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CHAPTER 1 

INTRODUCTION 

George Rochberg composed "La Bocca Della Verita" in 

1958 -59 for oboe and piano. The title, translated as "the 

mouth of truth," refers to a legend "that in neolithic times 

a seer or priest stood behind a huge stone mask with an open 

mouth and prophesied or delivered oracular sayings. "1 It does 

not imply a programatic meaning. In 1965, approximately a 

year after he ceased to openly support serial music, Rochberg 

transcribed the piece for violin and piano. It is obvious 

that during the intervening years between the original compo- 

sition of the work and its transcription, he developed serious 

misgivings regarding the limitations inherent in the use of 

serial techniques. Stephen L. Bannerman in Chapter V of his 

thesis, "George Rochberg: The Basis and Evolution of His 

Aesthetics," indicates that Rochberg published a series of 

studies including The Hexachord and Its Relation to the Twelve 

Tone Row (1955), "Duration in Music, "2 "Webern's Search for 

1George Rochberg, "La Bocca Della Verita" (Bryn Mawr, 
Pa.: Theodore Presser Co., 1965), piano score p. 3. 

2George Rochberg, "Duration in Music," The Modern 
Composer and His World, ed. J. Beckwith and U. Kasemets 
(Toronto: University of Toronto Press, 1961), pp. 56 -64. 
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Harmonic Identity, "3 "The Harmonic Tendency of the Hexachord, "4 

and a review of George Perle's Serial Composition and Atonality.5 

Through all of this, the inspiration brought on by his associ- 

ation in 1950 with Luigi Dallapiccola while serving as a 

Fulbright Scholar and American Academy Fellow in Rome, faded. 

The intensity of his early inspiration is summarized thus: "I 

was convinced of the historical inevitability of the twelve - 

tone language --I felt I was living at the very edge of the 

musical frontier, of history itself. "6 He then found himself 

composing serial music by day and playing Mozart and Verdi at 

night. The precise reasons for his decline in interest in 

serialism and modernism in works of such composers as Boulez, 

Cage, Stockhausen, and even Schoenberg (a composer whom he 

greatly revered) is summarized in a sentence: "Even if you 

spend hours at it nothing leaps from the score into the ear. 

Apparently here we are dealing with something unacceptable to 

the mind. "7 "I found the palette of constant chromaticism 

increasingly constricting, nor could I accept any longer the 

limited range of gestures that always seemed to channel the 

3George Rochberg, "Webern's Search for Harmonic 
Identity," Journal of Music Theory 6 (April 1962):109. 

4George Rochberg, "The Harmonic Tendency of the 
Hexachord," Journal of Music Theory 3 (November 1959):208. 

5George Rochberg, "Serial Composition and Atonality," 
Journal of the American Musicological Society XVI (Fall 
1963):413. 

6 George Rochberg, Quartet No. 3, Nonesuch H- 71283. 

7George Rochberg, "Reflections on Schoenberg," 
Perspectives of New Music 11 (1973):60. 
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music into some form or other of expressionism. "8 

"La Bocca Della Verita" was composed when Rochberg was 

in a mature stage of composition within the twelve tone system 

and, as will be revealed during the course of this document, 

appears to represent a man struggling for expressive freedom 

while functioning within a very strict system of composition. 

George Rochberg abandoned twelve tone composition in 

1964 with his "Piano Trio" appearing as the final work con- 

ceived in this style. Why then should the necessary time and 

energy be devoted to the analysis and performance of a work 

in a style which the composer himself decries as invalid in the 

human experience? Rochberg, like all of us, was and is in a 

perpetual state of evolution. This evolution can be influenced 

at any one moment by environment, personal relations, emotional 

stress, or a myriad of other factors. At any one moment we 

may feel that what we are doing is supremely important, valid, 

and justifiable. Five years later, our sense of retrospection 

may reveal that we were, in fact, completely wrong and our 

actions without substance. Rochberg began his work in the use 

of serial technique convinced that he was on the razor's edge 

of musical composition in the twentieth century. The fascina- 

tion with this man and this work as it represents a particular 

period during his evolution as a composer lies in the fact 

that, intellectually, he was deeply immersed in twelve tone 

techniques. However, in parameters outside of pitch (rhythm, 

8Rochberg, Quartet No. 3. 
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dynamics, and linear presentation) he appears to have been a 

true romantic toiling within the stricture of what he per- 

ceived to be an unyielding compositional language. 
.. 



