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Abstract
The core project of this dissertation is a musical and gestural anal@isdoés, Part I
Displaced Spaces, Shocks, Negations, A New Sort of Relaipan Space, Pattern, Tempo,
Diversity of Actions, Interactions and Intensst{@94648) by posttonal composer Stefan Wolpe
(190272). Theanalytical methods consist of Sda€s analysis (Allen Forte), the Effort Shape
analysis of gesture (Rudolf varaban), and the Time and Tone analysis of accordion

performance (Joseph Macerollo).

Wolpe played a leading role in the emergence of abstract expressionism among the painters,
poets, dancers and composers of New York in the mid to late Yodpsd s 0 evealsae

unigue way of composing in the pasinalera. Chapter Jprovides the historical and stylistic
contextualzation of this particular studyisplaced Space£hapter 2s concerned with the

musical analysis, presented as pitch class and shayysiarly nat ur e, Wdéspeds
described asery physical which explains the rationaltionfor the application ofhe gestural

analysis in chapter. 3he Effort Shape graphic notation method by Rudolf von Laban {1879
1958)widelyusedindances appl i ed to the musi caloveggk st ur
title for the series of studieBjusic for Any Instrumer(iL94449), leaves the choice of

instrument to the performer; as these studies require a polyphonic instrthreestassial



acordion seems an appropriateoice.L a b apningigles aspplied to Wolpe areompared to
Macer ol | o 6ane analysieto implethenTgesture on one specific instruBatike

Piece a canposition for piano solo which Heegan in 1943 iscentralt°cah ange 1 n Wol p
development: Aer finishing the first three movements the pieceWolpe exploreaiew ideas

in the studyDisplaced Space3he degree of coherence between the later paBatte Piece
andDisplaced Spaces presented inhapter 4ocussing omew techniquethatWolpe was able

to formulate through h i s fAGhaptesas mconclusion brings together results from the set
theory and the gestural analysisthis particular workn order to bridge the gap between the

disciplines ofmusic theory, performance and dance

Keywords: Classical Accordiod Displaced SpacésThe Eight Basic Effor&s Rudolf von

Labar® Stefan Wolpe
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Preface

The cold, the shabby, the hard, the sudden, the inanimate, the rigid, the confused, the joke, the
excess, the dense, the dropping; the most general, unlayered, flat; the extraordjnyry, hi
layered, highly charged, the loose, the tattered, the inordinate, nothing much, the perpetual, the
always interrupted; shock and the ee&tending opposites; the simultaneous, the quotational; the
noise. Everything is possible. Everything is opEmat is the historical situation. Everywhere

[Stefan Wolpe, lettire about new (and not so new
music) in America, 196 in Darmstadt, Germany,

translation Austin CIarkso?'l]
Stefan Wolpe is one of the most significant avgeatde composers living in exileirdng World
War I, yet he remains underrepresented, in both critical and analytical literature. Aaron
Copland, John Cage, Theodor W. Adorno and Elliott Carter refer to Wolpe's unusual, strikingly
original composi tions, Bhahndadetparticipatian infielessohsl i e n't
Avoyages of di scohanygi agWapeaniyiniblfecaméin f e
contact with Dada and the open atmosphete@Bauhaus in Weimar, Germany. The
multifaceted perspective, the diversity and tfature of contrasting elements typical in the art

movement Dada are displayedWol pe 6s | i sting of .words in the

Wolpe did not receive significant critical attention as composer, teacher andthleoing his

lifetime for severateasonsFirstly, he was forced into exila 1933before becoming

professionally established. Secondly, he was required to deal with constant political instability in
Palestine, and furthermore experienced an ongoing struggle trying to earn a living in the United

States. Finally, his work is not easy to categorize in certain styles or periods; it seems like every

'"nDen Ausdruck regenerieren: Das Kalte, das Schabige,
Konfuse, den Witz, das Ubermaf, die Dichtigkeit, das Fallenlassen, Allgemeinstes, Unschichtiges, Flaches,
AuRerordentlichesyerschichtetes, Potenziertestes, Loses, Zerfetztes, Unordentliches; Miehtslnaufhorliches,

dauernd Unterbrochenesjen Schock und die immer groReren Gegensatze, das Simultane und das Gerausch. Alles
ist moglich. Alles liegt offen. Das ist die géschtliche SituationUberall- o(Stefan Wolpe, qtd. in Phleps

2002:130).
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piece has a distct way of being composed, as reveatethe uncompromising way of
simultaneousness reflect@dhis personality. Despite the externdfidulties, Wolpe left a large
body of work that can be categorized itftcee distinct artistic periods: Berlin (1928), exile in

Palestine (193488), and finally, the United States (1938).

There are several reasomBy | chose Stefan Wolpe andaexpts of his work as my dissertation
topic: (a) Stefan Wipe as person and composer, (b) the fact that he did not become as well

known as other composers in exile, and (c) t

()| became fascinated withthecbma t i on of pecsonal Wl prpfesosal life and

his oeuvre are intertwined: the common denominator dmtviboth seems to be a masiged,
nonrconformistview of life in generaljmmanentin his personal nature, sustained consciously
throughout hidife thereby infusing his works with great deal of coptexity and pluralism in

his manneof composing’ In my mind the norconformistview of life, reflected in his

compositionsi s partially responsible for subsemedact
under a certain category or stila reason that attracted me to his oeuvre. Even a categorization

in personal style angeriods similar to those of Stravinsky or Beethoven is impossible to
undertakewithoutk nowi ng Wol pe6s wiswiteasorigimal persandl, buv o r k .
flexible and complexAs|learned mora b out Wol peds c aquptelsyi ti ons,
Johannes Schoéllhorn, a composer himselfwe|l t at tracted to Wol peds

reason:

2 Austin Clarkson, Foreword t6ontemporary Music Reviewol. 27, Nos.2/3, April/June 2008

% AWolpes Haltung entspricht dem Pluralismus, den er als Emigrant indez u e n  AMengeterdit hdiwe eine
andere Traditiotbzw. Traditionslosigkeit im positiven Sintke Freiheit erlaubt,raderen Einflissen Raum zu
gebem (Reese 1997:4).
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I n the begi nni nnptathart me eefy snuch)uathér,d wad irrithtedhsy

diversity of his styles and by his strange complexity. Latedeustood that his music was so

close to life that it was not possible for him (fortunately)ntake any compromises. Becalse
wassqper sonal , he did not dwitingelthinlol wiirevereally e 6 a p
understand Wolpe, which is why he attracts mehatt t i me 6 ( S cWdlpk $obietyr n, gt
Newsletter 2007:13).

Kirsten Reese concl uBessinTwe Partsaar AuteyasdiParid@60) Wo | p
with the statement théeing open to different styles as a compalss not contradict a
per sonal st yl).disasib dts apd remidieht preir@isidual way apart from

a timebound use of taword avangarde can have aesthetic value.

Wolpe was interested in a lifelong development as a composer changing his way of composing
approximately every ten yeatJhere aralistinguishable elements and developraénthis

music that can bdescribé. In my research, flocus on one important period of composition,
namely 194348, during whichitime Wolpe lived in American exileexpelled from Germany

while many of his fellow artists and friends were deported to concentration camps and finally
murderedThe Germartulture Wolpe felt part of was destroyed, a fact that certainly had a great

impact onhim as a composer and human béing.

(b) Today,Wolpe is notas well knowras fellow avargarde canposers, which is not a

reflection on theguality or quanty of his oeuvre. In my understanding it is the resuthef

* {Stefan Wolpe ist ein]...outsider im besten Sinne des Wortest @srigiglich, ihn zu subsuntiend (Adorno, in
Reese 1997:3).

A sthetische Offenheit widerspricht einem ®BsMoskonal st
bringt zum Bewusstsein, dasm individueller Weg abseits vom jeweiligen zeitgebundenen Begriff der Avaptgard
@asthetische G¢ltigkeit haben kannd (Reese 1997:33).

® AFurthermore, he submitted his music to a radical critique every ten years or so, which is why there are such
di fferences between his works of t he ordead bis studeBtis , 0640 <
terms of a concept .of styled (Clarkson 2011:5)

" AAfter the war, wien Wolpe met Hilda Morley in 1948, hetoldhtrat he had t disfisagreatn ge Fr i
love, murdered in Auschwitz Ocf'9 19441 wi t h hann2008280).c 0 ( Zi mmer m
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complex circumstances exilethat make up the third reaswriy | chose Wolpe astopic:

Wolpe was a creative artist expelled from Germany during the Nazi regime. He was not as
politically active asHanns Eisleor Paul Dessau, biolpe washy no meangpolitical:as an

artist,he was strongly involved ithe socialist realisnmovement and, above all, as a person
closely associated with communism. Howeweheing younger than his fellow cong®s he

had less time for making his voice heard before he had to leave Germany. Interestingly enough,
when he wa invited back to Germany to Darmstadthe mid fifties, the reception waather

cool and reserved. The Federal Republic of Germany showadenest in constructively
assessinghe pastlt wasunpleasant to be reminddtrough the very existence of somdio

like Wolpe, how Germany had treated contempoaatigts during the Second Worldan? Back

in the fifties, Wolpesaidthat hefelt like being expelled a second tithe.

Interest in VIpe waned. His ideas of composing were notague at the time any modee to
the shift tointegralserialism. On the other hand, in accordance with the theory of French
philosophereanLuc Nancy®, Martin Zenck (2011) describes the German body as abused
during the Third Reich, thus taking serialism as technique that avoided any bodily aspect in
music’* The life of Wolpestands as example for a generation that had to deal with unsettling
circumstances of tireown doing. In his oeuvre, Wolps reminding the cuent generation of

the immenseourage and nevending@ s i ti ve spirit it tewes to

® See Stefan Wolpe, Herbert Briin (1962: 2310).

°Al feel so exmpdltrli awieldl! Nee vfeirghmtii ng and active. Wil
28. September 1956, SWC).

10 Jean Luc Nancy (*1940French philosophemorks concerned with body are for examplé o | i me tanger
(1984) andicorpus (2002)
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contribution tdlife and society no matter the circumstance. | agree with Robert CaflLestich
Clarkson who are convincedh at Wol ped6s ti me has come becau

the freshness of ideas without thetant need to put a label on th&m

(c) Wol peds music is very physi oaperformance. ob s e
In an unpublishedesearch paper titldslody Movements on th€lassicalAccordion,| studied

the physiology of body movements as reflected in a study of various instruments with special
emphasis on the accordion. In lack of specific resssufor accadion, the literature review drew

in sources from keyboard and wind and bowed instruments, which all have common

denominators with the accordion. The methodology led to a detailed approach to body movement
and to the observations of data studigth another informed specialist that revealed that there is

no common code of description of movement. The lack of common vocabulary in describing
physical performance is also acknowledged by Broughton and Stevens'{2@i@pdvocate

for a comprehensivgystem for analysing bodily expression across performance context in order

to fnenabl e comparative and predictive resear

In recognizing the need of a common basic ground, | will introduce the Eight Basic &fépe
method by choreographer Rudolf von Laban. It will be employed (a) to provide a basic
understanding of the quality of movement in the scoiRigflaced Spacasdependently from a

specific instrumenand(b) to apply principles to the bogyentere approach of contemporary

Y Integralseridb m was by no means und eouldhe andelstoass realtioratd thes t r e a mfi ,
holocaust, there were reservations against bodily asipectssic and therefore, abstract music was favored.

127 isteners today are now able tear musics that are mashupstad bld stylistic categories. They are now open
to hear the passionate intensity, iisratherghanirttgrmsofassome br i |
stylistic nor ms. His time has definitely comeo (Clark
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accordion performance. Bection3.2, | will define how | sethe symbols in order to fit the
musical content. Nao mi C u mnH= thegryoo$ sigasoprusicena t i 0 n
her bookThe Sonic 8f (2000)actedasgui del i ne. Wol peds studi es
the Effort shape method by han in the way that the chosen notational slgngy out themany

changes in the music. ThéuBlies point to the visual art form of abstract expressiotighus,

the music carries a large quantum of ex#ranging forms and shapes. The full tafeéhe studies
Displaced SpaceShocks, Negations, A New Sort of Relationship in Space, Pattern, Tempo,
Diversity of Actions, Interactions and Intensstadso gives indication® the programmatic, but

abstract nature of the piece: it is almost as if Wolpe were to set himself the goal for which new

compositional ideas needed to be explored.

One could argue that the employment of a more objective, general method borrowediitem da
does not rule out the involvement of subjectivity or intuition in choosing the appropriate symbol
for an action™ Elisabeth Le Guin argues in her first chapter of the okc c her i ni 6s Ba

Essay in Carnal Msicology(2006:1718) that one could seeer entire physical approach to

Bocchs®lino 6wor ks as fHan exercise in narci ssi
performero (Le Guin 2006:25). I n arguing for
Aperfor mancce asnd wondlaxseis of interpretation,

(Le Guin 2006:26). She opposes a strict authoritative appraéoth she dismissesasibor i ng

13 BHowever, a systematic means for analyzing and describing bodily expression that could generalize to any
instrumental music context has not thasdventuateal(Broughton and Stevens 2012:341).

“5The drive was toward the music of abstract expressi
5 The same thought in Naomi Cunmmg 6 s wor ds r @ acépicalapprodciotb ihtaitiershas tte
positive effect of earing space for a phenomenology in which the learned comtents e x per i ence ar e n

(Cumming 2000:61).
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notiono. However, she still acknowl eltetges t he

historical approach to the subjétt.

Regarding my physical approach, | agree with Le Guin that subjectivity cannot be avoided in a
scenario in which the unity of the subject as analyst and executer is a prerequisite. However, my
approach differs frorhersin that | do not perceive subjective and authoritative as opposite end

of the pole: Research in scientific fields has decoded authoritative research as subjective and
replaced it with the concept of evideHzased method¥.The exercise is similar tie way in

which the paradigm shift towards empirical data and evidbased methods in medicine has
influenced related fields such as music therdhus, | felt encouraged to draw in resources

from related arts that have proven to be useful and prevedenewhat more objective view of
findings in order to differentiate outcome. | am interested, in particular, to employ the Eight
Basic Efforts by Laban as a common descripti
to secure a basic understamglof body movement without focussing on the instrumental
perspective. Pnciples are then transferredttee body concept of a specific instrument, namely

the accordion, an instrument that does not belong to the general rostrum of classical instruments.
My score analysis ddisplaced Spacdsas been evaluated by Lisa Sandlahan certified

movement analyst, Professor emeritus Austin Clarkson, a Laban infenm&dologistand

music theorist, andngela Blumbergdancertrained at a Laban Centre who irapiented the

movements to validate potential. Empowered by these resources, | applied the Laban symbols to

6 Cumming differentiateb et ween subj ect and subjectivity, the latt
interpreted ( C u AGOQA. ger phenomenological approach is rooted in Leonard Meyer, who, interestingly
enough, was a student of Stefan Wolpe (Clarkson, Phleps, Powell, 2010:7).

" See Sackett, D.L., et al. 2000.

18 SeeVink. A, Bruinsma, M. (2003).
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Wol peds score, trying to generate findings f

performance in general and adaptation to instrumentabpega
My dissertation is concerned with the following three hypotheses:

(a) Wolpe has been profoundly influenced through his early years as a)gtesént at the

Bauhaus?® The titleDisplaced SpaceShocks, Negations, A New Sort of Relationship at&p

Pattern, Tempo, Diversity of Actions, Interactions and Intessiiads like a list of parameters

to be explored compositionally. | hypothesizes@cttionl.2 that these parameters cobédtraced

back to principles that are found among masters tntsts at the Bauhaus at that time. And
further mor e, | hypothesize that parallels <co
uni ver sadseeoandeopt @xampl e i n Fr BatePiec®Abrakder 6 s
new discovery in the work d@he visual artist Dicker in relation to Wolpe as a composer, at the

Klassik Stiftung Weimar, Germany, enhances the latter statéfhent.

() Wol ped6s c oBuajleoPsecaandDisplacdd &paeesas concerned with work for
dance and dancers (ssction 1.3). This observation has not been commented on by scholars.
The conclusion drawn from this observation requires an examinatisgfced Spacesith a
nontconventional approach that justifies the exploration of bodily movement, taken from dance.
The parametespacé(Displaced Spaces...[...]a new sort of relationship in Spgds of

particular importance. The Laban Basic Effort Shape method, a method widelyqat acte

9 See Clarkson (1999: 38883,2004:264269).

# Together with musicologist Nora Born, | alert®itector Dr. Michael Siebenbrodt tfe Klassik Stiftung Weimar

to the fact thatherecentfindings of severafi st i | i si erter m2nnlicher Kopfodo port
Dicker presumably picture Stefan Wolpe; this supports the theory of a close artistic relationship between Dicker and
Wolpe.
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understood as a principlsis of analyzing movement in dance, is used teedescribe the

content of ?Wol pebs score.

The Laban method, transferred onto a musical score of Wolpe revedlsghata n 6 s Ppar ame
space, weight and tirreprovidethe reader with a more informed reading of bodily movement in

the score, free fronng instrumentalist concerns. This is of particular importance, given the fact

that Displaced Spaces belongs to the bigger contéMusic forAnyInstrument: Interval

Studies 194419.Af t er a score analysis usingelLabanods

implemented into the concept of bodily performance on accordis&ciion 3.6

(c) Battle Piecg194347)i n seven parts is Wolpeds major p
started composinip 1943 but he stopped afteomposinghe first fourparts.In order to refine

his coneptual imaginationyWolpe wrote studies between 1944 and 1949 that point the way to a
new technique of using pitetiass sets fanarmonic progressiofiWolpe himself

enthusiastically embracdse studyDisplaced Spaces, Shock&gations, A New Sort of

Relationship in Space, Pattern, Tempo, Diversity of Actions, Interactions and Ins{1S46&

48)as a fi n e w?IhwagkingromBattlegPieceagain with the performer David Tudor

he incorporated new techniques and in 184ighed the piece with three new parts and a

revision of the fourth parfhere is strong evidence that Wolpe incorporated new techniques in

“INo evidence could be found that Wolpe knew of Labané
principles of movementasinddl cr oze or ot her kieesidgmpghygseeSentowy.hFy Lor i ngods

% ik ompositorische Erfindungen wie diese fiihrten Wolpe zu einem System vorchigshsets fiir die Harmonik,
einem System von intervallischen Proportionen fur den konstelldteridRaum und einem System von generic sets
fur die Interaktim  c har akt er i s(ClarksanhRhlaps, Rewele2010:8)] s i

BiThese pieces are very important pieces in my develc
otherpieces..[. ] . . . my enactments werendt written yet. Two Vye
new b éVgoipa letter to Joseph Marx, Sept. 27,49SWC.).
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his later works, particularly iBeven Pieces for three Piand951)* However, the question

that has not been swered isvhether these studies show their influence even before or during
the period of completion @attle Piece Therefore, my third hypothesis is to confirm the
influence ofDisplaced Spacesn Battle Piece A detailed set and shape analysi®aplaced
Spacess presented in chapt2ito provide the base for the exploration of the individual
parameters stated in the titleisplaced Spaces correlation taBattle Piecas examined in

section4.1.

Before moving into the individual hypotheses, a gahetroduction with a brief biographical
backgroundncluding musical influenceséctionl.l) plusér i ef categori zati or
oeuvre locally split up into the abovmentioned three period8erlin, Palestine and the United
Stateqsectionl.1.2-1.1.3)--will provide the necessamynderstandig for Wolpe as an artist and
personConclusions drawn from the musical and the gestural analyisisewpresented in chapter

5.

My own translations in the footnotes are indicated with the abbreviationAfrother frequent
abbreviation is the Stefan Wolpe Collection in the Sacher Foundation in Basel, [SWC]. The
musical score obisplaced Spaces, Shocks, Negatisnsprinted by permission of Peermusic,
Copyright© 1988, by Southern Music Publishing Cog.InJsed by Permission, All Rights
Reserved. The effort graph symbols and the graphs in the Appendix are reprinted by permission
of : Copyright© 2004 Jean Newlove and John Dalby, secured by Copyright Clearance Center at
https:www.copyright.comThe sketch material is published with the permission of the Sacher
Foundation, Basel, Switzerland. And lastly, the portrait by Friedl Dicker is reprinted by the

generous permission of the Klassik Stiftung Weimar, Germany.

% SeeClarkson(2002:115133).
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Chapter 1
A short biography of a composer in exile

Movement i s the sour ce oftheasulbjecta soonuchmmentall n Less
exercise in our younger years, there is so much ado dimodifference between time agpace in

art. Once we exame it more closely, this is just a bif erudite hausplitting, forspace, too,

implies the concept of time.

Paul Klee, 1920

Stefan Wolpe was born on 25 August 1902 in Berlin. He studied piano from an early age and
began learning harmony and counterpainthe KlindworthScharwenka Conservatory in Berlin
at the age of fourteen where he quickly came under the influence of a multitude edanehnt

movements such @&ada,the Bauhausand theMelos Circlearound Hermann Scherchen.

In 1920, Wolpe began siying composition under Paul Juon at 8teatliche Hochschule fr
MusikBerlin, but quit after one semester seeking advice independently with Ferruccio Busoni.

The atonality of Schoenberg and Berg, the mdndhmic, ostinatebased compositions of

Bartok,t he charming esprit of Eric Satiebds pi ec:e

Stravinsky play a decisive role in Wolpeds e

Wol peds interests were never | imited to musi
the Baulaus with Johannes Itten and collaborated with Padists such as Hans Richter and
Kurt Schwitters. From both movements, he learned and carried out important principles about

composing® In 1923, he became a member of Nevembergruppean association afocialist

% paul Klee,The Thinking Eyged. Jiirg Spiller (Londor:und Humphries, 1961:78).

% The theory of contrast Hten, the thoughts on space by Schlemmer, the individual sessions with Grunow about
the single interval serve as exampiasprincipleswhich will bemore closelyexamined in chapter 1.2s to his
involvement with Dada Wolpe said himself that he had learned very much from them in the early twenties (Wolpe in
Vogt 1988:64). Friedhelm Lach argued that what Wolpe took from Dada was today regarded as postmodernism
(Lach 2003:153).
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artists in which he was active as a pianist and composer. Kurt Weill, Wladimir Vogel, Hanns

Ei sler and others also belonged to this arti
with the communist partyKommunistische Partei Deutdands KPD) in the agitprogheater
groupTruppe 3l ed to a series of AKampfmusi ken, 0 co
pieces. Wolpe wrote these under the influence of thevardime in the Weimar Republic. He

was less concerned with gaining resgesce composer of concert music than with devoting all

his talent to composing Afor the masseso ( Wo

As both a Jew and a politically active avgarde composer, Wolpe fled the country in 1933,
whenTruppe 31lwas banned by Hitler. Hend his wife to be, pianist Irma Schoenberg,

emigrated to Palestine. Before leaving Europe, he studied for four months with Anton Webern in
Vienna, which added to the concepts of Hauer and Schoenberg that he had been introduced to

previously at the Bauhawand provided a theoretical foundation.

After settling in Palestine, Wolpe taught composition at the Conservatory in Jerusalem and also
got involved with the musical life in teaching and composing for amateur choirs in the
Kibbuzim. Disillusioned after for years of trying to open the musical community of Palestine to

avantgarde music, he moved on to New York, his second exile, in 1938.

Wolpe became an American citizen in 1945 and established himself as a muchasught
teacher with a wide spectrumsttidents whose backgrounds ranged from classical to jazz.
Amongst his most weknown students were Ralph Shapey, Morton Feldman and David Tudor.
In the fifties, Wolpe joined the circle of abstract expressionist painters that included William de
Kooning, Fanz Kline, Marc Rothko and others. After having taught at different schools, he
accepted a position as musical director of Black Mountain College in North Carolina from 1952

1956. With a Fulbright stipend, he visited Germany for a year, in 1956, andpzddd at the
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Darmstadt summer courses, where he was invited to return for lecture presentations in 1960 and

in 1962.

I n 1963, Wol pe was diagnosed with Parkinsono
compose. A fire in his apartment in 1970 mgdestroyed all his oeuvre, but fortunately the
majority of documents were saved and restored. They are now kept in the Sacher Foundation in

Basel, Switzerland. Wolpe died on 4 April 1972.

1.1 Compositions and contemporarykr recep

Wolpe left a large body of work, 173 pieces in total that can be categorized into three distinct
artistic periods: Berlin (19233), exile in Palestine (19338), and finally, the United States
(193872). Each period is framed by social and politicedwinstances which can be traced back

in his compositions. In all three of his compositional periods, the genre of march plays an
important role?® Wolpe composed a great number of marches as popular-s@mgs for the
communist worker movement, but the qmusition of elaborate concert marches in personal
transitional periods and times of political
fragment of a march was composed in 1927 when political turmoil in Germany set @inthe
Marches @racteristigies .10(19283 3) resembl e i n t h®Quatre titl e
Pieces Caracteristiques Opaid might also a personal meaning in his life., although the title

itself is commorf® Marsch und Variationen fiir zwei Klaviere Op&&s composed 19323

%" Bibliographical mate&il obtained fronKirsten Reese (1997) and Austin Clarkson (1986)

% peters and Vogt (1988:55) point out that marches appear as expressive pieces with demanding virtuosity in
Wol pebébs oeuvre, but no further conaomarchssiaredrawvsnabout t he

# Clara Schumann (18196) wrote these character pieces in 1825, the year she and Robert Schumann fell in love
(Claudia de Vries 1996:332) parallelism appears between the acclaimed concert pianist Clara Schumann and
Irma Schoenberglvo pl ay ed t ICinePieces Caratteristigqueddhar debut as a concert pianist in



when Wolpe left Europe and settled in Palestif@he third study ofour Sudies orBasic

Rows: Presto Furiosaevritten in October and November 1935, is also conceptualized as a march.
Furthermore, th®ance Suite for two Pianos for Marthe Krued&940) contais a march

fantasy as the third movement, as dolbee Man fom Midian for two Piano$1942, in Part I).

Moreover, the piano piecgood Spirit of a Right Causeomposed in November 1942 during

Worl d War 1[I 1, was concept uaMate @mmrdentargonthe concer
war’!, Battle Piecg194347) has two parts that contain a march (Part Ill) and the deterioration

of a march (Part 1V), in which the material of the march is used, but melodically fragmented and

rhythmicallydistorted 32

After BattlePiece one cannot find any further explici
output of works closely connected to political turmoil stops withQhartet for Trumpet, Tenor
Saxophone, Percussion and Pigd85054). This has two implications in my opim: (1) The

march as concert piece stands as a | andmark
music (not only worker marching songs) in unstable political and personal circumstances. (2)
SinceBattle Pieces e ems t o i ncl ud e makbds fpreaddo inStiumeat| lcano n c e
only conclude that Wolpe, aft8attle Piecdound himself in a more stabilized political and

personal environment that allowed him to explore other genres and forms of music on a more

1932 at the Salle Pleyel in Paris around the time she and Wolpe started a relationship (Nora Born in Tadday,
2011:50).

M Bitterly disappoi ofhisidbalsaSiefan slowly goebadk to eoapodirm fim1988ihe
time he was working oMarch and Variations Op.2for two Pianosand onPastorale in Form einer Passacaglia
(from Two Studies for full Orchest@) ( Bor n i n Tadday, 2011:52, tr.).
%3 é . a gitbem a work which David Tudor played, called Battle Piecewhich was my participation during the
Second World War, so to speak, my commenya, my pri vat eWadpe gidireSalznzan, Clarkson i t 0
1999:398).
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abstract level® Nevertheless, haas still passionate about communism, as his composition
Quartet for Trumpet, Tenor Saxophone, Percussion and Ri8%D5 4 ) i . . . to ce

recent founding of the Peopleods *Republic of

1.1.1 Germany

The earliessurviving compositions of Wolpe date from the 1920s in Weimar Germany. In 1920,
Hermann Scherchen invited Wolpe to publishAalagio for Pianan the December issue of his

monthly journal for new musidflelos Wol peds early pi eheeosig ar e m:
cycle with texts by Holderlin (1924/27, rev. 1935) uses the complete chromatic material.

