg, Fundamentals of Music Composition, 8.
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https://www.collinsdictionary.com/dictionary/english/gradual
https://www.collinsdictionary.com/dictionary/english/growth
https://www.collinsdictionary.com/dictionary/english/formation
https://www.collinsdictionary.com/dictionary/english/development
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place throughout a section or piece. However, as stated earlier, developing variation does not
define the variations as clearly distinct sections. Instead, this type of developing variation is a
process in which the variations of the original motive- or grundgestalt as Schoenberg labelled
it- flow on from one another in an organic, albeit sequential, manner. This process allows
new ideas to arise, while still making reference to the original idea through the motivic links
that have occurred throughout the process of variation. In contrast to this, the variants of the
original idea in the non-linear approach function more as a type of musical mosaic, with all of
thematic content emanating from a single source. It could be argued that this second approach
is more representative of what Schoenberg was attempting to communicate when formulating
the concept of developing variation. This is a case made by Hyekung Park in a paper entitled

‘Repetition and Developing Variation in Terms of Derrida’s Concept of the Trace’:

Due to the word “developing,” it is easy to misunderstand the concept of “developing
variation” in time order. It is not analogous to the several stages that transform a
caterpillar into a butterfly...The motivic remnants, which are the remaining original
features of the motive in varied repetition, leave the trace of the motive, and this trace
leads to an initial motive. Therefore, in the concept of variation, the time order

matters less as long as the trace leads to a fundamental motive. ??

These two approaches- linear and non-linear- became crucial to informing my creative

approach to developing variation in my own music.

1.4. Summary and further reading

Despite some of the vague language used by Schoenberg in describing developing variation,
it has been possible to gain a thorough understanding of the concept from an historical
perspective by consulting Schoenberg’s own writings as well as those of others. Having
examined the essential elements of developing variation, | will give Walter Frisch the final

word:

To summarize: by developing variation Schoenberg means the construction of a

theme (usually of eight bars) by the continuous modification of the intervallic and/or

22 Hyekung Park. “Repetition and Developing Variation in Terms of Derrida’s Concept of the Trace”. (State
University of New York, 2012), accessed 23 May, 2020. www.sysmus12.oicrm.org/wp-
content/uploads/2012/02/proceeding_Hyekyung.pdf
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rhythmic components of an initial idea. The intervals are developed by such
recognized procedures as inversion and combination, ...(and) the rhythms by such
devices as augmentation and displacement. Schoenberg values developing variation
as a compositional principle because it can prevent obvious, hence monotonous
repetition. And Brahms stands as the most advanced manifestation of this principle in
the common-practice era, for Brahms develops or varies his motives almost at once,
dispensing with small-scale rhythmic or metrical symmetry and thereby creating

genuine musical prose.?

Should one desire to gain a more comprehensive understanding of the concept, Schoenberg’s
writings are invaluable, and the obvious starting point. Specifically, ‘Style and Idea: Selected
Writings of Arnold Schoenberg’, with the most relevant article being ‘Brahms the
Progressive’ which is a summary of radio lectures Schoenberg gave in 1931 and 1933.%
Schoenberg’s book ‘Fundamentals of Music Composition’ is also useful in gaining an
understanding of the concept. As already mentioned, Walter Frisch’s book ‘Brahms and the
Principle of Developing Variation’ is the most comprehensive treatment of the subject. In
addition to Frisch, the writings of Severine Neff and Ethan Haimo are also useful sources to

consult.

2 Frisch, Brahms and the Principle of Developing Variation, 9.
24 Sirman, 8.
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2. Analysis: Existing Repertoire and Analytical Problems

2.1. Examples of developing variation from the repertoire

Developing variation is most effectively explained through the use of musical examples. For
the sake of brevity I will focus on only four examples covering the Classical and Romantic
periods, before finishing with an example from the twentieth century. It should be stated at
the outset that it is not my intention to analyse the following pieces in their entirety and the
analysis is limited to the features that relate directly to developing variation. | have not
attempted to add to the exhaustive and thorough analyses of these works done by others, but
rather to highlight specific approaches to the technique of developing variation as
exemplified by the respective composers. I have reserved the more detailed analyses in this
project for the commentaries on my own works. This is to ensure that the focus remains
firmly on the compositional and creative nature of my project as opposed to an analytical
investigation. Thus, the following examples are part of a repertoire review | conducted when
seeking to gain an understanding of developing variation in its practical expression. They
were chosen specifically because | believe the type of developmental processes used in each
piece transcend ordinary common practice variation technique. One specific aspect of this is
the fact that each of these pieces features development of small motives which are varied

across entire movements or the totality of multi-movement works.

Beethoven’s Symphony No. 5, movement 1

The first example is one of the most well known in all of Classical music: the first movement
of Beethoven’s fifth symphony. This analysis will focus on how the movement is constructed
through the development of the famous four note motive (sometimes described as ‘fate
knocking on the door’).! This motive is discussed by Schoenberg in ‘Style and Idea’ to
demonstrate how music can be developed through the variation of one small musical idea. He

writes that ‘the ultimate formulation of the melodies, themes, [and] rhythms... subsequently

! Dianna Wray. “Beethoven’s Fifth: Is that fate knocking at the door?”. Victoria Advocate, 2012, accessed 26
May, 2020, https://www:.victoriaadvocate.com/361mag/entertainment/beethovens-fifth-is-that-fate-knocking-at-
the-door/article_5ad9efd6-a7ac-58e4-91b7-0a44b8fb1f71.html


https://www.victoriaadvocate.com/361mag/entertainment/beethovens-fifth-is-that-fate-knocking-at-the-door/article_5ad9efd6-a7ac-58e4-91b7-0a44b8fb1f71.html
https://www.victoriaadvocate.com/361mag/entertainment/beethovens-fifth-is-that-fate-knocking-at-the-door/article_5ad9efd6-a7ac-58e4-91b7-0a44b8fb1f71.html

develop through the generating power of the germs’.? Beethoven begins by presenting the

‘germ’ emphatically:
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Figure 1: bb. 1-4 of first movement of Beethoven’s Symphony No. 5 (reduction)

The first developmental treatment of the initial motive is found in Beethoven’s use of
variation to construct the main theme. Appearing in numerous guises and treated sequentially,

the motive is subjected to a process of variation to build the first subject of the exposition

(see next page):
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Figure 2: bb. 6-21 of first movement of Beethoven’s Symphony No. 5 (reduction) with brackets
indicating main motive?

Throughout the first subject, this motive is constantly varied, but always immediately
identifiable due to the distinct nature of its rhythmic properties. Beethoven uses common
variation techniques including transposition, altering of the pitches, ascending and

descending sequences, and modification of the harmony underpinning the motive.

2 Arnold Schoenberg, “Folkloristic Symphonies™ in Style and Idea: Selected Writings of Arnold Schoenberg, ed.

Leonard Stein (London: Faber and Faber, 1975), 165.
3 Throughout this exegesis, brackets in musical examples are used to indicate the motive being discussed.
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Figure 3: bb. 22-29 of first movement of Beethoven’s Symphony No. 5 (reduction) showing main
motive used sequentially to outline diminished and dominant 7% chords
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Figure 4: bb. 38-44 of first movement of Beethoven’s Symphony No. 5 (reduction) showing

alteration to pitch structure of motive, ascending sequentially
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Figure 5: bb. 44-56 of first movement of Beethoven’s Symphony No. 5 (reduction) showing
descending variation of motive, outlining tonic, dominant 7™, and diminished 7" chords

The entire first subject of the exposition is a continual reworking of the initial motive.

Although the pitch structure is modified frequently, the rhythmic identity of the motive
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(specifically the first three quavers) remain unchanged. The music is given a sense of
coherence through the manipulation of this one idea and aptly demonstrates Schoenberg’s

definition of developing variation as ‘the endless reshaping of a basic shape’.

Due to the relentless repetition of the initial motive in its various guises throughout the first
subject, the unfamiliar listener could be forgiven for assuming a contrasting second subject
will appear without any reference to the opening idea. However, while Beethoven introduces
a much more lyrical melody, he uses the main motive as an accompanying figure in the bass

line to retain a link with the first subject:
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Figure 6: bb. 63-70 of first movement of Beethoven’s Symphony No. 5 (reduction) showing
variation of main motive as accompaniment figure to emphasise the relative major key
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Figure 7: bb. 84-93 of first movement of Beethoven’s Symphony No. 5 (reduction) showing
sequential treatment of main motive in the bass

The use of the main motive to link the second subject to the first is somewhat unusual for
Classical sonata form. But it demonstrates Beethoven’s conscious attempt to bring a further
sense of unity and cohesiveness to the work by finding ways of linking the subjects. In ‘Style
and Idea’, Schoenberg also attempts to demonstrate a link between the motivic material of the
opening four notes and the lyrical melody that is presented in the second subject, although
this seems more speculative than the other connections between the first and second subjects.

This musical economy serves as an example of using ‘nothing but the theme itself> to

4 Arnold Schoenberg, “Linear Counterpoint” in Style and Idea: Selected Writings of Arnold Schoenberg, ed.
Leonard Stein (London: Faber and Faber, 1975), 290.
® Schoenberg “Linear Counterpoint” in Style and Idea: Selected Writings of Arnold Schoenberg, 290.
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generate an extended section. Schoenberg states of this movement that the ‘motive is
incomplete and depends on continuations: explanations, clarifications, conclusions, [and]

consequences’ and ‘this is what I call the method of developing variation’.®

As is traditional in the development section of Classical sonata form, Beethoven subjects the

main musical material to further variation (see next page):
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Figure 8: bb. 125-133 (beginning of development) of first movement of Beethoven’s Symphony
No. 5 (reduction) showing transposition of main theme after a statement of the main motive to
establish a new key

As in the exposition, Beethoven favours sequential treatment of the motive to establish new

ideas:
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Figure 9: bb. 141-145 of first movement of Beethoven’s Symphony No. 5 (reduction) showing
extension of theme through descending variants of main motive

& Arnold Schoenberg, “Folkloristic Symphonies” in Style and Idea: Selected Writings of Arnold Schoenberg, ed.
Leonard Stein (London: Faber and Faber, 1975), 200-201.
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Figure 10: bb. 158-163 of first movement of Beethoven’s Symphony No. 5 (reduction) showing
rhythmically condensed, melodically altered sequences built from the main motive

There is one further example from the development section that demonstrates the principle of
developing variation. As stated earlier, this compositional approach is distinct from other
types of musical development in that it is a compositional device that has a focus on allowing
new ideas to arise through motivic variation of an idea. One of the few instances in which the
repeated quaver rhythm (usually three) is not present occurs at bar 196 when a new idea is
introduced featuring repeated minims (see next page):
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Figure 11: bb. 195-207 of first movement of Beethoven’s Symphony No. 5 (reduction) showing
introduction of new idea

Despite the stark rhythmic contrast to most of the rest of the movement, this new section is
clearly derived through development of the variant found at the beginning of the second
subject in the exposition:

=
Figure 12: bb. 59-62 of first movement of Beethoven’s Symphony No. 5 showing initial motive
from which the material in Figure 11 is derived

| do not believe it is an exaggeration to state that the entire movement is an elaboration of the
opening four notes. The motivic links that Beethoven draws between each section of the

piece, the construction of themes from a single musical source, and the development of new-
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but related- musical ideas through variation exemplify the process of developing variation
throughout the entire movement. In his summary of Beethoven’s fifth symphony for The

Guardian, Tom Service writes:

The power, concentration and white-hot compression of Beethoven's music is staggering. The
first movement creates its tumultuous organic chemistry of interrelationships from the atomic
particles of the notes it started with; in different guises, the four-note rhythmic idea

permeates the rest of the symphony as well.’

