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CHAPTER ONE 

INTRODUCTION 

Within prominent musical and academic circles of the United 

States, the dominant forces in the second half of the twentieth cen- 

tury have been serialism and indeterminancy. Both of these composi- 

tional procedures represent fundamental shifts in the basic premises 

of Western music developing into a sharp rejection of traditional 

temporally dominated music. 

George Rochberg (b. 1918) grew up and was educated within the 

milieu of the Eastern Seaboard of the United States in the 1930's and 

1940's. Predictably, Rochberg's music has been influenced succes- 

sively by a diverse array of compositional approaches. As will be 

seen, these include serialism, rhythmic indeterminancy, and musical 

collage (or "quotation" music) . Through each phase of his creative 

life he has focused on important issues and problems brought about 

by the most significant musical styles of the twentieth century. 

Rochberg's musical compositions include symphonies and orches- 

tral works (performed by the New York Philharmonic, the Cleveland 

and Philadelphia OrcheAtras, among others) which have received numer- 

ous awards (e.g., Gershwin Memorial Award, Naumberg Recording 

Award , etc.). There are also chamber works , works for voice and 

piano, solo instrumental works, and an opera. 

1 
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In addition to composing, Rochberg has written numerous 

articles and a book dealing with aesthetics and especially with 

serialism, both from theoretical and evaluative standpoints. 

Among the important threads of thought found throughout 

Rochberg's music and writings, the following two are perhaps the 

most prominent: (1) the importance of balancing technical composi- 

tional principle with expressiveness in music; (2) the recognition 

of the importance of connections and influences of music of the past 

on today's music as it is created, performed and perceived. 

Because of these two pillars of his philosophy of music, Rochberg 

faced the inevitable dilemma of the conflict between a compositional 

approach which ultimately rejects the music of the past (serialism) and 

an aesthetics not willing to totally disregard the substantial tradition 

of approximately 300 years of Western music (the "common practice" 

period) . 

Purpose 

The purpose of this study is to examine one of Rochberg's 

largest works for solo piano, the Partita- Variations (1976) , as an 

example of his compositional approach and aesthetics. Reviewing the 

work's premiere, Paul Hume said: 

With its theme embedded between two groups of six varia- 
tions, the partita, or suite, bows in the direction of the 
baroque suite, while its wide -shifting moods recall the Schumann 
Carnival . It is a mixture of head and heart , with learned 
matters like fugue, canon, and atonal harmony freely mixed 
with an unabashed imitation of a Chopin nocturne, and a 
lovely one too. 

. . it is another winner.' 

' "Review - Piano," The Washington Post. 6 December 1976, 
sec. 2, p. 86. 



Consideration will be given both to the technical means and 

the expresssive gestures of the work. Each of the movements will 

be analyzed using an analysis technique appropriate to the styles 

employed in that movement . Those movements which parody the style 

of pre -twentieth century composers will be discussed relative to their 

similarity and/or dissimilarity to the parodied composers. Finally, 

the work as a whole will be considered . The sequencing of styles 

employed in the movements will be discussed , focusing on their cumu- 

lative effect and as the entire work relates to Rochberg's musical 

philosophy. 

The candidate believes that the Partit a- Variations gives 

special attention to the two most prominent aspects of Rochberg's 

musical philosophy, as listed above, and makes a vivid addi- 

tion to the repertoire. 

2Ibid . 

n 2 
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CHAPTER TWO 

A BIOGRAPHICAL SKETCH OF THE COMPOSER 

Unlike numerous other composers, Rochberg's early musical 

training lacked significant direction and professional guidance until 

after he had attained his majority. Born in Paterson, New Jersey, 

on July 5, 1918, George Rochberg had his first lessons in music 

(piano) at age ten. Within the first two years of study, he had tried 

his hand at composing . During his teen years his musical interests 

were strongly influenced by jazz (he played piano with more than one 

jazz group) and popular music , but not to the exclusion of art music. 

His initial college experience netted him the Bachelor of Arts 

degree in 1939, from Montclaire State Teachers College. Still without 

definite goals as a composer, Rochberg was about to begin more serious 

study of music. Beginning in 1939, Rochberg was a scholarship student 

at the David Mannes School of Music (New York) , studying with 

Leopold Mannes, Hans Weisse, and George Szell. His studies were 

interrupted by World War II and service in the army (1942 -45) . After 

discharge from the army, Rochberg resumed studies, but at the 

Curtis Institute of Music (Philadelphia) . There he studied with 

both Rosario Scalero and Gian Carlo Menotti, receiving the Bachelor 

of Music degree in 1947. 

His relationship to Curtis was even more felicitous in that 

he was asked to teach there. He did so for six years, beginning 

4 



in 1948. In the meantime , Rochberg also completed the require- 
ments for the Master of Arts degree from the University of 

Pennsylvania (1949) . 

Among the compositional efforts of this time, the Songs of 

Solomon for voice and piano were the first to be published (1946) . 

His orchestral work Night Music (1948) was awarded the Gershwin 

5 

Memorial Award, subsequently receiving its world premiere in 1953 

by the New York Philharmonic led by Dmitri Mitropolous. Rochberg's 

Symphony Number One (1949) originally included Night Music as one 

of its movements, but in a later revision Rochberg deleted it. 
In 1950, Rochberg was awarded both a Fulbright Fellowship 

and a Fellowship from the American Academy in Rome. While in Rome, 

Rochberg developed a friendly relationship with Luigi Dallapiccola, to 

whom the 12 Bagatelles for piano (1952) were dedicated. 1952 was also 

the year in which Rochberg completed his String Quartet Number One. 

Four years later the work received the Society for the Publication of 

American Music Award. 

During the years 1952 to 1960, Rochberg was associated with 

Theodore Presser Publications, first as music editor and then as direc- 
tor of publications. It is therefore not surprising that most of his 

compositions have been published by Presser. 

The Chamber Symphony (1953) was not premiered until 1959, 

this by George Szell and the Cleveland Orchestra. The same ensem- 

ble recorded it, whereupon the work received the Naumberg Recording 

Award (1962) . Another work for small orchestra (Cheltenham Concerto - 

1958) also received honors, this time as first prize recipient at the Festi- 

val of the International Society for Contemporary Music in Rome (1959) . 
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For eight years, beginning in 1960, Rochberg was chairman of 

the music department at the University of Pennsylvania. These years 

were filled not only with composition, but also with literary publica- 

tions (see Bibliography for a partial listing of books and articles) , 

honorary doctorates, (in humane letters, Montclaire State College, 1962, 

and in music, Philadelphia Musical Academy, 1964) , and a personal 

tragedy. In 1965, Rochberg's son, Paul, died from a brain tumor. 

This event sent the composer into a deep depression . He ceased corn - 

posing for a year, but used composition to renew himself. 

The return to composition was seen in Black Sounds for winds, 

piano and percussion . Commissioned by the Lincoln Center for the 

Performing Arts as a ballet for a telecast , it also received an award: 

the Prix Italia in 1966. Other works produced at about this same time 

included the Music for the Magic Theater (1965) , Symphony Number 

Three (1966 -69) commissioned by the Julliard School of Music and 

Passion According to the 20th Century (1967) . 

In 1968, Rochberg resigned as chairman of the University of 

Pennsylvania music department . He remained as professor of music 

(composition and theory) . In 1976 he was named composer -in -resi- 

dence, and in 1978 designated the first Annenberg Professor of the 

Humanities. 

Works during these years include the String Quartets Numbers 

3 -6, commissioned by the Concord Quartet. The third Quartet 

received Stereo Review's record of the year award (1972) for the 

recording made by the Concord Quartet. The fourth through sixth 

Quartets, titled the Concord Quartets, are intended to be performed 

as a group. 
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A large work, the Concerto for Violin and Orchestra (1974), 

was written on a grant from the National Endowment for the Arts and 

commissioned by the Pittsburgh Symphony and its conductor, William 

Steinberg. The premiere was given in 1975 with Isaac Stern as soloist. 