However, five years lateEarly Piece for Piangin C-Aeolian) andStehende Musik (Music of

Stasis)a study of dissonant stacked chord sonorities serve agesof two opposite
tendencies within Wol peds Ealyheoedar PianoniCh at e me
Aeolian is representative of Young Classicism, an attitude, rather than a style Busoni advocated
for.* The opposite tendency was Expressioni$mhich theStehende Musi&tand as an

example. This tendency toward Expressionism

32 Composing Marches is nothing wrmon in the early 20th century music if one thinks about Mahler, Berg,
ShostakovictandProkofiev. But the radical way of using marches as concept even in abstract musaulike
Studies on Basic Rovirgdicates that marches were an important genre teritten for Wolpe.

33| am aware that these implications are multilayeredtahde t radi ti on of march in Ger
deserve attention that is beyond the topic of this dissertation. Therefore | will explore this thought separately in an
article.

% This piece is dedicated to Else Schlomann, his patron from Berlin who would have silently understood the
importance of the political occasion for Wolpe to compose in this piece.

% Busoni scorned the idea of historical stylestJunge Klassizit has been treated as though it were a forerunner
of Neue Sachlichkeand NeeC| assi ci s m. I n Jusge KlgssiziBawvas nohd style asisuthe laut likef
the Youth with the fl owering branch, an attitude to t
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who asked Wolpe to moderate it in his compositi§#sf t er Busoni 6s deat h,
compose song cycles with texts fiyets of importance during the formative years of the Weimar
Republic}” These compositions show a new level of synthesis of Expressionism and Young
Classicism. Wolpe was moving towards the aesthetieofe Sachlichkeit (New Objectivitg),

style in art bat rejected the sentimentality of late Romanticism as well as the pathos of
Expressionism in favour of clarity, fineutr al
political content. Maj or wor ks ofSchéiel peds at
Geghichten (Droll Tales)influenced by Schoenberg, aBdus and Elidaa comical spoof of

Hitler.

Between 1929 and 1933, Wolpe primarily composed songs, marches and anthems for communist
unions to assist the political resistance. After joiniingppe 31 heprovided the music for the
very successful theatre piebge Mausefalle (the Mouse Traphd other pieces that were

politically highly critical of the regime.

HansHei nz Stuckenschmi dt, aNowrhbergreppend ailatenwkell o f Wi

knoom music critic, noted Wolpeds early i mpact

Stefan Wolpe, the youngest of the group, is a special case. Pldirgingcstasy to ecstasy, from
extreme to extreme, passionately investigating the materials and ideology of his ast, he ha
demonstrated in numerous works of all kinds a more than exceptionalhaeatvaits maturity.
Ideologically, I would place him between Antheil and Eidlettribute decisive technical
influences to Eric Satie, Arnold Schoenberg, and Joseph Maltthizey (Stuckenschmidt, gtd. in
Clarkson 1984:392).

®Busoni was at the time campaigning against Expressi
extravagantemotiol=or hi s [ Busoni 6s] aesthetic he coined the
moderate his tendency to extreme Expgei oni sm and sever al of Wol peds comp
show the imprint of Busoniés influencedo (Clarkson 19¢

37 Three songs after Heinrich von Kleist (1925), a setting of a Klopstock ode (1925), Nine songadona T
(1926),a Cantatan Fivesongs of Rilke, composed in 1@%revised 1926), and two fablés Baritone and Piano
on Textsof Hans Sachs and Jean de la Fontaine (1926)



1.1.2 Palestine (1934-38)

Before emigrating to Palestine, Wolpe spent four months in Vienna studying with Anton
Webern. During this time Wolpe composed @mncerto for Nine Instrumen{s the same
instrune nt at i on CarxerttMepo ) andove Studies for Large Orchestrafter a
nervous breakdown in Palestine and psychotherapeutic sessions with Erwin Hirsch in 1934,
Wolpe resumed composing seriously again in 1935 while teaching at the Palastieivatory.
Major works from these years incluBeur Studies on Basic RoE93536), where Wolpe
explored sets and hexachordal combinatoriality, an&tie im Hexachor{936), where he
combined the use of a hexachord with classical Arabic musicowigg interest in his Jewish
heritage led Wolpe to explore Middiastern folklore and learn Hebrew. He composed a great
number of songs to texts from the Bible where he found his political beliefs mirrored (Clarkson
2003:14). Thesonata for Oboe and Piar{a937%38, one of the last works composed in

Palestine), led Theodor W. Adorno to remark in a radio broadcast in 1940 that:

This composer is an outsider in the best sense of the word. It is impossible to subsume him. The
moving force of his musicistheaeon st ructi on of the expressive.
do with the conventional romantic ideal of expression, not even with musical expressionism. But

his musical language is spoken so passionately, that it moves in extremes: much in the same way
asArabic music has nothing to do with our tradition of expression, but through its mere diction
speaks of ardent passion (Adorno, gtd. in Leutscher 2003:135 and Reese 1997:3, tr.).

1.1.3 United States (1938-72)

Wol peds compositionsertaited har beghamaatge oif z ¢ ¢h e
diatonic, octatonic, andtwelMeone r esourceso that form a #fAst

between European background and Miedla st er n musi co (Cl arkson 2

piano, such ag&emach Suit€1939),Toccata(1941) andBattle Piecg194347), theYigdal

Cantata(1945) andThe Man from Midian(1942) all speak to this use of material. In 1945,

Wolpe began to investigate constellatory space, meaning every possible combination of the
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interval in spce which brings out the most important criteria of the sounds as being at its utmost
variability.*® Examples are found in histerval Studies: Music for Any Instrumeii194449).

This collection of studies provided the basis for new harmonic structodespatial

proportions:’ Wolpe implemented these newiyund techniques iBeven Pieces for three
Pianos(1951) and, even more purposefully in Bisactment$1952). Still politically engaged in

the concept of communism, he composedQhartet for TrumpetTenor Saxophone, Percussion

and Piano(195054).

I n 1959, a new peri od oFRFormWo pigneadsisort pictceothaty ht e me
emphasi zes that Aform entails a dialectic wi
of chamber piece®fiowed, most of them generally composed in two parts: the first part, slower,
has a continuous, stable character (Clarkson ibid), whereas the second part, faster, is disrupted,
fractured and unstable (sBece in Two Parts for Flute and Piaifd960),Piece in Two Parts

for Six Playerg1962),Piece for Two Instrumental Uni{496263), Piece in Two Parts for

Violin alone(1964) andrrio in Two Parts for Flute, Cello and Piar{t964)). Larger chamber

pieces for fourteen and thirteen players were compdsedral964 (No.1) and 1967 (No.2).

Two quartetsFrom Here on Farthea n d  Wo | SaidgQuantetfdllow in 1969. A second
piece i n the nFrRomMV:BrgkenlSeqoendesiudes m thatitleoas much to

Wol peds exil|l edglgl eewas ht ahks nsobonds Disease.

tribute with theQuartet for Trumpet, Tenor Saxophone, Percussion and Rif8%®54), a solo

¥iDas Kriterium des Klanges ist jede denkbarederKombi na
verschiedenen. Und so sind drei Sekunden nicht weniger ein Kriterium des Klanges, als es drei Quarten oder drei
Septimen sind. Das Kriterium des Klanges ist seine 21

*fThey show hin gaining an increasemastery over the behavior of various interval complexes, the articulation of
space by a system of proportions, and the creation of-anatimic continuum of highly contrasted aspects of
shapesodo (Clarkson, 1981:9).
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piece in 1966 and with his last compositi®nece for Trumpet and Seven Instrumeasposed

in 1971, the year before his deéth.

Aaron Copland and with him Elliott Carter were two of the first and only established American
composers that recognized Wol pebs talent and

years in the United States. In rewvie n g WBalegtiriaih Songs 1948, Copland wrote:

America does not know how to handle big talents suéh@ad pe. To me, Wol pebs
strikingly original, with a kind of fiery inner logic that makies fascinated listening. Some

pounding naturaldrce brings it forth and gives it reality. It is a sad reftatf the state of our

society that this man has to work in total isolation. Wolpe neeHde discovered at all costs

(Copland qgtd. in Clarkson, 1988:120, tr.).

Sadly, Wolpe remained underappiated and underrepresented with only a few recordings and
scores published during his lifetime. His wish to be recognised fully speaks through his diary

entry in 1951:

The world has to get conscious of my way of making musichorautghly organized bydroud,
erect, hymnic profoundly contained human evocation.

Stefan Wolpe (1951:%)

1.2 Artistic influences of the Bauhaus of relevance for the Studies, Part |
(1946-48)

The Bauhaus school of architecture, art and desigramestremely successful fine agchool
that existed from 19183. Founded by Walter Gropius, the visionary idea to confbieearts
with craft wasnot new, but the proclamation of art and craft as unity plusravative

pedagogy put the Bauhaus in the rank of places of epochaltanper(Wick 2009:127) he

“? Neil Mueller concludes in his dissetion on the trumpet repertoire about Wolpet he tr umpet, an i n
home in the symphony orchestra, the jazz quartet, anc
common, the bourgeois and the proletarian, perhaps a reflection oé\Viiodp own-dedtye qagr vt yl eodo (
1999:127). Wolpeds imagination to write for Athe si mg

works incorporate the trumpet.
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preliminarycours , t he A Vor kurpsrbin, pldye tt detisivelpie thet o o k
development of the individual artistsWolpe wasa guest at thBauhausrom 192023" and
wasone of the few composers at the time thdyftécognised themportance of the schodt.
Johannes Itten, a painter from Switzerland, was invited to lecttie 8auhaus in 1919. He

145

summarized the objectives of this fm@urse he taught from 1919 uritB21™as follows:

The preliminary course is)#&o foster the creative potential of the learners and free them from
Adead conventiono (b) to facilitate the prof
studies with different textures (c) to learn principles about the rules of form ana oolrder to

produce authentic work (Wick 2009:146, tr.).

Wolpe benefitted enormouysfrom the experience of this caar (Wolpe citedn Vogt 1988:65).
Wolpe was also influenced by Paul Ki&edskar Schiemmer, Gertrud Grunow @alihaus
student Friedl izker. The followingsectiors explore théndividual influences that shaped

Wolpe écemposingof Displaced Spaceas well as the notion f f anritv earssad conce

“I Diary VII, p.3, SNC, Paul Sacher FoundatipStefan Wolpe Collection (&beviated SWC).

“2 Clarkson (1999: 38883, D04:264269) has written about Wolpe and the Bauhausrath; therefore | will only
concentrate on the principles that are important with regard tttlukes, Part.|

“BHHis friend Mor de constein), who ehered tHe Baulkans ieNnst xlas8of students, said
t hat Wol pe atthe Baulinas amduhat$Volgea r t i ci pated in Johannes | tten
(Clarkson1999:380)

“Jewitt (2000) st at es :gthéisnatlarts wasretas featwreeof Bashaus alumhiy a mo n
generally there was at least one artistic crossover in music: the Dada composer Stefan Wolpe hassasRaient
firsto (Jewitt 2000:5) and | at er A Wtsbegimind)andtheeeveote at t e
ecstatic piano pieces for the o0bj e2000:8pThesk staemenssrea e 0 |
bit misleading: There is no evidence that Wolpe was fully enrolled at the Bsiahd namingVolpe a Dada

composer (only) in retrospect does not reflect his remarkable versatility.

“5 Johannes Itten and director Walter Gropius engaged in a conflictthequincipalideas of the Bauhaus, Itten
beingmore on the spiritual side, Gropius being more compromtisiwgrds the industry. 1923, Itten was forced
to leaveWeimar.

“° Despite the fact that Wolpe mentions Klee in his interview with Salzman and alsechise on Dadathe

influence ofthepringgl es of ¢ ont r adass (heweeens an aist Kiee was marewell known than

Itten,t her ef ore Wol pe might have used hitranslatianmemusicalst ead) .
elements nt o vi sual termsodo (Cl ar ksoint e2r0a0l3 :t206 8b)e, aap pplrioccaebdl u
specific radicalthoughts on music. Therefore, Klee is not discussed extensively here.
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work of visual artist Friedl Dickein analogy to Wolp $Battle Piece

1.2.1 Johannes Itten and Josef Matthias Hauer: Form, Kontrastlehre and the
interval

A main goal of he Bauhaus pedagogy consistethef development and expansiorsehsual

perception within the students (Diiaigi1996:41). Itten was interested inthe or por a l
emdionats pi ri t ual uni tyo of the humapeddpgegicahg i n
reformation by Pestalozzi, Montessori, Frobel and Kerschensteiner at the time (ibid).
Furthermoreltten $teaching was directly influenced by French visual artigeBea Grasset and

his methodbookMéthode de composition ornamentél®©05) and also by Adolf Hoelkeb s

theory ofcontrast’’ (Wick 2009: 152).

Grassethought that new forms only arise through the possibility of the infinite variafion
known forms,sayig t hat fAinnovation means “pThistsoaghtv at i o

is channelled into music by Wolpe in saying:

1. Changes are necessary to compose repetitions. 2. Repetitions are necessary tchangese
(Diary 1945, first page, SWC, for fuljuote sesectionl.4.2)

The diary entry in 1945 watone a year before Wolpe startedisplaced Spaced94648)
and the natre of the miniature pieces that explatkethe programmatic content laid out in the

title speaks of the need to find a balabetwveen repetitions and changes.

Two fundamental principles by Hoelzel were carried on im lééeachingand influenced
Wolpe in particular:ifst, theoverall oljective of artistic formation was harmony which is to be

created by the equilibrium of caasts.Maximum importance was given to the ligidrk

*"Hoelzel was a moderate avagdrde artist based in Stuttgart where Itten spent three years as a.student
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contrast (Wick 2009:153) and textural studieth unconventional, contrasting material (Wick
2009: 167) The idea of contrast resonatgith the Dadaist movement that also found its
supporters in thersi-academic atmosphere of tBauhaus (Wick 2009: 162). Wolpe caught on

to this idea by saying:

The classical point of view is only familiar with antitheses that are reconciled in a sort of
synthesis. But the fact that two entirely isolated, separatedstican coexist and thus build a
form- an odd relationship of foreign thinghat was completely new to ni8tefan Wolpe,
Lecture on Dada, 1962, in Vogt, 1988: 69, r.)

Displaced spaces, shocks, negationis title alone alludeso the principle of cotrast™®

Second, Hoelzel was practicing gymnastic exercises that Itten carried orprelthrenary

course for the loosening of body &lod thesensemotoric development (Wick 2009:155)
These exercises were usalthe preparation for rhythm studiesilmwing aswell (Itten 1963
133). Inbringing the body andpirit in unison, Itten started his class often with movement and

breathing exercises on the rooftbé Bauhaus (Dichting 1996:41). Itten writes in 1921:

Everything animated is manifested througl means of movement. Everything animated
manifests itself in forms. Therefore, all forms are movement and all movement reveals itself in
form (Itten gtd. In Wick 2009:156)

Wolpe saffinity to movement most likely originated from these exercises asaw@&bmthe

AHar moni si erungs| e hr anwhichlhamricipitetbeeSeetionil.2.8).d Gr un
Furthermore, the collaboration between Itten and Joseph Matthias Haued@E&83a

composer from Viennavas highly influential on Wolpe. Itten amthuer met in 1919 for the

first time, discoveringhat theyindependently both had worked out a colour sch&hiae

““Grasset 1905 cosm.on:ervlenn eGrassetodVick 20004712)0  (

“9 Concerning shock as contrast, Wolpe states that he was always interésechio c k as t he extr eme
trutho (Lecture on dada, 1962, Vogt, 1988: 71, tr.).

% Farbenkreis (Colour circle). Itten developed ¢ogour circle bygroupingcolours in categories according to
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original plan was tdound a music school at the Bauhaus in order to teach the principles of
relationshipbetween colour and musical intatg a planwhich did not work at (Weil3

1999:15). Therefore, Hauer instructéen in his principles oftonal twelvetone theoryand
declaredtten to befully capable ofpassing them on to studenf®ogner 1994370). Hauer was
very pleased to havedideas presented with Itten gmerceived the unity between his principles

and ltiten as follows:

Itten-Hauer that is allness in form and colour, eye and ear, seeing and listening at its roots
(Hauer, gtd. in Bogner 1994:367).

The principle of Haue @heory wadased on the thohigthat the twelve tones of thempered
chromatic scale have to be used in narrow succession and without repetition (Stuckenschmidt
1966:12). Stuckenschmidt also emphasiteat Hauer savihe interval, the asset of two pitche

in relationship teeach other, a8t he sol e subject matter of ref
(ibid). Hauerhimselfsaidiever yt hing purely musi cal i s con
ficarries a highepriority than the tone itsalf aint ch @re of the interval is movement. The

intervalisa gesture. o (Hauer gtd. in R2&2tz 2003:61)

Both ideas again resondt&ith Wolpe who, inDisplaced Spacesnd even later in hisareer put
hugeemphasis on the development of ihierval. Elliott Carter redbed hisvisit with Wolpe at

Dartington Hall, England in 1958

At once, sitting at the piano, he [Wolpe] was caught up in a meditation on how wonderful these

contrast, lightdark, coldwarm, complementary, simultaneous quality and qua(gég Itten 1963: 445); Hauer

matched colors and the twelve tones (for a contrasting listing of both circles g€20Baf74) h her dissertation,

Ricarda Ratz (2003) discussesexnsi vel y t he cl| oteremoiesc| @oft tlaGeetdlse @l B«
which Itten knew as well, but Hauer denied being influenced by it (Réatz 2003:77).

*1 Here it becomes obvious that the interigathe basis for his new compositibsérategy, a year before Wolpe

formul ates his | ectur e fO.rEvepaseaglpas 19867 these is(evdideredin) nmotesf or De
Wol pe took from Scherchends c¢ on dthatWadlpe\was eery donceroechpbows i t i ¢
the importance and the spacing out of the interval (see Appendix A.4).
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primary materials, intervals, were; playing each over and over again on the piano, singing,

roaring, humming them, loudly, softly, quickly, slowly, short and detached or drawn out and
expressiveé. Stefan had made each of us exper.|
primary elements. From then on indifference was impossible (Carter 1972:3).

Hauer sddevelopment of tropes, a system of taking any six notes out of twelve and looking at
intervallic relationships, also influenced Wolpe greatly: Phleps (1996) comments ©artbes

an experimental study piecef Wo | p e theSuite imiHexachdr{936):

The primary source material is always a chromatic succession of six notes that strive to

complement the counterpart with a canon and in the inversion of the stated interval constellation
to building the c¢hr omat irm batootoaghnizedinhrawdorm, s A ¢ h |
thus the succession of the tones within the hexachords is deliberate (Phleps 1996:143).

Besides emphasis on the theory of contrast and on the intervale Wegmse of form and the
exploration of the parameter space wgeatly enhanced by meeting Oskar Schlem@pace

for Wolpe had many implicatiof’ pur el y as fAroomd, as field v
up newpossibilities( s e e -diitrhaemesi onal 6 space or Avirtual

sectior).

1.2.2 Oskar Schlemmer: Dance and Stage

Oskar Schlemmer (188B943) was a ersatile artist devoted to batchnical innovatiomnd

spiritual development within his students. He headed the mural workshop and aisalphere

class at the Bauhaus before he wasgtéd by director Walter Gropius in 1923 to takesr the

stage workshop. The figrowing concerenc hwiotl ho gpyu
made Schlemmer a suitable candidate (Lahusen 1986:66). In critical liteGthlenme

work with darce and stage often is limited to the mechanical ballets, becans¢idex that

Amechani batcioome Bmad embl em of t Belemmenraeed Had a h u <
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an invested interest in technology expressed in the desire for form:

When the artistef today appreciate the machine, technology and organisation, when they want
precision instead of vagueness, then this is nothing but an escape from chaos and longing for
form (Schlemmer qgtd. in Lahusen 1986:67)

However, Schl emmer Ilidtbeiweenmechanigatioo @d theeshunaan i ¢ o n f
di mension in arto (Moyni han and Odem 1984: 51
man still stayed inthe centreof hiswoflHe st ates that the materi al
colour, form appearingyi hei ght , depth and width as in a
(Schlemmer, 1965:11, tr.). Schlemn#gd.ineamenta chart with a thredimensional cross

reminds very much of Lalpe®Dynamospheredn fact, Debra McCall, a choreographer who
reconstructedeveral dances of Schlemmer, among tlgace Dance, Gesture Dance, Pole

Dance and Metaldance s ees an fii ntr i nsircicoadedtsioispateyandb et w

movement and those of Laba¥fo (Moynihan and C

Schlemmer approached space fribva view of a painter. Schlemmand Itten discussed a book

by Adolf von Hildebrand calle@he problem of Form in Painting and Sculpture (190&t
transports the theory of painting creaing 0
paintingRuneraum f or exampl e, draws the spectators

them a powerful physical sensation of it. In his paintings, this is limited by a two dimensional

“HTo speak about space, to sense as existence, presup
Complex, Bridge, Inside, Fixity, Gdae , poi nt of departure, conflicting te
1952, SWC.).

“AThe relationship with man as starti ngs,theceatienmfhi ng pc
new mankind in preparation for a new societyswae of the main goals dfe Bauhaus. Oskar Schlemmer did

justice to the humanistic focus at the Bauhaus through emphasizing on man imdpageactical and theoretical
teachingso (Siebenbrodt und Sch°be, 2009: 57, tr.).

A1t was t heevsuamtsaenmestionahat attracted McCall to Laban [for recanstung Sc h| e mm:
dances]:0Laban had a very specific vocatrallyaienfed f or t he
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virtual space but in his stage work this is three dimensional and a mueh lsed experience

for both, performer and spectatoro (Trimingh

As a cormrlusion, two main principles werd primary importance to Wok$compositional
development: the concept of form ahe exploration of space, especially thigienensonal
spaceWolpe, listingSchlenmer as a friend, said thag¢ wrote masic, pior to Hindemith, for

Sc h | e sTnieslic Ballet® (Wolpe, gtd. in Salzman 1999:394). Schlemmsid riadic Ballet,

conceived agarly as 1915 and performed in 1922 weesstartingpoint of a new, abstract dance

style (Lahused 986 : 70) . Lahusen also states that dar
abstracbfor Schlemmet®, and its cregeilgnffiom whaarhsesa
of s fib&d)k Ehe conept of threedimensional space as shown above with Schlengne

stage workwvastransferred by Wolpe into music irgoring the musical space: He used the

Dada concept of simultaneiggs well as the theory of constellatory spaceuhooctave
displacemenéxtensivelythroughoutDisplaced Spaces$or example, Wolpe spaced out his

material in three stavémovement | irDisplaced Spacesnd also irBattle Piecestarting in

Part Il, reoccurrindrequently). Furthermore, the endingRxttle Piecgresents alxtaposition

of threedimensionalityand simultaneity: Startinip measure 64, Wolpe juxtaposttulee

transpositions afhe octatoniscale at the same time which vwadso explored moderately in the

because he basically saw movement as architectsrp@imc e © ( Moyni han and Odem 1984:

®“Among Woompositibns, no music could be found for a triadic bajl&dhlemmer, therefore Clarkson
says: AWhil e theviedémnsca ot a olra cdemmmbasopecated theniater 29205 p e 6
incopor ated Schlhammet & . . .0 (Clarkson 2004:268) .

*®The four basic methods of abstra i on  wer e mi r s costenalesigm FirStcthe cubicrapace 6
(separate cubes for each part of the body), second, the function of the hualatian tospace (marionettike
appearance), third, the technical organism (various aspects of rotation and giseddidastly, dematerialisation
(metaphysicalfans of ex pr e s s i eiluptratiossd365:1¢. h|l e mme r 6
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last movement obisplaced Space¥

In 1956, when Wolpetarted to formulate his thoughon proportions, he articulatbd concept

of open space that recalls and develops further Schlesierception of space:

Open means leaving open. It means spans that are not divided up, not at all symmetrical, not
givento the same voice part. Rather, new events reach into the empg¢yfepa the outside and
bisectit at a usually asymmetrical point. Open means dropping something and not picking it up,
proceeding to one point (or several), thus adding a balancing wigtietious spans either by
proportioning the space in large sections, or by creating as it were negative spans by means of
very small progressions while preserving or preparing for the larger [spans]. The space is
articulated in precisely prescribed profpams either successively or simultaneously with all
possible diversity and density of layerings. From such a principle of open space arise concepts of
letting go, of space disparately enlivened, of varied density, of enormously differentiated
distances, ifferentiated activities, nesimultaneous events, and of thinking in terms of
disjunctions. (Wolpe, On new and not so new music in America, 1956, gtd. in Clarkson,
1984:13).

The passage on accentuating sgactV/olpe resonates with Schlemmnsdwords:

Whatis space? You cannot get a hold of it, its essence except through what is tangible. Thus, we
use the line and exploration of its palpable limits. With this in mind, we use the geometry of the
surface of the field, from its central linear division, intsgqaare or a rectangle, proceeding to its
axes, its diagonals, curves etc. (Schlemmer, qgtd. in Trimingham 2004: 134).

Wolpewas becoming obsesseith the principle of form, space, contrast and he was on his

own with exploring the freedomf these paramets in music His compositional tutelage at the

time consistednly in occasional meetirsgwith Ferruccio Busoni, and taking piano lessons

from Gottfried Galston, a studentof Busod s . Hi s onl y owiés&ertrudeacher

Grunow, a trained sger and music teacher at the Bauhaus.

1.23Gertrud Grunow: AHar moni si erungsl ehreo
In aletter to Hauer, Itten describéds first encounter with Gertrud Grunow, a vopExlagogue

t hat had discovered the fNnexpr ersgdteckeeref f ect s

" See sectior?.2.7, the octatonic nerial increases and all three transpositions arseptebut not simultaneous
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1994:203). Grunow was the only woman that was considered to be on the mastar taeel
Bauhaus curriculum and with her 0 acorcteteoposop
rhythmic musical exercises she remains still underrated imtheence on the earlB a u h a u s 0
(Mgl ler, 2009:17). Il n an Ai nner t rcadoarsfdrnucent
and tone came to her and she worked out a systénawhonizing exercige through vhich the
relationshipf the parametensould become clear to each person and imbalanced states could

ber ebal anced againo (D¢gchting 1996: 41) .

Gropius might have metaeGrtuhneotw cast atnhde rfiecsoenagrrce
Berlin (Steckner 1909déveldpnénf hat henctdedeef afibr g
resonated with him and Itten in particu(&teckner 1994:201). In the spring of 198ie was

invited to lecture at the Bauhaus a@skarSchlemmer voted for putting her name on the list of
Bauhaus Mastersand alsomadles uggesti on to rename the orig
Har moni el ehredo (pracfiHzrahmhoriosiirsrunagnshahmedy(
coursey® (Steckner 1994:201). Grumod assistanitleitmeyer writes about Grumo8 principles

as follows

Gertrud Grunow @covered that the movements that are generated by experiencing a tone or a
colour stem from certain nerves and that sou
body....Twelve particular colours [that] possess the power to put the human beingimpdea

natur al bal ance. These twelve colours are eq!
(Heitmeyer, qtd. in Mller, 2009:18).

Grunow contributed a complementary article to Gropidee und Aufbau des Staatlichen
Bauhauses the Bauhausxhibition catalogue in 1923 call&kr Aufbau der lebendigen Form

durch Farbe, Form und ToAn excerpt in Grune § own wordf her perception of tone and

yet.

BAlsocalledigener al coor diGopgius,Baohaus 1919928BNew ¥ork, 1872
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colorserves as example:

The utmost priority each ordering follows is the principle of balantiee. strong effect of tones

on humans is to be traced back to balance...every vivid force, meaning every colour is equivalent
to a tone by law and order. The relationships are close and distant (Gotehowv,Diichting

1996:43).

Grunow 8 course was taught conceptual relation to the preliminary course by Itten and ligter
Georg Muche. First, it was taughtgnoup classes, later on in thewer semester of 1921/23
additional lessonsonenm ne. Gmaahvastd 561 nk musi c experienti i

psydologicallywi t h body movement and vi sual experie

Max Bronstein, a close friend of Wamalso enrolled in the winter term of 19#@plied that
AWol pe benefitted greatly from his Theearly at e c
1920s were a tough time personallyand pre s si onal |y for Wol pe, so

Br o n s tommemtdnskes perfect serise

In contrasto Emile Dalcroze (1868.950) who also offered a method of rhythmic education in
music,Grunovd s mE o boded movingfreelynhowever the body demandsdt,

thatitfindst he natural order organically itselfo (

Anne Shreffler ties Wolp $concept of organic mod8sn the 1950s to the projectiven

projective verse discovery of poet Charles Olson at Black Mountain College (Shreffler

9 Wolpe had left home with his broth@illi , a painter thigalso got accepteat the Bauhaus in the winter term of
1920after constant fights with an authoritative father. Wolpe also quit his formal eslueatine Staatliche
Hochschule now embarking on an independaneer with no immediate musical scholarly guidanceakely, he
became friends arféll madly in love with Friedl Dicker, a love that was not returned to his regret.

