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CHAPTER 1 

INTRODUCTION 

The purpose of this study is to examine a selected sample of 

compositions by Ernest Bloch in an effort to isolate specific 

compositional traits which form the core of his individual style. 

These characteristics will then be used as a factual basis for a 

comparative study between Bloch's general style and the Concerto 

Grosso for String Orchestra with Piano Obbligato, which was written 

in 1925. It should be noted that this study was carried out on the 

assumption that specific traits could be identified and recorded for 

comparison to the equivalent features of the work under consideration. 
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CHAPTER 2 

SELECTION OF WORKS FOR ANALYSIS 

The scores were selected with the intention of representing 

all of the compositional periods of the composer and at the same 

time, examining as many media as necessary to justify the conclusions 

of the study. 

The nine scores chosen for analysis are Hiver -Printemps, two 

poems for orchestra of 1905, the Three Jewish Poems of 1913, Schelomo, 

Hebraic Rhapsody for cello and orchestra of 1916, Sacred Service, a 

Jewish Sabbath setting for chorus and orchestra completed in 1934, 

Voice in the Wilderness, a symphonic poem for orchestra with violon- 

cello obbligato from 1936, the Concerto Symphonique for piano and 

orchestra of 1951, his Concerto Grosso No. II for String Orchestra 

of 1953, the Symphony for Trombone and Orchestra completed in 1954, 

and of course, the Concerto Grosso for String Orchestra with Piano 

Obbligato, written in 1925. 
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CHAPTER 3 

BIOGRAPHICAL SKETCH OF ERNEST BLOCH 

Ernest Bloch was born in Geneva, Switzerland on July 24, 1880, 

the third child of Maurice and Sophie Bloch. His father, owner of a 

clock shop, "was a confirmed skeptic, introvert, and worrier ".1 His 

mother, who assisted her husband in the business, is reported to have 

had an irrepressible optimism toward life. 

At the age of six, Ernest was presented a toy flute by his 

mother. This gift was made much to the dismay of his father who 

was concerned it might lead the boy into a career in music.2 He was 

not allowed any specialized instruction in music, but nonetheless 

learned to play the instrument and began composing original melodies 

for it. 

By the time Ernest was nine, his father had yielded to his 

determination to study music, and he was given permission to study 

the violin. Two years later Ernest had decided music was to be his 

life. By age fourteen he was studying violin with Louis Rey, French 

composer and critic, and composition with the French composer and 

teacher Jacques Dalcroze in Geneva. 

1David Z. Kashner, "Ernest Bloch and his Symphonic Works," 
(Ph.D. dissertation, University of Michigan, 1967), p. 4. 

2Kushner, p. 5, quoting Mary Tibaldi Chiesa, "Ernest Bloch- - 
The Jewish Composer," ilusica Hebraica, I -II (1938), pp. 13 -16. 

3 



4 

The following year he composed the Symphonie Orientale, a work 

based on the Hebraic melodies Maurice had sung as Ernest was growing 

up. It should be noted that Maurice, in his early years, had intended 

to study for the rabbinate, but later decided to become a merchant. 

Martin Joseph Marsick, noted Belgian violin virtuoso, heard 

Ernest play and saw an early string quartet the boy had written, and 

immediately convinced Maurice and Sophie that their son should study 

all phases of music. Ernest then traveled to Brussels to continue the 

study of violin with Eugene Ysaye and composition with Francois Rasse, 

both members of the faculty at the Brussels Conservatoire. 

In 1899, after three years at the Conservatoire in Brussels, 

Ernest, who was then nineteen, journeyed to Frankfurt to study 

composition with the emminent German pedagogue and composer, Ivan 

Knorr, who was professor of composition at the Hoch Conservatorium. 

It was Knorr who taught Bloch to think independently and to become 

master of his own individual style. 