Brahms’s Symphony No. 2, movement 3

When discussing Brahms’s second symphony in relation to developing variation, Walter
Frisch focuses primarily on analysing the second movement (Adagio non troppo).2 1 will be
focusing on the third movement. Although the movement features starkly contrasting sections
in terms of tempo and mood- Allegretto grazioso quasi andantino and Presto ma non assai-
Brahms creates obvious motivic and thematic links between them. He opens the movement

with a lilting tune in simple triple time (see next page):

" Tom Service. “Symphony Guide: Beethoven’s Fifth,” The Guardian, 2013, accessed 27 May, 2020,
https://www.theguardian.com/music/tomserviceblog/2013/sep/16/symphony-guide-beethoven-fifth-tom-service
8 For a detailed discussion of developing variation in this movement see: Frisch, Brahms and the Principle of
Developing Variation, 124-129.


http://www.youtube.com/watch?v=ZU4JhPgA5EM
https://www.theguardian.com/music/tomserviceblog/2013/sep/16/symphony-guide-beethoven-fifth-tom-service
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Figure 13: bb. 1-24 of third movement of Brahms’s Symphony No. 2 (reduction)®

When discussing this opening theme of this movement, Frisch argues in ‘Brahms,
Developing Variation, and the Schoenberg Critical Tradition’ that it serves as an example of
a developmental technique Heinrich Schenker labelled as ‘Kniipftechnik’ (linking
technique).® Frisch states that ‘this technique, by which a "new" idea evolves spontaneously
from a preceding one, is a distinctly Brahmsian fingerprint>.1! Due to the fact that this
technique is a way in which a subsequent musical idea is derived from the material
immediately preceding it, is serves as an example of linear developing variation. Below is the

example given by Frisch with brackets showing the motivic link between phrases:*?

9 Johannes Brahms, Symphony No. 2 in D Major, Op. 73. Piano Reduction by Robert Keller. (Berlin: N.
Simrock, 1880), accessed 27 May, 2020, https://imslp.simssa.ca/files/imglnks/usimg/4/45/IMSLP216669-
SIBLEY1802.20173.313¢-39087012844108score.pdf

10 Frisch, “Brahms, Developing Variation, and the Schoenberg Critical Tradition,” 224.

1 Ibid

12 |bid
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Allegretto grazioso (Quasi Andantino)
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Figure 14: bb. 1-14 of third movement of Brahms’s Symphony No. 2, melody line

In his comments on this excerpt, Frisch elaborates on Brahms’s use of ‘Knupftechnik’,
writing that ‘the two-note cadential figure, E-D, of mm. 8-10, is taken over to initiate the next
phrase in m. 11. The pitches remain the same, but the harmonic support is altered’.*® This
alteration of the harmony becomes the means by which Brahms changes the figure in bar 10

from being a closing cadence to a variant that leads forward into an extension of the theme.
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Figure 15: bb. 7-18 of third movement of Brahms’s Symphony No. 2 (reduction)*

The two note cadential motive at bar 10 is harmonised using the dominant seventh (D7) of G
major, while the restatement of this figure in bar 11 is reharmonised using a G7 chord,
suggesting the music is about to develop and move in a new direction. Brahms then makes
this figure the basis of the next section as seen by the varied reoccurrences every second bar.
This idea of varying a motivic fragment of a theme and developing it as an entirely new
theme epitomises developing variation in that it demonstrates variation that serves a purpose

greater than simple ornamentation.

Another way in which Brahms links passages in the movement together can be seen through
comparison of the opening theme and the first Presto ma non assai section. To create the

13 ibid
14 Johannes Brahms, Symphony No. 2 in D Major, Op. 73. Piano Reduction by Robert Keller.



thematic material for this contrasting faster section, Brahms presents the sequence of pitches
from the opening theme, almost unchanged, but varies the rhythm to a continuous quaver

pattern. Below is the opening of the first faster section:
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Figure 16: bb. 31-43 of third movement of Brahms’s Symphony No. 2 (reduction)®

By placing the main melodic lines of the two contrasting sections together, it is apparent-
even upon a superficial reading- that they are melodically almost identical:

Opening theme

e S e e R =
Figure 17: Comparison of melody lines in opening theme and Presto ma non assai theme of

third movement of Brahms’s Symphony No. 2

Likewise, the tutti climax at bar 49 is a variation of the opening section in bars 8-12 discussed
above:
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Figure 18: Comparison of main melody lines from theme at bar 8 and bar 49 of Brahms’s
Symphony No. 2

15 Johannes Brahms, Symphony No. 2 in D Major, Op. 73. Piano Reduction by Robert Keller.
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Although the rhythm is varied to create a more triumphant mood, the essential characteristics
of the melodic line from the opening section of the movement are retained.

After reprising the opening Allegretto section, Brahms subsequently presents yet another
variation of this same idea, thus building a series of sections which are developed through the

variation of the two-note cadential figure from bar 10:
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Figure 19: bb. 132- 139 of third movement of Brahms’s Symphony No. 2, melody line

Once again, even a superficial comparison with the climax at bar 49 reveals a strong melodic
link between the two. Due to these similarities, there seems to be no doubt that the
development of the two-note cadential figure into two new themes (both in different metres
from the original) is an intentional way of bringing unity to the movement as a whole.
Although separated by repetitions of the Allegretto theme, it can be argued that the way in
which these variations build upon one another serves as an example of linear developing
variation.

There are many examples that could be given from the music of Brahms to illustrate this
concept, however detailed analysis of further works is beyond the scope of this project.
However, as he is the most discussed composer in relation to this technique, the sources
already cited are invaluable starting points for further reading and analysis of his music.®

Schoenberg’s Verklirte Nacht’

Given the fact that Schoenberg coined the term developing variation and discussed it in
numerous sources, it is interesting to examine how the concept shaped his own music. In his
early music, the link with Romanticism was evident, particularly in the way in which he saw
himself as the successor to Brahms and Wagner. He acknowledged the influence of both, and
the links between their music and his is readily apparent. Speaking of his teacher Zemlisnky,
he stated that ‘his love embraced Brahms and Wagner and soon thereafter | became an

equally confirmed addict. No wonder the music | composed at that time mirrored the

16 Specifically, Schoenberg’s writings about Brahms, and Frisch’s book ‘Brahms and the Principle of
Developing Variation” in which he gives numerous detailed analyses of his music.
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influence of both these masters’.” Perhaps nowhere is the influence of both composers as
evident as in the marriage of highly chromatic harmony and the rigorous process of
developing variation that takes place in ‘Verklarte Nacht’. Carl Schorske summarised the
harmonic language of ‘Verklarte Nacht’, stating that Schoenberg ‘used Wagnerian harmonic
devices to weaken the sense of tonal center’.*® More pertinent to this project, however, was
the influence of Brahms’s developmental technique on Schoenberg’s construction of the
piece. In his discussion of the work, conductor Kenneth Woods highlights the influence of

Brahms:

From Brahms, Schonberg learned the creative possibilities of the perpetual
manipulation and development of tiny motivic cells, an approach that would
eventually form the underpinning of the 12-tone technique. This kind of rigorously

detailed approach to composition is already fully developed in Verklarte Nacht.®

Through comparison of the main thematic material in ‘Verklarte Nacht’, it is possible to see
the way in which Schoenberg develops the music through variation of the initial musical idea.
In his book ‘The Early Works of Arnold Schoenberg, 1893-1908°, Walter Frisch gives a

helpful overview of the main thematic material (See next page):

17 Jonathan Geisman. “A Marriage of Brahms and Wagner,” Standpoint, 2020, accessed 28 May, 2020.
https://standpointmag.co.uk/issues/february-2020/a-marriage-of-brahms-and-wagner/

18 Carl E. Schorske, Fin-de-siecle Vienna: Politics and Culture (Cambridge: Cambridge University Press, 1981),
348.

19 Kenneth Woods, “Explore the Score- Arnold Schoenberg, Verklarte Nacht,” Kennethwoods.net, 2014,
accessed May 28, 2020. https://kennethwoods.net/blog1/2014/07/09/explore-the-score-arnold-schonberg-
verklarte-nacht/


https://standpointmag.co.uk/issues/february-2020/a-marriage-of-brahms-and-wagner/
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Figure 20: Openings of principal themes in Arnold Schoenberg’s Verklarte Nacht, as
summarised by Frisch?

20 Walter Frisch. The Early Works of Arnold Schoenberg, 1893-1908, (Berkeley: University of California Press,
1997), 117.



For the sake of brevity, only the opening sections of ‘Verklarte Nacht’ will be examined in
more detail. After establishing the tonal centre in the bass line, Schoenberg introduces the

main motivic material (or the ‘germ’):
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Figure 21: bb. 3-4 of Schoenberg’s Verklarte Nacht, first viola part
This idea is initially varied through the addition of harmony:
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Figure 22: bb. 5-6 of Schoenberg’s Verklarte Nacht, first viola and first cello

After a brief ornamental elaboration, Schoenberg extends the idea and introduces a variant

that begins to move the piece into more chromatic territory:
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Figure 23: b. 11 and bb. 17-18 of Schoenberg’s Verklarte Nacht, first violin part

At the first new tempo (Etwas Bewegter), Schoenberg introduces a new variant that becomes

the basis for the next section:

| 100 W
18

Figure 24: bb. 29-32 of Schoenberg’s Verklarte Nacht, first viola part

The previous idea is extended to form the next link in the developmental chain:
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Figure 25: bb. 34-35 of Schoenberg’s Verklarte Nacht, first violin part
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When the next clearly demarcated section begins at bar 69 (Lebhafter), the melodic material
presented is already substantially different to the idea that opened the piece due to the process

of variation taking place as the music unfolds:
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Figure 26: bb. 69-70 of Schoenberg’s Verklarte Nacht, first cello part

Given the limitations of the scope of this project, it is not possible to examine the piece in its
entirety. However even through analysis of the opening sections it is possible to identify the
essential characteristics of Schoenberg’s compositional procedures. In her comments on
developing variation, Sharon Levy defines it as ‘a technique by which a unit, whether motive,
melody, or larger segment, undergoes a multistage process of change, in which each stage
generates the next instance of change’.?! This definition encapsulates Schoenberg’s

compositional approach in ‘Verklarte Nacht’.

As alluded to earlier when quoting Kenneth Woods, it is worth mentioning that Schoenberg’s
most influential composition innovation- the 12 tone system- is an extension of his thinking
about developing variation. The concept of using a distinct set of pitches (the tone row) from
which all of the motivic material for a piece is derived, is remarkably similar to the organic
approach Schoenberg had already established in his earlier, tonal music. The idea of 48
permutations of the initial row (the matrix) using established variation techniques of
inversion, retrograde, and retrograde inversion, and generating the musical material in a piece
from these variants, is not altogether different from the process of developing variation

Schoenberg discussed in relation to tonal music.??

Ellen Zwilich’s ‘Symphony No. 1’

Thus far the pieces examined have either been cast in one movement or have been a single
movement from a larger work. A particularly interesting post-Schoenberg example in which
developing variation is used throughout a multi-movement work is the first symphony of

Ellen Taaffe Zwilich (b. 1939). Written in 1982, the symphony has cultural significance in

2L Sharon G. Levy, “Developing Variation, Mozart, and the Classical Style” (PhD thesis, University of Chicago,
1991).
22 For further reading, see Ethan Haimo’s ‘Developing Variation and Schoenberg’s Serial Music’.
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that it was the first work by a female composer to be awarded the Pulitzer Prize for Music.?

In the preface to the score, Zwilich writes:

Symphony No. 1 grew out of several of my most central music concerns. First, | have
long been interested in the elaboration of large-scale works from the initial material.
This organic approach to musical form fascinates me both in the development of the
Material and in the fashioning of a musical idea that contains the ‘seeds of the work
to follow’... Throughout the entire symphony, the melodic and harmonic implications
of the first fifteen bars of the first movement are explored. My aim was to create a rich
palette and a wide variety of the melodic gestures, all emanating from a simple

source.?*

It is apparent that the compositional process she describes is essentially Schoenberg’s concept
of developing variation. The piece is particularly remarkable in its musical economy.
Although there are numerous secondary motives derived from the opening fifteen bars of the
symphony, the main motive- consisting of two notes outlining a rising minor third- is the
focus and is elaborated throughout the entirety of the work. The following section will once
again avoid a detailed analysis of the symphony as a whole, and focus instead on how this

one musical idea is used as the basis for each of the three movements.