% Wolpe articulates his thoughts on organic modes in a letter to JosephfMémat intrigues me so thoroughly is
to integrate a vast number of diffat@rganic modesexisting simultaneously under different conditions of age,
time, function and substance. The coaity of a piece is the expression (or manifestation) of a number of
purposeful reproductions of these modes. | longed and did terribly imticat direction for writing this music. For
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1999:289). Howevel, hypothesize thatVolpe ©basic idea about free body movement, organic
concept of motiomnd balance could also stem from the time with Grunowis second diary

Wolpe states:

Motion, motion of intervals, rhythms and formal contrasts, belong to the absolute nature of music.
The first characteristic of motion is variation. | believe it is its intellectual principle (Wolpe,
Diary 11, 192830, tr., enclosed a letter and music manuscripts).

Unt i | 1923, the AHar moni si erungsl!| ehbetMenst aye
intellectual and practical approach to art. When Gropius became more involirgdgnig the
Bauhaus to the industry, étt and subsequently, Grunow came in conflict withniée direction

of the Bauhaus: Itten left in 1923, Grunow a year later.

Bronstein, who wabest friends with Wolp $brother Willi, also mentions FrieBlicker,
another Bauhaus student as influencialfif* So does Hans Heinz Stuckenschmidfipther

friend who recalls Wolpe at the time in the following words:

Wolpe sat mostly by himself in a corner writing ecstatic piano pieces that he dedicated to Friedl
Dicker, a highly gifted student at the BauhauBp came from Vienna to study with Johannes
Itten (Stuckenschmidt, recollectionsww.wolpe.org.

Dicker and her artistic relationship to Wolpe will therefore be the focus of thes@&eban

1.2.4 Friedl mbtekermnndfiaotul stic influence
Born in Vienna in 1898 and murder Auschwitz in 1944, the artist Friedl Dicker wasgoéat

i mportance to Wol pe, bei A@mnietmanm 2008: 228)meellgr e a t

a first time for years | see a vast orbit possible, to write music, existing as definite totalities of organic modes) under
most different conditions of complex behavior ( Wol pe, VI . 7.1952, SWC).

®L'f Wh e n shisitingWsleimar, he was staying with Friedl. She was a gerins, doute, she was great. So we
became three young&in d s, St ef a n, (Branstdin, fecollediohs, wwwawolde.otg)o

%2 Dicker, in love with another art student Franz Singer, nasnterested in havina relationship with Wolpe.
Therefore to his regret his love was not returned. Nevertheless, Dicker and Véolpew c | ose, as Wol pe
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as being a gr eati sitn{€Wdpemcsthae gaiten totkreow Rickehen
he spent his first summer at the Bauhaus in 1920. During the fall and winter, he dedioated
pieces to heiGesang weil ich etwas Teures verlassen M{&sng, because | have to leave

something teasured behindand Adagio No. &, his first published piece iMelos.

Dicker grew up in Vienna in a Jewish bourgeois household. Her mother died whemased!

four years old. Her father worked as salesimaapaper shop, where Friedl began to show an
interest in drawing (Muller 2009:93). After finishing schable enrolled in a class for

photography for two years, but then went on to become a student at the textile department of the
Vienna School of Applied Arts with Franz Cizekho fostered free crésity (Hajkova 2001:

85).In 1916 Dicker transferred to Itténprivate school ahearts, following him along with
twentyother students to the Bauhaus in Weimar where he was appointed in 1919. An example of
DickerGs great versatility as an artist ivgn in Hajkova (2001) who mentions that Dicker was
Acreati ng t ynmalganacpUtopia, &nd the design fer the invitations to the

Bauhaus culture evenings. She designed book bindings, worked in the textile workshop run by
Georg Muche and theipting workshop under the direction of Lionel Feininger. She also spent

time in the atelier for sculpture run by Oskar Schlemmer, who in 1923 took over the atelier for

diary entries in 1924 and 10 letters from Friedl to Stefan around 1934 before hertoepshiaw. Friedl expressed

her frustration about being suppressed artistically t
spiritual and social surroundings: AWhat doeashdllr ma? \
I do, which people do you meet?06 (F.Dicker, letter tc

“HAThere can be no doubt that the t woappprhaisogntheerisiicl e s ha
l evel 0 (Zi mmer mann 2008:228) .

“Alt bears fFheer drerdiiecdaltd oannd t he d a tfeontdir® folr Xdditlo@aPbaré . T h e
wi t h t h Kepeaenmanyrtikes!bAnd ever, ever purer and more Bek@ept. 4, 1920, when Friedl
musically so [?] happened to meod (Zi mmer mann 2008: 23]
%7 Te threepagephotor e pr oduced manuscr i pt nbostaansfigutedodal Huendni c at i on
beings, for Fried(Zimmermann 2008: 231). Zimmermann gives December 1920 as date of composition, Clarkson

27 Septembe 920 (Clarkson 2003:322).
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stage designo (Hajkova 2001:87).

Being of Jewish origin, artistically talented and rested in avangarde art bears parallels to
Wolpe $own background. In the following paragraphs I will list further parallels that stand out

in both their lives.

Similarly to Wolpe being interested in avagdarde art first hand)icker alsoenjoyed and wa
interested in knowing about avagéirde music, not only as an audien@ember, but as an active
artist®® In 1918, Dicker participated in a composition cowrith Schonbergwhereshe met
Viktor Ullmann whodedicated a song to her for her birthd#yenda im Garterto lyrics by
Wedekind, Makarova 2000:13). Makarova also mentions theilest that Wolpe overtly
dedicated to Dicker, naméthlfte des Lebens (Moitié de la via)song with lyrics by Holderlin

in 1924%7

Wolpe and Dicker were both influencbg Klee, Wolpe in transferring concepts of Kl&@visual

art in music, Dicker in her versatility and her later work with children during her time in

Auschwitz:
Meeting Paul Kl ee was clearly a decisive mom
engaged in an ongoing, concentrated study of

Furthermore, both Dicker and Wolpe had a strong interest in theatre. As HajkovaDstiies,

had been fascinated with theatre since childhood, and Schlesiwark inspied her, sshe

% Fedline peut pas vivre sans musique. Elle passé ses soirées auatseEggdssionne pour la musique
contemporaine : Mahle§t r avi ns ky, De(Makargvg2000S18lh° nber go

57 At that time, Wolpe witnessed the complicated love affair between DickieBiager who had married Emmy
Heim and Wolpe still wished he could win Dicker all to himselfénn ich fragen wollte, warum liebst Du Franz,
warum liebt dieser jene, [Emmy Heim], jene diesen [Franz Singeif]te man es wissen, so liebte man schon
wenige al s man w¢gnscht, fordert, wurteilt und sorgto
1924, SWC).

( Wc
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collaborated with Singer on a number of design project proposals for the Gexpaiimental

directors Lothar Schreyer, Berthold Viertel and later, Bertolt Brecht (HajR00&:87). Wole ©$
chamber operas were equally influenced by Busavork and Schlemmesii Bau haus wor |
puppets, c¢clowns, irony and p o linauguratianbfthe mewi r e 0
Bauhaus building in Dessau in 1926, there is even evidence of an adilstimration between

Wolpe and Dicker: Wolperovided the music for a marionette shd@signed by Dicker (ibid).

Wolpe also notes that the scenic designs for his dgpelténeGeschichten (1927yere made by

Dicker (Zimmermann 2008:230).

When political circumstansechanged in Germany, both DickedaWolpeindependently

becamgp ol i ti cally active. Wolpe became affiliaf
workersongs in F major instead of tive-tones y mp h o n expesiencdkhat the idea of

collective social practickadfailed (Phleps 203:72). Dicker collaborated with the Austrian

communist party and was arrested, interrogated and eventually imprisoned in 1934, but released
in the same year. Although she as well as Wolpe had an offer to emigrate to Palestine, she
decided to stain Prage where she had moved1934. She was deported to Theresienstadt in

1942 where she greatly influenced the interned children by teaching drawing and paistireg

even had them desigtage sets and costumes for theatre performances (Zimmermann

2008:230) In 1944, she was put on one of the last deportation trains to Auschwitz and killed on
October §'. It is not known when Wolpe got to know of Dickeddeattbut in 1948, at the time

when he hadinishedBattle Pieceche sai d he had fhie afBatiege . Fri e

Piece(194347)does not carrg personal dedication to Dicker, but in knowing oD

®For a collectionsstfleDi sGeadswank, Dse&eWdbx, Linney, 2
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comment from abovehere is an analogy between Diclgdway of producing art work and
Wolpe 6 s ¢ o mimprisitedtearlg on bytten, Dicker in heart work is aiming at a universal
concept of transcendencghae artworkmeans being moved internally and thus spiritual

progress® The following recent finding will tryo illustrate this.

Around 1920, Dicker made a series of portraits of m®headhh at 1 s titl ed Asti
mannlicher Kopf 0 edAppendix A figue A)nla tompating thisl grtwosk

to thecharcoal portrait of Wolpe that Dicker made around 1920, it became obvious to me that the
Astilisierter m3Wolpel i nbera&opfealdepoctsalito,
to A.2).”* Seeing art asanscendence of personal experience to produce artwork in greater
abstraction that possessesversality could be a silent agreement between Dicker and Wolpe
that | s@ in both works o&rt, Dicke Gisst i | i si erter m?2 edBatiledPleeer Kop
| hypothesize that it is ithisway that Wolpe honouredi cker i n fAathéisgi ng F

mu s iConelusions of this hypothesis in connection to VéaBattle Pece his main piano

solo workof the forties, are drawn section1.4.1.

1.3 Pieces for Dancers in the early forties before the Studies, Part | (1946-
48)

Wolpe $icomposing beforBattle PieceandDisplaced Spacesas concentrated amork for
dance and daers. After introducing the reader to the most important works of \édhguvre

in sectionl.1, I would like to focus now on pieces that were written in the early foftits.

% In Morley, Hilda (unpub.)A thousand birdsA memoir of Stefan Wolp&ypescript, SWC, p. 52.

PASi | e martyestletramsiér 1dde c e mo u v e rama) sa fir egiéa@oup plus universellel: 16
progr s (Makarovai2@00 :42) o

" The comparison of the traits, the nose, thethe hair, even the moustachere doubtlessly to Wolpe. Nora
Born, Austin Clarkson and Heidy Zimmermann have verified my observatiich has been reported to the
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Wolpe moved to New York, two areas of irgst can be identified in his bodywork: he
composed primarily for solo piang€mach Suit@939,Toccatal941,The Good Spirit of a
RightCausel942, anBattle Piecel94347), and for dance or dancere(nach Suit@é939
dedicatedo Benjamin Zemacl$fuite for two pianos for Marthe Krger (1940/1),The Man
from theMidian for Two Pianogor Eugéne Loring and the Dance Players (1R4&plpe $
interest inmovement, as exgined above, has its originshrs formative years at the Bauhaus
andalso from higersonal interesh andattracton to the concepf In that context, th&tudies,
Part I which I will assessausingelements of.aban movement analysikighlight the facthat
Wolpe, although hevas not conversant with the@banmethod was familiar with different

dancersgdance style and method§

Wolpe $first collaboration with a dancer must have been around 1931, when he pandded

directed the music for the dance draa Passion eines Menschien Ludwig Renn,

choreographed by Jean Weidt (Clarkson 1984:386). Originally naraesl Weidt (190488),

Weidt was a self trained damoghoiir adi cal i zed his political ©be
revolutionary transformation of societyodo (To
people in Hamburg around him to form a group that peréal at communist sponsored events.

Theater Director Erwin Piscator was so impressed by a performance that he invited Weidt to

Bauhaus Archiv Berlin as well as to the Klassik Stiftung Weimar.

"2Wolpe loved to darein various clubs in New York (pensal conversation, Clarkson 29 April 29).

Furthermore, very early in 1924 he had thought philosophically about the relationship between movement, dance
and hi s cThedfferencesbptween mawent andnoving, be swing, the ways of teios and relaxation

that need to get rhythmical, the principles of uplift and countersink, etcaretall matter of the dance and not of

the material to be dancetihe movement needs to be moved becaugtasficrhythm. The autline is an appearance

of the logical to be moved, the logical movement presumes the motive that needs to behave in the same way towards
the followingas it needs to behave towards itself. The process is not a forming movement, but an ending movement.
Differentiate between beginning, middle and endd\g. mpose i n the manner that you
dance cafbecomeorbeo r b e a n(dolpe,@ry 1624, p.5, SWL

3 Wolpe knew at least the Dalcroze method very well through his wife lrBalcroze teacher and pianist
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Berlinwhereh e became fAacquainted with | eading art
Muhsam, Stefan Wolpe, Ludwig Renn,Erh Busch, Hel ene WeWithel 0 (°
anewly formed group calledie Roten Tanzer he produced the fovert]|
Weimar Germany, notablpie Passion eines Mensch€foepfer 1997:248During the same

time periodWolpewas dso close to the communists and, although he never officially joined the
party as Weidtlid, he likelyfelt in sync with the beliefand efforts of Weidtlt is interesting,
however , tnéxgpiece Wdadnge av@motcomposed until 193%uring hs second

exile in the United States.

1.3.1 Zemach Suite (1939) for Benjamin Zemach

TheZemach Suitesomposed duringhe summer of 1939, is dedicatedJewish dancer

Benjamin Zemach ancbnsists ofeven movementgled Song, Piece of Embitter@dusic,

Fuge a 3 no.1, Fuge a 3 no.2, Jubilation, ComplaimiDance in Form of a Chaconrf&he last
movement was replaced; it was originally calbeth Fuoccand dedicated to Irm@&/olpe). The

second movemenkBiece of Embittered Musitakes the political contexbwious(Clarkson

2003:15). Especially in the last movemedihaconnethe impact of the time iRalestine is

audible through an Arabic mode calleigaz with an augmented second thafiis ur r ound e d
simple, syncopated dance rhythms, derived from thelpoparra, whichconstantly clash with

the Chaconne theme with a constant intensification of the dissormmt mony 0 (ddinr s h b «
Clarkson 2003:93)The pieces of Zemach Suite were declaimed to passages from the Yiddish

Bible.

Originally born in Polad in 1902, Benjamin Zemach moved to Moscow in 1917 to study
classical ballet with Vera Moslova; further influences were Vakhtangov, Meyerhold and

Stanislavsky. He also spent time examinthg relationship betaen music and dance through



27

the lens oDalcraze eurhythmics studying under Nina Alexandrova. Zemach moved to New
York in 1927,and was known for the use of dancédath political andZionist message. After a
brief periodwith Martha Graham, he followed his brother Nachum, also a dancer, to Los
Angeles in 1931There, he stagedictory Ball, a successful dance play inspired by anaati
poem by AlfredNoyes (Prevots 1987:212). He was invited back to New York in 1936 to

collaborate with MaxReinhardt, Kurt Weill and Franz Werfel on theernal RoadHe returned

to Los Angeles in 194&here he became dance and drama director at the University of Judaism.

At his retirement il971 he moved to Israel and died at the age df 95.

It is likely that Wolpe met Zenwh in New York, vihere Zemach was also an geti

choreographer oBroadway Pins and Needlesy Harold Rome) with an amateur dance group, a

piece thabecame hugely successful and was staged from 1937 until 1940. Having been exposed

tohislJewi sh heritage i n Pal es tdenatgamong/the Jewish and | t

German émigré communities inwartimeM Yor ko ( Cl ar k smoghthd®® 03 : 14

admired Zemachnd he dedicated the Suite to him because Zemachoktsally engaged in
art and also because he veagionist It remainsunclear if there was an artistic collaboration
beyond the dedicatidmetween Zemach and WolBebut it ispossibleto speculate thatommon

ground between them could have b&atcroze eurhythmics with which Wolpeasalso

" Biographical information taken from: Reappearing Acts: From Jewish Life tsd@ance Theatre, Magazine of
Performing Artshttp:/arts2.tau.ac.il/mofa/articfghp?=165accessed on May $52012.

" no correspondenceould be founditthe Sacher Foundatiothat indicate an artistic collaboration, but Katharina

Wolpe indicates in the CD booklet to the recordRgmembering theahcemastera tribute to her fathr 6 s wor k :

ANamed after Russian dancer Benjamin Zemach, this
choreographed and danced it, sometimes decl ai ming
booklet, 1992, p.5).

Sui
p O ¢
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familiar through his wifé® Wolpets growing interest in dance is in any case documented in a

piece composed a yelater in 1940there is evidence of a choreography that existed to $\®Ip

music, theSuite for Two Pianos, For Marthe Krueger.

1.3.2 Suite for two pianos (1940/1) for Marthe Krueger

A recent discoveryn the repertoire of Wolpe the Suite for Two Pianos for Marth€rueger
(1940/1). It was giverto the Wolpe Society by a formetuslent of Kruegewho inheritedher
music library in 2005. fie score to th8uite for Two Piangswo separate dance scores and a
program for a joint dance recital by Krueger and her dance partner van dehd&ergeen

discovered that confirnthat Wolpe music had been performedth choreographyn January

26,1941in New YorkCity. " The Suiteif | | s fiwhat had been a si

Zemach Suité1939) and th@occata( 1 9 4®Adcarding to Clarkson (2007:12), the three
movements makiave been inspired by Grah® s tEweety Saltis a Circugl939), which
explored woma $inner landsape The first movement, Andante, is call€de Womeand
amalgamateB Pal esti ni an influences of moderni
Lento, is name@®emembranceonsisting otwo slower, freely chromatic outsections im. 1-
31,mm.119-137),contrasting witra middle section in C minonfm.32-118). The third
movement, Moderato con grazia, titl€de Tide®f Man: Passions Spin the Plista march

fantasy.

® A sign that Wope was &miliar and also fond dbalcroze could be seenthe fact that he dedicated ookthe
Folk Song Arrangements for Sarah Groby calledCoeur de ma vie (no.8) Dalcroze in 1943

" A handwritten score with the rhythmic structure of movemerant Il by supposedly Atty van den Berg was
found in the Sacher foundation that carries few
indicates that the third movement was done as a duo, the second one as a solo.

"8 Clarkson The Sefan WolpeNewsletter 2007, @2,

Z e a

m

mar k
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A friend of Wolpe g conductor and arrangérude Rittmann who worked 8roadway at ta

time, most likely provided the connectionWween Krueger and Wolpe, and later between Wolpe
and Loring(Clarkson 2007:6). Marthe Krueger was born in Mulhouse (AlsacE10, studied

dance with Egorova and Trefilova in Paris and Legat in London befakeng herdebut atNew

York Town Hall in 1933. A reviewer mentions that the pieces performediverey f act , m
dances more suitabl e t o tahapproabhdcahe pezforhancan t o
which was made clear by Krueger in advafidérueger collaborated frequently witomposers

such as John Colman, Alex North and others. The comment that she appaaatedith a

theatrical intent, could have beadvantageus in creating amutual understandinigetween both

Wolpe and KruegeAt a later daté&rueger opened her own successful dance school in

Ridgefield, and then moved to Wilton, Connecticut in 1962 where she taught until her death in

2001.

1.3.3 The Man from Midian for Eugene Loring and the Dance Players (1942)

TheMan from Midianis a ballet with seventeen (plus overture eighteen) numbers in two parts
that i s based on fidiatonic, octatonic, and f
Commenting on this Balle€larksonstateghat Wolpe succeeded in building coherent strestur

Aby t he me aactonspgestiovshages, maltilayered textures, and driving, complex

r hyt h ms®®rhe(ballewias premiered in 1942 by thering Dance Playerst the National

" TheNew York Timefalsely states that Marthe Krueger hails from Vienna, seeMa n, John. #ADebut
HereBy Marthe Krueger: Viennese Dancer offers varied Lidibleatre Piecémat TownHa | | RMew Ydrka | 0 ,
Times Feh7, 1934, p.15

®The first two characterizations, fdvortgedateodissussadcstudyo ns o
Displaced Spacesiowever Displaced Spaceis its two-part writing is much scaer than the rich score for the
ballet.
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Theater in WashingtoB.C #*

Eugéne Loring (191:82), born as L&oy Kerpestein, was raised in Wisconsin. He had
participated irdane training from an early agend went to New York in 1934 to study ballet
underBalachine and Kirstein at the School of American Ballet. His greatest success as dancer
andchoreographer v&athe performance &illy the Kidto music by Aaron Copland. He
choreographe&8roadway musicals as well, resettled in Los Angeles in 1943 working for
Hollywood. After opening his own school of dance, he was invited to become a member of the
staff of the shool of FineArts at the University of California, Irvine. He retired in 1981,

returned to New York State adied a year later.

Hi s merit as a teacher and performemerisadesct
Adrawi ng mo v e nde oftradiiomal baltetetechnigtmaderm dancdplk dance and
acting characterizationo ( Bor os sdiff@déntstyles; 10 3) .
not intending tadevelop one specific stylbutrather tofi g e tdantehnsao break free from

restrictions of training...and make them more adaptable to the eacteetils of film and

theatrical choreography (Boross 2006a:104). In 1941, he creatBaiicePlayers a fAvi si o
company of fifteen dancers, whom he trained in ballet, modern and axivement
techniqueso (Boross 2006b: 219) . chdreographiot i nu e d

inclusion in 1941 with his newly formed compamagnce Playes. Although itlasted for just

BlLibrettist Winthrop Paltmg@rrési cfudlalro veiing uwosrtdasn cielsl uosft r
the summer of 1940 Richard Pleasants, director of Ballet Theatre, asked me tdbaftliéé scenario on the subject

of Moses. | wasdld that Darius Milhaud would compose the score and that Eugeirgglwould do the

¢ h o r e o gHowepeh, it das never performed by Balldteatre. In 1942 Loring took the fidtto for his Dance
PlayersCompany. The Milhaud score belonged to Ballet Theaweng asked Stefan Wadpto write a new score,
andthewor k was per f or me The Man frdnavidiaread iBsIpreryiezerilVaishington and was

given eightor nine times at the National Theatre in New York City. In the Ballet performafric®12the music

was performe@n two pianos, played by Walter Hendl and Arthur Gdlsww.wolpe.org/program notes/The Man
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one year, the company was an incubator for Igogdeas, and it942 he createthe ficritically
acclaimed pieceBrairie andthe Man From the Midiarboth based on Americahh e me s 0

(Boross 2006a:103¥* Loring is also credited for the development of an own dance notation

which he calleKinesiography T h e amaJeaare €ohén%rmellEugene Lgsn

Ki nesi ogr algutclinson iByest A1996) presents a detailed overview of ¢ d¥in

system in comparison taaban and ther notation systems by Léon aNiinsky. For instance,

in comparing the spatiaotatonshemt es t hat fALabannotation has
including all such modesoiove ment descriptiono, concludi n;q
much time and effort went iniaventing a system [Lorop €] that is so much less practical and

universallyapplicable than somet her so6 ( Hut chi nson Guest 1995

It is not known how intensive the collaboration between Loring and Wolp& veaswhen the
Dance Playersvere dissolved and Loring moved to the West Coast, it was obvioud/thae
could not hopdor any more immediate performances or commissions from Lddagever,
about 40 minutes of musimom the score ofhe Man from Midiarwas reviveden years later:
Wolpearranged the first part, number8 lasanorchestral piece, tittelhe Man From Mlian:

First Suitefor Orchestraand the piece was premiered by the New York Philharmonic in 1951.

from Midian).

8B o r cstmtendent is not entirely truthe Man From Midiarconsiss e xcl usi vel y of scenes
old testamat.

8 A letter from Loring to Wolpe from 1951 indicates a professional relationship. Loring congratulates Wolpe on the
success of the broadcast, is asking for the record of the orchestral versif@Man From Midiarand also
requests the score back {&tfrom Loring to Wolpe, Nov, 1§ 1961, SWC).
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1.4 The exile context of the Studies, Part I, Displaced Spaces, Shocks,
Negations

The intention of this section is to examihe circumstances under whié¥olpe composed
DisplacedSpaces, Shocks, Negatiamsh a view to placinghem in context. The course of
Wolp e 6fe changediramatically in 1933 when he was fordedilee Germany. His wiféo be,
Irma Schoenberdhad chosen Palestine glace ofexile in 1934.Wolpehimself had not made
that choice so the four andhalf years spent there were marked by deapivalent feelings. As
an exiled artist, he felt deprived of the wealth of cultural surroundinpsdhexperienced in
Europe. On the other hanck felt drawn to his Jewish roots in being expasechusic from the
Middle East and to the communal life of the KibbuZfruring his Bauhasi periodin Weimar,
he had experienced collective living and community sufpamtl he would seeklater on in h$
time at Black Mountain College. Even though he had gained some recodmitioa work as a
composer (segectionl.1.2) and had discovered his vocation as a teaché&sltlereatened by

political circumstance®

The psychic instability experienced Aywhole generation of exiled people during Wokldr I
is described extensively by psychologist Hilde Spiel (Brinkmann & Wolff 1999v@8)pe ©

compositional output was impacted in its diversity of outcome (not in frequencychkéager

845Gl ei chwohl f¢ehlte er sich von der unmittel baren

kollektive Lebensgemeinschaften befligelt, begann sich intensiv mit orientalischer Musik auseirsateknaund
lernt Hebréisch. Doch bereits zu Beginn seines Aufenthaltes erlitt er einen Nervenzusammenbruch, der trotz
psychoanalytischer Behandlung eine langer andauernde Labilitat zur FolggAattmermann 2010:19).

®hThe Iife of wads prienarify Bhprinted®oytkel celective wagf learning, working and living

togethero (Siebenbrodt and Sch°®be, 2009:231, tr.).

8 The Arab revolt had begun in 193fna Schodnberg writes to their good friend, oboist Joseph Marx, 27.8.1936:

AEs wi rmodgrbaagrein Ende mit Schreckaer haben (Zimmermann 2010:20).

Si

I
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1999:23). During this time, h&eomposegrimarily for voice and piano, setting Hebregxts,

mostly from the Bible. Similarly, avaigarde composer Ernst Krenenigrateddirectly to the

United Statesin1928de x per i enced Adeadl y ff e¥998).HeKr enek
l'ived |l i ke a fAtrue i s oderck1980:R2I5)sandmlsqti€redvaice Kk gt d
and the Bible as a medium in his choral wbaknentatio Jeremiae prophet&k941)%’ Wolpe

described the sgnce of his music in terms of functias meaingful utterance:

It is near to matter, the simultaneity of organic pattern asgas to human speech and what |
wish to say to human beings (Wolpe, gtd. in Clarkson 2002:101).

In Palestine, Wolpe increasingly felt artistically underappreciated aheruitilized by théVorld
Centre for Jewish Cultuf&In 1938, Wolpe and his wife decided to leave for the Uritedes

in order to find a more stimulating cultural environm&ht.

Wolpe $psychological situationf teing an exile is appareimt his many dary entriesaround
1946/47 (and even later in 1956 in letters to Irma, his former wife and his friend, déseph

A loose sheet from his 1946 diary says:

I am tired of my overall situation in a limitless sense, tired of the limits of my roles, tirag of
creative inexistence. . . if | lean backward®ititese almost completely lgstars and think
about it twice, what happened to me, what did really hagpen?

Later, in 1956 in a letter to Irma, he complained that he had no opportunity to communicate in

87 Fellow contemporary avamjarde composers, such as Hanns Eisler, ErnstekréPaul Dessau and Erich ltor
Kahn went through similar difficulties channelling their experiences intocassihei r fApri mary | ang!

BhHLeftwingpeob e and modernists | i kegoWdlope icho matt i nanvad amygtam
letter to Joseph Marx, 19.4.193BWC.

8 On his 35tHBirthday, Wolpe wrote in his diary Ut @ Palestine. &ing in libraries hear concerts by masters,
gannew insightso and three weeks | at éArmefid tcra®dn gMoy pan d dc
entry, 25.8.and 1517.9.37, diary 1111937, SWC.