The Partita- Variations (1976) were commissioned by pianist 

Etsuko Tazaki, and funded by a grant from the Edyth Bush Charitable 

Foundation for the Bicentennial Piano Series of the Washington Perform- 

ing Arts Society. They are dedicated to the memory of Edyth Bush. 

The work was premiered by Miss Tazaki on December 4, 1976, in 

Washington, D.C. 

Still later compositions include Octet, a Grand Fantasia (1980) , 

and his opera, The Confidence Man (1980) . The opera was premiered 

by the Santa Fe (New Mexico) Opera Company and received mixed 

reviews. The opera was based on the literary effort of Herman Melville 

and used a libretto prepared by the composer and his wife. Rochberg 

displayed patience about negative public reaction to his music saying: 

Then I feel unhappy about it. But if I believe in the work I 
simply have to be patient. I have waited as much as 15 years 
for some of my works to surface. There are too many examples 
of good work that was neglected for long periods of time before 
recognition came. 

There have indeed been numerous differences of opinion about 

Rochberg' s works. These responses have varied from enthusiastic 

approval to a belittling of the compositions as being a "sell-out," pre- 

sumably to a lower aesthetics. (The reasons for this controversy will 

become apparent in the ensuing chapters .) Through all of this, 

1Guy Freedman, Interview, "Metamorphosis of a Twentieth 
Century Composer," Music Journal 34 (March 1976) : p. 13. 
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Rochberg has simply written music that he "can live with . "2 not 

setting out to cause a controversy. 

It is a very strange situation to be the center of controversy 
when you had no intention of creating it in the first place. 
I'm doing what I think is necessary, and I would hope that 
whatever controversy there is about it will eventually fade 
away, and the music will be discussed as music in terms of 
its intrinsic values, or lack of them.3 

2Cole Gagne and Tracy Caras, Soundpieces, (Metuchen, N.J. : 

Scarecrow Press, 1982) , p. 352. 

3lbid, p. 352. 



CHAPTER THREE 

THE MUSICAL PHILOSOPHY OF GEORGE ROCHBERG 

In spite of the shifts in compositional approach, detailed in 

the following chapter, the philosophical and aesthetic stance which 

Rochberg has developed has remained steady. In fact , it is as a 

result of the growing clarity and deepening understanding of his 

philosophical and aesthetic goals that Rochberg's style of composition 

has changed . 

Throughout his career, he has expressed his desire to corn - 

municate meaning , both intellectual and emotional, through his music . 

In referring to the twelve -tone technique, Rochberg said, "I thought 

I had found the means with which to actually compose music that I 

felt deeply . . . I was interested in probing those areas of human 

experience which struck me as belonging legitimately to the twentieth 

century. "1 

In this way it can be seen that Rochberg is taking the expres- 

sionist view of music (not be be confused with "expressionism" in 

painting and music) which, without denying the intellectual founda- 

tion and working out of muiscal composition as giving meaning to 

music says that "the musical relationships set forth in the work 

. are in some sense capable of exciting feelings and emotions 

1Guy Freedman, Interview, "Metamorphosis of a Twentieth 
Century Composer, " Music Journal 34 (March 1976) : p. 12. 

9 
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in the listener. "2 Furthermore this appears to be part of Rochberg's 

aim in composing , as seen in his statements above. 

This is in direct conflict with the aesthetics which Stravinsky 

espoused, stating that his music had no emotional meaning or con- 

tent whatever. (One cannot help but see that his position was both 

disputable and a reaction to an overemphasis on emotionalism in the 

music of Romanticism. ) Other composers of the twentieth century 

have taken Stravinsky's stated position as their credo, creating 

music which has amazing intellectual content . One need only think 

of the total serialist composers (e.g. , Boulez and Babbitt) to dis- 

cover music intellectually engaging, but often emotionally bewildering 

(or even emotionally extinct) . But Rochberg is not convinced of the 

ability of this music to convey its content sonically, even its unde- 

niably significant intellectual content. 

In taking this admittedly controversial position, Rochberg has 

often been misunderstood. Some of his critics have called his position 

"selling out," claiming he simply is writing music which an unsophis- 

ticated audience can "enjoy" as surcease from their more important 

activities. This is clearly not Rochberg's motive: "While I have a 

lot of respect for the listener, when I compose, I'm not thinking of 

him . "3 At the same time he is not unconcerned about audience per- 
ception (for that matter neither is Babbitt despite the title of his 

2 Leonard B. Meyer, Emotion and Meaning in Music , ( Chicago: 
University of Chicago Press, 1956), p. 3. 

3Freedman , Op. cit. p. 13. 
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famous article) , but like most artists , is using his own internal 

criteria for listening to and creating music. 

Part of Rochberg's rejection of total serialism, and its (fre- 

quent) sonic homonyn - aleatoric music , stems from his understanding 

of how the human brain works. Here he is heavily influenced by John 

Von Neumann . The idea is that the brain , or central nervous system, 

has two "schemes of operation." One is parallel operation in which 

data is arranged simultaneously in different locations in the brain. 

The other is serial operation in which data is arranged in temporal 

succession" in a series in one location . The latter is more typical of 

a computer, the former of the human brain. Of course, the central 

nervous system is quite capable of serial operation as well. This sug- 

gests that "the logic of melodic structures is absolutely necessary on 

at least one clearly perceivable level in order for our nervous system 

to be able to organize a continuous stream of ensembles organized in 

parallel. "4 

That serial and aleatoric musics do not fit this description is 

obvious due to their continual altering of basic structural components. 

This problem is further compounded by the fact that memory is an 

essential component in the mind's organizing /thinking processes, and 

that these functions operate periodically. Since much new music has 

a high level of complexity, and low level of redundancy, and further, 

denies periodicity rhythmically (and structurally) , it is not surprising 

that the human mind rejects, forgets, or is apathetic to the music. 

4George Rochberg, "The Avante -Garde and the Aesthetics of 
Survival," New Literary History III (1972) , p. 81. 
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For Rochberg then, music must "correspond to, relate to the 

central nervous system in fundamental and direct ways - clarity and 

coherence being the necessary ingredients of that correspondence and 

relationship. "5 Put another way, Rochberg is relying on the activity 

of musical listening , "the ear, " as "the best judge of music," or 

aural perception rather than verbal and/or numerical logic "6 which " 

may very well (and often do) replace the apprehension of the "beauties 

of organization . "7 

This lack of clarity and coherence can be viewed as a growing 

trend in twentieth- century musical thought and composition . Rochberg 

sees the early twentieth -century music by Schoenberg, late Scriabin, 

and Ives as displaying "a marked decline in its profile of identity "8 

(i.e. , of thematic and harmonic content) . The musics of the post - 

Webern serial and aleatoric approaches go even further towards cre- 

ating "a music which utterly (or almost) defies memory," and inten- 

tionally so due to their lack of "any meaningful, identifiable charac- 

teristics. 9 

Because memory plays an imporatnat role in the affective domain 

of music from either strictly formalist or absolute and referential 

expressionist aesthetics views, Rochberg correctly assesses this music 

as incapable of transmitting either the traditional gestures (and their 

traditional meanings) filtered through the personalities of the compo- 

sers or any meaningful relationship of mankind with his past . This 

is a crucial aspect of Rochberg's philosophy. For through it Rochberg 

7lbid, p. 64. 

8lbid, p. 60. 

9Ibid, p. 73. 



13 

could at first accept (and later reject) Schoenberg's method of compos- 

ing because it was expressive of the pathologically intense states of 

mind so important to expressionism in painting and music (cf. Edvard 

Munch's "The Scream," Max Beckman's "The Dream, " Schoenberg's 

"Verklarte Nacht , " and Berg's "Lulu") - states of mind Rochberg 

believed valid for twentieth- century man. Furthermore, he was aware 

of Schoenberg's intense desire not so much to overthrow, as to con- 

tinue Western musical development , albeit in a new language . For 

Schoenberg considered himself a "pupil of Mozart," felt a kinship of 

spirit with the late Beethoven works (especially The Grand Fugue) 

and greatly admired Brahms) 

In time, Rochberg came to feel trapped by the very intensity 
of expression which he felt so deeply inherent in twelve -tone compo- 

sition . Because serialism is, in his view, more conducive to "pro- 

jecting only the strange, peripheral areas of human feeling "11 and 

because he viewed the twelve -tone method itself as "the point of real 

break" with the traditions of the past ,12 Rochberg ultimately freed13 

himself from an exclusively Schoenbergian language. 