It was not until 1901 while he was in Munich, under the 

tutelage of Ludwig Thuille, that Bloch wrote his first important work, 

the Symphony in C sharp minor. In 1918, writing program notes for the 

New York Philharmonic performance of the Symphony, Bloch stated 

"The work represents me as I was at twenty -one, with my struggles- - 

already--my hopes, my joys, my despairs. I only tried to express 

myself simply, sincerely, without looking for originality, 

harmonically or orchestrally".3 

3Robert Strassbourg, Ernest Bloch, Voice in the Wilderness: 
A Biographical Study (Los Angeles, 1977), p. 14. 
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After Munich, Bloch sojourned in Paris for a year before 

returning to Geneva in 1904. On August 13 of that year he married 

Margarethe Augusta Elizabeth Schneider, and soon after began working 

as a salesman and bookkeeper in his father's business to support 

himself and his wife. 

Between the years 1904 and 1910, Bloch continued to compose 

in his spare time and lectured on musical subjects at the Geneva 

Conservatoire. In 1910, he completed his opera Macbeth, which was 

given its premiere performance on November 30 at the Opera Comique 

in Paris. 

The works composed during the period from 1911 to 1916 are 

referred to as the "Jewish Cycle ".4 Bloch once stated to Olin Downes 

that "I am a Jew, and I aspire to write Jewish music...because I am 

sure that this is the only way I can produce music of vitality and 

significance --if I can do such a thing at all ".5 New works completed 

during these years include the Three Jewish Poems (1913), Israel 

Symphony (1916), and Schelomo (1916). 

In 1916, business in his father's shop decreased to the point 

that Ernest was forced to look elsewhere for a source of income. 

In an effort to ease his own financial burdens, he accepted a position 

as conductor for the well known dancer, Maud Allen, who was to begin 

a tour of the United States in October. Bloch came to the U.S. in 

July and the tour began as scheduled. Within six weeks the tour 

ended in failure and Bloch was stranded in New York with no family 

or source of revenue. 

4Strassbourg, p. 26. 

5Olin Downes, "Ernest Bloch, the Swiss Composer on the 
Influence of Race in Composition," The Musical Observer (March 1917). 
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David Mannes, founder of the Mannes School of Music in New 

York, offered Bloch a position as head of the theory department. The 

popularity of his lectures there and subsequent performances of his 

First String Quartet by the Flonzaley Quartet, and of his Three 

Jewish Poems by the Boston Symphony successfully launched his musical 

career in America. 

In 1920, Bloch was invited to found and organize the Cleveland 

Institute of Music. He was later named as the Institute's Director, 

a position he held until 1925, when he resigned the post to become 

the Director of the San Francisco Conservatory. It was during his 

tenure at the Cleveland Institute that the Concerto Grosso for String 

Orchestra with Piano Obbligato was written. 

By 1930, Bloch had had enough of the administrative experience 

and resigned his post. He was fortunate in that friends, the Stern 

family, had set up a $100,000 fund at the University of California 

at Berkeley to provide for his financial independence for the next 

ten years. Bloch received an annual income from the investment of 

these funds from 1930 to 1940 at which time the University established 

a chair in music called the Ernest Bloch Professorship in Music. 

During these ten years, he traveled in many European countries, and 

spent a period of three years in his native Switzerland where he 

composed the Sacred Service which he completed in 1934. Other works 

which date from this period include the Voice in the Wilderness (1936), 

Evocations, a symphonic suite for orchestra (1937), and the Violin 

Concerto (1938). 

After a lifetime of travel and teaching, Bloch returned to 

the United States in 1939, spent some time in New York, and finally 
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set up a permanent residence in Agate Beach, Oregon. In 1941 he 

assumed a teaching position at the University of California at 

Berkeley where he remained until his retirement in 1952. The compo- 

sitions of the Agate Beach period include String Quartets Numbers 3, 

4, and 5, the Concerto Symphonique for piano and orchestra (1951), 

his Concerto Grosso No. II for String Orchestra (1953), the Suite 

Hebraique for viola and orchestra (1951), his Symphony in E flat major 

(1955), and the Two Last Poems for flute and orchestra completed in 

1958. 

Various awards and commemorative events were given to and in 

honor of Ernest Bloch during the following years. He died of cancer 

in 1959. 



CHAPTER 4 

BLOCH'S COMPOSITIONAL STYLE 

In studying the selected group of scores, this author did find 

several significant aspects of the composer's compositional style that 

distinguish it from the works of other twentieth century composers. 