“Alch bin in einem gr eGesamtsitlatos,eniide Ger Scirankeg rdeiner Rallénméde
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his mother tongu&and that he felt expatriated from Europe for the secondine1960 he
wrote to Wolfgang Steinecke, the musical director of the Darmstadt sucoorses, that it was
difficult for him not to be able to spedk his mother tongue onlangtermbasis’®One can
easily sense the melancholy in these words. Welgesire for a homelandiigfused with the
emerging reality that Palestine could not be his true homeland and coutthihgerve as
utopian imagé? Nevertteless, until his d&th, he expressed a strong velhd positive attitude

towards life®®

It is generally agreed in the latest exile studies in musicology that exile does noteam\being
expatriated and suffering from a terrible IdSgile can also mean discovering nepportunities
in a different environment. For example, Katrin Massar has argued that, irtarislabn 6 s
case, exilalsoprovideda chance to explore the motivations for why one comp8ses.

Furthermore, Vilém Flusser sees exile as a challenge for creandtemphasizes the

mei ner sch?©°pf er ifWenrieh micH ricckewirts sehres inziésé beinahe ganz verlorenen Jahre und
¢cberdenke: was geschah in Mir, was geschah denn wirKkl

L # gSlitl know the German language in the roots of its tiniest sources, langutigelimge of muscles! Oh, lost
uni ty! o Se pVolegetolbrmma Rade®detgr, SWC.

921l feel so expatriated! Never mind! | will be fighting and activé. | | n e e Wokpe, lettbretanJbseph
Marx, 28.Sepgember 1956, SWC).

SHAch, ich halte es manchmal einfach nicht |l anger aus
Zungeo (Wolpe, gqtd in Zenck, qtd in Vogt & Peters, 1¢
%A still deeper irony ighat had he not been exiled he would never have knbevarcestral land of the Jewish
people that gave him the image for utopia that <coul d
“AWhen | die, | shall sail omuaw |nakWippgay\ViepB8SWo.us !l y, I
®AKahn is victim, persecuted and b e saidwithauddoubtf Buta.helisi f e
also the acting persona, who succeeded in his inner resistance, in resisting against bated toudraw artistic

energy from that situation, to carry out his profession and to find himselfagariand human being ir

(Massar 2010:226).
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productiveportion of the unknown scenario an exiled person faces.

In his transitional works and the first works in the new exile in the U.Ssé#®nl.1.3)Wolpe
created a fistrange slstyldedewwlspeds Buropefwithmusisfrorn themp 0 s |
Middle East’® He needed to continue t@nnect with his Jewish heritage when in New Ysrk,

he made efforts to start up a Palestinian Cabaret and gave lectures to Jewish cultural
organizations: Austin Clarkson writes thahe Yigdal Cantatg1945), composed for a Jewish
service, was his last attempt to connect with the Jewish community before he acculturated to
American society, giving up the need to find a balance between his German background and his
Jewish heritag&’® Wolpe was struggling to finish his epic solo piano wdkitle Piecebut

interrupted work on it ii944and insteadtarted composing thiéigdal Cantataln making this

choice Wolpe mightbe recalling his period in Palestingiting for voice(baritone+ cho) and

organ with Hebrew text®*| contend that Wolpe looked to his Jewish rahising this time for

more than eompositional reasonspecificallythat his heritage had become essentigthéoexile

persona Wolpe had created. Having lost the stimulatitigfic life he haskxperiencedn Berlin,

“AFusser schlagté.vorédie Exilsituation alused Herausfor
akzentuiert bewusst den produktiven Anteil einer neuen, ungewohnten Lebenssituation, in die sich der Exilant
versetzt siehtnAn (Flusser in Schafer, 1999:232) .

%H | sta strange form of synthetic act which is not consciously done, which is a mixtusebety own traditions
which are historically bound and historically grounded and these strange emsavitiiean oriental melos, with
oi ent al st r uct anveesation with Eri®Salzmaio (Clarksonil999:3297).

“AThe effort tnalgamreea de Wsslegimy$ af attachent to Palestine and his Jewish
heritage, and his desire to sustain that identity among the Jewish and Gerligr&hcémmunities in wartime New
Yorko (Clarkson 2003:14).

WHEAs he accul tur atea,de putdehinchhen the meed tadiareancommiodation between his
European background and his Oriental heritagedo (CI ar k

191 As he had already composed extensively for voice and piano in Hebrew, mostlyxistfroen the Bible, see
sectionl.12.
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Hebrew?and traditional music from the Middle East became an emotional and intellectual
{OS

replacement.” Wolpe triumphed over his difficulties by motivating himself to actively

formulate anctategorize his own compitional methods:

Not to live in anticipation....all dreams fleel.... finally...Where the unusual exists, [it needs to be]
formulated that it can live on and be repeated as categorized perception (written on a loose sheet
of paper, inserted into his 194&d, SWC).

This referencesupported by following diary entriegveals the extent to which Wolpe focussed
on the development of his compositional ideas toward a greater level of abstraction and to
maximize and refinais skills inorder to create morenpactingworks.***He encouraged

himself to compos as a way of being a witnessthe time in which he lived:

In a letter to Schlo [Else Schlomafffi] | wrote a passage that encouraged me very much; yes,
indeed, there one needs to compose the documenisefthu pr oot i ng ti me and
testament as well (Stefan Wolpe, diary Il 1985, 9.9.1950) .

By experimenting with new compositional techniques in the technical stiwlisg; for Any
Instrumend (194449), he built the framework on which he was ablérish his epidBattle

Piecein 1947:

My music, my young/growing music comes to me with endless impetus. | am happy. That has
taken years. Years of struggling unrest and unclarity (crossed out), years of being obsessed with
ideals, decisive for their rictess in texture and nature cannot keep up with it (Stefan Wolpe,

diary entry, 9 Septembe947).

192\Wolpe learned Hebrew, although he never fully succeeded in speaking it fluently

193 The octatonic scale used for the Sonata for Oboe and Piano (1937) is derivable from the maquam saba (Clarkson
2003:14). The theoretical music relevance of the oriest@lemaquaris finding its way intdBattle Piecewith the

use of the octatonic scale (see chapter 4), not as a means of Jewish heritage as Carlo Bianchi suggests (Bianchi
2011: 114), but more specifically as a logical reference to his discovery of Blessias modes ( Cl ar ks on

AUnd in Tr2nen des Schmerzes ruft mich die Verwarnu
Kopf bekommen um zu functionierelth muss wie ein Neugeborenes aus einem tieferen Schlaf oder einer Tiefen
Indifferenz wachgeschlagen weradgiVolpe, diary1946, SWQ.

1%WwWo | p dewish patron in his early Berlin years, wife of a wealthy attornegieirktouch with until her death
in 1955.
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1.4.1 Battle Piece (1943-47)
Wolpe started oBattle Piecan 1943/44 during World War 1l when he and his wife lakréady
left Palestine antklocatel in theU.S. It is a remarkable piece when seen in the contexsof
personal and artistic developmeattle Piecavas originally meant to be the third part of a
cycle calledEncouragementwhi ch wer e planned to be perforn
Deutsche fteratub i n  Ne w Y o oraise the spititeof peeplé during tharkest days
of the waro. Wolpe began in 1943 batles,imewt he t i
hopes, no difficultieso. Th etesche pofdldstructue aft i o n
the title, putting an emphasis on a restart, with a different outcome (no difficutaety 4V
were composed in 19484, parts WII were completed in the summer of 19%47Partl is

mar ked by a Af ur iadhemse thdticansises ofttwo stidng loomttastiege n

el ements, Part 11l contains a fAimeditative ada
toposo (Clarkson: 2001:40). Part 1V takes ma
oppositionalmar i al 6 (Clarkson 2001:41). Part V sta
particular melodic contouro and Part VI fmod
ikksurroundingd whereas Part VII begins with

superimposition of octatonic scales takes the piece to a new harmonic and structural level
(Schafer 1999:238f Wolpecomments on the piede his diarylisting contrasts that remindeh

reader of the dialectics of Itten and Klee at the Bauhaus

Vehemencgcoerced tendencies, enormously violent experiences; grimness, fury, resistance,
faith; transcendence beyond states, stages, presences; a embittered articulation, precise

1% The premieravas not until 1950 when David Tudor whogirally studied piaa wi t h Wol peds wi f e
the effort to perform it.

197 austin Clarkson (1996, 2001) Thomas Schafer (1999) and Martin Zenck (B8@8)written extensively on the
historical background and a conceptualization of the parts which | will therefore amit he
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unremovable, unerring, ardently fused, ardently argued to its very end; the hifjpessd, the
glamour of its projections, the endlessness of its variousness and the acute definiteness of its
aims, intentions, and the margin of its impulses; the shades of its transformations and the exact
reports of its results; the cries and the etahitents, the shoutings and the raging revolts; the
loudness of their exaltations and the exalted joys of their formulations (Wolpe cited in Clarkson,
2003:18).

Major analytcal articles orBattle Piecehave been published by Schéafer (1999), Clarkson

(2001), Zenck (2003) and Bianchi (201)A1 | aut hors -agreéei opl i ltat f
thetitle. Where the authors disagreeris he meani ng of bwartd et heme,n
natureof the inner battle/artistic crisis, and the nature of théebat joining different

compositionabesthetics, including tonality.

Schafer (1999) is convinced tiBattle Piecas Wolpe $most massive protest against Nazi

Germany. This statement corresponds with Wolpe himself c8ltde Piecei my par ti ci p
during Second World War, so to speak, my con
gtd. in Salzman 1999:398). Since Wolpe strefisas t i s hi s fAprivateo co
two implications: frstly, Battle Piecds more than a general outcriyapposition against wat’
andsecondly, it was also a response to exile. Schafer is aware of the need to connea Wolp

biography to the aesthetic search of means of expresSion.

Clarkson (1996) points out thayedhme sketcham ka i
|l eaf next to the themaati ci mafwoulad scadGrymon

This supportMartin Zenk 6 s observation (2011)Hetmhmt f or t

198 performanceelated articles about Battle Piece by Holzman and Tudor will be discussed under 3.4.1

YThis ties § ncaovinméintWodfpeavenmging Kiine dorSWeEyh hinpub.

WHEsSs muss also eine deebiKdusmgelvioat bomgume hd st heti scl

(Schéafer 1999:234).

L Clarkson, Preface to thgattle PieceEdition, Peermusic, Hamburg, 1996.
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Melvile®® poetry cycl e 8B8Bat e fmakin®thesantimabdthemexptibin p

calling it fian outcrf¥y for resistance against

The fact thaBattle Piecegrew into a huge sevgmart piece implies that it reached a riewel,

whi ch CIl ar ks on d-eosscstent, ckcal warkghatiwaspiharbinges of | f
American Abstract &E20QL183%9. Schifer also acknowlgdd@schande s o

in styletowards Abstract Expressionism especially in the later three parts (Schafer 1999:245). He
alsopoints out that the lashovemenippears to contraditie notion oBattle Piecesolelyas

an aggressiventi-war piece. Schéafer recognizes what he sees as an affirmative quality near the
endof the pieceahat couldbe attributed either to Wodpsuccessful establishment aiew life

in New York or to hidreakthrough in,and successful implementation of new compositional

techniques™®

Bianchi (2011) describe3attle Pieceas literal counterpart to the war in that its chaotic
construction (fragmented elements, interpolatiod lamels of conflicting elements) mirrors the
conflict with whichit was contemporaneod¥:In my opinionthis position is too simplistic.
Clarkson cites the example of Picagsmural Guernica, which does not depict the Spanish Civil

War literally, but inan abstract, stylized manner (Clarkson 2002:83).

12 fGerade in den programmatischen Eintragungen Wolpes in sein zyklisches KlaviBettgPiecezeigt sich
die direkte Verbindung mit der politischen Dichtung Melvilles, die ganz entschieden, wie auch Wolpes
Kl avierst¢gck, einen Aufruf zum Widerstand darstell th

W Hder positive Zug der Musi k i st nis daBatlekeaeseiliadurcu nd wi
und durch kdmpferisches, aggressivesAntii egs st ¢ckfi( Sch&afer 1999:258).

"Ader chaotische Satz erscheint mit der in kennzeich
konflikttrachtiger Elemente als Spiegdlbd des moder nen Kriegesfi (Bianchi 20
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Wolpe himself was aware that his compositional style needed some ciawbésh hestarted

to explore inMusic for Ay Instruments: Interval Studies (1948) where the Studisplaced

Spacess embodied®| doubt that the artistic crisis that Wolpe went through in seafratnew
compositional language goes as far back as 1933 as Schafer suggests. Itheweéaar, that

Wolpe needed time after he had set the score aside in 1944 to explore neAsdaakson
notes, f. . . the battl e r edstruggletdichieveaneavnl y t

musical anguagebo.

Bianchi (2011) sees Wa#longing for new achievements in aesthetics as a means of
expressing deep e musibleegason af mubicapt@ditiontttat twned a
listeners away througWolpe not fulfilling the expectations of the audiea¢Bianchi 2011:

100, tr.).lt is possible tgresent an opposiraygument: that Wokpneed to express personal
deepemotions |l to his search for new techniques and the need to create radical modernist
music(Clarkson 2002:84). Altogether, the greater level of abstraction in &#tompositions

points away from a personalized view and ratioeat universalist view of music agjaneral art

form, ahypothesis previously statedbovein reference tdhe relationship between Wolpe and

visual artist FriedDicker.

The most significant differences of opinion in the artitig<larkson, Schafer and Zenck

"SAWol pe was conscious about the f aadifferentlpattandthatshismusi c a
would probably have implications for a chalcanetoof hi s
this country [United States].... | wrote many pieces which | would consider a kinduvéfdt had to fail, because |

wasbusy with mu(8olpeagtd. inaSalzman, 1089¢398h

M AEbenso deutlich ist ddzattle Pieceaber auch miter Music of Any Instruments: Interval studies (1948)
verbundenid (Sch@fer 1999:239) and fibe MaictortAnyman, dass
Instrumenteine neue Komposii onsf or m her a@bsa,gR4eShi | det hatt eé

17 Clarkson, Preface to thgattle Piece Edition, Peermusic, Hamburg, 1996.
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concern the interpretatiorf the employment of aesthetic principles. The complexity and the

growth ofBattle Pieceo seven partsall for stylistic plurality:

Wol pe brings many players to the stylistic al
Sachl i chkeit 0o aofthe Rathaus;itha expréssionistiarhetoscrand contrapuntal
mind-set of AustreGerman new music, the subtly inflected rhythms and songbased heterophony

of classical Arabic music encountered while living in Jerusalem; the abstract expressionist
aesthetimewly emerging in the artistic ambience of New Y(@karkson 1993:11).

Unlike Schonberg, Krenek or Hindemith, Wolpe regarded tonality and dodecaphony not as
opposingsystems but as poles of a continuous spectrum of tonal resources (Clarkson, Phleps and
Powell 2010:6). IrBattle Piecewo |l pe chose neither a Athird we
dodecaphony (Zenck 2003:175) nor did he attempt to assitality a polarised meaning by
sayingtriadsstandféra means of resi st ancsma g(aBinasnc hdii s s
2011:115). Zenckoncludeghat inBattle Piecet onal ity Aexpresses fore
war and A mdZenck2008: 185% Bdhafeo agrees with Zesinterpretation ofiow

tonality functions specifically ifPart | and Il, bureads the.mi nor endi ng of Par
open ended d'lrecentrasp Clarksoainterpet t he end as an fion
thatis readyto moveonthengxkh as e o6 whi ch |IAtthaek é atta | e d s tnlo:
continueona i f f e r €'ABianchigickseup @n.the idea of struggle by noting that the

endings of the parts IV and VII remind him afie employment of minor keys in the proletarian

songs for workers in the 193&3.

"% m Gegensatz zur Tonalit?t in den er s-inadlgandamiEnden Sa

des Battle Piece eher wie ein grosses stehengelassenes FrageEaic8dick Ratlosigkeit lleicht, trotz allerd
(Schéafer 1999:252).

"YHThe |l one minor third that hol ds opositestinhaetopgand does n
synthesisbut rather seems to be the solitary, irreducible monad ready to move on to the next ghesetoftu g g | e 0
(Clarkson1996,1I).

Hi s footnotesmamgtiitomps oWolsped AEs wird 4ine notieBe Wel t
Minor as Bianchfalselystates
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| agree with Clarkson that the genuine outrage \'ehemence iBattle Piecego back to

Wol peds ear | y dalgesBaubdus, asrsdensectionl ., hgd ao imimdnse

influenceon Wolpe ®ability to connect to music and art in general. Woijps composi ti o
approach connectsackto the fredom of exploration of colour and textwlesorbedrom

Johannes lItten aridt t sudents as well a@s the freedom of form that haglback to the

tutelage with Ferruccio Busofi?

As previously discusseéfriedl Dicker played an importantle in Wolpe Sartisticdevelopment,

her influence being mostly in the realm of theatre Ge®ne Geschichtgn

When Dickethad done the portrait of him earlier in th@20s ke did not put Wolp $name to

her art work, she saw it as universal, abstractfasdt yo?4 Iz teedsame way as an analogy,

Wolpe connects to her, not by composingaconeveder pi ece wi th Adepicti
Bianchi (2011:104) suggests, but making his composgienr s onal i n order to
wi t h h i andhuniversal at theame time througteaching a new level of complexity

and abstractior??

This leads me to the conclusion tBattle Piecedoes nointendto merge or polarizeonality. It

rather consists of a wide variety of material that is modified through composibofathat are

2L Clarkson has concluded that the Bauhaus principles helped Wolpe to puttthadenusical lessons with
Busoni generated in him into practice (Clarkson 2004: 269).

21t is not clear whether the title 6stylized male he.
drawing or whether Dicker named the portrait herself.

123 AShortly after | first met him, in the autumn of 1948ef8n said: | must avenge Friettlwas through his music

that he meant to do this. Friedl had been gassed at Auschwitz after a short period in which she managed to give
lessons in art to the chileh contemporarily confined with her in Theresienstadt, children destined for the same fate
a s h eModeg,Hifda (unpub.)A thousand birds: A memoir of Stefan Wolpgpescript SWC, p. 52).

124 See portrait in the Appendi, figure A.1 and A.2and explanatiors in sectiorl.2.4
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used in a fAneutralized wayo and thewhMolpendent

experienced studies with Paul Klee (and foremost Johannes ltten)Batithaus?° In

by

comparison to his contemporaries Krenek, Eisler and Kahmé&/husic isfimorerad c al 0 i n
this sense which Clarkson characterizes as the dedve@ltd s p | a ¢ e200284L Takimgk s o n
this concept further argue that the studipisplaced Spaces, Shocks, Negatimnd/Nolpe could

be considered a stepping staaoe more abstract, radical, uncompromising wayomposing.

1.4.2 Studies, Part I: Displaced Spaces, Shocks, Negations (1946-48)
As early asl945 Wolpe was able to systematicaijructure his philosophical thoughtsough

practical explorations or apgationsin the Studies:

1. Changes are necessary to compose repetitions. 2. Repetitions are necessary to compose
changes. to 1.) that means, the time that passes by and happens as happening of the time is not
reiterative, | mean the actual moment, inevthsomething happened, is meiterative. For

reiterating the moment, the changes have to be shown that occurred on the surface or in the depth
of the object within time, that passed by and happened until the moment of the decisive repetition
(until the moment in which a repetition is decisivelynecessay t o 2. ) t hat mean
characteristic element of duration, that means duration is necessary to provide the ground for

~

perceiving changes. 06 (First page)

(Second page) 0 Dpuopoatibns. tt is possible to composeia balance of
proportions in that way that the composed reactions prevent something from happening. If

somet hi-magp piemminngd shal l be composed, the ti me
manifest that nothingappened. If the smallest transition exists, the greatest distanceviime
andspacevi se) exist as well, the shock of contr a
SWC).

All the elements described in this quote relate to the development oté¢heal studiedlusic
for Any Instrumerst These studies, amongst th&isplaced Spacedinally enabled Wolpe to

break free with a new system for pitclass sets in harmony, a system of intervallic proportions

FWe were learning (and | think t hienwithilesthingtl anmunptrat u s
painter but | took part in the | e-bebwagral thenaRaficidl Kl ee é.
eye, then a shoelace and we needed to use these things independently frarjdutives meaning. We needed to

use them as formal elements and as thus they became neutralized, therefortgiral dehdexisted in its formal

structural relatednes And we got used to a certain numbness with regard to jeetalbecause we only observed
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for constellatory space and a system of gersets for the interaction of characteristiaterial.

Especially in the last sentence of the above quote, Wolpe refers to the main compositional
techniques he explores in the Studies: greatest distance in space and time (as proclaimed in the
title Displaced spaceand the continuatioA new sort of relationship in space, pattern, tejnpo

The shock of contrast is expressed in the t#t®¢ks, negatiopss well as in the shortness of
themovements that altogether have suddgdockingendings. Wolpe sayabout the significance

of the studies:

Part one refers to 7 pieces (short ones) which | wrote with no Instrumentation in mind but they are
for different instrumental combinations (one day if you publish them, then earlier) | will write it

in score. Thespieces are very important pieces in my development. | write them between 1946
and 1948. This i s it s]sid], hagdtians andla newpkindof matlerns p a ¢ e
tempo relationship,dion, interaction and intensitiy enactmentsv e r e riti@rt yetwwo

yearswere still apart from the violin sonata. All was a new begin! (Wdktéer to Joseph Marx,

Sept.27, 1954, SWC).

A program note by Wolpe himself, suggests the date of composition closer to the end of the
completion of Battle Piece ih947. The following quote mentionso studie$?®. Apparently
Wolpe decided to abandon the full title of Part | in order to save the progranchmat@cter for

the Enactments for 3 Pianos

The two studies were composed in the year 1947. They are pamltédaion of pieces (also for

different instrumental combinationnich | t hen cal |l ed: fBili spl aced
Negations, a New sort of relationship in Space, pattern, Tempo, Diversity of action, interreaction
and intensity. dle feselvirgtiteprogrammatip gharattertfon ahertworks like

my AEnactments for 3 Pianoso (Stefan Wolpe, |
John Holzapfel, holograph on ink, no date).

Schafer (1999) focuses on the timingBaittle PieceandDisplaced Spacesle suggests that

sinceDisplaced Spacesas composed exactly tie time befordattle Piecewvas finished, it

them and we did not empathize with theefWolpe, gtd. in Vogt 1988:66, tr.).

1%José Mar x publ Twe bteligs fovBidngPartdl $1948) which were eviddy composedn 1947,
Part | of the studie®isplaced Spacesvas not published at that time.
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positionsthe studyasan important experimental field study und thus smoothens the path of
transition inBattle Piecdfromearle r communi st A Kampf musi ko (Par

Webern (Part &nd 1l) to a new way of thinking on the way to Abstract Expressiofism.

Clarkson (1989) also mentiodssplaced Spaces, Shocks, Negatiasis counterpoint tBattle
Piece®® FurthermoreClarkson (2002) indicates that Wolpe incorporated new techniques
explored in the studies in his later works, particularlg@ven Pieces for three Piand951)*%°
In aninterview with Eric Salzman, Wolp#&lentifies the time of thinterval Studiebetwea
194449 as trial and error period whéne wr ot e A. . . an estuframous
enormous amount of exercises in harmonic structures, trying to escape the condgesied of
music, and trying to set out different systems, which parttceeded, and partly didls u c c e e d 0
(Wolpe qtd. in Clarkson, 1999:398). Liner notes by Vogt (1988) describe the studies in
detailed, summarizing fashion:
Wolpe seems to have started anew in revising his style completely, holding back the material in
an ascat manner and concentrating ariew details: miniature figurations and rhythmic
movements, single tones and intervals that are carefully placed with a vivid inner imagination into
tension provoking constellations. The piano only functions as medisteps back and the
sound seems to be almost dematerialized. These pieces are conceptualized as compositional
studies, as inventions, in which two voices act independently from each other, sometimes in a
fi hqoetusl i k e 0 -likenndanneranavhich tby cross the space, in which they cross over and
disturb each other. The fragmentary, almospalished character of the music is underlined
through the endings: some movements stop through a sudden interruption or through a freeze, or

they rank muchike a semicolon or a question maitkto open space (Vogt, 1988: 4, tr.).

Furthermore, Ri chard Tar uski n wspldcedSpaces, an e

"§Ebenso de Battlée Piecdaberiasch mitdavisisic for Any Instruments: Interval Studies (1945

verbunden1946, also exakt wahrend der Untedimeng deBattle Piecedas erst 1947 vollendet wurdgchrieb
Wolpe fiir dielnterval Studie®in Klavierstiick, das er mit dem eigenwilligen Tiasplaced Spaces, Shocks,
Negations, a New Sort of Relationship in Space, Pattern, Tempo, Diversity of Actiemmsactions and Intensities
versehen hat(Schafer 1999:241).

128 SeeClarkson(1989 111-114).
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Shocks, Negatioreertainly bear a component of personal experience:

One of Wopbspvar&éampdsitionssvas a little piano piece with an extravagant nineteen
word title that begins fiDi splaced Spaces, Shi
displaced persons, as war refugees were then called, and to the shocks thegivetiasc¢heir

former lives have been negated (Taruskin, 2009:40).

To sum up, all comments and quotes speak of the importance of th®stpthced Spaces
whether independently as experimental field or in coherenceBaitte Pieceor asa piece
resonding with personal experience as Taruskin sugg@sis relationshipf the later parts of
Battle PieceandDisplaced Spacewsith regard to the programmatic naturetoé title will be

investigated in chapter. 4

129 SeeClarkson(2002115133).



Chapter 2
Analysis of Displaced Spaces, Shocks, Negations

These pieces are very important pieces in my development. | wrote them between 1946 and 1948,
and all those other pieces [..]...my enact me.l
the violin sonata. All was a new begin!

Stefan Wolpe, letter to Joseph Marx, Sept. 27, 1954, SWC.

This chapter presents a pitch/rhythmic analysis of the stlisggaced Spaces, Shocks,
Negationswith the goal of findingout more about pitch structure and gestural content. A
theoreticalexaminationis helpful to a performer for discovering coherence concerning pitch
material,rhythm, phrasing and an overall gesture for the piece. Before the printed score is

analysed, theketches stored in tf&acher Foundatiom Basel, Switzerland, are examined.

2.1 A comparison between sketches and printed score

TheTwo Studies for Piano, Part | (1948), in their full title Displaced Spaces, Shocks,
negations, A new sort of relationship in Space, Pattern, Tempo, Diversity of Actions,
Interreactions and Intensitsare part of a larger collection calldtusic for Any hstrumens.**°
Thesketches consist of a pencil holggfnavith 5 single leaves from a music notebook. Numbers
1-6 are complete, with mm:Z of No. 7.A close examination of these s&leés has revealed
differences regardingaming,enharmonic and rhythmic details as well as dynamic and

articulation markingsThe order could not be precisely reconstructed; the marks left by the fire

are the only indicators how the pages supposedly were ordered.

Thefirstsk et ch correl ates with movement | Moder &

subdivisionso could be a first thought on th

130|n the Sacherfinding list categorized in Box 9 C151.3/2.2.2Z here is a fair ink copy of the piece, consisting of

47
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proportions, laid out in the Darmstadt lectures about symmetric and asymmetric proportions i
1961/2*3" It could also refer to the music being without repetitions of rhythm, melody and
harmony. he most visually outstanding difference to $igere is found in measurenhere

three voices are spread out in three systagrmeh makes the rhythmiastribution clearer (see

reprinted sketch in Appendix A, figure A.3.1

The secondketch ha no name, but correspondsmtovement I1: Wild. The tripletnarking in

measure four and the bracketing are different. The dynamic markings in méasaimissing

The G066 at the end of measur e f ourintheaketcht he n
the septuplet at the ending is only written over the right hahdreasn the printed scordghe

bracketing includes both hands. The change in notatioceites that the septuplet is alseant

to be carried out in the left hand.

Thethirds ket ch ti t | e d®fduwt siod/ee meAusddn) Ani mat e
Differences withthe printed score occur in slurs, phrasing and an enharmonic changeasst the |

barThe titl e fscaudasonstigtohasnongegtersor something else. All the

linesare interrupted by complementary materi al
phrasing.
Thefourthpenci | sketch i ggerated B8t hat addriffethagsa e k a

the printed movement IV: Quick, gay. The sketch and score differ in dymaaniéngs,

articulation, enharmonic changes, deleted bar lines and extra brackets. The markeng e at a f

threedouble leaves which was the basis for the printed edition. Nevertheless, the sketch version provides interesting
details concerning Wolpebs original compositional thi

131 SeeWolpe in Phlep$2002198-232).

132 German word for English: outside
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a rest o dohewordrslanted, &hich sotild mean to give an obligstoming

direction to something or turn from the horizontal or verti¢abuld be related either the
parallel, but slightly asymmetric movement of the two hands in the overall shape or to the
asending and descending lines in each hand that are parallel in moving up and down. (for a

reprint of the sketch see figure A.3.2

The fifth sketch has no title, but is identified as movement V: Excited, butEnmarmonic
changes, changed articulationyttmic changes, missing bar lines, additional siese found

in the sketch version.