All of these concepts, then, are in reality a refinement of a 

broader principle to which Rochberg attaches great importance - 

l0I bid , p. 73. 
11Freedman 

, "Metamorphosis," p. 12. 

12Ibid, p. 83. 
13C. Gagne and T. Caras , Soundpieces , p. 349. "I had come 

to feel very disturbed by the extremely narrow confines of what he 
[ Dallapiccola [ called 'our language .' Two years later I wrote Conta 
Mortem et Tempus and Music for the Magic Theater." " . . . that was 
the new starting point: 1963 was the year of my last twelve -tone 
pieces." 
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namely music's role as a clarifier and definer of who man is. In 

order to do this it is necessary to remember where the race has 

been, culturally, and in fact Rochberg sees the importance of 

remaining in touch with the past. 

There is no virtue in starting all over again. The past 
refuses to be erased . Unlike Boulez, I will not praise 
amnesia .14 

Without this cultural memory, man will have no way of knowing who 

he is, for "art preserves the reality of man's presence on earth. "15 

The human experience, past and present, and consciousness, 

individual and collective, expressed in the metaphorical gestures and 

shapes of music is what Rochberg's philosophy of music leans upon. 

He sees his task as composer "to reexamine the present in the light 

of the past and the past in the light of the present : to rejoin tra- 

dition and extend it in the light of the experience in the twentieth 

century. "16 

14Rochberg 
, "Reflections on the Renewal of Music", Current 

Musicology 13 (1972) , p. 76 . 

15I bid , p. 7 8. 

16 Freedman , "Metamorphosis," p. 83 . 



CHAPTER FOUR 

THE METAMORPHOSIS OF STYLE IN ROCHBERG'S COMPOSITION 

This chapter chronicles the development of Rochberg's creative 

output via the successive phases through which he passed . These 

phases, although widely divergent and seemingly disparate, are seen 

to achieve a synthesis in his latest style. In this way, Rochberg is 

able to arrive at equally valid but differing solutions to composing 

in the twentieth century while maintaining creative integrity. Neither 

rejecting his earlier works nor being completely satisfied with his lat- 

est works, he has displayed an amazing diversity of styles. 

Much as Beethoven's music is conveniently, if not entirely 

satisfactorily divided into three phases, Rochberg's musical journey 

discloses three, broad approaches: tonal orientation; serialization; 

and amalgamation . Also like Beethoven , the creative excursions and 

stylistic changes, especially the latest, have caused no lack of con- 

sternation and confusion due to the initially apparent changes in 

direction. This was especially strong in the last two style changes 

when the twelve -tone approach was abandoned for a "multi- gestural 

style that included tonality."' 

1S. L . Bannerman , "George Rochberg : the Basis and Evolu- 
tion of His Aesthetics," University of Miami, Coral Gables, Thesis, 
1982: p. 4. 

15 
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Tonal Orientation 

The initial stage of Rochberg's musical creativity grew out of 

the essentially conservative training he received at the Mannes School 

and the Curtis Institute of Music . The style he adopted was basically 

tonal with strong similarities with the music of Hindemith and Bartok, 

as seen in the Prelude No. 1 (1946), from Book of Contrapuntal Pieces 

for Keyboard Instruments (see Figure 1) . 

Not too slow, but very expressive 

iM I I = 
.. 
' i= - y ---.. 

I \\ 
rr 

Figure 1. Prelude No. 1, measures 1 -4. 

Like Hindemith, the use of a tonal context does not rule out 

chromatics and dissonances which obscure the tonal framework. The 

well -known Hindemith trait of concluding on a major triad is borrowed 

in this and the three other pieces published from the set. 

In other works of this era, such as the orchestral Night Music 

(1949) , and his last work before adopting serialism, String Quartet 

Number One (1952) , the influence of Bartok is more apparent. 

However strong his attachment to the musical idioms of 

Hindemith, Bartok, or even Stravinsky may have been, at least three 
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forces conspired to change Rochberg's compositional approach. First, 

the rise in prestige and importance to American musical thought 

immediately following World War II of serialism was significant . Com- 

posers such as Schoenberg and Krenek had emigrated to America to 

flee the ravages of the war. Their presence in this country was a 

catalyst to certain American composers, of whom Milton Babbitt is 

the most highly regarded. 

The other two elements of Rochberg's attraction to twelve -tone 

music were an inner compulsion for greater compositional discipline, 

and finally the influence of Luigi Dallapiccola. Although he never 

studied with Dallapiccola, Rochberg nonetheless highly valued his 

comments. 

Serialization 

Rochberg's creative allegiance to serial music is seen in the 

early work 12 Bagatelles for solo piano (1952) . This aphoristic set, 

although intellectually based on serial technique is nevertheless 

musically and expressively rewarding - a trait shared with Berg's 

and Dallapiccola's best intentions and compositional results. At the 

same time, Rochberg's sonic concept here readily owes much to 

Schoenberg and Webern. The 12 Bagatelles delighted Dallapiccola 

and were dedicated to him. (Figure 2 shows a representative excerpt 

from this set .) In 1965, Rochberg orchestrated the set, entitling it 

Zodiac. 

Other efforts in the serial approach included works outside the 

keyboard medium. Among these were the Chamber Symphony of 1953, 

premiered by George Szell and the Cleveland Orchestra, but not until 
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1959. Their 1962 recording of the work was given the Naumberg 

Recording Award. In contrast to the Bagatelles, the Chamber Sym- 

phony is a large -scale work and is based on a single twelve -tone row. 

Scherzoso e tempo giusto 208) 

A t ti bf - r 

q'- 

J `, 
1r tt La 

111: 

7 f p ` 
A 

3 1 

Il. 

4 f if 
or : 

.. 

a mf 

Figure 2. 12 Bagatelles, Number II, measures 1 -9 . 

The list of Rochberg's works using serialism is comprised of 

unusual but not exotic timbrel combinations as well as those of a more 

traditional nature. In the former category are works such as the 

Chamber Symphony for nine instruments, the Cheltenham Concerto 

(1958) for small orchestra, and the String Quartet Number Two 

(1959 -61) for voice and string quartet. In the more traditional vein 

are such works as the Duo concertante (1955 -56) for violin and 

'cello, the Sonata -Fantasia (1956) for solo piano, Dialogues (1956) for 

clarinet and piano, and his last solely serial work the Piano Trio (1963). 

The differences in complexity and textural density between 

the Sonata -Fantasia and the Bagatelles are clearly seen by comparing 

Figures 2 and 3. 
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Figure 3. Sonata-Fantasia, page 4, systems 1 and 2. 

The Sonata -Fantasia is a much longer work, and is in three con- 

tinuous movements, connected with interludes. Like the Chamber Sym- 

phony, the Sonata -Fantasia grows out of a single row. It also exem- 

plifies Rochberg's hexachordal manipulations of a tone -row, about which 

he has published a monograph . 2 This manipulation of the tone row is 

not surprisingly of a higher order than that displayed in the Bagatelles. 

Beyond the typical Italian vocabulary found in traditional musical 

scores , the Sonata- Fantasia has a wealth of performance directions. 

Terms such as " eruttivo, " " animandosi, " and "con intensita" are 

liberally sprinkled throughout. 

The free rhythmic character, with few metrically clear measures, 

as well as overlapping bar lines, and complicated rhythmic problems 

2George Rochberg, The Hexachord and its Relation to the 
Twelve -Tone Row, (Bryn Mawr, Pa.: Theodore Presser Company, 
1955) . 
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show an interest in exploring the sound of complete rhythmic freedom. 