Bloch's extensive and almost exclusive use of minor scales, 

modes, and certain new derived scales contributes significantly to 

the Oriental or Hebraic quality in his music. In a random selection 

of over seventy -five melodic passages from the eight scores examined, 

the most frequently used intervals are the major second (diminished 

third), thirty one percent, the minor second, thirty percent, and the 

augmented second, seventeen percent. 

The abundance of major and minor seconds is generated by the 

employment of alternating whole step /half step or half step /whole step 

scales (see Figures la, lb, ic). These scale patterns consist of 

nine tones octave to octave rather than the standard eight. 

4 -- - - --------- 
---------- -------- --------- -- --- _ ---- 
---- 0 -4c, - --c> 

- ----- - 

-ea- 

Figure la. Whole Step /Half Step and Half Step/ 
Whole Step scales. 
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measures 203 -210, Ernest Bloch. 

The wealth of augmented seconds can be attributed to two 

factors: first, the extensive use of the harmonic minor scale, and 

secondly, to the utilization of a scale consisting of two juxtaposed 

tetrachords separated by a whole step. Each tetrachord comprises 
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an augmented second and two semitones (see Figure 2). A direct result 

of this particular scale is the large number of three note chromatic 

figures separated by an augmented second or its enharmonic equivalent, 

a minor third (see Figures 3a and 3b). Whole tone and pentatonic 

scales are also found. The diatonic major scale was found in less 

than five percent of the melodic sample. 

ae á 11° --1 

Figure 2. Dual tetrachord scale; chromatic genus. 
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Figure 3a. Voice in the Wilderness, movement I, 

measures 19 -24, Ernest Bloch. 
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The note range of Bloch's melodies varies with compositional 

period, style and medium. Nearly forty percent of the melodies fall 

within the range of an octave, forty -five percent an octave to two 

octaves, and the remaining fifteen percent beyond the two octave range. 

The Sacred Service is the most conservative in range with eighty 

percent of its melodies remaining within an octave. 

Bloch's early harmonic applications are conservative, and 

became relatively more so during the atonal, serial and experimental 

movements of the ensuing 1930's, 40's and 50's. 

For purposes of analysis, a selection of one hundred fifty 

vertical sonorities was studied for harmonic content. Eighty -five 

percent of the chords were simple and complex tertian structures: 

triads, sevenths, ninths, elevenths, and even a few thirteenths were 

found. 

Some of the tertian sonorities contained added notes, the most 

common being the tritone mentioned earlier. This tritone usage 

reflects back to the scale patterns the composer utilizes: the 

whole step /half step or half step /whole step (see Figure 1) and the 

whole tone scales. Both of these patterns makes the employment of 

the tritone available to the composer. The use of the tritone tends 

to obscure his use of distinctly tertian harmonies and adds to the 

unique flavor of his music. 

The rest of the harmonic structures are open harmonies, that 

is to say, without the presence of thirds to define the harmonic 

content (see Figure 4). The use of chords with open perfect fourths 

and fifths also has a tendency to make ambiguous the otherwise tertian 

framework around which Bloch's works are structured. 
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89 -91, Ernest Bloch. 

It is in the area of rhythm that Ernest Bloch's music is most 

individually characteristic. There are six specific rhythmic patterns 

that appear repeatedly throughout the score sample. They are: the 
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setting of compound rhythms against a duple background or duple rhythm 

within a compound rhythmic fabric (see Figure 5), the use of the 

sixteenth dotted -eighth motif (see Figure 6), emphasis on second 

beats or accentuation of syncopated rhythms in duple and quadruple 

simple passages (see Figures 7a and 7b), use of a double dotted 

quarter followed by a sixteenth or double dotted eighth by a thirty - 

second (see Figure 8), the tying and accenting of a weak part of a 

beat into the following beat (see Figure 9), and the tying of figures 

or notes across bar lines (see Figure 10). 
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with Piano Obbligato, movement III, 
measures 46 -63, Ernest Bloch. 
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measures 11 -15, Ernest Bloch. 

The first four of these (Figures 5 -8) clearly add rhythmic 

energy and drive to the music. 

The last two rhythmic motives (Figures 9 and 10) add varying 

degrees of uncertainty to the regular metric pulse. These rhythmic 
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patterns, in conjunction with Bloch's nearly continual use of meter 

change, contributes additionally to the character of his music. 
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measures 22 -27, Ernest Bloch. 