The first movement immediately presents the main motive, heard first in the violas and harp:

— — —

Er r

Figure 27: bb. 1-3 of first movement of Zwilich’s Symphony No. 1, main motive
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Zwilich bases the entire movement around ideas extracted from variation of this rising minor
third. As the movement develops, different moods are created, whilst never straying far from
the original idea. The intervallic structure of the two notes is only modified on a few
occasions. The musical interest is rather created through extension (see examples 2, 4, 6),

variation of the rhythmic properties of the motive (see examples 5, 8, 9, 10, 11), layering of

2 Ellen Taaffe Zwilich, Symphony No. 1 (Three Movements for Orchestra), (Newton Centre: Margun Music,
1983).
2 ibid
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added harmonies (see examples 6 and 7), and altering of articulation and

range/instrumentation.
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Figure 28: Summary of variation of main motive in first movement of Zwilich’s Symphony No. 1
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Despite the almost obsessive adherence to the opening idea, the dramatic contrasts in texture,
mood, and orchestration aid in creating an engaging and accessible experience for the

listener.

The second movement is much sparser. There is an immediate continuation of the minor third
motive from the first movement, this time as a two note chord which opens the movement

and underpins the melody which enters at bar 3:
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Figure 29: bb. 1-5 of second movement of Zwilich’s Symphony No. 1 (reduction)
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Figure 30: Summary of variation of main motive in second movement of Zwilich’s Symphony
No. 1



Comparing the motivic material in the first and second movement, it is evident that Zwilich
continues the developmental process begun in the first with an ongoing focus on exploring
the harmonic and melodic possibilities derived from the minor third motive. At times this
interval is obscured by an array of passing notes as at bar 12 (see example 2 in Figure 30).
The slow tempo and the sparse texture allow the development to be easily discernible to the
listener, and also allows various soloistic colours of the orchestra to be given prominence.
Perhaps the most notable variant occurs at bar 21 (see example 4 in Figure 30), where the
rising thirds pattern is extended across a span of almost two octaves while the tuba plays an
inverted figure featuring descending thirds. It clearly mirrors the passage at bar 122 in the
first movement, and this rising third figure will become a prominent variant in the third
movement too. It serves as another example of Zwilich using variation to create motivic
links between the movements, and demonstrates the ability to take the most miniscule of

musical ideas and build a multi-movement, symphonic work from it.

The third movement stands in stark contrast with the first two in terms of tempo, played in a
driving 6/8 metre. After a repeated quaver rhythm is established in the timpani, the variant
discussed above is introduced: an ascending flourish of rising thirds that is closely linked

with the rising figure at bar 21 in the second movement.
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Figure 31: bb. 8-9 of third movement of Zwilich’s Symphony No. 1, reduction of woodwind parts
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By placing it directly alongside the similar gestural figures in the first two movements, the

similarity becomes even more apparent:

First movement: Second movement: Third movement:
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Figure 32: Comparison of ascending thirds motive in all three movements of Zwilich’s
Symphony No. 1

Like in the first two movements, the melodic and harmonic possibilities of the rising minor

third continue to be explored in the third:
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Figure 33: Summary of variation of main motive in third mevement of Zwilich’s Symphony No.
1

The fact that the constant reinterpretation of the opening motive of the symphony does not
become monotonous is testament to Zwilich’s ability to take the simplest of musical ideas
and draw out a symphonic work that is as cohesive as it is dramatic. Her approach to
developing variation is non-linear in that the variants continually refer back to the original
idea, but in an organic- rather than sequential- fashion. The end product is a musical mosaic
that emanates entirely from the opening 15 bars of the work.?

Developing variation is a concept that underpins Zwilich’s compositional approach as a
whole, extending to her approach to structure in other works. Barbara Hanning briefly
summarised the importance of the technique in Zwilich’s overall aesthetic when discussing

post-war Western music, stating:

Ellen Taafe Zwilich (b. 1939) joins continuous developing variation with older

formal devices of reoccurrence and contrast.28

2.2. Summary of Examples

Examining the concept of developing variation through analysis of other composers’ music
proved to be a useful exercise in informing the approach in my own compositions. The pieces
examined in this section are hardly obscure works within the classical canon. As stated
earlier, the analyses above are obviously not exhaustive and are intended primarily to draw
attention to aspects of the technique in question. In particular, the contrast between linear and
non-linear developing variation became an important part of my compositional process, with
the pieces in the folio demonstrating both approaches. Additionally, aspects of the technique
such as theme construction through motivic development, Brahms’s ‘Knupftechnik’, and the
linking of contrasting movements through variation of a motive all aided in providing a
starting point in my own music. Ultimately, however, it was my intention to draw on the

numerous different approaches to developing variation with a view towards synthetising them

%5 For a more detailed discussion of the technique in relation to Zwilich’s first symphony, see: Julie Schnepel,
“Ellen Taaffe Zwilich’s Symphony No. 1: Developing Variation in the 1980s, “Indiana Theory Review 10
(1989): 1-19.

2 Barbara Russano Hanning, “The Changing World of Music Since 1945”, Concise History of Western Music,
accessed 30 May, 2020, https://wwnorton.com/college/music/concise-history-western-
music4/ch/25/outline.aspx.


https://wwnorton.com/college/music/concise-history-western-music4/ch/25/outline.aspx
https://wwnorton.com/college/music/concise-history-western-music4/ch/25/outline.aspx
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into a personal approach that built on past examples. Thus, a historical analysis of developing
variation served as a platform that became the means to a personal exploration of the

technique.
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2. 3. Criticisms of Developing Variation as a Descriptive Principle

In the discussion of developing variation thus far, and the analyses of works that demonstrate
the concept, it is evident that it can be applied both descriptively and prescriptively. Despite
the fact that he was a composer himself, Schoenberg preferred for the most part to apply the
principle of developing variation in a retrospective fashion to analyse music from the past. In
his writings, much more emphasis is given to analysing works by other composers in
reference to developing variation rather than writings which discuss his own pieces in light of

the concept.

The descriptive approach of applying the concept to pre-existing music, whilst beneficial at a
number of levels, is also problematic. This is perhaps nowhere better seen than in
Schoenberg’s analyses of the music of other composers. Although it seems obvious that the
high level of motivic coherence and development is deliberate on the part of Brahms, for
example, Schoenberg’s attempts to apply the concept result in analysis that is, at times,
suspect. Despite the fact that the concept of developing variation is a helpful starting point by
which to examine motivic and thematic development in music of the Austro-German
tradition, it cannot be regarded as some kind of musical ‘theory of everything’. This is true of
even the most rigorously economical composers who demonstrate a high level of
development through variation of motivic material. Schoenberg’s analytical deficiencies in
applying the concept of developing variation to past composers has left it open to criticism.
Walter Frisch encounters this difficulty when dealing with some of Schoenberg’s analyses.
When discussing Schoenberg’s attempt to draw connections between the first and second
subjects in the opening movement of Beethoven’s fifth symphony, he is forced to
acknowledge that ‘this is, unfortunately, not one of Schoenberg’s more persuasive analyses.?’
He elaborates, writing that ‘treating only a few measures of music, the analysis is too brief
and too superficial to persuade us of the significance of developing variation in shaping
Beethoven's movement as a whole. Furthermore, it misconstrues the first theme’.? In
addition to Frisch, numerous theorists and historians have encountered and commented on
this deficiency in Schoenberg’s approach to analysis. Even in Schoenberg’s analysis of the
music of Brahms- which Frisch largely finds more useful and satisfactory- he expresses
reservations regarding some of the connections Schoenberg draws. In critiquing

Schoenberg’s discussion of Brahms’s Cello Sonata (Op. 99), he writes that ‘Schoenberg's

27 Frisch, “Brahms, Developing Variation, and the Schoenberg Critical Tradition,” 216.
2 |bid.



analysis develops almost as elliptically as the theme itself. We do not learn precisely where or
how the opening fourth is inverted to a fifth: the D-G figure never actually appears in the
initial rhythm, as Schoenberg notates it; nor is it easy to discern among his parentheses and

grace-notes’.%°

In addition to these analytical problems, there is a broader issue which is worth addressing:
namely, the selective nature of Schoenberg’s examples. Schoenberg characterises Brahms as
the greatest practitioner of motivic coherence, using select examples to specifically highlight
this as a superior model compared with the literal repetition of Johann Strauss or Wagner.
The problem with this should be immediately apparent- Brahms does in fact make frequent
use of thematic repetition when it is structurally justified. Perhaps more perplexing is
Schoenberg’s attempt to characterise this as being representative of Brahms’s output as a
whole. In commenting on Schoenberg’s assessment of Brahms as a composer of motivically
driven works, Michael Musgrave rhetorically asks: ‘what resemblance does (Schoenberg’s)
Brahms bear to the Brahms we all know and love, the Brahms who fills concert halls, the
great melodist, the lover of the dance, the irresistible waltzes, passionate gypsy songs,
touching German folk-songs?’3® This becomes even more problematic when it is apparent
that Schoenberg is engaging in a type of musical cherry picking, plucking the examples that
serve to prove his point, whilst ignoring the broader context of the composer’s oeuvre. In his

thesis on Brahms and Schoenberg, Musgrave summarises the problem:

Schoenberg's original examples are by no means characteristic of Brahms’s output as a
whole. They represent selected models of a particularly advanced type from which he

abstracted norms of complexity for Brahms’s music which are misleading.%

Examining Schoenberg’s possible ideological and philosophical motivations in analysing the
music in this way only serves to cast more doubt on the objectivity of his examples and
analyses. It is noteworthy that Schoenberg’s first discussion of developing variation comes
from 1923,%2 the same year he formulated his influential twelve tone system. In fact, it is in

an article titled ‘Twelve Tone Composition’ that he first begins to describe the concept.

2 Frisch, “Brahms, Developing Variation, and the Schoenberg Critical Tradition,” 217.

30 Michael Musgrave, “Schoenberg’s Brahms” in Brahms Studies: Analytical and historical perspectives (New
York: Oxford University Press, 1990).

31 Michael Musgrave, “Schoenberg and Brahms: a study of Schoenberg's response to Brahms’s music as
revealed in his didactic writings and selected early compositions” (PhD thesis, King’s College, 1979), accessed
7 June, 2020, https://kclpure.kcl.ac.uk/portal/files/2929467/466685.pdf.

32 Sirman, p. 10.

33 Ibid.
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Bryan Simms argues that it is Schoenberg’s attempt to historically justify his creation of the
twelve tone system that leads him to the concept of developing variation as a means of

linking his new approach with the lineage of German music from the past:

Somewhat later, as the twelve-note idea continued to mature in his thinking, he needed to
identify a basic melodic unit that was longer and more concrete than a motif, one that could
span as many as twelve notes. For this purpose he coined the idea of the ‘basic shape’
(Grundgestalt) and posited it as an instrument of unity in a composition that also contains
freer motivic development. Wishing to fold his new twelve-note structures into traditional
practices, Schoenberg declared that basic shapes were also fundamental to the organization
of works in the tonal repertory.®*

Although this may seem speculative, the concurrence of Schoenberg formulating both a new
method of composition and a new way of analysing works from the past, seems more than a
mere coincidence. This is particularly likely given the fact that he considered himself the
successor to the German composers he held in highest esteem. Along with his extremely
narrow view of music history and belief that German music must be supreme, Schoenberg
seemed at pains to justify what most considered to be a radical new approach to music as
merely a logical extension of the past. The fact that dodecaphony is essentially a systemised
application of the principle of developing variation (with the tone row being the grundgestalt)
lends some credence to the idea that Schoenberg’s system was not entirely disconnected to
German music of the past. It is also interesting to note that developing variation was one
feature of Schoenberg’s musical language that is shared by his tonal and atonal music. Jack
Boss points out that ‘a common process contributes to organizing the interval structures in

both tonal music and the atonal music of Arnold Schoenberg- a process he calls developing

34 Bryan Simms, Review of Writings of Arnold Schoenberg (1874-1951) by Norton Dudeque., Music and
Letters, volume 88, issue 4, November 2007, 693, accessed 7 June, 2020,
https://academic.oup.com/ml/article/88/4/692/1089334.