The concept surfaced in later compositions as well. 

One other observation about the Sonata -Fantasia is its bor- 

rowing of material , with publisher's permission , from Schoenberg 's 

Five Pianoforte Pieces, Op. 23, No. 1. The idea of borrowing from 

another composer was apparently not a mere sudden inspiration, but 

was clearly utilized already in 1956. Rochberg had not yet, however, 

reached a fully developed plan for integrating this idea into his corn- 

positions. 

Amalgamation 

Beginning in 1965 with works such as Music for the Magic 

Theater, Rochberg entered a new world of sonic and meaningful pos- 

sibilities. This was accomplished by the wholesale quoting of sections 

from Mahler's Ninth Symphony, a Divertimento by Mozart, and excerpts 

from the works of Varese and Stockhausen. In Rochberg's Nach Bach 

(1966) themes from Bach's sixth Partita and his Chromatic Fantasy are 

placed within the context of a twentieth -century idiom. There are no 

bar lines and the whole is improvisatory in nature. 

In addition to works with direct musical quotes, Rochberg also 

parodied styles of other composers. An example of this is found in 

Ricordanza (1972) , a "Soliloquy for Cello" and piano. The work seems 

to be a compositional musing on the opening theme of Beethoven's 

Sonata in C Major, Op. 102, No. 1. The Ricordanza is tonal throughout 

and bears a strong stylistic resemblance to Beethoven. So close a 

resemblance exists that one is in reality confronted with an eighteenth - 

century piece composed in the twentieth century. 
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In still later works, such as the Slow Fires of Autumn (1978 -79), 

for flute and harp, historical and contemporary styles are juxtaposed. 

Rochberg also alternates proportional and non -traditional notation for 

the rhythmic parameter with typically metrical notation . This style 

juxtaposition is even more readily apparent in the Partita- Variation 

(1976) and will be discussed in greater depth in the following chapter. 

Thus, the latest phase of Rochberg's growing /changing approach 

has evolved from a collage treatment of musical themes, through style 

imitation and use of tonality, to a juxtaposition of styles. In the 

most recent works , such as the Octet , a Grand Fantasia (1980) , an 

even finer synthesis of styles occurs, resulting in a lessening of 

stylistic shock. 



CHAPTER FIVE 

AN ANALYSIS OF THE PARTITA -VARIATIONS 

Introduction 

Since Rochberg's style incorporates a variety of earlier and 

current musical approaches, an analysis of his music must go beyond 

a mere description of the musical content. As in Gestalt psychology, 

or the frames of a motion picture, the whole is greater than the sum 

of its parts. E. Cone argues that analysis "is. . . discovering and 

explaining relationships . "l This analysis will therefore discuss not 

just "nuts and bolts," but will go further towards the discovery and 

explanation of relationships within the Partita- Variations . These rela- 

tionships will include purely musical aspects as well as those relating 

to style, style juxtaposition, and the effect all of this has, or perhaps 

is intended to have, on our perceptions of the work as we hear it. 

The last mentioned emphasis of this analysis is similar in nature 

to a phenomenological approach which aims at a unified understanding 

of the work not based on the dichotomy of "theory and practice." 

lEdward T. Cone, "Analysis Today," in Problems of Modern 
Music, edited by Paul Henry Lang (New York: G. Schirmer, 1960) , p. 35. 
He further comments, "It should be clear at this point that true analysis 
works through and for the ear. The greatest analysts . . . reveal 
how a piece should be heard, which in turn implies how it should be 
played." (p. 36). 
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This is analogous to the pre-Socratic, Biblical description of man as 

"a living soul," rather than as soul /mind and body. 

Some Preliminary Observations 

The title is an interesting combination of two terms which started 

out having similar meanings . For " partita" is the singular of "partite," 

the latter frequently used by composers in the early 17th century 

denoting variations. Later the term came to be used to refer to a suite, 

particularly typified by J.S. Bach's six Partitas in his Clavier -Ubung I 

(1731) . Some have even attempted to find a variation approach in 

Bach's Partitas either in brief motives, or in the mono -key scheme typi- 

cal in Baroque suites. Neither suggestion, however, is very satis- 

factory. 

The relationship of the title will be discussed more fully later. 

However, an overview of the entire work shows several similarities 

between the Partitas of Bach and Rochberg's work. First , Bach's 

Partitas have six movements each and begin with a prelude. Rochberg's 

Partita -Variations begins with six movements, followed by the theme 

and six more movements (see Figure 4) , thus creating a "double par- 

tita." The first movement is entitled "Praeludium," the same title 

Bach used for the first movement of his Partita number one in B flat 

major. 

1. Praeludium 2. Intermezzo 3. Burlesca 4. Cortege 5. Impromptu 
6. The Deepest Carillon Tema: Ballade 7. Capriccio 8. Minuetto 
9. Canon 10. Nocturne 11. Arabesque 12. Fuga a tre voce 

Figure 4. Movement Scheme. 
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Another aspect of the work which follows Baroque tradition is 

that of form. As in Baroque suites, the theme is a rounded binary 

structure. It turns out that each of the movements, except the sixth, 

is likewise a rounded binary form, although movements 11 and 12 only 

do so with some difficulty. 

The entire work seems to have 'B' as its tonal center, with 

movements 1,2,7 ,12 and the central "Tema" clearly emphasizing B 

(see Figure 5) . Nevertheless, the other key relationships do not 

follow traditional suite or sonata patterns. The most traditional tonal 

relationships are between movements 1 and 2 (major to parallel minor) 

and movements 2 and 3 ( "third relation ") , while the least traditional 

are between movements 7 and 8 (from i (minor) to VI (major) , enhar- 

monically spelled) and movements 10 and 12, omitting movement 11, due 

to its lack of tonality, (from I (major) to flat vi (minor) , enharmon- 

ically spelled) . 

1. B (major /minor) 2. B (minor) 3. G (major) 4. Atonal 5. B (?) 
6. Atonal Tema, B (minor) 7. B (minor) 8. A flat (Major) 
9. Atonal -12 tone 10. E flat (Major) 11. Atonal 12. B (minor -Major) . 

Figure 5. Tonal centers of each movement. 

An additional feature of the writing which follows tradition is 

the rhythmic and metrical regularity. Only movements 9 and 11 use a 

non -metered format , with number 11 using a type of proportional 

notation as well. Movements 1,4,6,10 and 12 do occasionally change 

meter and include the use of irregular beat numbers (e . g . , five and 

seven) . Nevertheless, meters are not obscured by rhythmic patterns 

except for hemiola or syncopation, which again are traditional, pre - 

twentieth century devices. 
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Individual Analyses2 

1. Praeludium - "Allegro assai e festivo (quarter note = 126) " 

. 
[I] 1-22 

[A] 1-22 
[a] 1-5 [at] 5-13 [a] 13-17 [a"] 17-22 
B: b: B: b: 

[II] 22-56 
[B] 22-33 

[b] 22-24 
G/ g: 

[A] 37-56 
[a] 37-46 
B: 

ßb!1 Z -Z7 
Bhf / bd 

[a"] 47-53 
B: 

[b"] 28-33 
A/a: 

[link] 34-37 
b/B: 

[coda] 53-56 
B: 

Figure 6. Diagram of Praeludium. 

It will be noticed from Figure 6, that the Praeludium is in 

rounded binary form with material from the beginning appearing in 

the latter part of the second half. There is also a repeat sign placed 

in measure 23 indicating the remainder of the movement is to be 

repeated. 

The movement is a brilliant opening to the work (see Figure 7) 

with pedal points, melodic perfect- fourth "trumpet- calls" and rapid 

passage work abounding . Adding to the excitement is the use of 

loud dynamics, sudden shifts between major and minor modes, and 

especially in the first half of the 'B' section, ascending sequences. 

This festive air is in keeping with the occasion for which the work 

was composed. 

2Arabic numerals in diagrams refer to measure numbers. Upper 
case letters followed by a colon represent major tonalities, lower case, 
minor tonalities. When both appear, separated by a diagonal, dual 
modality is indicated. 