CHAPTER 2 

BIOGRAPHY OF GEORGE ROCHBERG 

Like mushrooms in the night, there has sprung up 
a profusion of false, half -baked theories of percep- 
tion, of intellection of composition itself. The 
mind grows sterile and the heart small and pathetic. 
There can be no justification for music, ultimately, 
if it does not convey eloquently and elegantly the 
passions of the human heart. 

George Rochberg wrote these words which were published in 

1982 in David Ewan's book, American Composers: A Biographical 

Dictionary.9 The philosophy evidently represents the distil- 

lation of a lifetime of study, writing, and composing. 

His early years were not those of a precocious child 

composing and performing concerts for persons of wealth and 

influence. Rather, he grew up and flourished not unlike many 

young Americans of today. Born in Patterson, New Jersey, 

on July 5, 1918, Rochberg's parents soon moved to Passaic, 

New Jersey, where he spent his formative years. He began piano 

study at age ten. In his early teens he began playing piano 

with various jazz groups, an interest which led him to compose 

popular songs. During these years he also produced some art 

songs as well as pieces for the piano. In 1939 he earned a 

9David Ewan, American Composers: A Biographical 
Dictionary (New York: G.P. Putnam's Sons, 1982), p. 537. 

5 
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Bachelor of Arts Degree at Montclair State Teacher's College. 

He spent the next three years at the David Mannes School of 

Music in New York where he studied composition with Hans 

Weisse, Leopold Mannes, and George Szell. During this period 

of study Rochberg was married and he and his wife moved to 

New York City where their son Paul was born. 

George Rochberg served with the American forces in 

Europe during World War II, was wounded in action and dis- 

charged in 1945. He immediately entered the Curtis Institute 

of Music in Philadelphia where he studied composition with 

Rosario Scalero and Gian Carlo Menotti. During this time 

(1946) he published his first work, "Songs of Solomon," for 

voice and piano. In 1947 he earned a Bachelor of Music Degree 

and joined the theory faculty at Curtis where he stayed until 

1954. While serving in this capacity, he was able to complete 

requirements for the Master of Arts Degree at the University 

of Pennsylvania (1949). It was also during this period that 

he accepted an editorial position with Theodore Presser, a 

post which he retained for eight years. 

Rochberg's early influences came from Bartok, Stravinsky, 

and Hindemith as is reflected in "Night Music" (1948) and 

Symphony No. 1 (1949). These works were honored with perfor- 

mances by Dimitri Mitropoulos conducting the New York Philhar- 

monic as well as Eugene Ormandy and the Philadelphia Orchestra, 

respectively. 

The first major compositional period in Rochberg's 

musical evolution occurred approximately between the years of 
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1950 and 1963 after his association with Luigi Dallapiccola, 

Italy's foremost dodecaphonic composer. Rochberg's first 

composition using twelve tone techniques appeared in 1952 in 

his work "Twelve Bagatelles" for piano. In 1964 these baga- 

telles were orchestrated and renamed "Zodiac." The Cincinnati 

Symphony Orchestra with Max Rudolf conducting performed it the 

following year. He continued to favor serialism through 1963 

when his last work in this style, "Piano Trio," was published. 

During this period many of his works were honored with 

prestigious awards and performances by eminent musicians. The 

Chamber Symphony was premiered by George Szell and the Cleveland 

Orchestra in 1959 and received the Naumburg Recording Award 

three years later. The Kovosevitzky Music Foundation com- 

missioned "Dialogues for Clarinet and Piano" in 1956. The 

Cheltenham Arts Center in Pennsylvania commissioned what was 

to become the "Cheltenham Concerto" for small orchestra in 

1958, which later won first prize in the Italian International 

Society for Contemporary Music Competition. "Time Span I" 

(1960), a symphonic movement, was later revised and retitled 

"Time Span II" and subsequently performed with the composer 

conducting the Buffalo Philharmonic. 