35 In his book ‘Schoenberg’s Error’ (University of Pennsylvania Press, 1991) theorist and composer William
Thomson has been highly critical of Schoenberg, not only for what he believes was the error of serialism, but
also Schoenberg’s narrow view of music history and ignorance of musical styles that did not interest him. He
criticises Schoenberg for his ‘blinkered view of music history’ because of his disregard for early music and
music outside the Austro-German tradition (p. 47). Thomson writes that ‘Schoenberg’s knowledge of the history
of music, even of pre-eighteenth-century German music, was severely limited’ and that ‘his acquaintance did
not extend much beyond what had been composed between 1700 and 1900 (p. 47). Thomson equally criticises
Schoenberg for his belief in the supremacy of German music and the attempt to ‘guarantee the supremacy of
German music for the next hundred years’ as, according to him, it had been for the past two hundred years (p.
17). This is not directly connected with developing variation, but forms a foundation of understanding with
regards to some of the philosophical concepts that were present in Schoenberg’s thinking at the time.
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variation.”®® This is despite the fact that ‘the great majority of Schoenberg’s explicit

references to developing variation are found in his writings on tonal music.”®’

2. 4. A Personal Response: Developing Variation as a Prescriptive Principle

I have shown that there are legitimate criticisms of Schoenberg’s approach to developing
variation. When used as a descriptive analytical tool (particularly in the mind of a composer
who was ‘convinced of the historical and musical importance of his own compositions’),® it
is almost inevitable to ascribe a motivic and thematic complexity that either is not present, or
is tenuous at best. Due to the fact that this submission concerns itself primarily with
developing variation from a creative- rather than historical- perspective, many of the
criticisms levelled at Schoenberg do not directly apply to my own approach. This is due to
the fact that | am using developing variation as a prescriptive principle, rather than the
descriptive approach as seen in the analytical writings of Schoenberg. The prescriptive
approach has numerous advantages. Instead of attempting to make the music of other
composers fit a specific compositional model, | was able to be specific and intentional about
the use of the technique of developing variation in structuring and composing my own music.
This allows for the motivic connections to be constructed in deliberate reference to one

another, rather than seeking to manufacture connections that are vague or non-existent.

Rather than being forced to limit myself to a rigid set of compositional rules, | was able to
approach developing variation in a way that allowed a certain amount of creative freedom in
deciding which aspects of the technique to focus on. It was important to me to retain the
essential characteristics of the technique, whilst also finding unique perspectives that served
my creative voice and aesthetic goals. One example of this can be seen in how I treat one
characteristic of developing variation highlighted by Schoenberg: the desire to build works
through a constant process of variation that excludes literal repetition entirely. In my earliest
engagements with the concept, I was much more rigid in my adherence to Schoenberg’s
model; thus, the first works composed during my candidature- specifically the ‘Sonata for

Violin and Piano’, and ‘String Quartet No. 2- Transfigured Notes’, feature almost no literal

36 Jack Boss, “Schoenberg’s Op. 22 Radio Talk and Developing Variation in Atonal Music,” Music Theory
Spectrum, Vol. 14, No. 2 (Autumn, 1992): 125.

37 Ibid.

3 Ethan Haimo, “Developing Variation and Schoenberg’s Serial Music,” Music Analysis, Vol. 16, No. 3 (Oct.,
1997): 352.



repetition, only gestural repetition. As | immersed myself more deeply in a compositional
approach driven by developing variation, | gradually allowed myself more creative freedom
when | felt the music required it. This included allowing literal repetition at moments in
which it felt necessary. Thus, the song cycle ‘Maternal Musings’ and the ‘Concerto for
Trumpet and Orchestra’ both feature literal repetition but still utilise developing variation as

the compositional starting point. This will be explored in more detail in the commentaries.

Finally, my philosophical and aesthetic reasons for focusing on developing variation in my
music were motivated by very different ideals than those that motivated Schoenberg. Where
he sees the technique as a means of justifying ideological and even nationalistic positions, my
own exploration was devoid of these particular motivations. Instead, the concept was the
means by which I found a unifying principle in the music composed during the candidature,
and was an extension of my desire to write music that is logically cohesive and
developmental in nature. Once liberated from Schoenberg’s hubris and cultural bias, I believe
the technique has application in the present day, and has served as a way to refine my own

artistic endeavours.
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3. Synthesis: Commentaries on Compositions

3.1. Introduction to Commentaries

The five works contained in the portfolio of compositions are all acoustic pieces intended for
the concert hall,* and each of them demonstrates a unique approach to developing variation.
The instrumentation encompasses solo, chamber, and orchestral music. My study of the
concept from a historical perspective helped inform my approach, as did the study of other
composers’ music. Overall structural aspects such linear and non-linear approaches to
developing variation, motivic coherence in multi-movement works, and developing variation
in a programmatic context were informed by this study. Additionally, specific aspects like
Brahms’s ‘Knupftechnik” and thematic construction through motivic variation were
influenced by the ideas encountered in the music and writings of others. Ultimately, however,
it was my goal to find unique approaches to the technique. This resulted in explorations that
included unification of disparate musical styles through developing variation and developing
variation in which the development aspects follow a predetermined compositional process.
The exegesis focuses primarily on the process of developing variation in each piece, but also

addresses important aspects of form, instrumentation, and other notable features.

1 Although the song cycle ‘Maternal Musings’ could easily be performed in a traditional concert hall setting, I
have stipulated in the written introduction to the score that it can also be performed in a more theatrical setting.
It could function just as effectively-if not more so- as a musical theatre work.
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3.2. Commentary on ‘Soliloquy’ for solo flute: Developing variation as linear

growth

‘Soliloquy’ for solo flute was written in the latter stages of my candidature. It was my
intention to write a piece which stripped away harmony, texture, and counterpoint and
explored developing variation at a purely melodic level. For this reason the decision was
made to write a virtuosic showpiece for solo flute. Developing variation is explored as a
linear process within the limitations of a single melodic line, and is presented as a type of

musical monologue? with almost no literal repetition.

The piece is structured in five distinct sections, marked by a tempo change at the beginning
of each one. The musical material at the opening of each new section is always a variation of
the previous section. Additionally, there is also at least one distinct musical feature in each
new variant that clearly references the previous one, so as to create an audible link between
sections. Within each of these sections, the new material is subjected to further variation.
Thus there is a process of developing variation taking place at a macro and micro level
throughout the piece, with the main variant introduced at the start of each new section
considered the macro level of development and the variations within each of these sections

operating at a micro level.

Developing Variation in ‘Soliloquy’

The main motive used as the basis for the piece consists of a small musical idea: a two note

figure consisting of a descending minor second:
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Figure 34: Opening motive in Soliloquy

2 For a more detailed explanation of the relationship of the title to the technique of developing variation, please
see the program note at the beginning of the score.
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This motive is presented at the very start of the piece and is followed by a related secondary

motive:
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Figure 35: Secondary motive, section one of Soliloquy

This secondary motive is a derivation of the first, being built across a series of descending

minor seconds that span the majority of the flute’s range from low to high.

At the macro level, the variations all build on each other incrementally to formulate the main
material for each new section. The second section, for example, combines the two motives
from the opening section into a variant that retains the emphasis on the descending minor
second, but extends it to three and four notes respectively. After the initial extension to three
notes, the semiquaver triplets (derived from the secondary motive in the opening section)

immediately follow to form the new material for this section:
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Figure 36: Opening motive, section two of Soliloquy

For the subsequent section, the emphasis on the minor second is largely absent, and the
motive is subjected to rhythmic variation, but the overall shape is distinctly similar to the
motive in the previous section, featuring a sequence of descending notes to begin, and a rapid

upwards flourish to end:
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Figure 37: Opening motive, section three of Soliloquy



A variant is introduced later in this section that inverts the shape of the previous idea, while

retaining the basic rhythmic characteristics:
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Figure 38: Inversion of previous motive, middle of section three of Soliloquy

The middle section of the work then finds its main melodic material through a variation built
on the previous idea. Although placed in a much more contemplative, slower tempo, the basic
shape and rhythmic properties of the previous motive are again retained: a long note followed
by a series of ascending and then descending notes that share the same rhythmic value. To
further link the new idea to the previous one, the repeated note gesture found in the second

half of the motive is restated, with only slight variation:

Contemplative (J =52)
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Figure 39: Opening motive, section four of Soliloquy

Another variant of this idea follows, mostly unaltered rhythmically, but with the intervallic
properties modified to a series of ascending minor third starting on C, D, and E:

Figure 40: Variation of previous motive, middle of section four of Soliloquy

After the build up to the concluding fast section of the work, inversion is again employed to

transform the previous motive into the variant that becomes the basis for this final section.
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In this variant, descending minor thirds are featured. Additionally, there is still a clear

relationship between the rhythmic properties of this new variant and the previous one:

Fast, animated 2 =300
(.- =100, J=150)

—\b\t >A >/-\

= o & he e - T

E L EEE 2 e,
Vi mf

Figure 41: Opening motive, section five of Soliloguy

It is my hope that this progressive, linear variation across the main sections of the piece will
be discernible (to a greater or lesser extent) to the average listener. |1 was intentional in
writing this piece in the order that it sounds, so as develop the music through a series of
variations that each serve to inform the next. Within each of the sections mentioned, each
variant is subjected to further variation and constitutes the motivic transformation that takes

place at a micro level throughout the piece (see next page):
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Figure 42: Variation in section one of Soliloquy



In section one, almost all of the variants are derived from the descending minor second and

retain this specific interval. The rhythmic properties, however, are altered significantly.
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Figure 43: Variation in section two of Soliloquy

The first three variants of the main motive retain the essential rhythmic characteristics, whilst

varying the pitches. From variant 4 onwards there is a sudden shift in the rhythmic intensity
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which lasts until the end of the section. Despite the rhythmic variation, the four notes

descending chromatically found in the opening idea of this section permeate the remaining

variants in different ways.

Section 3, part 1 : main motive
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Figure 44: Variation in section three, part one of Soliloguy

The process of variation in this section largely occurs through fragmentation of the initial
motive. Although rhythmically restated in full in variant 1, the remaining variants fragment
the idea, increasing the rhythmic complexity as the music builds to a climax at the end of this

section.



Section 3 part 2: main motive
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Figure 45: Variation in section three, part two of Soliloquy

The shape of the main motive becomes the emphasis throughout this section. Variant 1
features a modified version that outlines the shape in the first bar of the main motive,
followed by the repeated note idea from bar 2, in an extended and altered form. The

remaining two variants still retain the shape of the opening of the main motive, with rhythmic
variation.
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Figure 46: Variation in section four of Soliloquy

The slow middle section of the work is more lyrical. Once again, the opening motive of this

section is fragmented throughout the section after a restatement in variant 1 that retains the

268



rhythm. The first part of the motive is then isolated and appears in numerous forms, with the
pitch structure altered each time.
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Figure 47: Variation in section five of Soliloquy

The final section of the work takes the opening gestures, altering the rhythm and pitch

structure significantly with every restatement of the idea, before a final flourish to end the
piece.