Roman numerals, upper and lower case letters, and words in 
brackets all refer to structural divisions. 
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Figure 7 . Praeludium , measures 1 and 2. 

The 'B' section includes conflicting modes, or 'wrong notes', 

as seen for example at measures 25 and 26 (see Figure 8) . This 

infusion of 'wrong notes' adds a touch of humor. 

One additional humorous aspect of the movement is the Hanon 

exercise -like passages throughout (as in Figure 8) , somewhat remi- 

niscent of the wholesale quotation of the same exercise pattern in the 

last movement of Shostakovitch's Piano Concerto Number Two. 

IIS-AIni.IIIC1 i1.1/11 .dI.i .117111111 . J. -M=.. MC >V/ MIMI; sti./ r7 SEMI: 1.4111/ [a /..s MN MIMI In= IMO MN I IMO .aNMI WMJMIMI MIN 11111111.aMI IMAM 111111111 MNI 111VtC iINNIIIIM21Ml 11111M11111111111111 1111C - 

//.11 I I. !IMAM Ms 111B1111 a l..i11I.'t: moo losummo1: AilhAlt /WIN Kg =MOM, 411`111/`11t 1'nIN 4151". aria St 

fall -9' 

Figure 8. Praeludium, measures 25 and 26. 

Beginning at measure 37 , there is a varied repetition of 

material from the 'A' section (cf. measures 1 -5) , but without the 

changes of modality. 
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Perhaps the reason the second section is repeated , while the first 

is not is due to the trumpet -call figures' frequency of repetition in 

the first section. To repeat the section would create an undue 

emphasis on that motive that would change the festive air into 

absurdity. Also, since each of the the first two phrases is basically 

repeated, the redundancy factor would detract from the excitement. 

Finally, a repetition of the 'A' section would extend too long the 'B' 

tonal center, relieved by the changing tonal center of the first half 

of the second section. 

The first ending and the coda employ the trumpet -call motive 

from measure 1 in descending sequencing cancelling the key signature 

and adding flats (see Figure 9) . The concluding flourish has the 

characteristic clash between the raised and lowered mediant first 

employed in the B section. 

is A 

Figure 9. Praeludium, measures 55 - 56. 

The most significant unifying factors of the movement are: 

the continuous, toccata -like sixteenth note pattern; the trumpet -call 

motive; the return to the opening motives and tonality in the second 

section. 



28 

2. Intermezzo - " Comodo (quarter note = ca. 96)" 

[I] 1-22 
[A] 1-22 

[a] 1-6 [b] 6-10 [a'] 11-17 [b'] 17-22 
b: D: D: b: 

[II] 23-64 
[B] 23-44 [A] 44-64 
[al] 23-30 [att.") 31-40 [link] 40-44 [a] 44-53 [b"] 53-57 b: (?): b: B: 

[coda] 58 -64 
from [a] 

b: 

Figure 10. Diagram of Intermezzo. 

Two principal ideas are used in this movement , each with its 

own tempo (see Figure 11) . Since motive 'a' is three eighth notes in 

duration, its continuous repetition in measures 2 through 5 produces a 

hemiola. Motive 'b', however, is rhythmically compatible with the 

meter but is syncopated, thus continuing the ryhthmic instability of 

the movement. 

s' 

on 

: 

W 

r,, nif 

,. . , ^ -- 

PP 
Subito allegro gra7io.0 j ro 

ll 

Figure 11. Intermezzo, measures 1 -9. 

These rhythmic devices, as well as the triadic nature of the 

first motive and the title choice are inescapably reminiscent to pianists 
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of Brahms' Intermezzos. However, the harmonic vocabulary of motive 

'b' and the continuous tempo alternations are too radical and atypical . 

of nineteenth- century music to have been composed by Brahms . Still, 

the descending triadic motive of Brahms' Intermezzo, Opus 119, Num- 

ber 1 (which happens to be in the same tonal center as Rochberg's 

Intermezzo) may have been an unconscious parody (see Figure 12) . 

Figure 12. Brahms, Intermezzo, Opus 119, Number 1, 
measures 1 -4. 

This rounded binary structure repeats the first section rather 

than the second , contrasting with the first movement's scheme . In this 

case, the rapid changes of tonal center and alternation of tempos in 

the first section permit the repetition. 

A traditional harmonic and formal device is used here in which 

the ' A' section ends on the dominant. This chord is temporarily 

tonicized and extended through the 'B' section (in this case, F sharp 

minor) . The dominant is finally resolved with the return of the 'a 

motive on the anacrusis of measure 45. 

3. Burlesca - "Allegro vivo (quarter note = ca. 132) . exact tempo 
throughout!" 

[I] 1-8 
[A] 1-8 

[a] 1-4 [a'] 5-8 
G: 

[II] 9-28 
[B] 9-20 

[b] 9-15 
E: 
FO: 10 
Ab : 11 

[b'] 15-20 
G: 

[A] 21-28 
[a"] 21-24 

B . 
[a'] 25-28 
G: 

Figure 13. Diagram of Burlesca. 
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The playful nature of this movement earns its title. The synco- 

pated motive used throughout the movement (motive "x" ) , the articula- 

tions and accents, the simplicity of material, and especially the wrong - 

note chord (as seen in the A flat major triad in the surrounding G 

major tonality [see Figure 14 ] ) all add up to a very light -hearted 

experience. 

Figure 14. Burlesca , measures 17-20. 

The return of the original rhythm of the motive at measure 21 

is in the "wrong key" by occurring on the subdominant of B flat major. 

But the fact that this is a subdominant parallels the opening four 

measures which begin on the subdominant of G major. This rounded 

binary structure repeats both sections . By so doing , the sense of 

playfulness is heightened . 

4. Cortege - "Sempre tempo di marcia (eighth note = ca. 60) . " 

[I] 1-28 
[A] 1-28 
[a] 1-5,6-7 [al] 8-10,11-13 [a2) 14-16,17-20 [a3] 21-23,24-28 

[ II ] 29-61 
[A] 29-42 

[c] 29-30, 31-34(cf.11-13) [cl] 35- 36,37 -38 [e 1 39-40, 41 -42 

[A] 43 -61 
[a') 43- 46(cf. 6 -7), 46 -53 [a] 53 -56, 57 -61 

Figure 15. Diagram of Cortege. 

Following on the heels of the tripping Burlesca, the Cortege's 

solemn procession provides an enormous contrast . The following list of 



differences should highlight t his contrast . The Cortege displays : 

- a slower tempo; 
- less dense rhythmic patterns; 
- a lack of clearly defined tonal centers; 
- a continuous sound , emphasized by long pedal indications; 
- unrelenting dissonances from an emphasis on non -triadic 

intervals (e . g . , fourths , tritones , major sevenths , and 
minor ninths) ; 

- use of a very wide range of the keyboard . 

lia 
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Figure 16. Cortege, measures 1 -7. 

Because of the severity of contrast , the solemnity of this move- 

ment is reinforced . It is the first serious movement thus far - the 

festivity and gaiety of the Partita- Variations having gone as far as 

possible without dissolving into ridiculousness . 

The rounded factor of this binary structure is heralded by the 

superimposition of motive "x" ( see Figure 16, measure 1 ) over motive 

I1y11 (see Figure 16, measures 6-7 ) beginning at measure 46. 

If there had been any room for doubt about the era when this 

suite was composed , this movement erases it . The only vestiges of 
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tonality can be seen, if not heard, in the "V" to "I" relationship of 

the first note of [a] and the last note of [1:3d ocurring at a pitch 

level a minor third higher each time. One might tenuously point out 

that the tonal center of the entire suite ("B") is represented by the 
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pedal point in the bass beginning in measures 3 and 55. An "F sharp" 

precedes each pedal point ( "F sharp3" and "F sharp4" , respectively) . 