In 1965 the tragic death of his son Paul caused 

George Rochberg to reflect deeply and to reassess his musical 

life. It was at this point that he abandoned the use of twelve 

tone technique and sought more freely expressive styles of 

the past. Upon his return to composition the "Music for the 

Magic Theater" (1965) displays the beginnings of his practice 
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of quoting material of other composers. The work includes 

passages from Mahler, Mozart, Varese, and Stockhausen. The 

technique continues through Symphony No. 3 (1966 -1969) and 

" Ricordanza" for cello and piano (1972) among others. In the 

"Concerto for Violin and Orchestra" (1974) he set out to 

emulate styles of other composers and to work within established 

traditions of the genre. The work is basically tonal; very 

romantic and lyrical; a contemporary work composed with an 

understanding and sensitivity to the expressive styles and 

traditions of the past. 

A final development in the continuing evolution in 

Rochberg's style occurs in "Octet, a Grand Fantasia" (1980). 

Rochberg states that the work represents "a fusion of atonal 

harmonic means with the directionality of tonal principles 

derived from the major -minor system."10 

George Rochberg has received honorary doctorates from 

Montclair State College and from the Philadelphia Musical Acad- 

emy. He has been honored by a celebration of his music during 

"Rochberg Week" at the Santa Fe Chamber Music Festival in 1979 

and has served as composer -in- residence at the Testimonium in 

Jerusalem (1970 -71), the Aspen Conference of Contemporary 

Music (1972), and at the Grand Teton Festival in Wyoming (1974). 

He has served on the faculty of the School of Music at 

the University of Pennsylvania and is now retired.11 

IOIbid. 

11The 
biographical facts above were drawn from the 

article on George Rochberg in David Ewan's book, American 



CHAPTER 3 

FORM AND STRUCTURE 

George Rochberg based "La Bocca Della Verita" on two 

twelve tone rows. The first tone row appears in the violin 

part at the beginning of the work as exhibited in Figure 1. 

r-- 5 :4 

P 
poco 

, 
a wsr Amor. w.. cm+. .._ M--.. 17 - M 

!f. __ ) 
5:4 

P 

(r. s r 
n 

f 
MIL ., .f .. 

P 
5. 4 f 

Figure 1. 1st and 2nd staff, violin score, page 1. 

Tone Row Number I 

141 

It is combinatorial at the major seventh and is an inversional 

palindrome. The interval of the major seventh is important 

and serves as a unifying device, in both harmonic and linear 

forms, throughout the work. 

Composers: A Biographical Dictionary, pp. 534 -537. 

9 
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The second tone row is found on page fourteen, first 

system, again in the violin part. 

GU; J: ca. 96J 5:4 
p+u 

. 
arco 

A 

poco rit. . _ (f . .. . . 
piu. S- 

aíoc rit. _ . 

p: 

AP' AP 

f ,Yb.p 

Figure 2. 3rd and 4th staff, violin score, page 5. 

Tone Row Number II 

This row is related to the first through rotation and is found 

in I5 of the original matrix.12 It should be noted that the 

first pitch of this row is a major seventh above the first 

pitch of row number one. 

In using the forms of the sets, Rochberg maintains 

separation between the violin and piano. Set statements often 

overlap, the end of one forming a dyad with the beginning of 

the next. 

Form 

The structure of this work is in classical rondo form 

(A B C B' A').13 The A sections are composed in a rhythmically 

indeterminate style and are based on the first tone row. The 

B sections, though still founded on the first tone row, appear 

12Stephen 
L. Bannerman, "George Rochberg: The Basis 

and Evolution of His Aesthetics" (M.M. thesis, University of 
Miami [Fla.], 1982), p. 15. 

13lbi.d 
. 
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in 
8 
meter, thus contrasting the A sections. Further con- 

trast is created in section C through the use of the second 

tone row and a meter of 8. Regardless of the clarity of this 

formal structure, the work is heard in the style of a fantasia. 

Rochberg confirms this point in his instructions to the per- 

former which appear at the beginning of the work: 

The essentially "open" visual appearance of the 
score (piano part) has been chosen in order to convey 
to the performers the immediate impression of a free 
open style of performance - quasi - improvised, in 
short. 

The shape of the music should emerge through the 
projection of successive phrases of varying lengths 
and proportions. It is up to the performers to de- 
cide whether a phrase is a continuation of, or a 

reaction to, the preceding phrase. 

14Rochberg, 
"La Bocca Della Verita," piano score p. 3. 