Summary

The approach to developing variation in this piece was influenced by Schoenberg’s treatment
of the technique in ‘Verklarte Nacht’. The linear variation of the main ideas which form the
basis for further variation in each section, mirror Schoenberg’s approach to an extent. With
the exception of a brief reappearance of the opening motive in the final section of the piece,

literal repetition that links different sections of the work is absent entirely. Due to the linear
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treatment of developing variation, the material that ends the piece is significantly different
from the opening. It is the process of developing variation at the macro and micro level that
allows this transformation and growth to take place in a manner that is logical and sequential.
The end result is hopefully an engaging musical journey that maintains coherence through the
motivic links throughout the piece.
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3.3. Commentary on ‘Maternal Musings’ for female voice and chamber

ensemble: Developing variation as a means of unification

At thirty five minutes in duration, the song cycle ‘Maternal Musings’ is the longest work in
the folio. Based around texts that focus on humorous aspects of motherhood, the song cycle
functions as a dramatic work featuring spoken dialogue in the prologue and interludes, and
sung text in the songs. Brahms’s ‘Die Schone Magelone’ served as an example in this
approach. It is a large cycle of songs that are interspersed with narration from Johann Ludwig
Tieck’s book ‘Liebegeschichten der schonen Magelone und des Grafen Peter von Provence’
which Brahms used as the basis for the text. He alternates sung texts with spoken dialogue® as
| have in ‘Maternal Musings’. I have structured the cycle in fourteen parts: a prologue, seven
songs, and six interludes with spoken dialogue which are placed between each of the songs.
Due to its theatrical nature | initially had some hesitance with characterising the work as a
song cycle, but its structure most closely resembles this form and the label therefore seems

apt.

It was my intention to create a large work in which vastly differing musical styles were
unified through a process of developing variation. The nature of the texts created a
justification for the differing musical styles, often serving to accentuate the humour of the
lyrics in each song. One work that served as an example of this polystylistic approach was
William Bolcolm’s epic setting of William Blake’s ‘Songs of Innocence and Experience’.
Bolcom encompasses a wide array of musical styles in the work, including highbrow ones
commonly found in mid-twentieth century art music, and popular ones more characteristic of
the American musical vernacular. Jackie di Salvo summarises Bolcom’s approach, writing
that he ‘explores the contrasts which result from letting rock and folk jostle alongside
dissonant twelve-tone chorales’.* In my approach to ‘Maternal Musings’ I employed a
similarly wide variety of musical styles including references to church hymns, mid-20™

century serialism, cabaret, musical theatre, and horror movie soundtracks.

The text came from a variety of sources, including social media and personal anecdotes given

to me by others. Once the texts were compiled, | placed some into a more poetic framework

3 Joshua Kosman, “Two fairy tale lovers and two singers in a Brahmsian cycle,” San Francisco Gate (San
Francisco, 2018), accessed 13 June, 2020, https://www.sfgate.com/music/article/Two-fairy-tale-lovers-and-two-
singers-in-a-12738912.php.

4 Jackie di Salvo, ‘William Bolcom, Songs of Innocence and of Experience, A Musical Illumination of the
Poems of William Blake,” Blake/An Illustrated Quarterly Volume 21, Issue 4 (1988): p. 155, accessed 13 June,
2020, http://bg.blakearchive.org/pdfs/21.4.disalvo.pdf.


https://www.sfgate.com/music/article/Two-fairy-tale-lovers-and-two-singers-in-a-12738912.php
https://www.sfgate.com/music/article/Two-fairy-tale-lovers-and-two-singers-in-a-12738912.php
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and unified them through the use of a central protagonist. Although the work does not tell a
narrative per se, it relates each song as a snapshot from the life of a mother dealing with
raising a young son. The lyrics serves as the main means of textual unification, while the
musical aspects are unified through the process of developing variation featuring the

elaboration of one main musical motive.

Developing Variation in ‘Maternal Musings’

In contrast to the ‘Soliloquy’, the treatment of developing variation in ‘Maternal Musings’ is
non-linear. ‘Maternal Musings’ takes a musical motive- the opening four notes of the work-
and creates a number of different themes which are used primarily as the main melodic basis
of each song and interlude. The contrast between these two approaches can be represented in

the following way:

Linear developing variation

[Main motivefidea] ——» — — > (ete)

Non-linear developing variation
in 'Maternal Musings'

Main theme
Introduction/coda for 'March'

in 'Chase’

Transition/coda Main motive/idea Main theme
(Prologue) for 'Confessional Hymn'

SN

Main theme for Main theme
'Fates Worse Than Death' for 'Carpet Calamity'

Tone row
for '#avantgardebaby'

in 'Lament'

Figure 48: Visual representation comparing linear and non-linear developing variation. Each
song can be thought of as a different variation of the main idea.

Whereas in linear developing variation the variations build on each other sequentially, in a
non-linear approach, the original idea is simply the source from which each variation- often a

complete theme in and of itself- is derived. In this case (as shown above), the initial motive
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from the prologue serves as the thematic basis for some songs and as introductory and

transitional material in other songs.

Throughout the work, literal repetition is employed with relative frequency, primarily to
serve the structure of the text. For example, numerous songs are in a strophic form in which a
verse repeats with the only significant change being the text and, occasionally, the
instrumentation. It was not my goal to create a work that is in a constant state of
development, but rather a kaleidoscope of stylistically distinct themes, which all have their
origin in a single motivic cell. This approach exemplifies Schoenberg’s description of being a
process in which there is ‘nothing in a piece of music but what comes from the theme, springs
from it and can be traced back to it’.> In some instances the motive features only in
introductory or transitional passages within a song, but this is very much the exception rather
than the rule. In its initial form, the main motive consists of three descending notes that move
by step before ending with an ascending leap to the final note. This idea is also featured in an

inverted form in the prologue, and this variant becomes the basis for each of the interludes:

nMaiﬂ motif (motivic basis for songs) Modified inversion (motivic basis for interludes)
o o —— I

(£ VAR
W

¥ 1
2 i

Figure 49: Main motive from Maternal Musings in its original and inverted forms

to

The motive in its original form is treated canonically to open the song cycle, building to a
climax before a rhythmically augmented version is introduced leading into the first part of the
narration. As the narration concludes, the inverted version of the motive is introduced before

a reprisal of the canonic idea from the opening leads into the first song.

Stylistic references and text

The choice of stylistic influence within each song was determined entirely by the lyrics. All
of the texts were chosen deliberately for their musical potential and often suggested a
particular style immediately upon reading them. The choice to reference musical styles that
are a part of the popular consciousness was also a way to inject further humour into the
setting of the texts. By way of example: a story set in a church being written in the style of a

church hymn; or a song titled ‘#avantgardebaby’ being set using twelve tone procedures

% Arnold Schoenberg, “Linear Counterpoint” in Selected Writings of Arnold Schoenberg, 290.



associated with the musical avant-garde of the mid-20™ century. In a few instances, more
specific musical references are included which conjure up not only a particular genre, but
also a famous example within that genre. In ‘Fates Worse than Death’, for example, not only
is the horror movie soundtrack genre used as an overall influence, but specific references to
particular scenes are also included. Most notably, a reference to John William’s two note
motive from the main theme of ‘Jaws’, and another short section which parodies the
dissonant, high strings used by Bernard Herrmann in the famous shower scene from
‘Psycho’. One further instance of how the music was used to compliment the humour of the
texts was the use of word painting. Sometimes it occurs as a way to emphasise certain words
within the phrase (punctuated chords on the words ‘blow’, and ‘woe’, or a dissonant march
rhythm underpinning a narrative of a child being ‘marched to his room’ for misbehaving) and
other times they serve to reflect the sentiment of specific ideas. Below is a summary of some

of the key compositional elements in each song (see next page):
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Title of song

Developing variation: Use of main

motive

Stylistic

influence

Word painting

March marches -march rhythm to
through variation of motive (particularly | accompany phrase
-used as accompaniment figure rhythm) “Timmy just got marched
-used in unaccompanied vocal line to his room for yelling’
#Avantgarde- | -entire song derived from a twelve tone | mid-20™ -atonal accompaniment to
baby row constructed through three century the phrase ‘Boulezian
tetrachords based on motive serialism sound-world’
Confessional | -harmonised variation of motive in church -the phrase ‘one hymn
Hymn piano to imitate church bells hymns, book may appear quite
-three instrumental chorale variants Baroque chewed’ harmonised in the
based on motive music style of a church hymn
-main melodic line constructed from
motive
Carpet -vocal line of verses and choruses musical -fortissimo dynamic
Calamity constructed through variation of motive | theatre, marking in vocal line on
cabaret the word ‘self-assured’
Fates Worse | -unaccompanied vocal lines constructed | horror movie | -vocal line goes from a
Than Death | from motive soundtracks | whisper to loud singing
-opening and closing instrumental during the phrase ‘a child
theme a variation of motive screaming for help’
Lament - motive used only in instrumental funeral -punctuating minor and
sections: a transitional passage and the | marches diminished chords used for
coda emphasis on the words
‘blow’ and woe’
Chase -variation of motive used to construct musical -molto ritardando until
instrumental introduction and coda theatre complete stop during the

phrase ‘grinding to a halt’

Figure 50: Summary of Maternal Musings, showing approach to developing technique, stylistic
influences, and examples of word painting

The relationship between the themes and their connection to the original motive on which

they are based is more readily apparent with musical examples (see next three pages):
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Prologue Main motive (motivic basis for songs)
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Figure 51: Summary of thematic material derived from main motive in ‘March’ and
‘#avantgardebaby’
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Variations of motive in 'Confessional Hymn'
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Melody from chorale theme featuring three variations constructed from main motive

Variations of motive in 'Carpet Calamity'
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Instrumental accompaniment in chorus, also featuring harmonised version of main motive

Figure 52: Summary of thematic material derived from main motive in ‘Confessional Hymn’
and ‘Carpet Calamity’
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Variations of motive in 'Fates Worse Than Death’
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Contrapuntal treatment of main motive as transitional passage
Variations of motive in 'Chase’
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Opening and closing theme constructed through semiquaver variation of main motive
Figure 53: Summary of thematic material derived from main motive in ‘Fates Worse Than
Death’ and ‘Chase’



Although the variation of the main motive from the prologue takes different forms, it is the
thread running through all seven songs that connects them. While many of the more overt
features (such as the stylistic references) will be apparent to a first time listener, the motivic
links between each song may not be. In spite of this, it is my hope that the compositional
economy and connections between the musical content of each song have served to bring a

sense of cohesion to the work as a whole.

Interludes I-VI

Separating each of the songs is a short musical interlude in which the singer narrates an
introduction to the next song in a spoken form. These were composed after the songs were
completed, and serve a two-fold purpose. Firstly, due to the fact that the texts for the songs
were collected from numerous different sources, it was beneficial having an explanatory
preface to the song to establish the context of the lyrics. Secondly, the spoken text with a
much simpler musical accompaniment provides some variation to the melodically driven
songs. In some ways, the interludes can be viewed in relation to the songs in the same way
that one might compare the recitatives to the arias within an oratorio or opera. In this case,
the interludes are always very short, and seek to establish the mood of each respective song
that is being prefaced. In the same way that each of the songs is derived in some way from
the original motive, the interludes are all based on the inverted form of this motive. Each
interlude features one short theme created through variation of this version of the motive. As
it was of paramount importance that the words be as clearly audible as possible, the first five
interludes feature only the spoken narration of the voice and one solo instrument. The sixth
interlude is the only one to feature the full ensemble. Oftentimes the instrument chosen to
accompany the narration in some way reflects the mood of the song being prefaced. For

example, the mournful cello to introduce ‘Lament’ and the playful clarinet to introduce the

quirky ‘Carpet Calamity’.