Figure 7b. Schelomo, measures 254 -259, 
Ernest Bloch. 
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measures 178-181, Ernest Bloch. 
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In his formal procedures, Ernest Bloch is very traditional. 

There are three formal structures that were observed in the scores 

studied. The most used is the familiar sonata -allegro form. 

However, due to the lack of a more traditional tonal format, there 

are many variations to be found in the recapitulations, as the need 

for a complete formal return is no longer a requisite. Another form 

he uses is the three part song form, as in the second poem of the 

Hiver -Printemps of 1905, the first of the Three Jewish Poems, and 

the first movement of the Concerto Grosso Number II written in 1953. 

The third form, used more frequently for movements near the end of 

compositions, is a sectional organization. This form can be found 

in the third movement of Voice in the Wilderness from 1936, the 

third movement of the Concerto Symphonique written in 1951, and in 
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the third movement of the Concerto Grosso currently under observation 

as a part of this study, completed in 1925. The sectional forms do 

not follow any prescribed pattern. 

Bloch has an obvious fondness for the use of cyclic structure 

in his compositions. He will in most cases return to the thematic 

material of the first movement or, in the case of a single movement 

piece such as Schelomo, to the first theme of the work. Often one 

finds, disguised in the finale, fragments of thematic material from 

the preceding movements. William Jones points out that "this cyclic 

treatment often gives cohesion to the music which would otherwise 

contain formal weaknesses ".6 It also adds to the dramatic tension 

Bloch achieves in his compositions. 

6William Jones, "The Music of Ernest Bloch," (Ph.D. Dissertation, 
Indiana University, 1963), p. 214. 



CHAPTER 5 

A STUDY OF THE CONCERTO GROSSO FOR STRING 
ORCHESTRA WITH PIANO OBBLIGATO 

The Concerto Grosso for String Orchestra with Piano Obbligato, 

hereafter referred to as the Concerto Grosso No. I, is the only work 

of a symphonic nature which dates from Bloch's years at the Cleveland 

Institute. It was composed for the students of the Institute's 

Senior Orchestra in an effort to demonstrate to them that old forms 

and traditional harmonies could be employed in the writing of vital 

contemporary music. 

It is a concerto grosso in the sense that it features concertino 

groups against the full orchestra, although it must be added that, 

unlike the concerto grossi of the eighteenth century, the instrumen- 

tation of the concertino group varies from one section of a movement 

to another. At some points it will consist of only a solo violin and 

sometimes, as in the second movement, will be made up of as many as 

four solo violins, a solo viola, and a solo cello. 

The Concerto Grosso No. I is neo- classical in its formal 

structure, but is very different in style from neo- classical works 

such as Stravinsky's Pulcinella suite, which reworks borrowed 

material to create an entirely new kind of music, or Milhaud's 

Suite Provencale. It is simpler in its oratory and far more romantic 

in nature. The composition is written in an attractive classical 
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style with very little use of chromaticism. Its four movement form 

makes obvious use of the cyclic structure Bloch favors. 

The piano obbligato is substantially more prominent than a 

continuo part would have been in the eighteenth century, and in some 

places approaches a soloistic role. However, it does not dominate 

the work, as would be true of a concerto. 

The Concerto Grosso's four movements are titled Prelude, 

Dirge, Pastorale and Rustic Dances, and Fugue. Kushner observes that 

the somewhat descriptive titles of the middle two movements indicates 

Bloch's "need for some extra musical impetus, even within the bounds 

of the strict concerto grosso style ".7 

The opening movement, Allegro energico e pesante, has 

tremendous energy and rhythmic definition. It is written primarily 

in the dorian and d harmonic minor modes. The movement begins with 

a vigorous first theme (see Figure 11) then proceeds to develop three 

additional melodic motives (see Figures 12, 13 and 14). 

7 
Kushner, p. 314. 
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Figure 11. Concerto Grosso for String Orchestra 
with Piano Obbligato, movement I, 

measures 1 -5, Ernest Bloch. 
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Figure 12. Concerto Grosso for String Orchestra 
with Piano Obbligato, movement I, 

measures 7 -10, Ernest Bloch. 
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Figure 13. Concerto Grosso for String Orchestra 
with Piano Obbligato, movement I, 

measures 14 -15, Ernest Bloch. 
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Figure 14. Concerto Grosso for String Orchestra 
with Piano Obbligato, movement I, 

measures 17 -20, Ernest Bloch. 