CHAPTER 4 

STYLISTIC ANALYSIS 

On the whole, the stylistic features displayed in this 

work would not indicate that the composition was conceived 

for anything other than for violin and piano. 

Linear Presentation 

As one might expect to find in a twelve tone composi- 

tion, the linear writing is mostly disjunct, though small 

cells of conjunct pitches do occur. Also characteristic is 

the absence of repeated motives. The opening statement and 

first presentation of the set demonstrates both styles (see 

Figure 1). Though this line appears moderately extreme in 

its range and intervallic structure, it is nevertheless very 

expressive for the violin. 

The range covers the entire length of the G string, 

as in the first two pitches, and continues through the open 

middle registers of the D and A strings. Rochberg notated a 

false harmonic and thus achieves an octave displacement with- 

in the line. He uses this technique frequently throughout 

the work. This first phrase appears to be the most conjunct 

in the composition. Succeeding phrases exhibit a greater 

tendency toward disjunct writing through the more frequent 

12 
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appearance of intervals of the major seventh and minor ninth 

in both melodic and harmonic forms. All possible registers 

are used. 

In a broad and general sense, Mr. Rochberg follows a 

somewhat traditional concept in shaping the linear material. 

The rise and fall of pitches and their effect of creating a 

sense of tension and release is evident throughout the work. 

The opening phrase in the violin provides a good illustration 

(see Figure 1). If the performer totally disregards the 

dynamic indications and examines only the linear shape, there 

is no question that the energy and tension moves toward the 

completion of the Bq and relaxes as the final Ea is approached. 

A slight surge is heard on the Et' and the line comes to final 

repose on the F4-F4 double stop. This same concept is repeated 

in the following example, Figure 3. 

Figure 3. 5th staff, violin score, page 1. 

The point of greatest tension is unquestionably in 

the center of the phrase with the sounding of the major 

seventh double stop F -E; relaxation occurs at the end of the 

phrase on the C. 

Figure 4 exhibits the same idea in a somewhat con- 

stricted form. 
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PP 

Figure 4. 5th staff, violin score, page 1. 

In passages of less traditional, more extreme disjunct writing 

the same is true. 

r3 

Figure 5. 2nd staff, piano score, page 11. 

Here one finds that the greater the intervallic leaps and the 

higher the upper pitches range, the greater the tension that 

is created. The final climactic goal in this line appears in 

the piano score. 

It is important that for reasons enumerated above, a 

performer must carry to his preparation of this score a very 

active awareness of traditional musical styles. A discussion 

in greater depth on that subject will follow in Chapter 5. 

Rhythm 

Perhaps the most important stylistic parameter to 

consider in "La Bocca Della Verita" is that of rhythm. The 
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dominant technique used is that of rhythmic indeterminacy. 

Mr. Rochberg saw great value in this concept as applied to 

the arts. 

The contemporary vision of new dimensions and 
values floating in a field of uncertainty is precise- 
ly what lends excitement and vitality to the art of 
our time. The meaning of 20th century art lies in 
the full acceptance of subjectivity. We see this 
most vividly in the style of painting called "Abstract 
Expressionism." These painters have seized on in- 
determinacy itself as both the subject matter and 
the means of their art, and as a result consciously 
order chaos. Thus indeterminacy becomes a positive 
value in art, consciously sought after for its own 
sake because it is the condition of existence itself 
and forms a new basis for creative expression. 

The concept of an obscured pulse cannot be credited to Rochberg. 

The style is found in vocal recitatives from earlier centuries. 

The "Prelude to the Afternoon of a Faun" of Debussy is an 

example of one of the earlier successes of a composer who set 

out to create a style which minimized the sense of pulse and 

focused attention on harmonic and orchestral coloration as 

well as melodic writing. The term "frei im Zeitmasse" (free 

in tempo) was used by Hindemith in "Mathis der Maler" in 1934. 

Sehr langsam, frei im Zeitmass er- 

Figure 6. Paul Hindemith, Mathis der Maler, 
3rd movement, score page 38. 

15George 
Rochberg, "Indeterminacy in the New Music," 

The Score 26 (1960):18. 
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It is, however, the Symphony Op. 21 of Anton Webern that 

Rochberg cites as 

precisely the work that prepared the way for the new 
aesthetic: the creation of the'idea of a homogeneous 
musical space defined by interval- motifs which pene- 
trate through the whole time -space without differenti- 
ation of function. Through this work entrophy, and 
therefore indeterminacy, first entered the contemporary 
scene. 