5. Impromptu - "Moving gently; very loose and rubato (quarter 
note = ca. 66) " 

[I] 1 -14 [II] 15 -24 
[A] 1 -7 [B] 8 -14 [A] 15 -21 [coda] 

[a] 1 -3 [b] 4 -7 [c] 8 -11 [c'] 12 -14 [a] 15 -17 [b] 18 -21 22 -24 

Figure 17. Diagram of Impromptu. 

Once again there is a wide swing of mood from the previous 

movement evinced through: 

- thinning out of the texture; 
- a clear separation of melody and accompaniment; 
- steady rhythm of accompaniment figure; 
- freer use of tempo; 
- regular changing of the damper pedal; 
- less internal dynamic contrast. 

The melody is nearly twelve -tone, using ten different pitches, 

widely disjunct motion, and virtually no disjunct motion in the first 

phrase (see Figure 18) . These characteristics are similarly found 

scmpre siinlle 

Figure 18. Impromptu, measures 1-3. 
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throughout the movement . 

The bass line , on the other hand , is strictly conjunct and (with 

the exception of the fifth and last phrases) only ascends within each 

phrase . The middle -register chords similarly move within a narrow 

range, but allow for changes in direction. 

The middle- register chords have one other consistency. The 

outside interval is always a major seventh or its enharmonic equivalent . 

When the middle note is added it is always a tritone away from either 

the top or bottom note (meaning that it is also always a perfect fourth 

away from the other chord member) . 

The texture remains stylistically consistent throughout , but 

gradually becomes more dense toward the center of the movement 

(measures 8 -14) with an increase in the rhythmic motion of the melody 

and the addition of a third note in the middle- register chords . 

As with the Cortege, the Impromptu lacks a clearly defined 

tonal center, but likewise ends on a "contra B" in the bass line . This 

may signify some connection with "B" as the tonal center for the entire 

suite . 

Because of the free -style homophony, lighter character and 

gentle motion found in this movement , the title is once again an apt 

choice . 

6. The Deepest Carillon - "Molto adagio; dark, haunted (half 
note = ca. 56)." 

Phrase number: [1] [2] [3] [4] [5] [coda] 
Measure number: 1 -7 7 -13 13 -19 20 -25 25 -33 33 -36 

Figure 19. Diagram of The Deepest Carillon. 

This, the concluding movement of the first half of the suite, is 

an example of a through composed piece . Each phrase grows out of 
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the previous one without returning to any clear repetition of the 

phrase. The movement builds to a climax in phrase five, reaching the 

highest note ( "G1 ") and loudest dynamic ( "mf - f ") for the longest 

period of time. 

Unity in the piece is achieved by consistent division of the 

measure into three large beats ([2+2)+2) rather than the customary 

two beats of compound duple meter. This rhythmic pattern suggests 

tollilng bells - hence the title. 

Additional factors evoking the descriptive title are the use of 

the lowest registers of the piano (in fact, the movement rarely ascends 

above "E 111), the use of the damper dedal (to be held down throughout) , 

and the overtones thus created. 

Tonality is here avoided by the consistent use of the intervalic 

relationship first applied in the middle- register chords of the Impromptu 

( see Figure 20) . Note that the first interval is a tritone , followed by 

a perfect fourth . Combined , these intervals encompass the interval of 

3 
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Pud. down throughout 

Figure 20. The Deepest Carillon, measures 1 -3. 

a major seventh, the same interval chosen for the accompaniment of 

the Impromptu. 

It is interesting to note that this movement is clearly modelled 

after the fourth movement of Rochberg's Quintet for Piano and String 
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Quartet (1975) . In that context, the movement is entitled "Sfumato," 

a term borrowed from Renaissance painting which refers to a murky, 

fine haze effect as seen in Leonardo da Vinci's painting "The Virgin 

of the Rocks." 

The movment is for solo piano and stands at the structural apex 

of the Quintet . The meter, tempo, register, pedal use, and dynamic 

level are shared with "The Deepest Carillon." So too are the rhythmic 

patterns and melodic intervals . In fact , "The Deepest Carillon" is 

similar enough to be considered a revision of "Sfumato." 

A final similarity between the two movements is noted in their 

placement. In both cases, the movement stands at the center and is 

followed by one of the most traditionally tonal movements of the work. 

Tema : Ballade - " Andantino semplice e rubato molto." 

[b] 5-9 
D: 

[II] 10-28 
[B] 10-16 

[c] 10-13 
g' 
Bb :12 

[c'] 14-16 
D: 
b: 15 

[A] 17-28 
[a] 17-20 
b: 

[b'] 21-28 
b: 

Figure 21. Diagram of Tema. 

Following three movements which avoid tonal centers, two of 

which (numbers 4 and 6) have a somewhat blurred profile, the Tema 

appears securely in "B" minor with a homophonic texture (see Figure 

22) . The phrase structure is also clear, making the overall form 

readily apparent. 

{ 

Figure 22. Tema, measure 1 -4. 
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The simplicity and the winsomeness of the movement are par- 

ticularly arresting due to the return to tonality after the somber tol- 

ling of "The Deepest Carillon." This kind of simple tune and accom- 

paniment is a pattern common to the themes of many sets of variatons, 

particularly in the Classical style -period (cf. W. Mozart's sets of 

variations , for example) . 

However, the fact that the theme is in the middle is quite 

unusual. Since most variations are a "dressing -up" of a theme it 

is typical to begin with the theme (one notable reversed procedure 

occurs in d'Indy's Istar (Babylonian goddess of love) Variations 

which symbolically "disrobe" the theme as a response to the story - 

line) . In some ways it may well be questioned whether the theme has 

a traditional relationship to the work as a whole. (This relationship 

will be explored in the concluding chapter.) Nevertheless, the theme 

does tend to pull the work back onto "solid ground" by re- establishing 

tonality. What follows (the Capriccio) is not so much a variation as a 

transformation of the theme. 

7. Capriccio - "Molto vivace e con fuoco (quarter note = 138 -144)" 

[I] 1-22a [II] 20b-59 
[A] a [B] b [A] 

[a] 1-12 [a] 12-22 [b] 20b-30 [a'] 30-42 [a'] 42-55 [coda] 55-59 
b: b: D: b: b: b: 

D: 8 D: 19 g: 20 

2 
b: 9 (b: 20a) bb: 22 

d: 24 
D: 25 
b: 29 

Figure 23. Diagram of Capriccio, 

As mentioned above, this movement has a kinship with the 

Tema, but it is based neither on melodic nor rhythmic similarity 
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(compare Figures 22 and 24) . Rather, it is in terms of similar har- 

monic and formal organization from which this kinship is derived 

(abetted by the identical meter and tonal center, and consistency 

of figuration within each movement) . Both are typical rounded binary 

structures with identical proportions (2:3, Tema - 4:6 Capriccio [with 

repeats)). Further, the directness and internal motive consistency 

strengthen the relationships betweeen these two movements. 

Figure 24. Capriccio, measures 1 -3. 

Finally, the digresssion in the middle of each movement is 

through the same tonal centers and in the same order. Only the 

mode of the middle two tonalities is different (compare Figures 21 

and 23) . 

8. Minuetto - "Allegro ma non troppo e con grazia." 

[I] 1-18 [II) 19-47 
[A] [B] 

[a] 1-6 [a'] 6-11 [b] 11-18 [c] 19-23 [a"] 24-26 [G.P. ] 27 

Ab : Ab . Ab : f: Ab : 

ab : 8 (ab . 16) E : 21 

Ab : 9 Ab : 22 

[A] 
[di] 28-35 [c',_] 36-40 [a') 40-47 
A A : A : 

db : 33 a0: 42 

Aó : 44 

Figure 25. Diagram of Minuetto. 
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There are numerous strong contrasts between the Minuetto and 

the previous movements . These include the Minuetto's A flat tonal 

center, frequent rests creating a discontinuous rhythmic effect con- 

trasted by continuous movement in sixteenth notes in two phrases, and 

the second rather than first section repeated . All of these contrasts, 

including those within the movement , create tension which is further 

heightened by the 

Figure 26) . 

nearly insipid quality of the opening motive (see 

sp sub. p 
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Figure 26. Minuetto, measures 1 -3, 19 -21. 