The second movement, Dirge [Andante moderato], is in three 

part form. The theme (see Figure 15) is first presented in the 

violins and violas against a contrapuntal background in the celli. 

A chromatic transition leads to an elongated return of the principal 

theme. 

The second theme emerges in the solo violin over an arpeggiated 

accompaniment in the viola and piano (see Figure 16). The descending 

scale section which follows gives way to a powerful statement of the 

opening theme in the piano. Gradual reinforcement and then a 

diminuendo brings the movement to a restful close. 
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Figure 15. Concerto Grosso for String Orchestra 
with Piano Obbligato, movement II, 

measures 1 -8, Ernest Bloch. 
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with Piano Obbligato, movement II, 
measures 36 -41, Ernest Bloch. 
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The Pastorale and Rustic Dances is a sectional movement in form 

(discussed in the Compositional Style chapter under rhythmic treatment). 

It begins with the Pastoral theme (see Figure 17) in the violas 



which is characterized by a thirty- second note triplet figure. This 

theme is passed to the solo violin which is followed by a glimpse of 

the Rustic Dance material, but the Pastoral theme then prevails. 
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Figure 17. Concerto Grosso for String Orchestra 

with Piano Obbligato, movement III, 
measures 1 -11, Ernest Bloch. 
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The Rustic Dances begin with a spritely tune (see Figure 18), 

and after seven measures is interrupted by a cheerful second tune in 

simple meter against a compound metric accompaniment (see Figure 19). 

A short time after, the first dance theme is reannounced in the second 

violins and a section commences which alternates the two dance 

melodies. 

Figure 18. Concerto Grosso for String Orchestra 
with Piano Obbligato, movement III, 
measures 41 -43, Ernest Bloch. 
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Figure 19. Concerto Grosso for String Orchestra 
with Piano Obbligato, movement III, 
measures 47 -51, Ernest Bloch. 
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The Pastoral theme returns again, followed by a new theme which 

emerges in the viola line (see Figure 20). After the announcement 

of the new thematic material, the dances return. There is a key 

change to D major at which point the first violins have the new 

theme, from the recent announcement in the violas, over the inverted 

form of the first dance tune in the second violins. This is another 

effective example of the combining of simple and compound rhythms. 

The dances continue with a reminiscence to the Pastorale 

theme in the first violins over fragments of the dance material, and 

then a reappearance in canonic treatment of the new theme originally 

announced in the violas. The movement ends with a winding down, by 

augmentation of rhythmic values, of the dance motives. 

The final allegro is a fugal movement in D minor, and consists 

of subject expositions separated by episodes followed by a closing 

section. The subject (measures 1 -6), one cf a spirited nature 

(see Figure 21), is stated in the violas and is answered by the second 

violins at the fifth above (measures 7 -12). Other entries occur in 

the cellos and basses a fourth below (measure 15), the first violins 

an octave above (measure 21), and finally in the piano (measure 26). 

After a short developmental section, the first episode appears 

(measure 44). Its thematic material (see Figure 22), is of a folk - 

like quality and is a pleasant contrast to the fugue subject. 

The next exposition (measure 56), in F major, begins with the 

subject in the second violins. There is a developmental section here 

which includes use of the countersubject material (see Figure 23) and 

fragments of the subject. This is followed by an abbreviated episode, 

also in F major, which yields to the third exposition (measure 81), 
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Figure 20. Concerto Grosso for String Orchestra 
with Piano Obbligato, movement III, 
measures 124 -132, Ernest Bloch. 
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this time in G minor. After the subject statement in the first 

violins, the second violins have the subject in inversion, after which 

the cellos, basses, and piano have a statement in the inverted form. 
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Figure 21. Concerto Grosso for String Orchestra 
with Piano Obbligato, movement IV, 
measures 1 -6, Ernest Bloch. 
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The violas then begin a stretto section (measure 100), 

employing the inverted subject, followed closely by the second violins, 

then the first violins. Augmented subject fragments are evident in 

the lower strings. 