Rochberg's models for achieving the sense of freedom from pulse 

include Webern's concept of "a suspended beat based primarily 

on the interaction of sound and silence. 17 (See Figure 7.) 
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Figure 7. Anton Webern, Symphony Op. 21, 
1st movement, score page 1. 

Other examples include works of Boulez, Stockhausen, and Nono 

in their techniques of arithmetically increasing or decreasing 

the number of subdivisions within a regular bar length. "For 

example, in a meter of 8 it is common to observe groupings 

16Ibid., 
p. 15. 

17lbid. 
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of 2, 4, or 5. "18 Further, the idea gleaned from Stockhausen's 

work in which the pulse is lost in a maze of complex subdivi- 

sions was valid in Rochberg's development of indeterminacy. 

Boulez in "Structures for Two Pianos" bracketed groups of 5 

in 32 with the indication of "pour 6" over the bracket.19 

Stockhausen used ratio proportions such as [4:5] meaning four 

divisions placed in the time of five. 

In referring directly to "La Bocca Della Verita" and 

the ways in which Rochberg incorporated these techniques, we 

find that with the exception of short sections in 
8 

and 
8 

meter, the work is completely free of meters or barlines. It 

is in these sections that the sense of rhythmic indeterminacy 

is most prominant. Tempo markings are provided, always in- 

dicating the speed of the eighth note. The rhythms are so 

complex that neither the violin or piano score may be performed 

with complete accuracy. When they are combined, one completely 

loses the sense of pulse and is thrust into a world of free 

sound in space (see Figure 8). 

18lbid. 

19Ibid., 
p. 16. 
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Figure 8. 3rd staff, piano score, page 6. 

The following are examples of Rochberg's use of Stockhausen's 

technique. 

Figure 9. 3rd staff, violin score, page 2. 

6v` 
¡Dv 

,. 

Figure 10. 2nd staff, violin score, page 8. 
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The sense of freedom from rhythmic pulse is further 

enhanced through his use of the marking f-- -s - - -. These 

accelerandos and retardandos usually appear simultaneously 

within the complex rhythmic patterns indicated above and in 

the absence of movement in the piano (see Figure 1). They ap- 

pear before tempo changes and at the ends of phrases (Figure 11). 

(, . . . _1 (f+ol 
v 

ocol = 
ar ! dolciu. 

-- 

Figure 11. 5th staff, violin score, page 2. 

Although Mr. Rochberg uses many techniques which serve to sub- 

due or otherwise eradicate the presence of pulse, he also takes 

care to indicate points of simultaneity between violin and 

piano as in Figure 12. 

(f^...1 n 

t4:Z !! 
(equal :r) 

n 

moiho f if' 

Figure 12. 1st staff, piano score, page 10. 
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In his note to performers, Rochberg explains the 

meanings of fermatas and special stress symbols. 

Fermatas are of 3 types: /\ short; fl medium; n long. 
As no precise length of duration* can be assigned, each 
type may be handled according to the discretion of the 
performers in relation to the metronomic speed and 
shape of the phrase in every case. . . . 

Symbols ! and 1i are used to indicate strong- stress 
(not accent) or weak -stress in those phrases where 
it is not obvious from the notational context whether 
an upbeat or downbeat feeling is intended.20 

The sense of rhythmic interpretative freedom incorpor- 

ated by Rochberg in this work is undeniably an aesthetically 

and stylistically pleasing achievement. He has forced upon 

the performer musical demands that require the utmost use of 

imagination and control in the rhythmical interpretation of 

this work. These considerations will be viewed in greater de- 

tail later in Chapter 5. 

Articulation 

The widest range of styles and articulations is indi- 

cated in profusion throughout the score. There are seldom 

more than four or five notes written without a stylistic 

articulation provided. The following example shows the clarity 

with which the composer imparts his stylistic wishes. 

If - - - - 1- - - - - - 

Figure 13. 2nd staff, violin score, page 1. 

20Rochberg, 
"La Bocca Della Verita," piano score p. 3. 
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Within the duration of ten pitches Rochberg clearly indicates 

five different articulations. In addition, he is superbly 

clear in conveying the most minute nuance. A symbol ( :) often 

used by string players to indicate a sustained -- ringing, but 

separated -- articulation is not often seen on the printed page. 