The trite character of the opening motive qualifies the movement 

as from the mold (perhaps sarcastically) of an eighteenth- century 

minuet, although lacking a trio. The whimsical nature of several pas- 

sages (see Figure 27) adds to the non -dramatic tension. All of these 

factors combine to create an intentionally humorous effect. 
pu( It. ue. uo ,uu - - - - - - - hold bacs, 

Figure 27. Minuetto, measures 44 -47. 
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9. Canon 

This is the first of the movements to bear no meter signature, 

other than a quarter note . There are no bar lines . It is freely 

based on two rows (see Figures 28 and 29) , one used in the beginning 

for the right hand and one for the left hand . After the initial rows 

are stated they are immediately subjected to use in subsections 

(especially hexachords) with slight alteration of note order. Not all 

the notes of the movement can be strictly accounted for by the rows, 

however. 

B B C E F F# G C14 Ab D EP A 

A Bb B EP E F F# C G C0 D GO 

G# A Bb D E E F B F0 C CO G 

E F F7i Bb B C C4 G D GO A Eb 

Eb E F A By B C Fiit C$ G G# D 

D Eb E G* A Bb B F C F0 G D 

C# D D# G GR A IA E B F FO C 

G GO A C101 D Eb E BY F B C F* 

C CO D F$ G Ab A Eil Bb E F C 

TO G GO C C4 D DO A E Bb B F 

F F0/1 G B C CO D G: D# A Bb E 

B C C$ F F# G G$ D A Eb E Bb 

Figure 28. Row matrix for first row . 
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A DO CO D A G FO C E By B F 

E b A G A b D C4° C Filli B b E F B 

F B A B y E DO D G" C FO G C 

E A# G141 A E D C# G B F F40 C 

B) E D E A G4# G C° F B C F10 

B F DO E 131' A G4't D F° C C# G 

C F# E F B By A Dr G CO D Ab 

FIO C Bb B F E Dr A Cr G /0) D 

D G# FO G C# C B F A DO E B b 

G# D C CO G FO F B D* A B1; E 

G CO B C F0 F E B D A A Eb 

C° G F FO C B Bb E GO D S A 

Figure 29. Row matrix for second row. 

It should be pointed out that the rows used avoid any sem- 

blance of tonality by emphasizing half steps and tritones, thus creating 

the greatest dissonance possible. 

Also, the rows used are combinatorial. That is, the first 

hexachord of row one (P °) uses the same pitches as the second hex - 

achord of row two (P °) , but in a slightly different order. Normally, 

combinatorialìty refers to a property within a single row. 

The canon is produced through rhythmic and dynamic imita- 

tion ( see Figure 30) . Throughout , the distance of canonic repetition 

is a quarter note in duration. 

Although the right hand leads in the canon opening , at the 

end of the second system, the left hand takes over. With this rever- 

sal, the hands also use alternate rows (left hand row 1 - right hand, 

row 2) . However, with the appearance of the tremolo figure in the 



middle of the piece, the right hand again takes over the dux, never 

to relinquish it to the left. 
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Figure 30. Canon, first system. 

Normally the hands use parallel motion . But the gesture at 

the end of the first system (see Figure 30) , as well as its later 

repetition and the closing figure all use contrary motion . By virtue 

of the fact that most of the music from the first two systems is 

repeated at the end, the piece has a kind of rounded form. 

Another noteworthy feature of the Canon is its constant fluc- 

tuation of tempo from "quasi recitative" to "scherzando" and "adagio." 

There are very few notes that are to be played steadily. Consequently, 

even if the rhythmic patterns were periodic, which they are not , 

sense of pulse would be hard to feel. Furthermore, each gesture is 

separated from the previous one with silence. 

A last feature which is used to emphasize the craggy profile of 

the movement is the area of dynamics and articulation. Rochberg 

seems to reinforce tempo changes by changing the sound elements 

in tandem. The faster the tempo, the louder and more accented - 

the slower, the quieter and more caressingly emphasized. 

Thus, the jagged intervallic nature of the rows is emphasized 

sonically and temporally, creating an intensely dramatic and psycho- 

logically tormented movement. 
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10. Nocturne - "Adagio; sempre rubato ed espressivo." 

[A] 

E 
[ a' ) 5-10 [ a 10-14 [ a' 14-17 

EP: E : EP: 
g: 7 g: 16 

Et): 9 

[II] 18-37 
[B] [A] 

[b] 18-24 [a] 25-31 [ cda (a)] 31-37 
c : EP: E : 

Eb: 20 
GL: 33 g : 22 
EP: : 24 

When the term 'Nocturne' is used, one immediately thinks of 

Chopin. This movement clearly has many Chopin- Nocturne qualities: 

a first theme with slow harmonic motion , written -out melodic orna- 

ments (cf. measures 5, 14, 30) in irregualr units (5, 6, or 7 notes) , 

decidedly Romantic rhythmic manipulation, and an "ABA" formal design 

(which here turns out to be rounded binary) . 

The melodic and harmonic digression beginning at measure 18 

(see Figure 32) is a harmonic sequence with a cross -rhythmic idea 

bebween melody and accompaniment ( "two against three ") . 

Più muss(); gradually more intense and passionate 

Figure 32. Nocturne, measures 1 -2, 18. 
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Surprisingly, there is another composer whose work is quoted, 

not stylistically, but melodically. The opening motive is nearly iden- 

tical to the opening of Beethoven's Sonata, Opus 2, No. 1 - Adagio 

(see Figure 33) . 

Adagio. v _ 

Figure 33. Beethoven Sonata, Opus 2, No. 1 - Adagio 

In addition to the formal scheme being similar to the Tema, 

Capriccio, and Minuetto, the Nocturne also shares the drawn-out, 

repeated cadential ending similar to that of the Tema. Perhaps in this 

way the movement is a variation. 

Despite the slow tempo and slow harmonic motion , or perhaps 

becasue of them, there is an inner tension which seems to well -up in 

the "a" sub-sections, and especially in the B section. The prolonged 

ending is therefore a counterbalance to this emotional turmoil in the 

movement. 

11. Arabesque - " Fantastico, freely" 

As its title suggests, this piece is a complicated form of 

ornamentation , but written in a style of proportional notation ( see 

Figure 34) . The duration of held notes is indicated by the length 

sip 
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Figure 34. Arabesque, system 3. 
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of the heavy lines attached to them, within other verbal or notational 

directions (e.g., "fermata," "very fast , It "slow , " etc.). 

Ornamental gestures abound in the use of figures written in 

smaller notation, with a diagonal stroke through the beginning of the 

beam . Some are slurred , others marked "staccato," and all are marked 

with velocity and dynamic modifiers (Figure 34) . 

The pitch language used is atonal, with tritones, major sevenths, 

perfect fourths and fifths predominating. This can be noticed clearly 

in Figure 34, both in the large notes and in the ornamental notes. 

Although the piece is of a through- composed nature, with an 

indeterminate sound planned into it , there is at least one discernible 

motive - three notes encompassing either a major seventh or a minor 

ninth, with either a perfect fourth or fifth dividing the larger interval. 

This is the same intervallic pattern which emerged in the accompaniment, 

of the Impromptu and is an important pattern in both The Deepest 

Carillon and Canon. Throughout the Arabesque both the large -note 

groups and many of the arabesques are based on these three -note 

patterns. 

There are three different sound units in the piece. One is the 

ornamental arabesque pattern, including three trills as part of this 

sound unit . The second is the longer -held notes whose duration is 

indicated by a heavy, horizontal line attached to a note-head. Finally, 

there are staccato notes, notated as single note -heads. 

The essentially linear writing occasionally makes use of over- 

lapping sounds. However, there are no chords struck together as 

harmony. This is typical of writing for a string instrument, but with 

a greatly extended range (contra E to c 3) . In terms of tonal 
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implications , it should be mentioned that the note "b 2," a mere whole 

step below the highest pitch in the piece, is reached three times. 