The ensuing episode in A major (measure 119) is interrupted 

by another subject statement in the second violins and violas over 

which the first violins enter one bar later with an augmented version 

of the subject (measure 124). This section continues with the use 

of fragmentation, inversion, and thematic augmentation until the 

beginning of the closing section. 

The closing section features a return to the opening rhythmic 

theme and the somewhat expansive second theme from the first movement 

(measures 146 -155), thereby fulfilling the cyclic expectation. It is 

followed by a section in which fugue subject, countersubject, and 

episodic material are woven into a delightful interlude. The movement 

ends with one final glimpse of the introductory theme from the first 
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movement. This is the only movement in all of Bloch's works that is 

entirely in fugal form.8 

8Jones, p. 102f. 
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CHAPTER 6 

CONCLUSIONS 

During the course of analysis of the selected scores, it 

became evident that this Concerto Grosso is a far more conservative 

work than those chosen for comparison. 

The melodic range in the Concert Grosso No. I is quite limited 

with eighty percent of the melodies remaining within an octave. Other 

melodic traits found in the sample, the augmented second, tritone, 

half step motifs, and embellishments are, practically speaking, 

non -existant. 

Harmonically, the work is also a conservative venture. The 

vertical harmonies in this composition fall into one of two categories. 

They are either tertian structures, triads through eleventh chords, 

or open sonorities, those lacking the presence of thirds. Those 

chords found in the score sample such as the tertian structures with 

added tones, and the use of the derived scale patterns which made 

them available are not in evidence in this work. 

Rhythm is the one aspect of this composition where the 

composer does employ his unique compositional traits. Here, one 

finds three of the specific patterns which were observed in the 

sample works. They include the mixing of duple and compound rhythmic 

designs, the accentuation of second beats and syncopated rhythms, 

and motives tied across bar lines. 
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Additional aspects of rhythm analagous to the sample are the 

frequency of meter change and numerous indications for change in 

tempo. 

The form for the Concerto Grosso No. I is varied. The outer 

two movements are quite neo- classical in structure though simpler 

and more romantic in nature than the works of other neo- classical 

composers of the same period, such as Stravinsky, Milhaud and Poulenc. 

The two inner movements express a highly romantic sentiment and might 

be considered the work's true art within the framework of the neo- 

classical first and fugal finale movements. 

The Concerto Grosso for String Orchestra with Piano Obbligato 

is an unpretentious composition, but its simplicity makes it an 

attractive work. 

The only other works chosen for examination which approach 

this level of conservatism are the Sacred Service of 1934, and the 

Concerto Grosso No. II of 1953. Considering, however, the purpose 

for which it was written, the Concerto Grosso No. I of 1925 is truly 

an admirable work. 



CHAPTER 7 

PROBLEMS FOR THE CONDUCTOR IN PERFORMANCE 

The difficulties of conducting this work lie in two directions. 

First, one must consider the rhythmic complexities. These require 

that the conductor be able to manage the numerous metric changes in 

addition to the almost constant tempo changes called for by the 

composer. 

The second consideration is the awareness the conductor must 

have of the balance and style. Problems in balance stem from the 

variation in the instrumentation of the concertino group as previously 

discussed, as well as between the piano obbligato and the orchestra 

in general. 

The piano functions in different ways relative to the ensemble 

and each of these functions has to be carefully considered. In the 

first movement for instance, the opening theme should be equally 

balanced between orchestra and piano, for here the piano is acting 

in the fashion of a continuo instrument (see Figure 24). In measures 

50 -54 of the first movement, and measures 36 -49 of the second move- 

ment (see Figures 25 and 26), it should be a delicately balanced 

arpeggiated accompaniment. However, in the second movement, the 

Dirge, beginning at measure 68, the piano part becomes highly 

soloístic (see Figure 27). Each of these cases, and the multitude 
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of like places for the varying concertino groups, must be carefully 

studied and rehearsed so that the highly inflected style of Bloch's 

music is not lost. 

The conductor must see that the harmonic and melodic aspects 

are balanced and that the rhythms are accurate as well as precise 

so as to represent as nearly as possible what he feels are the 

musical intentions of the composer. 
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with Piano Obbligato, movement I, 

measures 1 -4, Ernest Bloch. 
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