Mr. Rochberg is specific in his intentions as seen in Figure 14. 

Figure 14. 4th staff, violin score, page 1. 

His attention to detail in this area is equally clear in the 

piano score. Simultaneous articulation contrasts and similar- 

ities within passages are evident throughout the work. It is 

important to note that the performer does not feel that at 

any point the articulations are in conflict with linear motion, 

rhythmic, or dynamic styles. They appear as an integral part 

of the composition and its consummate style; something that 

surfaced in the original flash of inspiration. 

Dynamics -Color 

As in other parameters, Rochberg's attention to de- 

tail in these areas is no less articulate. The complete 

dynamic spectrum is used with changes occurring frequently. 

There are seldom more than five notes indicated without a 

dynamic indication. The changes often occur suddenly and 

to great extremes (see Figure 15). 
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Figure 15. 2nd staff, piano score, page 6. 

Rochberg takes great care in indicating minute subtleties. 

Further, coloristic indications such as "flautando" are placed 

so as to provide tone colors with a sense of great space and 

mystery. 

s flautando 

5:4 
r-3 

cM1711. Arfc:/NEX-. ... 1111-=.111=-1Ml'OMr v40 =BMW Ww 
PP p 

mp-PP 

Figure 16. 3rd staff, violin score, page 1. 

It is clear that the extent of Rochberg's imagination extends 

well into the total coloristic palette of dynamics and tone 

as it does in the other parameters discussed above. 



CHAPTER 5 

PERFORMANCE PROBLEMS 

As is characteristic with music of the twentieth 

century, the performance problems presented to the violinist 

are special indeed. These problems, both technical and musical 

in nature, are unique in that they often require articulations, 

dynamic, rhythmic and melodic gestures that are generally 

foreign to the classically trained violinist. In this light 

it is imperative that the performer bring to the endeavor 

a solid technical command of both left and right hand problems 

for he will, no doubt, have to expand upon it during the course 

of preparing the score. Also imperative in this enterprise is 

a thorough understanding and performing knowledge of eighteenth 

and nineteenth century styles. The proper sense of shaping 

phrases, the understanding of antecedent -consequent ideas, the 

urgency and direction of lines toward or away from points of 

climax, and the fertile imagination and maturity needed to 

utilize the emotional effect of silence or of tone color, are 

all essential ingredients if one is to successfully capture 

the interest of an audience, some of whom may be already 

prejudiced against this work or against twelve tone music in 

general. 

23 
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Technical Problems 

Left Hand 

Problems of technique for the violinist can be 

divided into left and right hand areas. In first considering 

the left hand, one does not have to look far in any of the 

previous musical examples, or to know much about violin tech- 

nique to surmise that the disjunct and chromatic nature of the 

linear writing presents problems both in extreme physical 

distances to be covered and in the use of unusual and extended 

fingerings. The problems are compounded by adding accelerandos 

to increasingly disjunct passages (see Figure 5). 

At this point, one comes to realize that the technical 

limitations suffered by any performer will have a direct ef- 

fect on the musical impact of this passage. Another problem 

that conflicts with the natural sense of the systematically 

trained violinist is found in Figure 17. 
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Figure 17. 4th and 5th staff, violin score, page 7. 

This passage requires the performer to use a series of fin- 

gerings which neither provides him with a sense of a logical 

system of movement nor the sensation of a physical "home base" 

(a left hand position from which to relate other pitches or 

motions). The natural order of pitches that exists in musical 

styles before the twentieth century is absent; thus, the sense 

of logic in physical motion for the violinist does not exist. 

The above problems are further complicated by the necessity 

to use parallel fingerings on adjacent notes which are physi- 

cally separated by two open strings on the violin. Further, 

the passage makes predominant use of the major seventh, 
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appearing in both melodic and harmonic forms. Here again, the 

classically trained violinist must ignore his impulse to per- 

form perfect octaves, so important in early training of the 

left hand, and accurately sound the major seventh. 

Rochberg's use of sudden false harmonics during sections 

of fast tempos can prove problematic. The melodic displace- 

ment and contrast in tone color provided by these harmonics 

are unique and effective. However, the time needed for the 

string to change its vibration pattern is often crowded in a 

fast tempo. This is particularly true when the harmonic is 

juxtaposed with stopped notes. 