Interlude Number Instrumentation Song being prefaced
Interlude | voice, flute #avantgardebaby
Interlude 11 voice, piano Confessional Hymn
Interlude 111 voice, clarinet Carpet Calamity
Interlude IV voice, violin Fates Worse Than Death
Interlude V voice, cello Lament
Interlude VI full ensemble Chase

Figure 54: Summary of interludes in Maternal Musings
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Below is a summary of the thematic content of each of the interludes in relation to the motive

on which they are based:

Motive used for interludes
(inversion of original motif)
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Figure 55: Summary of relationship between themes in interludes (derived from inversion of
original motive) in Maternal Musings

Although there is significant rhythmic and melodic variation in how the motive is used in
each theme, the overall shape is always retained. The series of rising notes and a falling note

or notes at the end is always present in each theme in some form.
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Summary

It may seem slightly odd to imbue a light-hearted, humorous work with such a rigorous
process of motivic coherence, particularly when the more detailed aspects of variation may
not be immediately apparent to the listener. However, in many ways the work encapsulates
two aesthetic goals that are important to me as a composer: creating works that connect in
some way with an audience; and applying compositional processes that still provide a
satisfying sense of unity and structure. Particularly with such an array of stylistically distinct
influences, a sense of unity through clear links between the musical content of each song and

interlude provides a more cohesive structural framework.
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3.4. Commentary on String Quartet No. 2 ‘Transfigured Notes’: Developing
variation in a programmatic context

In the middle of 2018 I was afforded the opportunity to write a new work for the Australian
String Quartet to be performed in September of the same year. Having immersed myself in
the writings and music of Arnold Schoenberg as part of my study of developing variation, |
became increasingly intrigued by his occasionally eccentric personality, and aspects of his
non-musical life. A visit to the Arnold Schonberg Center in Vienna furthered this interest,
and a desire to write a programmatic piece based on his life was formed. The final product
was a three-movement work, with each movement focusing on an aspect of Schoenberg’s
life: his triskaidekaphobia®, his name, and his habit of playing tennis with George Gershwin.’
Developing variation was used as the compositional framework in only the first two
movements. Although there is some motivic development in the third, it features dramatic
contrasts to represent Schoenberg and Gershwin musically and thus the music did not lend
itself as readily to a process of continual development. For that reason, only the

developmental processes in the first two movements will be discussed in this section.

Developing Variation in ‘Triskaidekaphobia’
The first movement of the work is based on two musical motives: a primary motive and a
secondary one. The primary motive was the one | focused on most consciously when

developing the music through variation. It consists of the following three notes:

A

7 - ]
7
[ £

Y
[

Figure 56: Main motive in ‘Triskaidekaphobia’ from String Quartet No. 2 ‘Transfigured Notes’

Initially this three note motive is used in the construction of the main theme, heard in the first

violin (see next page):

6 Triskaidekaphobia is a fear of the number 13.
" For a more detailed explanation of the quotes prefacing each movement, please see the written introduction to
the score of String Quartet No. 2 ‘Transfigured Notes’.
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Figure 57: bb. 3-8 of ‘Triskaidekaphobia’ from String Quartet No. 2 ‘Transfigured Notes’, violin
1 part

Three transpositions of the main motive are used to construct the first part of the main theme,
which consists of a thirteen note phrase. The use of a thirteen note theme was an intentional
reference to the title of the movement. In the first section of the movement (bb. 1-25), this
motive undergoes various rhythmic transformations, initially compressed with an added note
to form the first climax and then augmented as the music recedes in intensity:
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Figure 58: bb. 17-18 of ‘Triskaidekaphobia’ from String Quartet No. 2 ‘Transfigured Notes’,
main motive used contrapuntally between violin 1 and 2 parts
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Figure 59: bb. 21-25 of ‘Triskaidekaphobia’ from String Quartet No. 2 ‘Transfigured Notes’,
main motive rhythmically augmented, violin 1 part

Although the process of variation has been non-linear up until this point, the second main
section of the movement takes a linear approach. Initially the main motive is played in
rhythmic unison by all four instruments, with the rhythms augmented and an additional note
added to create a four note variant. Through a series of further variations, the intensity is
gradually increased through rhythmic diminution as the texture becomes more contrapuntal,
building to the second climax of the movement. Below is the relevant section, comparing
each four bar phrase and showing the linear development through the section as the motive

undergoes the aforementioned process of variation (see next page):
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> from String Quartet No. 2 ‘Transfigured Notes

1a

bb. 26-40 of ‘Triskaidekaphob

Figure 60

showing linear transformation of motive



To link the end of the second section to the theme in the third section, the Brahmsian idea of
connecting the end of a section to the beginnings of a new section (‘Knipftechnik’) is
employed. The final variation of the main motive limits the pitches to two notes which is
used as the germ for the melody line in the following section:

Figure 61: bar 46 + bb. 47-49 of ‘Triskaidekaphobia’ from String Quartet No. 2 ‘Transfigured

Notes’, showing motivic link between end of section two and theme in the cello part of section
three

The main climax is reached in section three through a series of variations of the main motive,

becoming increasingly frenetic until it is presented as a sequence of dissonant chords:
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Figure 62: bb. 57-64 of ‘Triskaidekaphobia’ from String Quartet No. 2 ‘Transfigured Notes’,
showing variations of main motive to build to climax of movement. Motive is rhythmically
expanded before rhythmic diminution occurs with alteration to pitch structure to create climax
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The final two sections of the movement reprise the opening two sections in reverse order,
creating an arch form to the overall structure. The repetition of these sections is not literal,
however, featuring significant variation to the melodic content despite the gestural

similarities. The main theme from the opening, for example, is anchored more firmly to a

tonal centre in the reprise:

Theme from opening section
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Varied reprise of theme in the closing section
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Figure 63: Comparison of opening and closing themes in ‘Triskaidekaphobia’ from String
Quartet No. 2 ‘Transfigured Notes’, violin 1 part.

Although the motive discussed thus far forms the primary melodic material throughout the
movement, there is a secondary motive which is integral to the construction of the movement.
This motive is primarily used as an accompaniment figure to the main melodic material and

consists of two semiquaver patterns, each oscillating between two notes:
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Figure 64: bb. 1-3 of ‘Triskaidekaphobia’ from String Quartet No. 2 ‘Transfigured Notes’, violin
2 and viola parts

Occasionally this motive competes with the main motive and is contrapuntally placed against
it, as at bar 41 and bar 57 (see next page):
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Figure 65: bb. 41-43 of ‘Triskaidekaphobia’ from String Quartet No. 2 ‘Transfigured Notes’
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Figure 66: bb. 57-59 of ‘Triskaidekaphobia’ from String Quartet No. 2 ‘Transfigured Notes’
In foreshadowing the reprise of the opening theme, it eclipses the main motive entirely and is

heard as the primary melodic material:
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Figure 67: bb. 76-79 of ‘Triskaidekaphobia’ from String Quartet No. 2 ‘Transfigured Notes’
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The combination of linear and non-linear approaches to developing variation seemed
particularly effective in producing a process of development that feels organic. It represents

perhaps the most complex treatment of the technique in the folio.

Programmatic Aspects in ‘Triskaidekaphobia’

The programmatic nature of the movement as a musical representation of Schoenberg’s
triskaidekaphobia had a direct bearing on the motivic material and its development. The
oscillating secondary motive that opens the work is intended to conjure up a sense of
restlessness and anxiety, in addition to referencing the opening of Schoenberg’s
‘Gurrelieder’. Additionally, some of the variations to the musical material were a direct result
of the narrative upon which the movement is based. The climactic points, which become
increasingly more overt, help convey a sense of building anxiety. The dissonant
harmonisation and frenetic rhythmic treatment of both motives in the final climax of the
movement were intended to reflect a moment of panic, before the more consonant resolution
in the final section signals a sense of resignation. There are obviously limitations regarding
the extent to which music can convey specific narrative ideas without the inclusion of text,
but the non-musical elements did serve to inform the compositional process and the treatment

of the main motivic material.

Developing Variation in ‘Beautiful Mountain’

The treatment of developing variation in the second movement of the work is primarily
linear. The three main sections that make up the movement are each built on a structural
premise that unfolds in a similar fashion: a musical idea is stated by one instrument and
develops in a linear fashion through a series of progressive variations. Each variation is
imitated contrapuntally by the other three instruments and retains at least one feature of the
previous one, thus forming a chain of development. Throughout each section, the intensity is
gradually built up through a process of increasing rhythmic complexity, until a dissonant and

atonal interlude acts as a climax before the start of the next section.
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The structure of each of the three main sections can be represented in the following way:

Variation 1 as an extension

of initial idea, retaining a feature

of the initial idea (with similar —
contrapuntal imitation and

increased rhythmic complexity)

Initial Idea stated by one
instrument (imitated contrapuntally
by the other three instruments)

Variation 2 as an extension

of variation 1, retaining a feature
of the previous variation (with
similar contrapuntal imitation and
even more rhythymic complexity)

— ctc.

Figure 68: Summary of linear developing variation in main sections of ‘Beautiful Mountain’
from String Quartet No. 2 ‘Transfigured Notes’

In the opening section of the work, the process of motivic variation described above is

apparent in the first violin part (and imitated in the other three instruments each time):
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o idea retained but rhymic retained but pitch
7 Ilmtlal Idea | values diminished structure altered
[ [ I
f) - | ) o A > be |
r A | I [o”] 1 - W= ¥ ——— 1k
F A | = 1 | 1 | | | ' [#] (&) |
(& — Dz — 1 I - i i | e—
A" 7 M— J i— ) — ——
Q) ! ~—-‘ I M I
rp mp - P
Var. 4: ascending pattern in
var. 3 retained but filled in . . . .
Var. 3: rhythm of var. 2 with p;Qing notes to ! Var. 5: basic rhythmic properties of
retained but descending incrtaqé \rhyThmich intensity var. 4 retained, but pitch structure altered
pattern changed to ascending I = P— ]
l | = 2Pl 4o L e <
13 %/_}- ﬁ-r?o /..-%_?ﬁ ﬁ% tI:: ﬁ:’lﬁ’l::; _
.ﬁ-l = = '—#'P"P-'—'lﬁ - 1= T T =
— — =
:j 3
mff —— f—_— ff —_—

Figure 69: bb. 7-17 of ‘Beautiful Mountain’ from String Quartet No. 2 ‘Transfigured Notes’,
violin 1 part

In addition to the increasing rhythmic complexity, the level of dissonance gradually increases
as the music shifts from a more tonal approach towards harmonic complexity until the first

atonal climax at bar 18.
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Below is the passage showing the imitative counterpoint of each variation passed between the

four instruments:

Adagio (J =44)

N o
il TR I T
T D ™ TR
\\\L
m e I
)] s
Yl T3 I.f T
--.1\
1 I / {\ﬁ" TG
@ L \ NIl
H ]
TR TRl
1 & i
T & Y ny
] ] Il / e
. TR
i SRl
. W \\Av_
1 1 ] \\Av_
.
1 1 ] |||U_
||.U_m
Sy S iy u.u
N \

—
g
-
2
=

Violin IT

Violoncello

v Y3 L1977
ﬁumulu v _ﬁ _— "
A WL

Tl |

M_L—v
1j+%
il T
e
1 LR | u Tﬂn
1] g7
5
I It
S TR
R in Y
v .hdﬂ.
A I ] LY

—
=
—

| L)
i i
o |
SN
o uw.‘. EN [
B
v
[ Yo
ol EY 1 '
Ll
A o e ~y
uww.‘ N B L
il W Lw_!m.. L-Hu}r_W ?.1}2_ W
TN i ST e
u L]
E \\Hé—uv 1] | 'J
[* .
T M e
o e ND = i
. = P 9
- -

1]y <;___: < _;,< _;v<
_ﬁw "
an| ) )
,Mj_ W I Iy
Gl s ol s flls BN s
Wl
s s
A
A3
LRl uwﬂ
il 3
Ly
‘31 I
i
A
J fh._#f hs [T
\ Y
vl (TS v
Y W)
il [{~ s Re s
B H § ANz .nvm
»
A I
A ) Il [T
= e L &N,
£ g 77

Figure 70: bb. 1-17 of ‘Beautiful Mountain’ from String Quartet No. 2 ‘Transfigured Notes’



The climactic atonal sections of the movement (at bars 18 and 43) feature a twelve tone row®
which is an extension of the initial idea heard at the very start. After the first climactic
section, the process is repeated two more times, each time building to an atonal passage that
serves to diffuse the tension built up through the increasing rhythmic and harmonic
complexity. In each of the two main sections that follow the first, the initial idea used in each
one is still derived from the motive that opening the movement. Below is a comparison of

each of the primary ideas used in the three main sections:

Section 2: Main motive, retaining Section 3: Main motive, using
outline of shape from motif in same notes as section 1, but in

Section 1: Main motive in
its original form

section 1 a different order
. | | | | | | |
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Figure 71: Comparison of main motive in each of the three main sections in ‘Beautiful
Mountain’ from String Quartet No. 2 ‘Transfigured Notes’, viola part

Thus the process of linear development taking place across all three sections not only retains
a sense of motivic coherence within each section, but also within the work as a whole through

the connections created between the sections.