Thesixths ket ch is titled A2 octavesoO passlonatetyr r esp
tender. The sketch has no dynamic markings at the beginning, no phrasngadiccelerando
marking, no repeat markings and no grace note in measure 11, but is otidewntsal with the

Score.

The seventh sketch is also untitled and correlates with movement VII: Not too slow.stark.
Besides an enharmonic changeneasure and a missing bdine between measures 6 and 7
there is no difference between the printed score and théndketihe first seven measurddter

that, the sketch stops abruptly.

The page beforthelast sketcHeaves has material that could not be tdea as belonging to
the studies. The words are: fASlant projectio
and in the upper |l eft hand corner fADark(?) (

possi bl e#andcbimer contirugg h twi t h  @@)plerasgd)ancfdrnn a¥ ungleichen

133 Funk and Wagnalls Standard College Diction@r9821260).



50

Mittel punktenod and in dheumi ddl ¢ hbeeP8hesavesc
mixture between German and English is typical for Wolpe at that time and the words allude to

thesystem 6 proportions and categorizations that he classified in his theoretical thifiRing.

2.2 A musical Analysis of printed score: an introduction to methodology

The seven movements are analyzed below in seven examples. In my analysis, | focus on
intervallic, spatial analysis, part a) of each examgdewellas a pitckclass set analysis, part b) of
each examplg~or example 1-7, a sumnarized spatial and pitch analysappears at the end of
part b) of the exampl&efore going through each movement separatafypgesenting a
summary of findings ahe end of this chapter, a methodology of #reninology used is

provided herelf rhythm plays a decisive role, it will be mentioned separately.

The terminologyapplied includes (a) ordered and (b) unordered mat&eeral abbreviations
are CHR forchromatic, octa for oatonic collection, WT for wholéone collection, HS for half

step, WS fowhole step.

(a) An ordered saif pitches is presented as a row of tone names that are hyphenated. For
example, the left d of movement | ends with the pitchesBAC#, meaning pitch A, followed
by B and then € in that order. If an ordered s#tnotes form a motive, it is labelled as X or A
or B, and either circled or bracketed. Faample, Movement Vlstarts withmotive Ae= E-D#-

C-D. A is the motive type and the subscript E indicates the startinglnatesasure 2, the same

391 n Engl i sh: fqidisprppertonateanitpoinde nfdo rfirm hseed figureat3 &tr.).o

¥FSubject to i nve s heicgmlensentarysconiplexes tharareaated fromlstrucidral rows
or from transient material (constant crystallisations) or from free associaBabfect to investigate is the
meaningfulness of the complementary tones (complementary pitches). Subjeettigate is the meaningfulness
of the repetition of tones in the framework of the harmonic complexes. Subject to investigate imtiktyarf the
circulation in terms of the number of tones, the exchange of tones and, speajéngrial the modifation of the
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motive typecomes back, buhis time on B natural, therefore labelled (As=B-Bb-G-A).
Subscripts aralso employed in thiollowing case: Exampléb uses subscript for indicating
variations of a prime form. F@&xample, motive Z is used as Prime)(4as retrograde @], as
inversion (4), and as retrogradedversion (&1). For instance, &s used in the left hand in
measure 7 to describe the ealion ofD-Eb-F. At the end of measure 7, beginning of measure 8,

the Prime form Z is transformed intaetrograde, EZwith the collection ED-C#.

(b) Unordeed collections of notes, pitatiass sets, are ggented in {} brackets. A pitetlass set

is ddined as follows:

Pitch-class sets are the basic building blocksnath postonal music. A pitckset is an
unordered collection of piteblasses. It is a motive from which many of the identifying
characteristicsegister, rhythm, ordehave been boiledway. What remains is simply the basic
pitch-class and intervatlass identity of a musical idea (Straus 2000:30).

For example, motive Adescribed under (a) also has unordered versions in meafse{Bb,
G, A, B}, or measure 5: &{Eb, C, D, E}. Thesainordered sets are often labelledthgir
prime forms pitckclass sets. For instance, all A motives listed are organized in theirforime

[0124].

AssessingWg@g e 6 s s cor e p alass setaahalysis seemdd lan approppeteedure;

he himelf refestopitchc | ass sets in his work as fAautonol

In order to recognize and compare the same pitch material in theAdodle,e n Fort eds s
terminology is used. For instance, the rigahd material in measure 4arample shete4b

consists exclusivelyfq014] sets if put on a clock. Counting clagke fromC yields 01-(2-3)-4

tempo of the circulationd (Stefan Wolpe, diary entry,

Al Wol pe] revealed how the shapes an thetotalth@maticathes, t he
pitch class sets ( he c @lndsodorth, wegerm d@lalude otnioanoaufs b ¢ agmiemg
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as in GC#(D-Eb)-E, subsequently forming the set [014]. The next [@b£urs in the pahes
{F, A, F#}, counting clockvise from F, building the samesikription 0f014] as above. Further

examplesre {A,F#,Bb}, counting countetlockwise, forming[014].%*"

However, since Wolpe is exploring space specifically in this study, the intervallic'¥hape

is given as much consideration as the set analysis. Trelatienships between reoccurring
intervals, the transpositiom$ign is used>°For instancein example 6a, measure 9, tfaurths
D-G, C#F#, GF, B-E, E-A, in the left hand are all transposed down by a half stepWith the
exception of the last on&-A that is transposed up a fourth-§)l. The methodagy is used in

the example sheets in the AppendixaBd in the following prosdescription in order to present a

comprehensive score analysis of the printed scobesplacedSpaces

2.2.1 Moderately

The first movement features descending and ascending chromatic lthesrasn tonal

material.A full score analysis ofis movement is presentadder figure B.1A chromatic line

in the right hand borrowing the leftand note, Bhatura) descendsih wo measur es fro
GO . 't is continued i n-Etlmneasur@fti haadceondsttr
Eb66 in measure 4, | eaving o Uhecdddudind GHEbed 6st ar

articulating a salient, climactic trilre the last of the twelve notesaioter. Measure 5, though

(Clarksor2005:8).
137 See Strau000,Appendix 2, simplified set list, p.225.

¥Wol peds student Morton Feldman i ahnfheehateeofoWniee
shape with the itowing words:i That el ement of s ha pialywhatinfluanced mgmusiay t
Stefands big influence. It ds a bi grastmfcbnsoionsness ofyuste n a t
that word could go into any stylecbuld bring a shape to a simultaneous chordulcod s hape a chord
(Feldman, gtd. in Clarkson, 2002:95).
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carried out in larger intervals (major seventh and major sixth), alhaigsto measures 1 and 2,
recallingthe E/F and F/Bb dyads, shown by dotted and sclidlesrespectivelyon the score.

Both dyads appear as complementary intervals (major seventh and perfect fifth instead of minor
second and perfect fourth). Measure 6 recalls tighAear chromatic ascent of measure 3 and

4, stating AB-C# in the left hand and-Eb in the rightRhythmicdly, the lines move from half

notes, to quarter notes, diminishing to eightites in measure 4 that lead up to the climax. The
climax of the movement is represented throaginromatic descending cluster on the highest
note 1 n the piaadk Bre dust@sjuxtaposeditdnadrill, takirfg placé between

hal f sEtbedpd DMO t he ri glEtGGH@D DI andhenalj eft thamd.

This moment of great density does not find its resolution until me&sileis measure suspends
resolution though rhythm (4:3 marking) and wide intervals. Hmeling that starts in both hands
Ssimultaneousl!|l y oeEbo6ad tirni ptliesslsthi clgglax anehpeovitsa 6
fragmented release because the figuration in the right handadtepthesecond note of the

second tripletMeasure 6 provides clear resolution rhythmically because the right and left hands
proceedn the same rhythm for the only time in the movement. However, melodically the
movement is1ot conclusive through the fragmenteglat that Baves the line unfinished and
offersgreat tension(There are only a few single moments of simultaneity elsewhere, such as the
hal f st etpeleft Rabdaromeasura 2 (which have different dynamic markings), the
perfect fifths betweethe highpoih G#6 6 and Ca#md bet wemns uF& &no
measure 5)Since the melodic material is primarily chromatic, it is not surprising that the set

classstructure includes prime forms $uas [012] and supersets. Two statemehf{8124] in

¥3We will repr es e ndlassttranspositipnels, whereTostandofor tramspositiom ands the
interval of transpadst i on (al so known as t he20008B5.ansposition numbe
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measure 3 and-6 with the same pitch content are found. Two places with different pitch
material, but the same pitahassset typg0125] are present in measur® between the voices
andmeasure 5 in the right han@he bottom of example sheet 1 dépithe sets ahey appear
registrally in the piece: [0124] and [0126] are all in narrow intervals (half stepsaod third),
whereas [0123], [0125] and [0127] sets contain larger intervallic leaps (seaj@nth, fourths,

major sixth).

2.2.2 Wild
Thesecad movement starts with an arfdrmed twemeasure phrase in both harfdsches 1
and 2 on example 2and continues with development of that mateAdull score analysi®f

this movement is presentedfigure B.2.

Arch 1 leapsup t&#0 6 a stpdint of theearch in measure&hich was the highest note in
movementone.k i ni shes on GO6, a whole step | ower ¢t
highpointane ndi ng form a cG#@Gnat Acclh i g leadeapfotA® o n

G 6 éanddescends o F 6, anot her chromatic trichord.

In general, Arch 2 is a loose imitation of Arch 1. Arch 2 starts and peaks later thah, Arah
contains fewer notes with less material than Arch 1. It also imitatee#oending steps of the
eighthnd e f i gh#-@0ACGHNEDO® &Md f G &(gperexampls 2aJhe form
of the nat section is rather stati@he halfstep/wholestep material igmitated, fragmented,
inverted,restated in full and finally transformeddra new figure. Thelevelopmenstarts at the
end of measure 2 with a halfep figure DbC-B that is fragmented to D& before itgets
repeated in full. This DIEC-B figure is derived from G#F#E at the beginning of measuretiais

time presenihg half steps instead of whole
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This development in fragments also influencesrkiy¢hm. Sixteentinote anacruses aaelded.
After a rest, halstep/wholestep material is again introduced that leads to the climéheof
movement where the complexity of the chromatic lines unfoldthe@reatest point of tonal

simultaneityGéG 6 6 t loaavem thé njovement.

From here on, the tonal material from the beginning is reused. The right handagaimef)24]
and [027] sets, whereas the left hand featnosg [016] constellations ég& example2b). Half
step relationships are still maintained witi&sb in the right hand and-Gb-F-E inthe left as

shown by thelotted lines on the score (seample 2a).

The very end is rhythmically divided in seven, but it is not indicated whetiser over 8 or
another subdivision. THeft hand ofthd ast measure repeatsC#aé de
from measure, whereas the right hand ascends with a figure that is a retrograde of the
descending figure i AF #EcodbdM® 6GandA 6 cOMpPGar e G# 06 0

(F dotnibted)- F # 6GHBA0H#00.0 0

Movements | and lare connected through tonal material. For example, in moverttentdft
handendson8, and movement |1 reB®aas sbnotgsi Thehien g i
endngs of both movements also share material: ending I-8a@%D 6Bb 6 6 mi ght be
asar et rograded i nver-50dahéCottdLoBMGhDSPOged & Half step (see 6 6 6
example 2c). The bottom of example sheet 2 carries the span of Arch2 in comparison.

Furthermore, it shows the different registral shapes of [016] and [024] sets.

2.2.3 Animated
Movement lllis a study in the mixture of horizontally presented triads (anddatemth chords)

and stepwise motiorror the detailed sce see figure B.
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It starts with an BM (major) triad inthe lefthand ur r ounded by -D&&é iwh otl hee
upper voice. This DO0OOtimbe Addthhe EOtensthcEt
complete a Dm (minor) chord. The concludingdgins eDbM chord in (see example 3a). The
whole-step motion of the beginning is repeated in bathds, BC in the left hand againstbH-

in the right. The chromatic root progression from Et@MDm, DbM in chromatic steps leads to

Cm in measure 5 (seedgrlined letters in example 3a).

The BoM chord is juxtaposedertically with an Eminor chord in measer56. In measure 7, the

|l eft hand reaches over the right hhenaesE pr ese
and B of measure 6. The G#" ipesed as the2l" note to come in and also significant high

point, seen also in movement and Il Measures-B feature a CM triad thaecalls the initial

EbM triad, beS&dpsSe If Nioh es tt dtee fjutsads ootfoth GangBr ar
in this area). The same roots-BeDb-C conclude the movement with-Db-Eb half

diminishedC’, the Eb hakfdiminished chordinfolding simultaneously with a’in the left

hand.

Measure pr esents new material with t {éwhihasf t han
presented twice, the second time transformed intbia Measure 10. This descent is
characterized through hadtep material DI, Ab-G, D-Db, the last one displaced by an octave

(see gample 3a).

Rhythmically, the last thremeasures in theght hand progress gradually from quarteeighth
triplets to eighths, and finally sixteenth notes whereas the left hand abruptly changes from
guarters into a quintuplet of sixteenth notes. As seen in the previous movements, the motivic

material accel@tes and departs in opposite directions.
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Four other points concerning harmonic features will conclude the analysis wiabésnent.
First, a density of [014] sets over the first thremeasures and again in measure @iserved.
Major triads with a halétep above the root are for example found in the first triadsEBb+E,
minor triads with a half step below the fifth are for instance found in the seconduiad,
A+Ab. Secondly, measures 5 and 6 form an incomplete octatonic collection {D, EGE, Bb,
B, (C#)}. Third, measures 9 and 10 present mainly-st&p clusters [012] and [0123] sisown
in the circles on the score and the very ending in the right hand also forms an octadtediion
{Db, Eb, E, Gb, G, A, Bb, C} as sk in the circle orthe score (eample 3b)Finally, measure
6 presents vertical tritones on {Bb, E} and {F, B}. This place stands out thtbegimythmic
value of the notes (half note for the first time in the pieOggrall, the samehromatic
succession ED-Db-C that dminates measures-b occurs irfmeasures-441 in a different order
D-Db-Eb-C, interrupted by a €€-E-C motion in minor, majochords in measures& For an

overview of the linear progression of the chords, see the botterawiple 3b.

2.2.4 Quick, gay

The pitch structure of movement IV is more complex than that seen in the three previous
movements. There are six unifying elements, a chromatic [0123] collection seen in every
measurat least oncéwith the exception of measuBewhere there are two incotefe versions
andmeasure 9 where there is none), an ascending or descending minor or major sixth, a perfect
or diminished fourth, and a half step or whole step. The last two elements are [013] collections,
thatappear especially in narrow eightbte movenents as well as a saturation of [014] sets that
occurin measure 4 in the right hanl full score analysis of this movementagesented in

figure B.A4.

Generallyeighth-note motions dominated by narrow pitch intervals(fs 3rds) whereas
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longer notevalues, such as quarter or half notegplve at least some larger intervals, especially
6ths Themovement is largely dominated by quarters and eighths, but sometimes quarters and
eighthsinterchange their functiQmuarters are assignedamarrow moveent (dotted square
bracket$ and eighthsire preented in wider leaps (dottedcles). | will go though the

movement once tdemonstratéhe two dominating features and their derivations.

The boundary pitches of mm.1 anth&oduce the ascending motiw@nor sixth, fourth and half

step athe end on FHD-G-G# in the right hand. A whole step apart, the left hand descends with
theretrograde of this figure onbB\-E-G#in measure 3Before theorder and size dhe

intervallic structures changedt the exd of measure,3he twelfth note of the chromatic scale
sets in on the Thoed uasfet eorf at hgeu amatteerr iraelsth.er e

twelvetone aggregates

A diminished fourthin the left hand leading into measure 4 is followed Inyagor sixth and is
left unfinished (EBBD-....). This figure is follaved by another similar figure asghth plus
eighth rest, presenting tlsame intervallic descent starting with a perfect fquhis time on Bb
F-A-G. All ascending odescending figureare in quarter notes or half not€kis movement is
complemente by narrow eightinote material which starts in meas@ri the right hand (box).
Measure 3 carries a mixed version, after a minor sikthmovement isarrow, but the rhythmic
outlook s stillin quarter notes (dotted square brackets). Measures 4 and Stogtueroriginal
narrow movement in eighths in the right versus mixed versions in thealsdt After the
unfinished descending quarter leap, an eighth note descending/ascendiafpligws that
incorporateshe shape of the wider leaps, but in thgghim of eighths in the right hand (square
brackej. After a wider leap figuréhat is closer to the original (in eidistplus eighth rests), a

narrow movemenbccurs with an ascendirgnd of an A major scale in measurm She left
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hand This is again a mixed versiovith longer note values, but narrow movemelat(ed
square bracketsmeasure 5 being the ontyeasure that contains a succession of stepwise

motion in both hands.

Measue 6 introduces the descending motive in the right hand with half step, majopérhett
fifth, and whole step this time onB#-B-E-D with a repetition of the first three notes B+D#-

B at the beginning of measure 7. The left hand again has wigesriteguarters (dottetrcles),
before moving into a narrow eighttote figure that is carried over in the right haldéasure 7
starts the wider leaps again in quarters eBAb-Db, but the movement getarrower in
measure & the right hand (dottesiquare bracke}sThe left hand in quartems half notes

(dotted circleshas the widest leaps of tdhole movementOnly the end, measures 9 and 10 in
theright and measure 10 in the left haélerback to the continuous narrovugbkth-note

movemen{se square brackets

As a set collection, both the@nding and descending quatheat figure in measuresahd 2
presenthe se{0126]. The highest notes in measure 3 contain a [013] set collection that is taken
over by the left hand atlhe ascending/deending eightmote movement in measure 4. The right
hand in measure 4 is saturated with eight [014] collections, all overlapping. The descending
figure Bb-F-A-G in the left hand in measuregfollowed by an ascending ending of axivijor

scale, both neresented a®135]. Measure 6 finishes the narrow eighth movement with a [013]

in the right hand on AlBb- G, whereas the left hand connects measures 6 and 7 with two

collections of013], overlapping in the left handXample 4b).

The ending measures 810 are marked by wholetone collectionascending in the right
hand (measure 9) and descending in the left hand (measure 10). From measure 7 on, the lines in

both hands rise continuouginly towards the end with stepwise downward motion in between.
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Overall, the movement offera changing weof motivic relationships, comprised a chain of
melodic fragmentsither assigned to narrow eightiote material or wider leaps in quarters (and
their derivations). The bottom of the exdmpheet shows that tieeis anequal number of the

ascending and descending lines as sets and shapes.

2.2.5 Excited but firm
Like movement IV, movement V also employs sstfourths and stepwise motiomut in a
different order and shape. Local continuities are found batiterval, motiveand inset

analysis A full score analysis of this movement is presentethure B.5.

In orderto analyse this movementfiistly talk about local intervallic/motivic relationshigben
pitch-class sets and lastlycbmment briefly omhythmic relationships throughout thece. The
first two measures deal with the same ascending and descending sbEhsli@matidines (E
F-F#G) and perfect fourths in triplets {l G-D). Second, a figure in three eiglgtoupings (A
C-C# in meastes 34) is discussed. Third,talk about a motive X in the left that is juxtaposed
with Xain the right hand. Fourth, local octatonic collections in thehafid in measures®
build another continuous feature. Next, | focus on the reoccurringn@asure 8 and thehtalk
about tonal material (triads, fourths, GM scaley A@te, highest notB) in measures-22.
Thesepoints are all shown inkample 5a. The following passagjéjstrated in @ample 5b,
focus on set collections: [012], [013], [J16 measures-B, [012],[014], [015] in measures-3,
[013], [025], [0125] in measures&and finally, [014], [016] an{D37] in measures-21. Lastly,
| comment on rhythm and meter: the reoccurring elemen®/8 grouping disrupted by an
eighth res{measures-3) and the meter change between dupletapi@ feeling (see measures 8

and measures 10 and 11 in particular).

As for the intervallic relationships, the first two measures offer much chromatic material
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different rhythmical speed The righthand starts with a hatitep ABb , displaced by aactave,
against an ascending major sixth in the left hané, @at continues with stepwiseotion

(mainly chromatic that encompass a fourth as frame interfgl B, that starts the figuiis
missingin the stepwise motion in measure 2. Measure 3 shows a mirrored version of the left
hand in measures 1 and 2 (descending major sixth plus two half steps). The feArtais-Eb,
D-G (in chromatic descent) all occur twice in different octaves in the maoueniin exception

of the last DG, that marks the beginning in the left and ending in the right hand of the whole

movement.

Subsequently, shift® the interval of the third occuvhentheleft hand at the end @heasures 3
and 4 changes to a successioasifending thirds with the upper note repeated twistarts
with minor (A-C-C), then major (AC#C#), going back to minor and is continued hyeav

ascending sixth that repeats its upper tiotee timegor the first time.

The end of measar4 introdices new material. bive Xais juxtaposed to the samsotivetype,

a half step lower in eighth notesthre left handXar. More permutations of this motive are

found particularly in measuresld (see triangles in the score). After the asceanahconplete
octatonic collection {A, Bb, C, Db, Eb, E, F#, (G) in the left hand at the end of measure 5,
measures 6 and 7 continue with descending stepwise motion in fouregatgroupings, the

lastone in triplet motion. This triplet motion destabilizes thgthmic flow from before where
everygrouping of eighths was interrupted by an eighth rest. Each cell that is interrupted that way
formsan incomplete descending octatonic collection#G-#, F, Eb, D, C, (B), A} (see lines in

example 5a).

G is in thefocus in measure, &tated twice, having been omitted from measwésThe second

time, it is embellishedhrough a grace note A from abovée right hand never returts G
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after this point, wheredbe left hand hasanumberf Go&6 s st ar Qfinishiggthen meas

movement with a @Ginor scale.

Measures 8 and 9 present tonal material grouped as minor and major chords fortthee first
(see dotted circles ikample 5a). Major sevenths and minor ninths dominate measysed 0
dotted circles in exaple 5a). The last measure closes on an ascending B minorloimagohg in

D, thetwelfth pitch class to appeartime piecdm.4), as last note.

Set class continuity appears within detween the two voices (seeaenple 5b). The first two
measures of tfaimovemenpresent a mixture between [012], [013] and [016] sets. The [012] sets
happen within the voiceyhereas the [013] sets are within and between the vdibeq016]
between two voices leadso measure 2 and 3 (see circles in the score). Medguesents

[012] sets within one voicand [013] sets within and between the voices.

Measures 4 to 6 have prominent collections of [012], [014] and [015] sets. Therfmatiure in

the left hand introduces [014] as in the majunor third {A, C, C#}. The[012] setshappen

mostly between the voices mixed with the [014] sets that are present between thanaices

within one voice mosylin measure 5 (see circles ixaeple 5b)The sevemote descending

' ine starting fr om DDOo b]GetsdMeasure Gleads it the actatonei n s

collections [013] in the left hand in measure 7.

The end of measure 7 and the beginning of measeael&ontaina [025] sefollowed by a

[0125] set. Thisonsistent pitch material interacts with the texturearacting and expanding
element. Thdirst [025][0125] sets are in polyrhythmic texture at the end of an interrupted
grouping of eightmotes and bring the rhythmic flow to a collapse. The second [025][0125] sets

are spread out ingyncopated beginnirgnd a line up in quarter beats. The grace note figure
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before G in measuredso shows [013] as does the figuration in the right and left and at the end

of the measure amaerlapping intdhe next measure (see beamsxareple 5b).

The last three meass 9 to 11 present collections of [014], [016] and [037] sets[0l¥g sets

are found mostly in between the two voices. The right hand starts leapingneasare 10 from

D6 to the high ending on DO60OOO enstatsmgnahe si ng
same beat with an AbO0 pefoleeraipgon Ab angrtave mweAabthe o n c
same ti mdDodDD 0t Hes e@6 s | [037]sets are foend aithmip Moiees i a ) .

measure 9 and within and between the voices in the glos#asure 11.

Rhythmically, the movement creates a feeling of 3/8 in its left hand groupings, starting in
measure 3. The rhythmic flow is interrupted by an occasional additional eighth note (see Db in
measure 4) or an eighth rest (see measure 5). Theunaren feeling is juxtaposed, right hand
against left hand interchanging quickly (see measufel 9The bottom line adéxample 5b

shows in two examples of the same sets that the one between the voices compared to the one

within one voice is spaced outuch more.

2.2.6 Moving. passionately tender

This movement presents a variety of octaveiding intervals (such as major and minotths

and major and minor sevenths), a succession of perfect fourths (and perfect elevergths) and
[013] set that is presethroughout the whole piece in different shapes, ordersnaedsions

(seefull score analyis of this movemenn figure B.6).

| will go through the piece a few times to discuss relevant mjtetarting with pitch material
and rhythmmaterial later 0. The first paragraph discussastives X, Y and Z, which arall

based on [013], the second goes through other prominent set collesticms,s [025] and [037].
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The third paragraph focuses on a repeatedsteff cell motive (RC) thatccurs ina different
rhythmical speed in the moventgfor these three points seeaeple 6b).The next paragraph
lists perfect fourths ananeleventh as successions in the left hand. Finallyptésence and
increase of the note A and C towards the second half ofdkenrent is discussdthese ideas

are presented iexample 6a).

The most coherent motivic cell over the whole movement is found in a [013] set that is
represented in different shapes and orders. In order to discuss the various statementd of [013]
havelabelled their possible orders with X, Y, Z. The first set to be found is the mentioned above
C-Eb-D with minor third followed by a half step and is labelled as X prim#. (khis motivic

cell is also found in its retrogradeXin measure 5 on DB-B. Its inversion (X) is found in
measure 11 on CBb-B. However, it most often in its retrograded invergi&ri) in measures 3,

7 and 12 (see ED-F/FEG/ Gb-F-Ab/Ab-G-Bb). A secand [013] motive typeés represented by

the minor third followed by a wholgtep(Yr) in the even measureséi,8, 10 (see CEb-Db/B-
D-C/F#A-G/G#B-A) its retrograd€YRr) in measure 7 on GBb-G and its inversion (¥ in
measures-® on DB-C# and BG#A#. The retrograded inversion coutdt be found. A third

[013] motive typecontans halfstep and wholstepmaterial and is found four times as prime

form (Zr), seven times as retrograder)Ahree times amversion (4) and four times as

retrograded inversion &9).

X, Y, and Z are present in every measure in the whole moveiifege motive types guarantee
continuity throughout the whole movemehivill go through eacimeasure and list the
interaction and occurrence of the forms. An outlook of all [013] forms céoupel a the
bottomof example sheet 6blr'he second time poccuss after its first appearance itaserlapping

and ascending with a retrograded inversion of i)} measure 3. It is followedby a prime
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Yrat the end of measure 4 that acts as descazasies 5 and 6 present mostigterialrelated

to Z, in measte 6 a £in both hands, a fourth apart. There are also tweeNs inmeasure 6, a
minor third apart. Measure 7 has two setsmhZhe left hand, an ascending fouapart, but

also a retrograded inversion of itR{zh G#A#-B). Measures 7 and 8 oVap within a

retrograded Zfigure in the left and right hand, an octedisplaced minor seventh apart. Another
Zrhappens at the end of the measure in the left hand, a perfect fifth apart from the leftshands Z
figure. Two Yrcells are also found in measuB: they are presented an octaNsplaced minor
seventh apart also. Measure 9 prespraterialrelatedto Z: The right hand starts with afhat

is followed by a £&ion the sixteenth noteBappeningn between. Anotheris found in the left
hand, aritone apart from the right hand. An inverted versiomZhe left hand is juxtaposed to

the retrograded version in the right hand. Measure 10 presents only prime forms of all orders :
Zp, X,pare found once in the right handpi¥ found twice in theight and left hand, a minor

third apart. Measure 11 presentsri# the right hand versus a X the left hand. Measure 12

offersXpand two Xiin the right hand that are a whole step apart.

Concerning spadi proportions, the first cell€€b-D in anoctavespaced version andiigpeated
asanarrow versioninmeasureB.0 60 di vi des-Eb&d@di nheappt oCiOmat

counts as a basis of intervallic proportions for Wolpe.