Two of these occurrences are sonically important by virtue of the fact 

that they are accented as the point of arrival of an arabesque pattern. 

12. Fuga a tre voce - "Allegro rigoroso (quarter note = ca. 126)" 

[Entry Group 1 ] 1 -18 Sequential 

IS] 1 -6 [Al 6 -12 [S) 13 -18 [ Ep} ode ] 183 -203 
b : fW: b : f *: 

b : 11 D : 19 

[Entry Group 21 203 -38 [Entry grp. 3 ] 

[S) 203 -27 [A] 27 -33 [ S -head sequenced] 33 -38 [ S -body sequenced] 

D : G : e : 

38 -44 

e: 23 e: 31 G: 35 b : 

G: 26 b: 36 
D : 413 

D: 37 b: 374 

[Episode] 44 -48 [Entry grp. 4 ] 48 -54 [Episode] 54 -61 

Body sequenced S -body sequenced Body sequenced 
D: e: b 

e: 47 G: 51 fW: 55,57 

b: 53 b : 56,58 
583 

: 59 
e : 60 
b : 61 

[Entry group 5] 61 -68 

S -head sequenced 
b: 
A[0: 64 
e : 65 
D : 66 
b : 67 
68: deceptive 

cadence 

[A] 
[coda] 94-105 
Sequence on S-body 

c*: 97 
E : 98 
0$: 99 
g*: 993 
A : 100 

B : 1003 

[II] 78-105 
[B] 78-94 

[ Praeludium ] 69-94 
[a] 69-78 [a'] 78-85 
G: B: 
a: 71 

b: 72 
B: 75 

[a"] 85-94 
B: 

Figure 35 . Diagram of finale. 
(N.B. [ S ] is here meant to stand for "subject," [ A ] for "answer.") 
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The finale of the Partita -Variations begins with a three voice 

fugue (the appellation is reminiscent of the fugue in the last movement 

of Beethoven's Op. 106 Sonata) . The subject is in three parts (see 

Figure 36) . The "head" (11 measures) is punctuated by a leap of a 

fourth and then a stepwise descent . The descent is ornamented by a 

rhythmically insistent motive of three sixteenth notes (motive "x" ) 

The "body" of the subject (also 1- measures) is a figure repeated two 

and one half times. The subject's "tail" is a cambiata figure repeated 

twice in descending sequence. 

!lit . 
----- 

_- 

. I 44._=___ 

fAP Ill !1 gal., 

A 

f') P P P 

Figure 36 . Fuga , measures 1-6. 

This type of a classical subject is made even more regular by 

virtue of its placement in simple quadruple meter with predominantly 

eighth -note motion. 

The tonal centers explored are all fairly closely related, moving 

to the dominant in entry group one for the subject's answer. Entry 

group two reverses the process by moving from the relative major to 

its subdominant. Following these two entry groups, only single and 

somewhat modified statements of the subject appear. These are followed 

by a string of sequences in measures 54 to 61. 
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The fugal section closes with a sequenced and developed version 

of the subject's head , leading to a brilliant climactic cadence which is 

defied by the insertion of a deceptive cadence (measure 68) . This 

allows the introduction of music from the first movement ( Praeludium) , 

a device used by Bach in some of his (earlier and ) more brilliant 

toccatas and fugues for the organ . This inserted music is a direct 

quote of measures from the second half of the Praeludium, but reor- 

dered to suit the need at hand (in the tradition of a Haydn sonata 

movement recapitulation) serving to bind the entire work together. 

The closing flourish of the Praeludium is here (measure 96) 

used to lead into a coda which traverses six different tonal centers 

in rapid succession . These tonal centers are in ascending stepwise 

order, diatonic except for the use of the subtonic (measure 100) in 

place of the leading tone (also, the mediant is omitted) . The motives 

are supplied from the subject body from the fugue . Because of the 

return of the "A" material, the overall form of the finale may be seen 

as a rounded binary structure , as seen in the diagram ( see Figure 35) . 

The excitement generated by the rapid harmonic motion, and the 

unifying elements of quoted music from the first movement are used to 

satisfyingly close the entire work . And , it should be noted , the work 

closes in a triumphant fashion , quite rare for music in the twentieth 

century. 



CHAPTER SIX 

CONCLUSIONS 

From the foregoing descriptions and analyses, numerous con- 

clusions can be drawn about the work . First , relative to the title, 

the work appears to be two sets of music . The first is a six move- 

ment "partita," or suite , which moves from a tonally oriented , con- 

servative twentieth -century style (movements 1 -3) to an atonal, but 

rhythmically regular style (movements 4 -6) . 

The second set is a theme and variations. Since the theme is 

not truly the harmonic or melodic basis for the variations, the conclu- 

sion is that the variations are stylistic variations of piano music in 

general -a bequeathal from the rich legacy of piano music , not just 

from the distant past (Minuetto) , but also from relatively recent com- 

positional approaches (Canon, Arabesque) . Thus the title refers to 

the two halves of the work. 

Another important facet is the deliberate structuring of styles 

to create an overall sense of the past as a living entity. The style 

juxtaposition is at first in large blocks: 3 tonal movements; 3 atonal 

movements; a tonal theme and 2 more tonal movements. But the tonal 

relationships of the last block move in a nontraditional direction (i minor 

to VI major) . Then the last three movements swing widely between 

tonal and atonal styles. To keep the Partita- Variations from disinte- 

grating, Rochberg's finale is a fugue (which sews together parallel 

48 
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melodic elements) with a return to material from the first movement. 

This is both symbolic of his philosophy and emotionally satisfying. 

The tension created by the oscillation of style is well handled. 

Like walking a tightrope, just as the balance seems precariously tip- 

ping in one direction (major, minor, atonal, romantic, classic - humor- 

ous, grotesque, or whatever) , there is a pull in the opposite direction. 

Although some may find these style changes discontinuous, the 

overall unity of the piece is achieved through the strategic placement 

of the strongly "B" - oriented movements at the beginning and ending 

(with a cyclical gesture added) , and in the middle. Beyond the purely 

structural effect these tonal movements have, they clearly have an 

intended emotional impact . It is as though one were recapturing the 

essence of older music , while not rejecting current emotional gestures 
1 and sounds - a combining of styles ( "ars combinatoria" 

So the issue is not cohesiveness, but " . . as with Mahler, 

the real issue is. . . whether in the end it all adds up to an emo- 

tional experience the listener is unlikely to forget . "2 It is this emo- 

tional element at which Rochberg takes aim - music "loaded" with 

"evocation of specific repertoire pieces [as] intense musical expression 

involving a bold manipulation of the musical psychology of the audi- 

ence . "3 Rochberg's "musical ammunition" consists of a wider variety 

1S. L . Bannerman , "George Rochberg : the Basis and Evolution 
of His Aesthetics," University of Miami, Coral Gables, Thesis, 1982: 
p. 63. 

2A. L. Ringer, "Current Chronicle : Jerusalem," Musical 
Quarterly, 58 (January, 1972): p. 128. 

3J. Reise, " Rochberg the Progressive," Perspectives of New 
Music 19 (Fall -Winter '80 - Spring- Summer '81) : p. 395. 
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of gestures and greater intensity of "musical vocabulary than any 

single composer of earlier tonal music , "4 or for that matter than most 

other contemporary composers. 

The Partita -Variations thus accomplish the aesthetic, neuro- 

logical, psychological, historical and musical goals which Rochberg 

sought to attain. It is music of the highest artistic quality, coher- 

ently organized with due regard given to style and gestural relation- 

ships , bowing first toward tonal and then atonal traditions, 

achieving a clear identity. In short, the Partita- Variations is an 

example of 

. . . that longing for a reality which is man's best and 
perhaps only true claim to existence. History will not 
help us, but the past, which is ever present, can . 5 

4I bid , p. 404. 
5G. Rochberg , "Reflections on the Renewal of Music," Current 

Musicology 13 (1972) ; p. 80. 
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