Programmatic Aspects in ‘Beautiful Mountain’

The gradual shift from simpler, tonal passages, to increased dissonance based on twelve tone
procedures serves a programmatic purpose as well as a musical one. It is intended to mirror
the journey that Schoenberg took from tonality to atonality, eventually expressed in his
creation of the twelve tone system. The repeated low Ds (D2) in the cello part at the start of
the movement reference the opening of ‘Verklarte Nacht” while the initial motive that enters
over the bass line spell out a musical cryptogram based on Schoenberg’s name (the notes A,
E flat, C, and B natural).® The overall structure and pattern taking place throughout the
movement was intended to reflect Schoenberg’s lot as the bringer of atonality and a new

musical language.

8 The primary row (A, E flat, C, B, B flat, E, G, A flat, G flat, F, D, D flat) used in these sections is an extension
of the opening motive based on Schoenberg’s name.

% In the German spelling of the notes, E flat is written as S (Es), and B natural is written as H, forming the
cryptogram A. S.C.H.
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Summary

In reflecting on the differing approaches to developing variation taken in each of the works in
the folio, I feel the two movements of String Quartet No. 2 discussed above were the most
successful exploration of the technique. The predominantly contrapuntal treatment of motivic
development functioned very idiomatically for the string quartet medium, and resulted in
perhaps the most thorough engagement with the concept. Once again, it was my goal to
create an immediately engaging work (aided by the programmatic narratives) and a work of
motivic complexity through developmental processes that permeate the work as a whole.
Despite the gestural similarities between different sections, literal repetition is avoided in the
first two movements. To reiterate Ethan Haimo’s description: ‘developing variation offers the
possibility of forward motion, permitting the creation of new or contrasting (but still related)
ideas’.1% This piece is perhaps the most comprehensive demonstration of this in the folio.

10 Ethan Haimo. “Developing Variation and Schoenberg’s Serial Music,” Musical Analysis. v. 16, n.3 (1998),
349-365.
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3.5. Commentary on ‘Sonata for Violin and Piano’: Developing variation as a
systematic musical process

The ‘Sonata for Violin and Piano’ was my first creative exploration of developing variation.
Starting the compositional process for this piece with the realisation that the entirety of my
doctoral composition work lay ahead of me was initially a daunting prospect. Coupled with
only a tenuous understanding of how developing variation might serve to refine my
compositional endeavours at that time, the challenge initially produced one of the severest
cases of writer’s block I had encountered as a creative artist. The words spoken by the
character of George Seurat in Stephen Sondheim’s ‘Sunday in the Park with George’ in

which he summarises the start of an artistic endeavour seemed apt:
White. A blank page or canvas. So many possibilities.*®

Although intended to be inspirational in the context of the musical, to me the seemingly
endless possibilities of a blank manuscript page were initially daunting rather than
exhilarating. One piece of advice given to me on numerous occasions in reference to writer’s
block was the idea of restricting the parameters of the task at hand, thus limiting the
possibilities to a more manageable framework. This directly informed the approach to
developing variation throughout the sonata. Consequently, the treatment of the technique
lacks the same degree of organicism and complexity as the other works in the folio, but was a

useful and necessary part of discovering how the technique could serve my creative goals.

Developing Variation in ‘Sonata for Violin and Piano’

The limitations | placed upon myself were primarily structural and related directly to the
treatment of developing variation. Each movement is based around three variations of the
same motive, with a process of intervallic diminution occurring in the first movement and
intervallic expansion occurring in the second. Like many of my pieces, both movements are
structured in arch form, consisting of five main sections. In the first movement, the opening
section presents the main motive: a series of rising fifths, with the two subsequent variations
of this section featuring rising fourths and rising thirds respectively. The second movement
repeats this approach, but reverses the process of intervallic variation, beginning with a rising
thirds motive, before expanding this idea to fourths and, finally, fifths. The second movement

is thus a mirror image of the first, beginning where the first movement ended, and ending

10 Stephen Sondheim, Sunday in the Park with George (Vocal Score), (New York: Rilting Music, Inc., 1987).
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where the first movement began. The overall form in relationship to the motivic development

can be shown as follows:

Structure of Movement 1

Section 1: Section 2: Section 3:
Main idea: Series of rising —> Development section | ——® | Main idea reprise:
5ths exploring 5ths idea varied to rising 4ths
Section 4: Section 5:
—p» Development section ——» | Main idea reprise:
exploring 4ths idea varied to rising 3rds

Structure of Movement 2

Section 1: Section 2: Section 3:
Main idea: Series of rising —> Development section | ——® | Main idea reprise:
3rds exploring 3rds varied to rising 4ths
Section 4: Section 5:
——p Development section —— | Main idea reprise:
exploring 4ths idea varied to rising 5ths

Figure 72: Summary of structure and developing variation in Sonata for Violin and Piano

The process of variation generating the overarching structure of the work is thus one in which
a fixed developmental process is set in motion throughout the first movement, and then
reversed in the second movement. A comparison of the main ideas used in the middle and
outer sections of the first movement show the process of intervallic diminution taking place

(see next page):
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Figure 73: Comparison of main ideas in first movement of Sonata for Violin and Piano, showing
intervallic variation, violin part

When the process is reversed in the second movement, the motivic material is transformed
into a more rhythmically driven idea, in keeping with the Allegro tempo. The rising intervals

are also interspersed between repeated notes in each respective presentation of the idea:

Section 1: bb. 178-185
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Section 3: bb. 414-423
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Figure 74: Comparison of main ideas in second movement of Sonata for Violin and Piano,
showing intervallic variation, violin part

Within this rigid process to development and variation there are large sections in which the

motivic transformation is treated much more organically. It felt necessary to have these



sections of freer development to avoid a purely mathematical approach to the treatment of
material. Once the problem of a creative roadblock had been overcome through the very
specifically defined parameters of the overarching structure, it was possible to develop the
ideas in a much less inhibited way. For example, once the rising fifths idea has been
introduced at the start of the first movement, a shift to a new tempo marks the beginning of
the developmental section in which this idea is varied in numerous ways. Most variations
retain the emphasis on fifths, with the occasional variant being derived only from the
distinctive shape of the main motive (see next page):
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movement of Sonata for Violin and Piano



Similar types of variation take place in each of the developmental sections after each
statement of the original motive in each of its three permutations. Although the systematic
variation to the main motive across the broader structure of the work could be thought of as a
type of linear developing variation, the developmental processes in the intervening sections
are primarily non-linear. Thus the work combines both approaches within the predetermined

structural framework.

Summary

Although serving as a useful starting point in overcoming the aforementioned creative
challenges, the systematic approach to developing variation has obvious limitations. A
predetermined structure in the context of developing variation can prevent the music from
developing to places it might otherwise go during the compositional process. Even with the
sections utilising a freer approach to motivic variation, a systematic structural process runs
the risk of becoming predictable for the listener and consequently less engaging. For this
reason, | abandoned this approach in the subsequent works in the folio, opting for an

approach to variation that was less rigid.
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3.6. Commentary on ‘Concerto for Trumpet and Orchestra’: Developing
variation as a means of generating large scale structures

Having completed the solo and chamber works for the folio, it felt necessary to include an
orchestral work to round out the music for this submission. As a trumpet player myself, it had
been a long term goal of mine to write a substantial work to contribute to the rather scant solo
repertoire for trumpet. The decision was made to write a concerto for trumpet and orchestra,
cast in one movement, which highlighted different aspects of the trumpet’s capabilities as a
solo instrument. This addition is noteworthy not only as the only orchestral work, but also as
the longest single-movement work in the folio. Due to the nature of the form, the approach to
developing variation contains numerous unique aspects. Although the opening section of the
work focuses on development through motivic variation, the remaining sections primarily
feature thematic variation. A combination of linear and non-linear developmental processes
are used to construct the thematic material, while the penultimate section of the work
combines these ideas contrapuntally. The structure of the work can be summarised as follows

(see next page):
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Section (with bar

numbers)
Section 1: bars 1-45

Description

Introductory section (slow,

mysterious)

Type of

development

Motivic

development

Relationship between

soloist and orchestra

Trumpet and orchestra

alternate presenting
main material. First

cadenza in solo part.

Section 2: bars 46-91

Main Theme (fast,
rhythmically driven)

Thematic

development

Trumpet presents main
theme, sometimes in

dialogue with orchestra

Section 3: bars 92-133

Cadenza and transition

based on section 1

Motivic

development

Second cadenza in solo
part. Orchestral

transition to section 4.

Section 4: bars 135-205

Middle section (lyrical,

building to main climax)

Thematic

development

Trumpet and orchestra
alternate presenting
theme. Trumpet
initiates main melody
before supporting
melody in the orchestra

with countermelody

Section 5: bars 206-244

Reprise of main theme

from section 2

Thematic

development

Trumpet reprises main
theme, sometimes in

dialogue with orchestra

Section 6: bars 245-262

Contrapuntal combination
of themes (majestic,

lyrical)

Thematic

development

Orchestra and trumpet
combine to create

polyphonic texture

Section 7: bars 263-273

Coda (very fast, virtuosic)

Thematic

development

Dialogue between
trumpet and orchestra
in climactic ending to

piece

Figure 76: Summary of each section in Concerto for Trumpet and Orchestra

300



Developing Variation in ‘Concerto for Trumpet and Orchestra’

The motive from which all of the main ideas in the concerto are derived is heard at the very

opening of the work and consists of two notes ascending stepwise:

7 -
e

rp

Figure 77: Main motive in Concerto for Trumpet and Orchestra, double bass part

This idea is immediately varied through expansion:

—

R

I
g 7 —
e Ve
P

Figure 78: bb. 3-4 of Concerto for Trumpet and Orchestra, viola part

This four note variation becomes the basis for the material presented once the soloist enters.
Initially this idea is varied through an extension in which the first note is played three times
before the ascending minor second and minor third change the intervallic structure of the
motive. In the second variation the minor second and minor third intervals are inverted, now

descending instead of ascending. The rhythmic properties of this second variant become the

basis of the third variant (at bar 16), but the intervals ascend once again as at bar 11.