Measure 5 and 6 carry a succession of overlagpi2g] setsm the left hand. Measures 7, 8 and
10 have one set of [037], spread out in diffepataves. Measures 11 and 12 are triad scarce,
whereas measure 13 finishes the piece wahcgession of one descending and two ascending
[037] sets, the last two in tharse inversion aajor sixth apart. Pitch material in the last

measure starting at the D in the left hand containg@aférscale.

A half-step celifeaturing repetitiodabelled as RQrepeated cellinotive in xample 6a is
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another pitckrelatedfeature ntated in beams orxemple 6a. It occurs in different octaves and
different rhythmicshapes six times starting with H8i-E-E in measurel to 3. The next cell is
foundoverlapping measuresahd 5 in two different octaves Bb-Bb-B, leading to dourfold
repetition of EF in measure 6. Measure 7 present&&G-G# in mostly eightinote speed,
whereas measure 8 starts with an octave higher displdead-step figureD-C-D-C, the
quickest repetition in 32nds of the whole movement. Measute 10 has the & RCin the

same octave on BBb-B-B.

As mentioned in the introductory sentereceery prominent interval is the perfect foudh

perfect eleventh. Particularly the left hand has four examplestavedisplaced fourths

(measures 5, 6, 9 and 10) andachatic successions of perfect fourths (in measw&said
measures-40, see xample 6b). In measure 7, the sugxien of fourths happen in zEpg

motion, dowrRup-down-up. Starting on Bb, the next fourth is a bstiép higher on B (T+1), then

a wholestep lower on A (¥2), proceeding with a ha#ftep lower to reach G# {TI). A similar
succession is found in measure$®also in the left hand. The second half of the bar starts on D,
going to C# (TF1), then to C (11), followed by B (F1), ending on E (T9). The only other
succession longer than two fourtsfound at the end where a-zggmotion of three perfect
fourths conclude the movement. A perfect fourth up on F# is followed by an alisplaced

fourth down on G (T+1) and a major third higher®(r+4).

The last pitckrelated feature to talk about is the occurrence and frequency of the remesA
(as shown inxaample 6a). The last note of all 12 notes to come in is A in measure 5.
Subsequently, the first half die¢ piece does not carry aschiA as doeshe second half. From
measure 9 on, the A starting in the right hand is repeats] then two octaves lower in the left

hand in measure 10, an octave lower in measure 11, again two octaves higher in measure 13,
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jumping up and down two octav®efore finishing the movement. Similarly, C at the end of
measure 10 is repeated an octave higher and lower in measure 11, two octaves lower in the left
hand in measure 12, one octave lower in measure 13 and again two octaves higher in the left

hand.

Rht hmi cally, the movement ds sl owe s teighthmdtes,s c o
eighth notes, sixteenths, triplet sixteenths and Hsetyonds. The interval of tiperfect fourth is
gradually speeded up throughout the movement, startingqwétters irmeasure 5 in an octave
displaced ascending fourth on@® answered by an octadesplaceddescending fourth in dotted
eighths in measure 6 onrH followed by a fourth as sixteenths agidhths on &G. The

following fourths in measure 7 andr8the left and right hand are mostlyemghtrs, whereas

measure 9 in the left hand has a regular fourth in eighths@rabd also anctavedisplaced

ascending fourth for the first time in sixteenths onF&# Another octavdisplaced ascending

fourth in the following measure is slowed down to eighths. Measure 12witirta downward

fourth on F#C#, followed by a succession of up and down facing fourthtreist of eighths

and sixteenths.

Finally, concerningmeter in the three cohming measuresf the movement, easures 11 to 13
present a variety of eighthsixteenths and sixteenth red#easure 11 startsith two eighth
sixteenthfigures that set up a triple meter feeling. They mterrupted by two regular eighth
notes that change back topdel feel. Then agaiaighthsixteenthfigures follow to re-establish

the triple feel. This time they are followed by thgposite figure after a sixteenth rest: sixteenth
note plus eighth, followed by two regular eighibtes which create the illusion otlaple meter
again. Measure 13 starts with a syncopated eigbiii plus sixteenth note after a sixteenth rest

again. But instead of going back to the triple fd&, last grouping has an eighth plus sixteenth
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note and rest at the end that makes all eleviing three perfect fourths fall on the beat.

Separated by sixteenth rests, they conclude and stabilir@otiement in duple feel.

2.2.7 Not too slow. stark

The last of the seven movementssaas a culmination of the séitis governed bgomplex
mutations of two basic motiveé and B, and a sudden rhythmical acceleration (mea3t8¢
thatcomes to a halt through a suspension (measur&9)1very similar to the first movement
beforebreaking free for a rhythmically nesimultaneous ending on &#Example 7a shows
how the motivic material undergoes alterations in rhythm, pitctshage. Example 7b depicts
sets, octatonic collections and some examples of rotatetrograded &rsions of the opening

motive A(see figure B.7 in the Appendix).

The melody of measure E-D#-C-D (with 8ve designations composed of distinct rhythmic
shape R (four quarters)dastinct employment of pitckhapeP (major seventh, minor third and
whole step) and an overall sh&@éup, down, upry 2)y | labelled this first motive A with three
parameters, rhythm, pitch and sh&pepg. Subsequent repetitions of A that retain some
features are labelledrAAr As, Arp, ApsOr Ars Incomplete versions are labelled wjthFor
example, BbG-A in measue 3 is labelled adpy, meaning the pitch structure of A is incomplete
(B-Bb-G-A would be a complete copy éf). Subsequently, GBb in measure 5 isvarked as
Arv, showing that the rhythm of A which is four quarters, is now incomplete witlgtaders.
Sometimes there are also retrograded (RA)iaverted (I1A) versions of motive A. For instance,
measure 14 presents a retrogradedjrmamplete version of the beginning motive A

rhythm and is therefore labelled RBg. Measure 15 has an inverted'sien of the shape of A
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with the rhythm of A and theomplementary pitch content of B ¢Bp clgz ¢ )."2°

The next motive distinctively different from A happens in measure 3, second lalfslsts of
an ascending major third triplet with the repetitioriheff upper note that ®verlapping with the
same ascending major third triplet, a half step lower in the left handmbitige is labelled B.
Its three parameters are rhythm R (triplet), pitch P (major third only}laauoke S (three notes,
latter one repated). | employed the same terminologydasin A. Thebasic shape is upwards,
so there is only one arrowSometimes, the pitch content varies, so pisciiccompanied hyto
indicate modification. For example, in measure 7, the last 3 sixteeteh with EC# are
labelled B p m g¥hich shows that the motive contains B rhythm, modifiquitBh, and a

downwads shape of B.

The movement roughly diverges in three sections: measufewfiere A and Bmaterials are
mixed; measures-84, where mostly Bnaterial is used and measures1B; using mainly A

material.

Measure 1 with ED#C-D is clearly distinguishedsamotive A p s g Mgasure? featureAgeB s 7
which has the rhythmic value of A (quarters), the pitch materié ghajor seventh), and the
shape of B (three notes, latter one repeated, but this time descevidciyis indicated by an
arrow dowr). Bb-G-A appearsn measure8 and 4, first as A, in measure 3, then in measure 4,
displaced an octave and in quarter notes é&s:{#s Measure 5 brings back-Baterial in the
second half, right hand. The &i-Eb motive containsajor third material, upper note repeated

and three notes, which qualifies fogd3 The wholestep GD at the end of copies the end of

1401f a complementary interval replaces the original, subscript ¢ is usefirss@mple irmeasure 9 with motive
C#A-A (Brp C}- s
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motive A as Ay. Measure 6 carries the rhythm of A, fiech material of B and the shape of A
(ArBpAS), starting with the same pitch as it ended e@#and finshing a half step lower EG.

The left hand so far has enteggbradically withdifferent single notes, always building major
thirds with the right hand and repeating the samyghmic structure (sustained note or motive

after an eighth rest).

Measure 7 @ntinues with a combination of motive A in rhythm, motive B in pitch (mégod)
and pitch material from the end of A (whole step, ascending) and is nagRrel Avith Pag
meaning the pitch of AndB. Themeasure continues with motivic material thatcalhtains the
shape of B (threaote figure withthe latter note repeated, twice as triplet, once as sixteenth
notes). The first two motives in triplease all in ascending whole stepkgBpand BAp\Bs )

except the last motive is a minor thadwnwardsn comparison to the original B motive

(BrRpm$z

In measure 9, themotive has a new variation to the pitch material of B. Instead of a mhajdit
presents the complementary interval, minor sixth, which is used more frequentlyightrend
left handfrom then on (R p ¢ }. 8oth, right and left hand carry a minor sixth ¢(8#A and F#D-
D). In the cycle of fifths, the right hand has a dominant feelingyigjor) to the tonidD-Major)
in the left, but happening at the same titff&he right hand proceedspeating Bshape (Bsas
in three note figure, latter repeated) but introduces another new interval, the foerfibctin the
score R for other modifications opitch). After GC-C, the line returns to the original pitch
content (major third as in GBb-D) but rhythmically in an overlapping manner with the next

major third motive upwards B g)sThe fourth takes on a life of its own in measure 10 where

141 This simultaneousness of harmonic structure also occurs at the ending of movemeiatiled?iece
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theB motived shape is again repeated, but with the new pitch contentBiE Bnd a new
rhythm (dotted eighth plus sixteenth). The next perfect fourth-@F; a half step up, continues
the pitch content, but rotates the shape of B and varies the rhythm again (two eighths plus

sixteenthin Brs p )z

Measure 11 continues with B motives in minor ssxitith Db-F-F as intervallic contenthree
notes, the latter repeated as rhythmic shapehard note rhythm (Bp c }. his is followedby a
descending fourth motive in the shape and rhythm of B as anEEbGb-G, an ascending
major third DBF (pitch material from B original, § and a threaote figure on EEb-C that
contains both, rhythm argtch of motive B (Rpvsn. The left hand has similar intervals (major
sixth instead of the minor sixth; it is followed by three major thirds, one ascending and two

descending, a half step apart).

Measure 12 is the first measure where right and left ha@dip for the first tripletnotion. The
rhythm and pitch content is generated from motive B (triplet and minor sixth/thajby.
Measure 13 lines up right and left hand in the same way, but the pitch content inlhaddfias
switched to a perfectfth. Measure 13 shows material that is all derived from Bndéasure 14,
A is for the first time represented again in the shape of a descending major sEventbtes F
G#-A build a retrograde to D#£-D of the opening measure, the thieae structureecalls B
rhythm (Bg). Two other retrogradeahotives (RA/Br) are found at the end afeasure 10 on-B
A-C and measure 19 onB#-G. The motives in the right hand of measuredelstill distinctly
in three except the last ascending minor third which lipesampletelyrhythmically with the
left hand for the first time since the beginnings of measure 12 amMdeb3ure 15 brings back
the rhythmic shape of A (quarters), but with the pitch conteBt(@bmplementary minor sixth,

and original major third). Thehape of measures 17 and 18 upjgtt hand notes are a
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derivative of the very opening of the movement (which could becdiserved in the pitehlass
sets [0124]). The second stave is accompanying the right hangitelirmaterial (descending
minor thrds) that is continued into measure 19 with two descendimgde steps and a minor
third. The left hand ends tipgece with an incomplete thremte figure(rhythmic shape of B)
and the incomplete pitch content of A (whole step and major sevetihlf,step lower from the

beginning.

Example 7b presents the same score in set collections and octatonic material. Measure 1 is
represented in a [0124] set collection and labellei Ar it s start on EO6. T
found in two hands in measure32stating on B (A8). In measure 4 in the right handg i&

rotated {Bb, G, A, B}, in measure 5 the same happenstd e left hand in measure 6 starts

with a Abb-motive that is also rotated.

From measure 12 on, octatonic collectians inferred from the musal surfacelt starts with a
[01346]set that could be drawn from the longer notes that stop the miniature motives (see beams
in example 7b). The closing section of the movement from measure 14 on presents more
extendedncomplete and complete octatonalections between hands and in measure$5lih

the righthand [013469]. The left hand at the end of measure 14 starts out with chromatic

material at firstput switches to the subset of [013469] in measur&7l5vhich is [01346].

Another [01346ubsetan be found in the second stave. Measur#8lin the upper voice

presents [0124], whicis the same pitch material seen in the opening measure and the starting
notes of the closingieasure EE-F-G. The last seven notes of the movement are also oatatoni

as in [0134679}*

142 Some octatonic material is notably present in the previous movements, bulntireation and juxtaposition of
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The last thee measures of the movement are saturated with [025] sets. The twice occurring
[01346] set with the pitches A, B, C, D, Bbthe end in measure 15 andli¥come close tthe
ending of the first movement of the whole pi¢icat has the pitches-B-C#-D-Eb. The C# is

present in the last measure twiceagsace note in the upper voice and in the second stave.

2.3. Summary of analysis

The programmatic headlim@isplaced spaces, Shocks, Negations, A new sort of relatiomship i
space, Pattern, Tempo, Diversity of Actions, Interreactions and Interesiteasn overall

guideline for the new features Wolpe is trying to explore in this study. All movesests like

short fragments in Webeadnstyle, but morelisjunctive and ustable Each movement highlights
slightly different parameters; the most noticeable are (a) pitchhythm and phrasing and (c)
register or shape. All movements start out with firmly stated ithedslevelop and end in an
unresolved fdsion. The ending of movements Il, IIl, IV and Missipate irdifferent directions,

right hand mostly up, leftdand mostly down. From movementdviwards, theiseof the

octatonic collectiongicreasesOct at oni ci sm i n Wol peds oeuvr e
experience wh Middle Eastern music: for example, in Bignata for Oboe and Piar{®93741)
Wolpe uses octatonic material derived fromitequam sabeaa scale of oriental music that
basically consists of the whole teeemitone scalélherefore, octatonic scales aret new

material for Wolpe, but the abstract use of it in Displaced Spaces versus a more conventional use

in the above mentioned Sonata is a new advancement.

Pitch materiakeen in movement \such as theninor-major third in measure-8 that repeats the

latter note, comes back in movement MBenerally, the movements get progressively more

octatonic material in this lastovement resonates well with the bigger context ofgl@se which is the epBattle
Piecethat Wolpe took up right after these exploratory studies were done.
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difficult and longer. | shall look at the aboglosen paramets in three ways

First, the pitch collections begin the movements with a clear image, but as the méveme

unfolds,the orderly structure of the outset is subverted. The material gains more independence
further on:Each movement consists of a few notable distinct pitch classes that generated a larger
variety ofintervals and other set types or subsets. dbgervation ties in with the way how

Wolpe himself ef erred to pitch sets: hé&®Foradahpieda t her
limited pitch set from the beginning of mawent Iltends to exploden measures-5.

Sometimes it is saturated with new idaashe end (semovement Il measures-91).

Sometimes pitch is also used to create a displacement in shaipstdoceat the beginning of

movement IJ the Arch 1 and 2 always avoid the octave.

Second, aseen in the pitch structure, the rhythmiacure is also moving towards greater
complexity ranging from rather static and uncomplicated note values in the first movement to a
highly complex structte of norsimultaneous rhythms in the last movement. It is notable that
thelines in both hands gradlly gain more independence through meter changes, rests,
additionalanacrusis or syncopated rhythms. This creates a gradual feeling of rhythmic
displacement in bothands thatinds its climax in movements VI and VIOnly the last

movement creates thikusion ofa tempo shift through the abrupt employment of faster note
values and a gradual tempo slowdawrough the gradual prolonging of note values. Phrasing as

it would occur in the structure ofcdassical period does not apply

Phrasing is often agwvedthrougharest in one And (see measure 7 in movement &l pitch

(see measure 7 in movement Minor sixthfrom beginning). Generally, each motigeadually
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gains more autonomy so that tigeneral flow ismore and more interrupted ésepening

measures of movement V)

Finally, the employment of register is mostly used to create displacement of pitch in the
movementsnd thus to explore shape as new parameter. For example, the first movement starts
out with achromatic line that is immediately errupted in register through a jump a minor ninth
down.Furthermore, the sixth movement is characterized through a series of wide intervals in
rightandl eft hand which can be also tied back to
his original sketh. Most noticeably alsto the listener are the middtange beginnings of a

movement in contrast the endings of each movement. With the exception of the first

movement they all have an abrugtfreme ending that is forced to stay in an unresolvee sta
suspension through a synthesisegjistral displacement, autonomous pitch content and non

simultaneous rhythmic displacementraiected in the beginng of the titleDisplaced Spaces

Wol peds intellectual cr afAtaui econemicalthesitcal t hr oug
structure evolves that brilliantly offers credence to the reality that Wolpe is a composer to be

recognized.

143 5ee footnote 36.



Chapter 3
Gestural analysis of Displaced Spaces, Shocks, Negations

The authords convi ct siomatroghy whan it flepartsstoo tfah feom thenu s i ¢
dance; [....] Bach and Mozart are never too far from physical movement.

EzraPound (1885L972), foreworchow to study poetry
to ABC of reading, 1934*

This chapter focuses on the gestuanhlysis of the studRisplaced Spaces, Shocks, Negations.

As explained in the preface, the need for a language to communicate bodily performance among
musicians and nemusicians, for example, dancers or visual artists, has led to the exploration of
related fields in order tarfd a level of common ground that is accessible and also more
universal than just an individual descriptio
literature with Le Guin (2006), for instance, who is writing about bodily cello performance, show
that theoutcome of her work is intuitive and highly differentiated, which could be satisfying for
specialists in this particular field. However, it is not always accessible toailists and

subsequently not transferrable to other instruments.

Acknowledging his gap, my goal is to applize eight basic effort shape analysis by Rudolf von
Laban to music in order to create a language to communicate bodily performiameceed for a

more universalanguage in describing physical performance in music is als@abtidged by

Broughton and Stevens (201?who advocate for a comprehensive system for analysing bodily
expression across performance context in ord

the fieldd (Brought on &uisld travuserntthe 2ighlbasic2fod ) . I

14pound, EzraThe ABC of readingntroduction by Michael Dirda, origing published in 1934, New York: New
Directions, 2010, p.14.

15 BHowever, a systematic means for analyzing and describing bodily expression that could generalize to any
instrumental music context has not thus far eventegfaughton and Stevens 2012:341).

76
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shape analysis does not rule out subjectiffityout it provides a base of communication where

users could argue to either agree or disagree with one another.

Rudolf von Laban (1872958), the creator of the LabMovement Analysis, containing the

eight basic effort shape analysis,-is recogn
practitionerdo emerge from the somatics traditions of the twentieth cep(@chiphorst
2009:195)Laban Movement Analysis is usedatool by dancers, actors, athletes, physical and
occupational therapists and is one of the most widely used systems of human movement analysis.
Rudol f von Laban is identified by various en
dance theorist twose studies of human movement not only provided the intellectual foundations

for the development of central European dance, but also unquestionably affected the tradition of

classical theatrical thinkingo ( Mobds ew@nOl09i, s
shown in the fidevel opment of rigorous theore
observation, testing and practiceo (Schiphor

Historically, the Laban eight basic effort shape analysis was employed by Laban and F.C.
Lawrence as training program to assess and increase the productivity of industrial labour in

Great Britain*’ |

n the meanti me, the employment of La
documented in diverse professional fields, such as psychotherapy, classroom education and
theatre'*® A recent Canadian stueyroup atSimonFraser University, British Columbia, has

discovered a fascinating way of generating visual outcome by employing the eight basic effort

148 See sectioB.3 for interjudge reliability

147 See Davie$2001:3652) and Légan & Lawrence 947 30) : 6t he body and its | i mbs
dynamic nuances in movements towards certain areas it

148 SeePreson-Dunlop, Valerie and SayergesleyAnne, 2010
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shape to computer scient¢é.

Applications of Laban Analysis in the field music have been found in voice performante

music therapy*, and conducting®?Adr i anés book (2008) is desig
chapter 11 an emphasis of employing the eight basic efforts to the voice in order to enhance
articulation. Adrian also warks in her chapter 13 with the categorization of drives (for the
explanation of this term seection3.2.2 in this document) to express heightened moments in
acting Halfyard (2002) introduces the eight
sequenza Il (1966). Her focus provides a summary of vocal gestures, expressed in efforts that
correspond with the material found in equenzaher study does not follow the music

sequentially. Furthermore, she is only concerned with applying the eigbtdffasts as action

drive and does not use other drives.

Schumacher and Calvet (2008) assessed a music therapy sequence with an autistic child through
Laban movement notation. The sequence is first shown without notation, in a second step the
same sequerds shown in the background whereas the foreground simultaneously moves

through the Laban notation to depict moments of synchronization.

For his dissertation, Charles Gambetta (2005) designed a study to employ the eight basic efforts

in a conducting coge. Evaluated by a panel of two conductors and two certified Movement

149 5eeSchiphorst et al. 2010 undettp://www.slideshare.net/diegomaranan/dpnasentatiospdf.
150 5eeAdrian (2008) and H& y a r d 6 s(2082uademtt:i/vavw.sequenza.me.uk/Sequenza_web.htm

151 geeSchumache& Clavet 2008.

152 see Gambetta, Charlg®010) and Billingham, Lisa A. (2009).
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Analysts, his study confirmed that Laban tr a
tools for conceiving and executing potent, persuasive movements that display genuine
equivalec e with the sounds of musico (Gambett a,
basic efforts for conducting: in the foreword of her conducting handbook (200Bigétights

the regrettable fa¢hat for most musicians, the name Rudolf Laban remegtegively unknown.

In applying the principles of Laban to conducting, Billingham stresses the fact that Laban,

contrary to other methods, treats the body as a whole and also provides a unique way of

differentiating gesture¥?>

After the basic explanatiomf t he t er mi n ol -8hgpe armlysis,U wilbpeesedts Ef f
thegestural analysis of the scorel@tplaced Space§o be able to focus in detail on
performing aspects | focus on classical accordion and lastly, focus on some critique points of

Laban 6s terminol ogy.

Since Wolpedbs music is very gestur al i n cont
an analogy between Wol peds way of composing
(Clarkson 1993:513). Clarkson further on suggests@#plthe use of the eight basic efforts in
saying:

Wol pe did not know of Labanés analysis of mo

of gesture suggksmed ysats af We fbépappddpriaterusi ¢ wo
(Clarkson 1993:53).

Encouraged through these findings in music literature, | selected the Eight Basic Efforts in order

1538 Ma n yhe athfer movement theoriesxplored for advanced study in relationship to teaching/conduang

based on movement in very specific terms that related to movement from a part of the body, not treating the body as
a whole.[..].through training and research, | now have a variety of ways to draw unique tone colors and design a
rehearsal thatisekuer ant and focusedo (Billingham, 2009: xvii).
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to apply them to the score of Wol peds musi c.
the aspect of physi calOidotsy aisn aWo |li prgplos tsanar € sa

physical method to his music will be examined.

3.1 Physicality in Wolpebs music in t|

As stated in the preface, physicality was not the primary focus of contemporary composition in
post war Germany*Sowhyd oes Wol pe6s music in particul ar
performern addition to Wolpe, there were other composers like Maxwell Davies, Olivier

Messiaen or Donald Martino that, for example challenged performer David Holzman to find
solutions for rhytmically complex passagewotRHo we v e r , St BattleaPieceWo | pe 6 s
presentedHolzmanwith ic hal | enges [ . .] that were of a di
2008:294), concerning complex metric schemes, hand autonomy and the lack of a metric center

oo gravity that cannot be achieved without N

(Holzman 2008:300).

The complex metric schemes, whether irregular such as in Messiaen, or flexibility of line and notation, as in
Martino, were made more frightery and multidimensional by the fact that the complexities of one hand
were both distinct from and of equal importance to the material of the other hand (Holzman 2008:294).

Another example from Moses and Aron (1982) by Arnold Schoenberg illustrates the
difference in material usage between Schoenberg and Wolpe concerning physicality: the first act
begins with a trichord containing tBaitle one an

Piece at the very beginning starts with the same intervals,foura nd t r i t one. How

1% There were exceptions to that, for example Hans Werner Henze-2092§ who generated a lot of his music
from dance, but more oriented on classical stuwturess and

155 5ee Holzman 2008:293.
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eighth rhythm becomes rhythmically displaced. In the first 2 measures one witnesses

i mmedi ately a displacement of accents or dnl a
expresses it. The degree of abstraction in itsragtaints well beyond physics and reaches to

achieve a metaphysical quality. Composers like Schoenberg or Stravinsky wanted to achieve
innovations through the use of clasdimodels of dance forms (e.gutes, ballets) but stayed

within the realm of stety rhythmic structures and a linear gestus. Not so Wolpe: Battle Piece
neither is a fidance compositionodo nor oriente
different quality of innovation through the displacement of accents and the loss of artedditi

sense of beat or gravity (Holzman 2008:290). He achieves a great variety of form through this

particular use of micro cells and his dialectics of compoSihg

In 1963, Eric Salzman, who had become director of the radio station \WBAhe year before,
interviewed Wolpe celebrating his sixtieth birthday with a broadéaSalzman highligts the

fact that Bheel19®944@0s nwewhech fAnew i deas came
do with the fAmusic mat er i abumeptsemselues,toghe cl os e
sounds of the instruments, to the physical characteristics of the instruments [and] to the physical
actuality of the musicians performing and op

Salzman further on sums up:

..this comnact between the mind of the composer, the mentaliyatif the performer, and the
physical activity of the performer... [is significant] (Salzmann gtd. in Clarkson 1999:401).

3 The dialectic bet we eandwithliberty Itmgan freedom ofexgpressionz ed f or m
unexpectednessyas so i mportant é[ é] éAdorno once called Schoe
we shouldgive this title of honor to Stefan Wolpe (Leutscher 2003: 134,137).

157 This conversation was edited and publishefiie Musical Quarterly 83/31999378-412.fiStefan Wolpe in
Conversati on widitet an&with & Pre3aad by Austin Glarksam.
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Wolpe concurs, taking it furthettalking about the technique of composifidhand mentioning

t hat Aithe wvery tactility and tangibility of
(Wolpe in Salzman Clarkson 1999:401)Salzman cements the fact that the audience must
understand the foregoing: this is meant not only to bearétical idea of Wolpe, but actually to

be i mpl emented, al ways being fAclosely invol

activity of the 1 ns {Salzmares qgtd. 81 Clarksoh 1999:401)per f or me

As mentioned beforéneé physical asmet of perf or mance comes thro
major piano workBattle Pieceé"®® John Cage commented on the difference between the Second

Sonat a of B o uBatdeZPiecamtde folbavingp e 0 s

The difference is that it [Battle Piece] contamsre passion than the sia. The effect of the
two works makes you tremble, at least when you hear them for the first time. BattleePiece
not only makes you tremble, it also overwhelms you wishpibwer (Cage qtd. in Clarkson
2002:85)

This statemet by John Cage raises the question from where did this overwhelming power of
Wol peds work at the time evol ve. Martin Zenc
the problem of its actualit§’ and presents new insights to answer this question (a)drom

biographical perspective and (b) from a political perspective.

(a) Zenck is convinced thBiattle Piecda s i n parti cumasi aopdeeet of i

specific demands for the player, the energetic power and the inscribed movement through dances

1583 The technique écomes the revelation point dfet musical subject, or, through the technique, the points of
revelation of the musical subject are rele@aq®dolpe qtd. inSalzmanClarkson 1999:401).

%9 Hilda Morley remembers the physical impressionezzerpt of Batle Piece made on her in 1948:remember

the first i mpact Stefanbs musi earmsmisothetimes flungwméde, abody t was
stretching itself in effort, a head thrown back in despair at times or lifted in psde mt enceé Thi s was
Battlepiecefor Piano, the first Wolpe piece | ever heard, played by David Tudor in the autumn of 1948, a month or

so after we first métNlorley, Hilda (unpub.)A thousand birds: A memoir of Stefan Wolpgpescript SWCp.3).
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and marches® He approaches the subject of physicality in looking back on earlier works that

are connected to movement either through the practical involvement of dance or'famicers

through concept of dance in the titles of piecesfkesacata (1936)or Chaconng1937).