Right Hand 

When considering problems of the right hand presented 

to the performer in this work, one is immediately met with 

the conflict between the sense of musicianship and its effect 

on musical phrasing and the disjunct chromatic lines presented 

to him for interpretation in "La Bocca Della Verita." As was 

mentioned above, many of the lines presented in the violin 

score require conventional phrasing, somewhat the same as 

would be used in eighteenth or nineteenth century sonata liter- 

ature. The same attention given to sustained intensity and 

smooth string crossings in earlier works must be maintained 

here if one is to inject true musical understanding and 

maturity in performance. Another important responsibility of 

the right hand is that of creating the entire spectrum of 

dynamic and tonal coloration. The composer has indicated 

"flautando" at several points in the score, an effective 
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device for creating tonal contrast and a sense of distance 

and space. This, however, is only the beginning. As was dis- 

cussed earlier, Rochberg has given careful attention to the 

most minute details regarding dynamics. As interpreted by 

the performer, these indications provide the launching point 

for a myriad of timbre and coloristic excursions. Figure 16 

shows that Rochberg placed five dynamic indications on three 

different pitches. These, combined with the "flautando" in- 

dication, challenge one's imagination to explore all the 

coloristic nuances possible within this section. On the op- 

posite end of the spectrum, Figure 15 displays the violin in 

extreme levels of dynamics ranging from "p" to "sfff." 

It is interesting to note that several series of etudes 

dealing with technical problems experienced in twentieth 

century music have been published. Their usefulness, however, 

is limited as they do not adequately cover the difficulties 

experienced in this body of literature. Furthermore, why 

should one practice technical problem - solving in etudes when 

they can be excerpted from the compositions themselves? 

Interpretative Problems 

It is imperative that the performer of twentieth 

century compositions approach the new work with a true sense 

of objectivity. A classical background in technical and musi- 

cal training must be combined with a new musical aesthetic: 

that which, in this work, recognizes the value of long estab- 

lished styles and yet seeks to stimulate the imagination to 

create sounds and feelings beyond the confines of the normal 
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musical experience. Thus, it is without question that the 

most challenging facet of preparing this composition is in 

the area of interpretation. A knowledge of the overall form 

and the recognition of major climax points is indeed helpful. 

It is, however, on a phrase -to- phrase basis, as with works in 

more conventional styles, that the success of this work is 

guaranteed. In another of his notes to the performers provided 

in the score, Rochberg states that "The shape of the music 

should emerge through the projection of successive phrases of 

varying lengths and proportions. It is up to the performers 

to decide whether a phrase is a continuation of or a reaction 

to the preceding phrase. "21 In addition, mutual decisions 

regarding stylistic considerations involving dynamics, tone 

colors, pacing of accelerandos, and articulations must be made. 

This intense dialogue between violinist and pianist is the key 

to an artistic achievement. 

21Ibid. 



CHAPTER 6 

CONCLUSION 

At the time he composed "La Bocca Della Verita," 

George Rochberg was totally dedicated to twelve tone composi- 

tion and, as with Schoenberg himself, felt that it was an 

inevitable and natural progression for music in the twentieth 

century. He abandoned use of the technique because he felt it 

to be artistically confining and unacceptable to the human 

mind as a viable and expressive means of communication. Analy- 

work has revealed conflicting forces at within 

Rochberg's expressive genius. On one hand he was intellectually 

convinced of the importance and usefulness of the twelve tone 

language, and thus used it in a very straightforward manner. 

On the other hand he appears to have been struggling toward a 

greater sense of freedom and expressiveness. His use of the 

techniques of rhythmic indeterminacy, extremely detailed at- 

tention to dynamics, and an effort to "convey to the performers 

the immediate impression of a free, open style of performance - 

quasi - improvised "22 tends to reflect other needs for his 

creative intellect. It appears that the very compositional 

22lbid. 
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system that he first employed in the early 1950s was, in fact, 

extremely limiting and came into conflict with his true ex- 

pressive emotions. Composed in 1958, "La Bocca Della Verita" 

exhibits these conflicts and, in a way, predicts his ultimate 

abandonment of the system five years later. 
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