Figure 79: Use of motive from figure 77 in construction of solo trumpet part, Concerto for
Trumpet and Orchestra

The two orchestral interludes, dominated by contrapuntal string textures, serve as
introductory passages to the soloist’s entries, and vary the motive from Figure 77 continually

(see next page):

301



Tempo I (J =44)

302

= ~ =
Vin. 1 |2t - 3 —h
. (f:\ !i ry Inx _d
[ quavers added to begin a process
of increased rhythmic interest
A I | T
P A4 + f P ] —
Mine 2 itera e e R
] R N R 14 [ d g [ 4
*’ intervallic expansion < — iis —
of original motive
I = ]
f t | 1 et .- \
) Z I I T T I N7
\71.1 | [P 3 & I | | [ M| Py I T
Bl |1 S ) — h& 1 = : s
 c— ve \ \
o |
Ve L
o FE = FE .
94
Db Z ‘!i L% ] Ty iy S)
~
rhythmic movement primarily
in quavers, introduction of larger
invertallic leaps 1  —
1 —) >/—b‘__h\ . b e
T 2 he o be r £
7 y —— e s ] I i
Vin. 1 |Hey— m———
.-,/‘
_—
\Tln 2 4 T I I I e He L I I I T T T I T T
. Yy FUFHy & L oL 4 T & - [ - . T P I T I
,“ L el - I I T bl v H' > bl 'F.I [l
(% — = L Nl e >\\__,/
e e = \
I & gHe > > I N
\71.1 | |V Ll ™ L. X3 T & o & PP FHy P o o P »- [T
. T T Lol T I = ] I ] "ﬂ" H \’- I' \’- H } &
== = == ‘
1\11::3.1':“:111‘16‘: Sin;ticmf? Lent by semitones varied inversion imitating
compressed to malxemen y semitones | first violins
Ve ‘): T i i i I T f ! ﬁ I
- I I I | .\ | Il ;-l [ i3 | |
B + e g 2 Ed — :-bo‘- - e
| T L] Z—
o — i in > Te—* 1 T
Db F O T Y P Bl i = [ ] I _J T T FF o FWF
. . \! ‘F } I} } } I I | | | 1 \}
\ \ ———— — ————

Figure 80: bb. 24-29 of Concerto for Trumpet and Orchestra, string parts

Following the first tutti climax, the solo trumpet line introduces a melodic line that features

three statements of a new variant of the motive:

Original motive extended
through use of passing note (B flat)

Previous variant with increased rhythmic interest
through use of quavers
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. | T — T T = = = =
mp mf’ _
Further rhythmic interest through use of semiquavers in statement of main motive
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5 >/——‘_—‘——\ ———— = = -
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Figure 81: bb. 37-44 of Concerto for Trumpet and Orchestra, showing motivic expansion, solo

trumpet part

The above variation becomes integral to the musical material in section 2, as Brahms’s

‘Knipftechnik’ is employed to link the end of section 1 to the following section:
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Figure 82: bb. 46-49 of Concerto for Trumpet and Orchestra, showing link between opening of
section 2 (string parts) and motive at the end of section 1 (solo trumpet part)

As can be seen above, the first three notes (consisting of an ascending minor second followed
by a major second) are retained in the motive introduced in the cellos and basses at the start
of the Allegro vivace section. However, the rhythmic interest is increased through the use of

semiquavers and quavers. The violins then introduce a modified inversion of this motive.

The above motive heard in the strings is then altered and grounded to a clearer tonal centre as
the solo trumpet introduces the main theme in section 2:

_ Three note motive
First part of main theme a First three notes extended with passing
53 variant of string motive in fig. 82  transposed sequentially notes

[

[ ] .
=~ e
b 22" , . e abe
[Y) — T — ~—

Extended variant with passing notes
repeated in transposed form

Pitch alteration

55 to opening of theme I :
[ .
) = see. =
F A bt il il | 'H‘P - I 4 -
[ FanY H-' Hll" Dl’ F.
—

Figure 83: bb. 53-57 of Concerto for Trumpet and Orchestra, main theme of solo trumpet part in
second section constructed through numerous variants of motive seen in viola and cello parts in
Figure 80
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Throughout the rest of section 2 the theme shown above is subjected to numerous variations

in the solo trumpet part:

Ex. 1 . . - .
Bb. 61-63 Main theme transposed to D major before transition to new material

l J::Fﬁﬁqﬁ'%
b i e I

Opening semiquavers from main theme extended to four, before quavers rhthmically

Ex. 2 altered to triplets. Shape of quavers in main theme retained
A Bb. 69-70 3 3 = T = ﬁ:', =
o — | - . Fd gy T L. el

L 10

s

+ iy i)
Gt e o j
() bi\i__.-—/‘ = = |_;_ 3

Semiquavers motive transposed and extended before descending variant

-Ex. 3 .
Bb. 81-83 of seccm}bfﬁ’_\m theme |
T G - = ] —k .
J_‘(I_i_"_'l ?Hr I I } I | | I [T= y J - il
- ES—— ! ﬁ T .
-Ex 4
Bb. 85-87 Semiquavers motive inverted to begin this variant

]

i
:élqz
Semiquavers retained to begin this variant. Rhythmic augmentation and

Ex.5| Bb. 89-91 variation of quaver idea from first bar of main theme !)}
-]Q-

0 * P - Ho I
@Hv je 2 e 2 " 1 # m———

Figure 84: Variants of main theme in section two of Concerto for Trumpet and Orchestra, solo
trumpet part

Following a cadenza in which the motivic material is subjected to further variation, a brief
orchestral interlude provides a transitional passage featuring a variation of the motive heard
at the start of the piece (See next page):
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Figure 85: bbh. 122-126 of Concerto for Trumpet and Orchestra, woodwind parts showing a
restatement of the motive from the opening of the piece. Motive descends sequentially.

After an orchestral introduction featuring the strings, the slower middle section of the work
features an eight bar theme, initially introduced by the solo trumpet. The theme is repeated by
the orchestra with the solo part playing a countermelody. Both the melody and
countermelody, although self-contained themes, are constructed through numerous variants
of the motivic material from the opening section of the work used to create the themes in

section 2 (see next page):
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Theme opens by retaining the contour of the above motive:
three ascending notes. a descending note, and a leap to a
123 longer, higher note. Rhythm is retained in second part of the phrase.

— .
Main theme in Andante semplice section —
Rising notes extended,
Rhythmic aspects of first four bars of theme use of passing notes to vary Rising notes
128 mostly retained theme retained
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Variant based on inversion of

134 ascending notes from previous variants
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Figure 86: bb. 142-170 of Concerto for Trumpet and Orchestra, showing thematic ideas in solo
trumpet part of section 3 as derived from motive in opening section

Although subjected to significant variation, the shape of each theme closely resembles the
shape of the musical idea from the opening. The build up to the climax at bar 181 features an

extension of the same motive, played in unison by the violins, violas, and cellos:
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major third leap from original motive
rising three note motive  varied and altered, introducing wider leaps
extended to four notes  €mphasing interval of major 7th
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Figure 87: bb. 175-177 of Concerto for Trumpet and Orchestra, showing unison string line in
violins, violas, and cellos featuring extension of original motive in section 1

The shape of the motive used from the opening thus becomes the common element between
all of the thematic material in the middle section of the work. Following this section, it felt
necessary structurally to reprise the main theme from section 2. Although alterations occur in
the orchestral interlude to begin the section and in the transitional material leading to the next
section, the main thematic material is largely unchanged. Literal repetition is thus allowed in
this section. This leads directly into the penultimate section of the work, which introduces no

entirely new material, but instead combines themes from previous sections contrapuntally:

Ww: Main theme from section 2 (varied) .
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Strings: Main theme from section 4
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Figure 88: bh. 245-252 of Concerto for Trumpet and Orchestra, showing counterpoint of themes
between woodwind and string parts

From bar 245, only two themes from previous sections are combined in counterpoint, with
the main theme from section 2 altered in accordance with the harmony underpinning the
melodic line from section 4. From bar 253 the theme from section 2 is reprised in its original
form in the woodwinds, while the melodic line in the strings is varied from minor to major,
with alterations to the pitch structure. The orchestral texture accompanies the solo part, which

features a variation of the trumpet’s opening theme in section 1 (See next page):
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Ww: Main theme from section 2 (variation 2)

253 . T )
s he . e Tu
o -
S zz=hpsha 22 2 % 2 T
A —+ = - i B — T i |
&y —« I = ——— I { : = T ]
o i 5 2 3
L Strings: Main theme from section 4 (varied) ‘
[n' : — : . — — —
[ . T | | T T I 1T I i | é' T | I —]
| | l-,;:l T :I | r i H:l
D) v>e b L e — — 1 N
\"—n._-___-/ \——u_-__—___,__o/

)]
=
g —
IR W : = : et .
#ﬁ__l i ¥ ¥ = T i 1
s : £ < I = ———— |
) 5
r ) — N
p 4 T T A} T | | ]
{~ - — | e - | e — —
= et '
tr
259 T e fera e s =
i she? Lriere, 2
[ - | |
Lo/
_~ > > > > = T - =
— = 1 B = = =
1 = [ T
| i . e 13
(2 3 3 ~N &=z
’Q I Ik\ F P ] I 10> ¥
Y 4 I | IS ] e &
D —o- - —— 1 ! e [ 1
!/‘ ——— - -

Figure 89: bb. 253-261 of Concerto for Trumpet and Orchestra, showing counterpoint of themes
between woodwind, solo trumpet, and string parts

A short coda (marked Presto) brings the work to a virtuosic and frenetic close.

Summary

Although the emphasis is more on thematic development (as opposed to motivic development
more commonly associated with developing variation), this piece exemplifies a
compositional approach in which all of the thematic content is derived from a small musical
cell. The themes presented in each respective section all have their origin in the opening
motive of the work. Due to the single movement structure of the concerto, it felt necessary to

feature some literal repetition of the main thematic material. The concerto is in many ways
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the most accessible piece in the folio, emphasising clear melodic lines, triadic harmony, and a
strong grounding in tonality for much of the work. Developing variation served as a means of
generating the individual themes across structure of this large-scale, single movement work,

providing an underlying sense of overarching unity.



Conclusion

The results of the detailed study of the concept of developing variation have been two-fold:
firstly, it has imparted an even greater sense of awe at some of the great composers of the
past; secondly, it has helped to refine my understanding of the compositional process in the
creation of my own music. Specifically, the music of Brahms and Schoenberg have been
exhilarating to reacquaint myself with, despite the fact that Schoenberg and | part ways on
certain philosophical and aesthetic points. Being a German-born composer who has lived
most of his life in Australia, the two fundamental goals mentioned earlier- to construct works
of motivic coherence and sophistication through the technique of developing variation, and to
create works that are engaging and communicative- are perhaps a reflection of these two
heritages. The primarily Germanic concept of developing variation, combined with a melodic
and harmonic musical language as far removed from the remaining vestiges of European
Modernism as Australia is from Europe geographically, have undoubtedly played a role in

influencing my philosophical and aesthetic goals.

There are numerous sources dealing with developing variation from a historical perspective,
with detailed analyses of works from the past, as has been shown. This submission has
attempted to shed light on developing variation as a creative concept, demonstrating ways in
which it can be utilised in the compositional process. In many ways this personal, creative
approach was a response to the merits and problems of the concept. | have drawn extensively
on the examples provided in the writings and music of others, whilst attempting to find ways
of synthesising the technique into a personal musical language that addressed some legitimate
criticisms of the concept.

Ultimately, however, it is my hope that the works in this submission will be able to be
understood and appreciated at a number of levels. At a more superficial level there is an
immediacy and desire to communicate with the audience present in all of the works, while at
a deeper level, the music is given a motivic coherence and level of sophistication through the
developmental processes at work beneath the surface. With a concept thoroughly grounded in
the technical and theoretical aspects of the compositional process, it is easy to become so
immersed in this that one loses sight of the music as it will be experienced by the majority of
listeners. A conscious attempt was made to avoid an engagement with the concept of
developing variation that was so myopic as to preclude any engagement with the music that

was not visual.
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Schoenberg said of his music:

My work should be judged as it enters the ears and heads of listeners, not as it is described to

the eyes of readers.*

| concur.

! Merle Armitage, Schoenberg, (New York: Books for Libraries Press, 1937), 143.
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