These pieces have their origin in baroque dance forms, but are autonomous piano pieces that are
biographically influenced politically and dynamically by the choreography of Daftfamed by

the biomechanics of the twentieth century gsesented in the physical exercises of Itten and
Grunow atthe Bauhatl( Zenck 2011:71). Zenck cites Wolp
movement articulated in his |l ecture Athinkin
movement are already inherent iatBe Piecé® Zenck also quotes Herbert Briin, a student of

Wol peds in Palestine that Wolpe used i n comp

Touch with the eyes, touch with the ears, touch withthefinger Ever yt hi nigds t ou
Tadday 2010:6).

Zenck extends t his q Batle Piecgsxatghle ausprof trangition h at  Wo |

between an oral generated articulation of the fingers seen as a unity in Beethoven to a whole

180 5eezenck2011:61-92.

Y'4Die besti mmten Handhabungen beim Klavierspielen, d
eingeschriebenen Bewegungsartesn Tanzen und Méarschen und debrertragung auf den Spieler und Horer
wei s en BaildRkedd seonderer Weise als Kbrpdu s i k a u 80&1:88)Ze nc k

162 7enck mentiondusic for a dancewhich is composed much later (1950). It is more appropriate in my
understanding to argue for the pieceshie early forties, see sectidr8 of this dissertatian

“Both, Wolpe and Laban have been familiar with Dal co:
Wigman (Moore 2009:19) and Wolpe through his second wife Irma (Norg Bofiadday2011:49)

184 See section.2.1 and 1.2.3 about the influence ofidores Itten and Gertrud Grunam Wolpe
1% #Das NichtParallelGehen, sondern das extreme Auseinandergehen der beiden Hande, so wie deren

gegenlaufige, rhythmisch immer wieder unterbrochene Bewegung und ihre Rucklaufigkeit, die den Pianisten
bekannte Passagegnn hinten nach vorne spielen [a6sb (Zenck 2011:84).
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body movement where the fingers/hands are the extensions of theboHgl&® Zenck (2011)
agrees wittHolzman (2003) that the passagek needs to be done from the whole muscular and
energetic body to provide an inner unity to the fragmented style that is generated by displaced

rhythm and spaces.

(b) Politically, Zenck say®Vo | pBatllesPiecc an be seen as an attemp
onebs bodyodo meaning a paradigm sHiHea @ oaormpocro
habito of Wolpebés music is in Zenckds opinio
the denial of body imtegralserial music of the early fifties. In music history, one can surmise

that the cerebral content of serial music might also act as a counter reaction to the misuse or

abuse of the body under the Hitler regitffe.

Wo | p e 0 sasconirasi, expresses a desire to touch and to be touched without the overly
expresi ve | ate romantic Aespressivoo, rather h
mind, as msicologist Dick Leutscher mentiomsreference td . W.  Agcommerid the

radio in 1940 (Leutscher 2003:13%9Wolpe was still highly influenced by socialist thinking in

| nsgesamt zeigt sich hier aber eben der entscheide
Finger zu einer K°rperbewegung, bei dendesdgamenKorpegser / di
sindd (Zenck 2011:68).

¥Hziel ist es eben, dean dPrauvmdli ggmemder hBed k vioomnsger AM
AKonstruktionfi auf die Korporalit2at hin zu wenden unc
neuenKorperlichkeit zu stelletd(Zenck 2011:66).

A1 n diesem Zusammenhang kann die serielle Musik der
Berilhrungsangst und Beruhrungsverweigerung gesehen werden: nicht als immer wieder stigmatisierte Cerebralitét
undVerkopfung (wie der Vorwurf meist unbesonnen lautet), sondern als Reaktion auf den missbrauchten Korper,
dem die Medien der Nazis ihre Bertihrungsl Uberviltigungswut aufgezwungen halig@enck 2011:85).

¥FWol pes Musi k hat ni c hrmastiscimn Ausdiueksidenl eu tun Und michi emag etwas o
mit dem musikalischen Expressionismus. Hier will nicht ein Ton oder ein Akkord einen Abgrund der Seele
aufdecken. Aber die musikalische Sprache als ganze wird so leidenschaftlich gesprochen etaBis@rutk des
Extremen hervorbringt: etwa so wie orientalische, zumal arabische Musik, die gar nichts mit unserer
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the mid forties when he wroattle Pieceand the StudisplacedSpaces He was convinced
that his music should speak to people with the subtextagnmining authoritarian regimes,
himself being able to signal to people what music can be about in his imagiiaidoipe was
consuned with the idea that avagarde art can senioth the ma on the street and the

cultivatedlisteneo (Clarkson 2003:1)

To sum up observations about the physicalit)

Tudor s premiere of the piece as foll ows:

The unrelenting energy of the playiagth its jabbing, slaslnig, punching attacks scattered
throughout the musicalpaceprojected an image of commitmesyffering and heroic struggle
(Clarkson 2002:85).

Two of the three adjectives toirtherdescribe thetat acks i n this quote ac
theory of eight basic effort§¢ slashing and A p un c hthe traninologyB.abam u s e
developeds taken from movements of evday life, it facilitates use bgonchoreographers or

dancers. It will be transferred to music in the followsertionwnhi ch descri bes W

Displaced Spaces

3.2 The basic effort graphic notation Laban and the process of selection of
signs

The eight basic effort shape analysis is bas
belong to everyday lif&"* In order to record and evaluate any action or movement within the
four motion factors, namely time, space, weight and flow, Laban invented the complete effort

graph (see Appendix C, figure C.1). The categoeightis placed vertically, from light (top) to

Ausdruckstradition zu tun hat, durch ihre ganze Diktion vorgtigrendsten Leidenschaft zeat.wW. Adorno in
Reese, 1997:4).

70 Clarkson personal conversatiam 27 April 2012.
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strong (bottom). The categoftpw is presented in a horizontal fashiorgrh free (left side) to
bound (right side). The categmspaceis placed threglimensionally and ranges from direct
(right side) to flexible (upper side). The last categtinyg, is represented through two detached
lines on the right side (sudden) and tle (sustained). Through the four motion facteegyht,
time, spae and flow with opposite polasrong/light sudden/sustained, direct/flexible and

bound/free, movement can be daised as comprehensively as possible.

The effort drive, derived fromhe complete effort graph, is divided into taion drive(time,

space, weight) and thieansformation driveflow replaces either weight, or space, or time). A
transformation drive and a basic effort action cannot occur at the same time, but thelpean fol
each other sequentially (Bartenieff & Lewis, qtd. in Broughton & Stevens 2012:344). Therefore |
will explain the action drive isection3.2.1 and the transformation drive separatelygiction

3.2.2.

The effort graph, omitting the motion factor flobhecomes the base for the creation of the
graphic symbols that are used in the followsegtion3.3 to describe the actions in the score.
For example, the graphic symbol of an effort action natnedtwith the variables strong,

direct and sudden consf a vertical line down (weight: strong), a horizontal line to the right
(space: direct) and detached horizontal line to the right (time: sudden). If only the detached
horizontal line (time) is changed, the symbol is changed floustto press(strong direct,
sustained). If only the vertical line (weight) is changed (from strong to light), the basic effort
becomeslabinstead othrust And if the motion factor space, indicated by a line to the right

(direct) or up (flexible) is changed, the effortian becomeslashinstead othrust(a full list of

17 aban could envisage our natural potential and makelist our freedom(Newiove & Dalby, 2004:129).
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changing motion factors is presented in figure C.1.1).

In order to apply the effort symbols and transformation drives to the musical score, decisions

have to be made about (a) how to define units thabeian object to be expressed in a sign, (b)

how to match the object with the sign and (c) how to interpret the made choice of sign. Naomi
Cummi n g dte Sénic 88(2000) explores the theory of signs by Charles Sanders Peirce

and transfers the ternwlogy to music. In being aware of the subjectivity of the individual and
making a distinction between fAsubject and su
accordance with Peirceds theory separantes th
Feeling transfers into quality, reacting into event and rationalisation into convention. The

outcome of the first column is possibility, the second actuality and the third a pattern or rule
(Cumming 2000:65). This categorisation, also seen as criffg@uimming for its hierarchy and
schematic outlook? seemed to be a valid theory of musical semiotics in the process of making
choices for the correlation of the music and the signs, which cannot be a litetalmre

transferral™ P ei r c e 6 s gige ihclutes the nmaybe (firét category: possibility), the

actual (second category: actuality) and the wdaddpattern or rule) (Peirce in Cumming

2000:79).

(a) the first question raised for the Labant
meaningful units. Cumming is cognizant of t he

otherwise titled [as Wolpebds study with its

4 Any schematism holds the danger of coming tsof | ook |

thought. The sets of answers to Peirceb6s questions at
yield a restrictive result like this in interpreters obsdssewi t h ¢ | as s i f2000:808/4)ond ( Cummi n ¢
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obvious sense, but rather m20@®). alsn i Wesl mev,n
formo is presented i n Displaced&Spaegssudden changésearue nt
(Shocks,Negation$, time and space play a rokerfew sort of relationship in Space, Pattern,

TempQ; a myriad of new relationshipgtween parameters of the action dritiene, space,

weight-can be seen in the continuous headneersity of Actions, Interreactionéinally, the
employment of the transformation drive for heightened moments of performance could be

implied through théast word in the titléntensities. Thus, meaningful units are found in the

change of character of the material, such as, articulation changes, note value changes, dynamic
changes, rhythmic changes etcetera. To find an appropriate symbol that is naitiisabgut
rather a summary of the qualities of body mo
interpretant [a community that understatitke link between sign and object by habituation, in

my case, Laban infor medng?0800p).l e] is definitiyv

(b) The task of how to match the object with
sign theory poses three questions: First, fw
of sign is this?0 ( threemptiong, thididlgdsedBnd@ mast Out o f
appropriate to my application of Laban, because the sign represents a quality of three parameters,
time, weight and spadé’Second, fwhat is the connection b
2000: 86). | chose théitd categorysymbol as appropriate to Laban, because the relationship

between sign and object is conventionally stipulated and requires knowledge of the convention

for i1its interpretation. I n order t o dndthew t he

3% TMere can be no semiotiosf musi c i f b ykind sf thiggwhichistandsvigaadrhéencedsread

as, another kind of thing. There cannot be a semiotics of music because musical structure canhat suppor
semantic8 (Ann Clark, gtd. in Cumming@000:76).
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relationship between the complete effort graph and the generation of symbol from it as a

template.

(c) The third question, Ahow i1 s the sign to
interpret the made choice of sign. It raises the questiliow the sign appears to the interpreter,
whether as a possibility, as a fact or proceeding from logical relationships. | selected the

rhematic signbyrnememe ani ng t hat #Afor the interpretant
possi bil i tdyedr swhoiocdh aiss aunr epresenting Asuch a

certain community (Cumming 2000:967.

As a conclusion, the Laban symbols are chosen by me, the interpretieslify(the first

category of Peirce), asqmalitative sigrthat gves apossibility(first category) to createpattern
orrue(t hird category). Cumming states that say
make them | ess I mportant or suggest that the
2000:75) As described in the preface, the reaso
an appropriate tool lies in the diversification presented in the title of the study which expresses
frequent changes of parameters such as dynamics, articulation, letesypatial patterns and so

forth.

3.2.1 The eight basic effort action drives and subcategories
Theaction drive describes gedirected movements and is divided in eight basic effort actions.

All effort actions consist of three motion factors, weiginhe and space. These elements can

" AThe qualisign could not come to attention unless it were embodied in a musical event, or set of events that have

become unified into a composite wholeo (Cumming 2000:
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take on opposite qualities of sudden/sustained, strong/light, and direct/flexible (and nuances in
between in the subcategories). For example, the effort abtiostis composed of the variables
strong, direct and suddewhereas the effort acti@tashis also strong, but flexible and

sudden-’® In employing the three motion factors weight, space and time, Laban creates eight
basic effort actions that are nantadust, dab, press, glide, slash, flick, wriagdfloat. In order

to make the motion factors visually accessible, Laban placed the dimensional cross of weight,
time and space within a cube and ordered the eight basic effort actions in each corner. Laban
called this imaginary structutee dynamosphet# (see Appendix, figure C.1.2) This image

is especially helpful to determine if one or two motion factors change.

In orderto be able to put more emphasis on weight, flow or space, a basic effort can be stressed
by adding a dot to highlight motion factor. For exampléhe basic effort action idab (light,

direct sudden), an increased emphasis on the lightness (weight) wouldbeteateemphasis on

the directness (space) would be naregxl and lastly, an emphasis on the suddenness (time)

would result inshake(for a full list of subcategories, see figure C.1.3).

3.2.2 The three transformation drives
Besides the action drive with its eight basic effort motion factors, three transformation drives
complete the effort drive. A transformation drive consists ofguai directed movements and

replaces one of the motion factors, space, weight or time with flow. Not all movements fall under

™Al nsofar as the music presents ficoni mdybesemgedded,iti n wl
cannot do more than suggest fipossibilitieso. No icon
what it presentso (Cumming 2000:101) .

178 Further examples of basic effort actions and their variables are foundions&a.
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the category of goal directed: for instance, a hand that punches onto an objedirégoedl) is
different from waving a hand t@ag goodbye (nowgoal directed). Therefore, transformation

drives take on three different combinations. If the motion factor space is replaced through flow,
the transformation drive is callgghssion drivgweight, time, flow). If the motion factor time is
replaced through flow, the transformation drive is cadlpell drive(weight, space, flow). Lastly,

if the motion factor weight is replaced through flow, the transformation drive is vaied

drive (time, space, flow; for a listing of these drives gere C.1.4).

3.3 An eight basic effort movement analysis of Displaced Spaces

As explained in the abowection | will focus on theeffort drive"®to describe the gestural

movements in Wolpebs score.

My effort analysis has been tested intenlgive the process gbreparation for playing the study
Displaced Spacesn the classical accordion at my final doctoral recital in May 2012. |

incorporated the efforts of the action drive and transformation drive in my playing by
experimenting with various efforedter an initial period of instruction through dancer Angela
Blumberg. At the next stage we were collaborating in selecting the signs for the score through
performance and dance. My decisions of choos
choreogaphy to the piece as well as through the overall form of the piece, especially the endings

of the movements.

The effort drive is divided intaction drive which contains the three dimensions weight, time

177 ~

ATheamdysipher e was Hearagnarystructure or thredmensional chart which shows the
dynamicsof the eightbasic efforts and their relationship to each other within the kinesphere, which is our movement
g | o tNewdove & Ddby 2004:141).
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and space anmansformation drivehat replacesme of the dimensions, either weight, time or

space with flow. In thactiondrivewh i ch consdisrtectodd digmavement s

weight factor can either be strong or light, time can be sudden or sustained and space can be
direct or flexible!”® Theseparameters create the base for the eight basic effort actions which are
thrustor stamp® (strong, direct, suddenjab (light, direct, suddenpress(strong, direct,
sustained)glide (light, direct, sustained¥lash(strong, flexible, suddenflick (light, flexible,

sudden)wring (strong, flexible, sustained) afidat (light, flexible, sustained).

Thetransformation drivewh i ¢ h ¢ o n s i sdtisr eocft efidnoo nmogvoearie nt i
drives that are namegghssion drivgweight, time, flow)spell drive (weight, flow space) and

vision drive(flow, time, space). According to Bartenieff and Lewis (1980) a transformation drive
and a basic effort action cannot occur at the same time; they follow each other sequentially
(Broughton & Stevens 2012:3)4I'he transformation drive is used for moments with heightened

expressiort®! Laban himself explains the use of the parameters of the effort drives as follows:

In considering the combination of the three motion factoesaksive at a basic set of new
variations. These are usually observed when the expressiomgsmtense, more pronounced
and more communicative than the display of inner aggutlaban, in Dalby & Newlove,
2004:196).

Significant interjudge reliability for the motion factors weighttase and time, but not for

178 More detailed information on the effort drive is available in Broughton and Stevens (2012), Mg} (2alby
& Newlove (2004)and by Labamimself (Ullmann1960)

19 Or indirectin Broughton and Stevens (20323)
180 Or punch inBroughbn and Stevens (201343).

1818 H o wee when feelings are involvetlow, either bound or free, is of paraméun i mport ance;. . . 0

Newlove 2004:154).

S

(L
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flow has been reported by McCoubry (198#)Therefore, | focus more on the action drives than
the transformation drives. The action drives chosen for the musical score are dependent on the
factors weight, time and space. A fewaexles shall illustrate theegeral use of the effort signs

the specific use is explained in detail in the following analyisvever, the lack of interjudge
reliability for the factor flow has not prevented me away from using the transformation drives,

especially at heightened moments at the endings, where the use of free flow is'fidtable.

Wei ght in Wolpebdbs score can be indicated pri
between dab (light acceRartl, m.1) and thrust (strong accemat I, end of m. 2. Space can be

direct (as seen narrow movement,if@tance, a chromatic scale in Part |, norlin any

movement that is goal directed) or flexible (see in lines with a lot of leaps, wide spans and up

and down movement, as sdeart I1l,m. 3). Time can be indicated through a sudden or sustained
character in the value of notes (see the sudden change from the half note to the eighth note in the
left hand in measure 1, or sustained character in the stretched movement of the quarter notes in

Partl, m. 9.

| will go through each movement separately to explain the action drives and comment on the
transformation drives separately afterwards. The graphic notation on the score follows the effort

graph notation and is explainedseaction3.2.

182 McCoubrey, C. (1984). Effort observation in movement research: An interobserver reliability stu mast er 6 s
thesis, Hahnemann University, Philadelphia, PA.

183 pjanist David Holzman makes clear in his 2008 articiehe performance of Battle Piece that the factor of

transformation drive plays an importantroleintmisier pr et at i o n iGné mugallimn@atelyphear threes i ¢ :
speeds and four emotions as in a tranceéThese moti ves
rendered asviborat physi cal gestures without conscious brain i
wills, whether onedés brain commands it or noto (Hol zr
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3.3.1 Moderately
The first movement represents all three forms of change of parameters concerniggdate (
dab m.1), weight dabto thrust m.2) and spacdi@at to smooth. It combines action drives
(mm.15) with transformation drivegpé@ssion drivem.6). A full score with the effort graph

notation is found in Appendix C, figure C.2.1.

Measure Xtarts witha descending, then ascending chromatic scale that is spraadwat
hands, an octave apart. This is best representedghdb, since the moveant is light (see

dynamics), direct (chromatic scale) and sustained, even when another movement is performed

simultaneously. This is the case when the left hand performs a different action in measure 2 that

is described adab, because it is a light, direand sudden movement. Through the crescendo,
one of the parameters, weight, is changed fdaimto thrustto create a stronger punch for the
accent at the end of measure 2. Another parameter is changed for the continuation of the left
hand. The actiothrusttransforms intgressthat changes the time from sudden to sustained
(compare the short impact on the accented eighth note to the following E that is sustained for
four quarters). During this sustained movement in the left hand, the right hand raockés b
subcategory oflide, calledsmear which puts the emphasis on the parameter space (which is

extended into measure 4).

Measure 4 moves into a state of Ai mploded?o
described wittloat to connote the gjht, flexible and sustained quality. Measure 5 suspends the
ending in a downward motion of quarters that feel even more extended through the rhythmic
proportion 4:3. | describe this motion stsetch which is a subcategory @fring to express the

sustaind, strong and flexible quality with the emphasissostained. The ending is a Ron

resolved figure that acts as a slower trill that is stopped suddenly, like stopping a pendulum from

c
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swinging. For théast measure | suggest to ingetransformation drivédecause of the new
element of free flow. Thpassion drivevith the parameters weight (light), time (sudden) and

flow (free) describes the ending best in my opinion

3.3.2 Wild

In thesecond movement, the basic effering depicts the beginning with a samed (half

notes), flexible (ascending line) and strong (forte) quéieée figure C.2.1)Measure 2 changes
suddenly to the subcategorysésh categorized undavhip with the emphasis on suddenness.
Only one parameter, time has changed, which setpressed in the eighth notes that come in
suddenly with an accent in the right hand. The motion changes to the subcatélcikywhich

is jerkin measure 2 to emphasize more on the flexible, light and, most importantly, the sudden
quality. The endfomeasure 3 moves in both hands towards a fast exchange of similar tone
material within a narrow range, representeddpy a subcategory afabgiving more emphasis

on the directness in space.

The motion factor space is changed in the middle of measuhei® the range all of a sudden
explodes and both hands move ysamultaneously after a moment of unity on @&ave. This
change is illustrated through the space change taprito flick that moves from direct to flexible
through the explosion of rangBhe movement ends in measure 4 with an ascending sudden
figure on a septuplet. For this sudden motion | suggest a transformation drivisjghelrive

with the parameterifow (free), ime (sudden) and space (flexibl&)smooth transition into the
nextmovement fronlick to squeezés again not possible since the described effort actions have

no parameters in common this time.

3.3.3 Animated

The third movemergtarts with asqueezea subcategory giresswith the parameters direct
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(quarter movemennitriadg, strong and sustained (forte), see figure C2dqueezgas chosen

to put more emphasis on the sustained quality of the movement. The movement is actually
sustained until measure 7, where the right hand moves to an accented G that is deileribed w

poke a subcategory dhrust emphasizing the suddenness of the action. Only the first G has an
accent, which explains the change frpaketo pat, a subcategory afabwith more emphasis on
lightness in weight. Only one parameter is changed froketo patwhich is the weight. From

measure 9 on, both hands take on separate lines, as seen in the score in the largely ascending line
in the right hand and the largely descending line in the left. | will describe the effort actions

separately in each hand.

The right hand has an upward gliding quality with the emphasis on the sustained movement;
thereforesmudgeas subcategory is chosen. To the next basic effort on the eighth note triplet,
only the category space has changed, which is now flexible whidiichie througHloat as

basic effort.

The left hand comes in withautin measure 9, subcategorymesswith the emphasis on
directnessCutis followed bywhip, the beginning of the quintuplet with is marked by a
sforzandoWhipis sudden (change frogquarter to quintuplet), flexible (quintuplet) and strong
(sforzand® and emphasizes the suddenness of the movement. Both hands, left hand before right
hand end in a transformation drive: | suggest agaion drivewith flow (free), time (sudden)

and spae (flexible) as parameters for the non simultaneous ending

3.3.4 Quick, gay
The fourth movement mainly employs the basic effbotst, glide, flick anddab (see figure
C.2.2).All of these elements have the light quality in common. The movement sitrts w

strokein both hands, a subcategoryflofat with more emphasis on the sustained element. The
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right hand changes fbck, in measure :2As the eight notes come in, the time factis more
sudden. Measurechanges back to quarter notes, but widttsato markings for the right hand,
therefore | employegat, the subcategory afabthat highlights the lightness. The left hand has a
legato marking from the half note into the quarter followed by an accentuated quarter. This
motion is expressed by usiggide (light, direct, sustained) for the legato marking daf (light,
direct, sudden) for the accent. Both efforts have the two factors weight and space in common,
only time has changed from sustained to sudden. In measure 4, the right hand mowesitiack t
in the subcategory dfap to highlight the flexibility. The left hand has a series of accentuated
eight notes that are grouped in three against the right hand. To express the suddenness of the
accentspokeas a subcategory dirustis used, fdbwed bytap (light, direct, sudden, emphasis
on direct), when the articulation marking changes to short accents above the note. Measure 5
narrows the right har@dexibility; therefore | changed back froftap to flick. The left hand has
an ascending dtonic scale which | describe wigsimear(light, direct, sustained with emphasis

on direct).

In measure 6, the right hand takes aylede, whereas the left hand has spaced out quarters to
which | assignedloat. The end of the line is interrupted with tteéurn of eightt notes,
accentuated after a rest. The suddenness was best expresgetkyatBubcategory dfick
(sudden, flexible, light). The right hand also goes back tolemgites, but without accenddb),
followed by regular spaced out quast€lick). At the end of measure 7, the left hand joins the
guarters that are again widely spaced, therefore | emplsied subcategory dfoat (light,
flexible, sustained) to create more emphasis on the flexibility. The articulation change in the
right hand to staccato brings bauit (see measure 3). The movement finishespassion drive

the transformation drive that combines light weight, sudden time and free flow.
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3.3.5 Excited but firm
In contrasto all other movements, this movement stavith a transformation drive instead of an
action drive(see figure C.2.3)The titleexcited but firnthat might sound contradictory at first is
expressed in two different drives. The first measure begins sipleladrive(strong weight,
flexible spacebound flow), that could be described as firm. The next measure changes into a
sudden outburst of ascending elghotes, which changes all parameters from spglagsion
drive (light, sudden, free) to match the excited quality. In measure 3, | wetdamploy
action drives, such geessfor both hands (strong, direct, sustained) that changkitiin the
left hand for the falling quarters amdip for the accented eigfnote groupings. The right
handds descendi ng t r irmpoteéneis descdbedwodtrdtchy dott ed

subcategory ofvring giving more emphasis on the sustained time.

In measure4-7, the left hand consists exclusively of eight notes that are interrupted by eight
note rests. | assigndlitk (light, flexible suddenjo the ascending, not slurred eilghtstrew

(light, flexible, sustained with emphasis on light) to the ascending slurretheeyindflip (more

light, flexible, sudden) to the descending eigmbtes. At the end of measure 7, the rhythmic
pattern collapss in a norsimultaneous triplet figure for which | usédat in the right hand and

the subcategorgtrewto command the greater lightness in the left hand. The left hand returns to

guarters plus eighths that are tied. | ugkde to seek out the susta&id, light and direct quality.

The left hand in measure 9 changes again to a different rhythmic pattern in three to which |
assignedtir for its light (highlighted), flexible and sustained quality. It only changes in the last
measure tdloat for the quarers and finishes with three eighths, the middle one accentuated. To
emphasize the suddenness of the three eighths at the endjdrks&te right hand in measure

9 also undergoes a change utilizing consecutive eight notes again (expresdkg, with
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sulrategory oflick), moves tdapin measure 11 (light, direct, sudden, more emphasis on direct
to show the steady quality of the eight notes) and finishéapglight, sudden, more emphasis

on flexibility since the motion of notes is spaced out).

3.3.6 Moving. passionately tender

The sixth movement rhythmically creates the greatest feeling ofendepce of all movements
so far(see figure C.2.4)t is saturated with the same material ([013] sets), but spaced out in
different octaves within one voi@¥ between the voices. The left hand starts glidipgn
octavedisplaced wholestep 6mudggthat ends in a sudden, direct, light movemshake with
more emphasis on suddenness). The right hand carries on, also indispdaeed halstep

material hat has a light, flexible and sustained quality, highlighting the flexibility titt

I n measure 3, the | eft handds entry (on the
time) is speeded up in a triplet sixteenth motion that functions asacrusis to measure 4. |
assignederk to project a sudden, light and flexible effect. This motion is continued in the right
hand, but ends with a repetitive sequence of narrowshegf material. | chosamooth a

subcategory ofjlide as effort sigr(light, direct, sustained, with emphasis on light). Since the left
handbds juxtaposed |l egato |Iine reintroduces

and 3, | again selectestr.

Measure 5 utilizes jumps with dotted eighths plus sixteerttteimight and wide leaps in the left
hand. The jumps are conveyed wstrew, as in measure 7 in the right hafidhe wide leaps in

the left are assigned gide, and when the first leap ends in a staccato, | ctlab& achieve

the light, direct and sutn ending of the leap. The end of measure 5 in the right hand returns to

the halfstep sequence that started in measure 4. | seleTigothagain. Similarly, the left hand
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in measure 7 has an anacrusis, much the same as in measure 3, angetictoosmphasize the
difference between the earlier gliding movement with the sudden, flexible, light quality of this
figure. When the right hand enters after an eighth rest, | selgicéyg a subcategory dfoat

(light, flexible and sustained) sustaining atalar lightness. The left hand has a similar setting,
but is not synchronized in rhythm to the right hand, having only one down and up motion. It has
a grounded qudl utilizing four eighth notes at the end of the measure. | cthogeas the basic

effort rather tharstrew,which has less emphasis on lightness.

Measure 8 begins with an accentuated, fast movement in thgitkftagainst the quickest speed
of notes of the whole movement in the right (thirtyseconds). | assifjped the fast righhand
movement for its sudden, light and flexible quality (with more emphasis on lightness) before the

line goes back to a mostly legato lirstir, like the left hand in measure 4).

The left hand changes as an accentuated descending sixteenth grounpéarguisted by eighth

rests in measure 9. | selectéap for the light, flexible and sudden character, highlighting the
flexibility. This movement is shortly interrupted bylaating set of two eighth notes that end in

a staccatdlip (same basic categpas flap with more emphasis on lightness). In measure 10, the
line of the left hand is similarly interrupted, but with a set of staccato eighths that are not as light
and more direct as the sixteenths in the earlier measure. Therefore laghight, sudden,

direct) to express particular directness.

Measure 11 has a steady rhythm in the right hand with prolonged notes that move into a flexible
legato line in measure 12. For the strong (see crescendo), flexible (see jumps) and sustained (see
note valug) quality | chosevring, followed bystir, seen at the very beginning to represent

floating movement that emphasizes flexibility. The left hand starts with a gliding movement

(eighth plus sixteenth) that expands in range. Therefore | changed thesame quality
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assigned to the right hand, but the hands movesimonltaneously consistent with the rhythmic

outset.

The movement ends in measure 13 with a transformation drive that employs the parameters
weight, flow and space. Through the rhythm of asoentine in the left, there is a light quality,

but through the sameness of the rhythm also a bound quality. Both hands cover a wide range,
therefore the space element | chose is flexible. All three parameters, light, bound and flexible are

represented ithespell drivethat | chose for the end of this movement

3.3.7 Not too slow. stark

The seventh movement is the most complex movement of all, but most clearly subdivided into
four parts(see figure C.2.5Part one (mm-Z, until pit mossQ is describeavith basic efforts

and subcategories of the action drive. Part two (mf#,8intil tempo ) consists of a
transformation drive. Part threein. 15-first half 19) goes back to action drive, whereas the

ending contains again a transformation drive.

Measurel starts with atirring movement (subcategory ofioat, more emphasis on flexibility)

that changes tglide in measure 2 (the flexibility is replaced with a greater sense of direction
towards the low G#). Measure 3 interrupts the steadiness of quaitteessudden sixteenth

figure (erk, for light, flexible and sudden, emphasizing the suddenness). After an eighth rest, an
upwards moving triplet figure in both hands changes the rhythmic feel. | selgriasi

subcategory dfiick to express the lightlexible and sudden quality, highlighting the lightness in
particular. Measure 4 continues with the quarters from measures2] lanidgrouped differently

in two sets of three. The first three have a legato quality much like the beginning, but with more
sense of direction. Therefore | chagmooth(light, direct, sustained, emphasizing lightness). The

next three are heavier through teeutomarkings and the crescendo; | selegszssto show



the strong, sustained, but flexible movement.

Measure 5 pr&nts a change with the accentuated eighth note that is followed after an eighth rest
by a sixteenth plus eighth. The accent and the regularity of the eighths distinguish this motive
from the triplet motion in measure 3. | assigned more weight, and mentrgiss to this motive

(punch, but as a release less weight, therefore | chasg@lso sudden and direct, but lighter).

Measure 6 brings back steady quarters, first with a legato marking, then with a crescendo
marking into measure 7. For measure 6,dsasmudgglight, direct, sustained with more
emphasis on sustained), movingtpueezethat also has an emphasis on the sustained element,
but is stronger and more direct. The second half of measure 7 brings back triplet motion and
sixteenths at the velend. The sudden acceleration towardspifienossan the crescendo was
best expressed thrust(strong, direct, sudden), followed by a subcategory of thpogg

emphasizing more the suddenness.

The end of measure 7 acts as an anacrusis for measovea8ds, which | chose to describe as
transformation drive since the element of flow is of significant importance. From measure 8 until
measure 14, the flow is free, the time is sudden and the weight is light which results into a
passion driveThe only ime whee an action drive in this part occussat the beginning of

measure 12 and 13. Both beginnings synchronize right and left hand rhythmically for the first
time in this section. This sudden, strong and direct movement was best expresgemetita

subcategory othrustwith more emphasis on the directness.

Theend of measure lrgsults in anothasction drive: this is the third time where the hands start
out synchronized in eighths, but only sustained for two eighths. | glutide describe the

strong, flexible and sustained notion highlighting the strength conveyed in the simultaneous
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movement of both hands. The right hand in measure 15 moves forwartgnvitomarked
guarters that move up and down. | assigsteetchas quality to describe tistrong, flexible and

sustained elements in order to highlight the sustained parameter.

Measure 17 interrupts the stretch with a more sudden movement that is still strong (sf), but
spaced out. Therefore | chaseow, a subcategory aflash(strong, flexilbe, sudden) giving
more emphasis on flexibility. Measure 18 goes back tattieéchin the right hand, joined by a
jerk on two fragmented sixteenths in the left haletkis a subcategory dhick that sets up the

last half of measur#9, the ending ofite whole piece.

The ending of the movement is again best described in a transformation drive. | satsated
drive for the free flow, sudden time and flexible space. The change from action to vision drive

expressed in timing, flow and flexibility allowsr the piece to end in a more impacting manner.

3.4 Summary of gestural analysis

The gestural analysis has brought my attention to small changes of parameters in the music that |
might not have noticed with a musical analysis only. Specifically themganadf movements |, I,

I, IV, VI and VIl became easier to play with the incorporation of the transformation drives. A
change of subcategory, for example betwdgmandpatin movement IV, measure 3, brings

more nuance t o one 6 swilglustaateithis:ghe ved first gelteglide e x a mp |
and the switch tdabdiffers only in time (sustained versus sudden). A performer whose attention

is brought to this one change more likely focuses on bringing out this nuance in addressing the
factor time, but also knowing the remaining factors weight and space stay the same way so that

an overreaction to the change of parameters is avoided.

The gestural analysis presents a way of describing gestures in the music apart from using any
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specific instrumentThe advantage of examining a score and selecting appropriate signs with the
Laban method prepares the performer for searching to bring out gestures in the music

individually on his/her instrument. So far there has been no standard or agreed method for
performers of how to notate physical gesture in méf&ic

The Laban method could prove to be a valuable way of notating and expressing physical

gestures. The selected signs act as guidelines to reach a deeper level of understanding of the
physical gesture inlment in the music. Realizing that this innovative idea covers new ground, |

will try to bridge this approach with a conventional descriptive approach to body gestures. Since
there is a lack of any performance literature on the accordion for the musefaof Blolpe, two
essays by David Hol zman, BattleRiecésernseaddimrgducdikonimo n e n

the section about specific physical approach on the accordion.

35Davi d Hol zmansdé physical approach of
In his first essay, Holzman (2003) compares his physical approaBhttte Piecewith that of

the interpretation of the first | ewhbigavgy e x p o
the premiere of the piece in 1950. The difference in the physical approach jpebfmrmances
signals Tudords approach f r omt dbgiract imelgseiaa s a g
quasisurreal atmosphere mainly achieved through gliding fingers (Holzman 200$°188)

Holzman, on the other hand, is more focused on shapesgsidally uses more arm with
fingers being deeper in the keys. Tudordés pe

whereas Holzmareing more traditionally oriented, looks backward. Tudor produces more

184 See Broughton and Stevens 2012:341.
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neutral groups of notes through his light touchureqg less tension, but has no distinction
between stacatissimo and marcatissimo differences that would enhance hearing the Battle.
Holzman questions whether one would even hear the Battle (2003:193). Holzman combines
finger, arm and stable hand positimncreate an intense rhythmic drive, with fingers recessed
deeply inside keys while arm gestures enforce strong beats. Regarding rhythmic intensity,

Holzman says:

For me, the rhythmic war f asegheregiste¥bdtweendhe Bat t
hands so disparate, the intervals so strident, and the momsattigarly driving toward this
passage that extreme physical exertions are required to do it justice (Holzman 2003:196).

Holzman stiffens his arms to create hamufiler attacks. He recognizdsu d o r se ofraronn
attack on strong beats (Holzman 2003:196). F
convincing in its own termso (Holzman 2003: 2
about his intuition and self consciousness amdes the reader through the mind process of

preparing for the beginning of the piece:

Thus, | recognize the scary leap which begins Part 1 alderat t han fpr equiter e t
awkward position by arriving there ahead of time,dftfe o r  fositor thuslldwiag ap

somewhat flamboyant gesture to take me there with both the rhytimst andhe weighted

attack with are essential (Holzman 2003:206) .

I n this excerpt, Hol zman reveals how i mport a
succesf ully prepare for the next gesture. He r
of Battle Pieceo commune not only with the music and the listener, but equally with

themselveso (2003:206) .

To solidify his premise, Holzman has written a secotidlar(2008) on the same topic in which

®Recordings of Tudoroés perzmanmanper ( @0paraavalable @O D an
Compact Disc accompanying the bd@k the music of Stefan Wolpe: Essays and Recolleciah®8y Austin
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he is even more specific about certain body parts and their role in enhancing the music. |
subcategorize as follows: the first category is extensions which includes remarks on finger, hand,
wrist and by extension armeck and back. The second category includes comments on whole
body movements, like tilting, for example. Lastly, the third category deals with breath and

coordination.

3.4.1 Extensions movements

For Part | ofBattle Piece Holzman reports that the expamgland contracting tempi, the

irregular rhythmic groupings and the violent accents need a separation of physical gesture and
mental presence (Holzman 2008: 294). The finger work is described with a variety of adjectives
through the article, for instancé,f or cef ul 6 in part |, Afl eshyo
for part 11, Asuperficial o and Adistincto fo
to the arm act more as a release than an attack (Holzman 2003:196).The arm attaclkye&lemplo

to play chords in part Which sometimes appears relaxed or limp in one hand while the other
hand has a different attack (Holzman 2008: 209
the rhythmically complex parts. To bring out a gesture, the oaakl be jerked downwards

(Holzman 2003:104) or can be stiffened in order to create more tension if needed.

3.4.2 Tilting movements
A tilting body movement would involve the whole body producing a slight adjustment to the
music so as to bring out a line gpecific sustained or sudden gesture. Holzman tilts his body to

emphasize a bass line in Part II:

This 26 measure wasteland...required, as before, one regéhbwith a straight back aatmost
indiscernible tilting of the body towards the commandiagsbline (Holzman 2008:298).

Clarkson(2003).



And for the ending of Part lII:
As earlier, the perf or meedafectiobetweegthethantitingi s t o
the body (or at least the mind) towards the left hand, where the gestures ainmpfacabé and
must be achieved by arm touch (Holzman 2008:300).

3.4.3 Breath and coordination

The lower back is stiffened to sustain the holding of breath. Holzman expresses the performance

mode for the middle part of part | as follows:

It can only be achieved inu | | by Ahol di eingeaning aestffdowdr baeleosed 6, h e
or unfocused eyes , anahdamsweilectithe maglatraekisg place | et
(2008:295).

Sometimes the back needs to be straight or erect in order to createension (2008:298).
Holzman comments on the contortions occuring in the first part comparing them to anticipation

and elision in speech. He uses the air to prepare for the next series of contortions:

These contortions for me are physically felt throughbebody and | find that my moutbpens
wide to get enough air fahe next sequence of paroxysHp{zman 2008:296).

The final goal is to maintain a full body awaess (2008:294) and atevated statef

performing, resulting in a machifike feelingfor the execution of the score.

From a performerd6s perspective, especially s
detailed descriptions of body movements make total sense to me. | feel included in his hopeful
statement that through all fullbpd awar eness fithe hope is to ac
the music is felt as a |living organism that
overactive invol vement ®Disdlated Spacasm keybdaddla8corddn 0 ) .
providedme with a miniature window of body awareness needed to peBattie Piecel agree

on the experience of Adiscarding the securi:t

hi mself referred to as 6éconstellatory in spa
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However, some of the abe listed categories of body movement (stiffening neck, downward
jerk of neck, see above) do not apply to me as accordionist nor to other instruments in the same
way, | believeHolzman is entirely aware that his comments are personal and subjective and he

rarely uses the verb Amusto. This is reflect

| have learned as a performer and teacher that the conneetio@en words and music istast
a tenuous one (Holzman 2003:194).

He seems to be in search of a more universal way to debodldg movements for performance
in particular. In trying to bridge this gap, | have suggesteg@tion3.3 an instrument
independent reading of the scoray@stural terms as found in the Laban methothe next

section | will apply the results to apecific instrument to determine its usefulness.

3.6 Effects on Performing Displaced Spaces with the Classical Accordion

However, if one is involved in early music [on the accordion] one discovers extreme positions
that need new approaches that never weduin new music before. One could assume that new
techniques of playing are solely generated through playing new music. However, if one is deeply
involved in early music, one discovers ways of pigyihat are utterly new and requigtreme
positions, vhich never occuied in new music before. One is able to find solutions through
playing early music that are adaptable to new music as well as vice versa. The cultivation of the
instrument did not necessarily come exclusively through nasianit was a twdold process®®

Hugo Noth, 1997

This sectionis looking at JosepMacerollas™’ body concept of accordion performance in

relation to the movement analysis@isplaced Spacdsy Laban, performed isection3.3.

Much in the way how Hugo Noth channels ideasf playing early music into finding solutions

for new music, ideas are generated for body performance by using the Eight Basic Efforts as a

descriptive vocabulary that might not only have implications for accordion, but for other

% Hugo Noth, 30 April 197, qtd. in WagneR001: 70 (tr.).

187 Joseph Macerollo (*194, classical accordionist, pioneer of the conaedordion in Canada, Professithe
University of Toronto
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instruments as well. Theeed to feel the body connected to music is very obvious in accordion
performance since it acts as a fAbreathing bo
goal of activating the imagination and bringing together the psychophysical image astiell as

acoustic image could have implications also for instrumental pedagogy.

Insection3 . 1, the i mportance of physicality on Wc
particular with regard t@attle Piece Wol peds most r epr dusngthatat i ve
ti me. David Hol zmands app exteasotytiting, and kreathingd o w n
and coordination, contains elements of the unique teaching concepts of body movement on the
accordion as taught by Josedhcerollo. However, th oveall framework of Joseph

Maceroll osd approach is different: rélahoetokey e
tone (seesection3.6.2). The chosen parameters of time, tone, weight, space and flow correlate

wel | with Lab an dsscriaepwork with thdbody m damae correlas will be
explained under 3.8.). In order to have a basic understanding of the accordion, | will introduce

the reader briefly to some of the basic mechanics of the instrument.

3.6.1 The mechanics of the accordion

Forthis performance study | used@ncertsize piano keyboard itrement with 45 keys and

freebass manual that contains single notes in the left hand rather than the more common stradella
bass manual, primarily used in folk music. The basicearidhe instrument is that of a piano,

divided between two manuals, with only the last perfect fifth below missing. The tone colour as
well as the range can be altered by the use of registers. The manuals of both sides are digitally

independentThe bellav connects both sides and is the mechanism that produced by
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forcing air through tweway steel and aluminum reetf The tone quality is entirely dependent
on the manipulation of the bellows. However, the position of the bellows in the performance of a
phrase is critical in creating various sonorous gestures. Breathing and body positioning are
crucial in an advanced performance; the instrument is so close to the body that the tone can be
shaped every instant through the use of more or less air pré$guaenics) attacks (with fingers

or bellow or combination) and colour (through twisting the bellows forward and backward).

The approach to music played on the accordholependent of styles sensomotoric: because

the player is not able to use the vissahse for control, the tactile sense in combination with the
aural perception is essential. The kinaesthetic approach is needed in order to ensure a technically
and musically advanced performance which places more emphasis on how to move and utilize
the ody. The following teaching concept of Professor Macerollo is centered on using the body

in order to shape the parameters time, tone, weight, space and flow.

3.6.2 The teaching concept of body movement on the accordion by Joseph

Macerollo

JoseptMacerolo 6s t eaching approach focuses on Ti me
of body movements to securing an artistic goal. Essentially, the concept stresses that all pitches
have an inherent DNAor essencevhich is time, and from the time centre, @ther properties

emanate, such as synchronization of hands, bellow control, reed response, body movements,
employment of finger, wrist, arm, shoulder stresses in conjunctidnoryiseparate from eh

manual (see diagram under 3)6

138 Two textbooks that provide fundamental basics of the accordion in Englishare e ph  Maaadion | | 06 s
Resource ManudAvondale, 198pand Bet t i n dheBohoituenat Acocoddon Playifgarenreiter,
2010).
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Macerollo teaches thédme has pitch connected to it, rather than pitch with time attached to it.
Time is the seed which then is disseminated through the root system (bodiyraies
determined from the requirements of the musical notation) impacting the wkghand spces

in execution (see corners time, weightwfland space in diagram under.3)6

Since the accordion is comprised of two different manuals separated by the bellows, it is
imperative to recognize the tactile nature of the breathing mechanism and thadxadgent
required to produce good time and tone. The basic components of artistic activity emanating
from apprriate physiological movement are as follows:

(a) Synchronization of hands (lefiand manual played sliditin front of right hand); allows o

continuity of flow and rhythmic balance (top leftand coner of diagram: time (rhythm);

(b) Reed response, dependimig densities, character of highd low sounds which neéellow
support to respond in time, hence considerable body movement, reatigoffinger, wrist, arm
or shoulder weights, and coordination with appropriate bellow aftimttom lefthand corner of
diagram: weight (tone)

(c) Weight is understanding the degree of finger depression, arm rotation, snake bellow
movement (to and fra body)(bottom lefthand corner of diagram: weight (tone)), leayplia

flow (bottom righthand corner); Flopleading to space (upper righ&nd corner), consists in the

horizontal play within the spaces of verticaytthmic points (see bottom rigihtandcorner);

(d) Space requires understanding of dramatic context, regulating from static body movement to
positioning of concept of required time and tone before entrgantinuity of smority to exit
(see upper righhand corner of diagram).The compreheasesf the knowledge of the

physiological options now renders performancacpce both an art and science.



3.6.3 Diagram: the body concept of performance by Joseph Macerollo®

Time (Rhythm) Space
Synchronization of hands
(left hand reeds to be playe Contextual position of tones
before hythmic points of before during and after
the right hand), flexibility of [ sonorities are to be defined
bellow control to regulate space; intended to broaden
intensities in timgreed / spectrun of sound emanatin
response is critical) = from instrument, end result

to Nnorchestr s
performing solo or with othe
instruments

DNA: TIME and TONE
center note in time and tone
| ALL PHYSIOLOGICAL /
; PARAMETERS are X
/ specifically delineated as pe ‘
musical requirements

Weight (Tone) Flow
Control of finger, wrist, Horizontal (linearmelodic
forearm and shoulder €0 ; lines) play within spaces of
ordinates separately or in — \ vertical rhythmic points
conjunction with each othe LM rendered left hand
I tonal gradations specific articulationsVertical
to dynamic markings and becomes byroduct of
apex of melodic line rhythmic linear activity

36.4Correl ati ons between Lafbfamitss Eamdht MBasn ¢l I[Eo
concept of accordion performance

Asill ustrated previously, L atb describespedfic gestureinb a s i ¢
t he s c or eDispldced\Spatef e @parameters weight, space and time that encompass

the Eight Basic Efforts expressed as icons or symbols were appllesnausical score under
section3.3. In making the selection of symbols, | was aware of my subjective approach,
nevertheless | attempted to generate a useful model that could be applied to other instruments as

well. The closeness of the basic parametetsafb an6s met hod t o Macer ol

189 The diagram is extrapolated from a letter of recommendation to the German Ac&detmnge Service, DAAD



113

performance lealto some correspondendexween both.

Maceroll o6s basic parameters also consist in
principles of Labands c¢omgelCd)tHowewdr,tinerweighy r a p h
and space are not used together in the same way aslimessional image while flow is

present as an equal paramétét. n Macer ol | 06s diagram, the pal
on each other, with time being the centeaclEparameter stands for a specific realization of a
performance task on the accordion. For example, the parameter weight (tone) in the bottom left
hand corner is specific to the control of the body parts to create tonal gradations that correspond
with theapex point of a melodic line. As shown through the arrow, this leads to the parameter

flow, where the horizontal melodic line is combined with the vertical rhythmic points (rendered
mostly through the left hand in an accompaniment). The end result teehadtical through an

activated lefthand manual décomes a byproduct of the rhythmic linear activity. This example is
specific to the accordion as well as the nee

(see upper right hand corner).

Laban 6s t heor y i-&itssponcipleatrcan ad applieel to mang different theoretical

systems, but with rendering the rigidity according to circumstance.

3.6.5 The Laban concept: helpful guidance and limitations
As shown in the correlation lve¢en the Laban Eight Basic Efforts and the body concept of
accordion performance of Macerollo , the parameters of the effort shape analysis could be used

to enhance and differentiate the understanding of body movement. However, there are limitations

by Professor Macerollfor candidate Ina Hennin@005).
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to theapplication of the method. The full effort graph presents time, weight, space and flow
together as motion factors. As one of the main principles, Laban applies flow separately from
time, weight and space. Flow is designated to express heightened monpentermance and

thus replaces a motion factor in order to create the transformation drivee¢tea3.3). The

three motion factors represent three dimensions in space but flow per definition is not a part of it.
If all four elements were to be preseall the time, one would neutralize the other so that one or
all three others would be diminished in thei

di mension, an altered cBPnsciousness that is

This very principle could create difficudis in its application to music: sometimes it might not be
clear which motion factor should be abandoned in favour of the flow. If one thinks of the music
of Bach and takes a Brandenburg Concerto, the motion factors time, weight and space are
certainly appcable. But one could agree or disagree to the presence of flow at the same time and
to the need to take one of the other motion factors away in order to replace it with flow. One
might disagree with the fact of taking one motion factor away or whiclslom@d be taken

away. This conundrum could present a challenge in the application to music that is of a more

complex nature than in the discipline of dance.

Another challenge could lie in the naming of the transformation drives, with passion, vision, and
spell drive. Especially the use of passion is already filled with meaning in music performance.

From todaydés standpoint, some of Labands ter

Jane Carr (2008) highlights the fact that the use of sign langndgome codified mime may

19 Accordingto Laban, flow belongs to the transformation drive and if part of a performance, replaces either
weight, time or space to generate a passion,rvisispell drive, see secti@i2.2
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function in a similar way to verbal linguistic systetiSCarr mentions that it has been
recognised, even by some of Labands most dev
| anguage is Atoo romaemnmdeo i(fCaromsa2 @®d:edd 1)n. a
recognises that Laban began to develop his theories in Switzerland around the same time as the
Swiss |inguist, Saussur e. Saussureds thinkin
the intellectual communityof the mid-twentiethcentury'ss t r uct ur al ssystemdtia r n .
approach presents structure i n accordance to
binary opposites, for instance in the effort analysis (sudden; sustiihed)his dissestion, |

chose the terminology fAdescri ptinovdertomwidabul ar

philosophic discussions about the semantics of language.

Another critical issue is the polar notion of either structural approach or felt experience.

According to Carr, Laban was aware of the need to combine structure with feeling:

Crucially, while Laban had the capacity to contemplate dance in precise structural terms, he did

not reduce dance to formal structures but rather recognised both the expdrialeret of dancing

to the person, and in a theatrical context, r
(Laban 1950, p.19) For Laban, the formal structures he explored were implicated in a spiritual

realm (Carr 2008:48).

Carriscognizant hat Labands theories may be read rev
could be deconstructed as situated within th
2008: 48) . I n my own analysis of Wolap®ds wor Kk

guideline, but | tried to avoid being too dogmatic or rigid about the application. For instance, in

91 Conversation with Lisa Sandldsaban Certified Movement Analyst, 13aM2012, Georgetown, Ontario

1925ee Carr (208:46-55).
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movement V, the effort actiostir (sustained, light, flexible) might not be seen as total
equi valent to the adj e cahingstiecanidtberempioyedinani t s | i
universal sense. Despite thssiy still proved to be a valuable choice for emphasizing the
flexibility and the sustained quality of the lineabanhimself was not interested in formulating a

dogmatic approach, as los/n words illustrate:

I have invented a few means and instruments to serve as lagsgenitit in exploration of the

world of movement and to stimulate the understanding of harmbmovement. My tools can be
better or wor se t h autabtefohseme pgopletimah fer@thers. Thay dre mo r
in no way meanto establish a method in order to replace othehaus, or to attract people to
ALabani smdo to form Labanisdanges(Laban, gttlin Maetic, f ol k a
2008:182).

He waned his method to be applied in different areas; otherwise he would not have made such a

big effort to convey his ideas to individuals in education, industry, recreation and science.

“HawWhile Labands words about movement and meaning can
in developing his actual meaning in conveying the spatial, temporal and dynamic conteohitelty seems to be
more aligned with the structuralistso (Carr:2008:48).



Chapter 4

Research Implications for the cohesion of Displaced Spaces with
the later parts of Battle Piece

In the literature oBattle Piecethere is a consensus shared by Clarkson (2002), Schafer (1999)
and Bianchi (2011) thaattle Pieceand Displaced Spacelave a degree of coherence, which

has not been examined. Clarks(#002) sees the studies as an exploratory field leading to
abstract expressioni sm, a field that woul d
space with dialectic between actions that are strongly opposed in character (pattern and tempo)
andiner act (shocks, negations) i n various way
explicitly to the fact thaDisplaced Spaces presumably composed exactly in the time before

the later parts V, VI and VII dBattle Piecewere finished. For him, thetudy provides the basis

for a transition inBattle Piecef r om t he HAKampfmusi ko (Part I
Webernds tutelage (Part I and || in particu

expressionismNevertheless, the ending Bhtle Pieceis according to Zenck so extraordinary

that i1t Ainterfere[s] with and change[ s] t he
where the violent motion is calmed, bate like falling into the abyss( Zenck i n P
2008:317).

INnSch2ferés opinion, there is a clear distini

Parts (V, VI, and VII) that create the base for a spatial way of composing and a new

understanding of structure and distafite.

% Auc h hiBattle Piecsdin Sidick des Ubergangs: Es vereint Errungenschaften der engagierten
Kampfmusik der zwanziger Jahre (Part 1), des Unterrichts bei Weberm(ersdPart | und 1) wie auch des neuen
musikalischen Denkens auf dem Weg zu einem Abstrakten Expressionismus, dessen Grundbedingungen in einem

117
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Bianchi (2011) mentions,in®i ar t i cl e on t o rBatle Piecethestidg ct s 1 n
Displaced Spaceas particularly illuminating: he proposes that the final version of Battle Piece
utilizes certain methods of opposing third rich and third poor tiadsut he does not indita

which methods are used nor does he explain which triads are meant.

These indications by Clarkson, Schafer and Bianchi raisguistion of how the study

Displaced Spaceshows itsinfluenceon Battle Piece As previously stated, my hypothesis is to
corfirm or refute the influence ddisplaced SpacesntoBattle PieceThe fact that besides the

existing indications no literature has explored the sididplaced Spacesithin the larger

context ofBattle Piecehas led me to present some opinions on gpgtwithout attempting a
comprehensive analysis Bhttle Piecevhich would go beyond the scope of this dissertation.

The intent of the following sectias to present research implications based on the title of the

study. | am aware that my readingoéth s core i s subjective in int
in relation to the score. In order to facilitate the reading of the compédmaveen the two

pieces in 4L.to 49, Displaced Spacess subject is shortened to (DS), whergatle Piecas

shortened to (BP) in the Appendix.

Before looking at similarities in approach within individual parameters and their implications for

both pieces, observations concerning basic differences between the pieces should be pointed out:

(a) Displaced Spaces a shortsix-minute studyn seven movementsr solo piano that is part

neuen rAumlichen Komponierats Strukturierung von Distanzverhéltnissand somit auch in einem neuen
Materialverstandnigelegt sind (Parts V, VI, VI§ (Schéafer 1999:241).

“feine besonders aufschlussreiche Studie ist ¢berschi
Relationship in Space, Pattern, Tempo, Diversity of Actions, Interreactiodsand e n s i 48).®isse ( 1 9 4 6
Intervallstudien bestehen aus zweid dreistimmigen Satzen, die zwischen Dreiklangen mit und ohne Terzen, mit
Quarten usw. unterscheiden. Mit diesen Studien hat die EndfassuBgttleRiecebestimmte Verfahren zur
Gegenlbestellung terzenarmer undrzhaltiger Dreiklange gemeiiiBianchi 2011:98).
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of Wol p &aésg For Ang Ihseruments: Interval Studies (19¥3). Battle Piece (19437)
IS an epic piano solo piece in seven parts with 25 minutes duration that was origteallied to

be part of the cyclEncouragements

(b) Wherea®isplaced Spacesonsists of simple twpart writing,Battle Piecas more complex,
containing a variety of materials combined into a multilayered piece with stacked chords, runs
and other technal difficulties that demand a virtuoso pianist as performer. Very often the two
staves are extended to three in order to capture visually the simultaneity of actions and the use of

space.

(c) The individual short movementsinsplaced Spacescrease iength and complexity
towards the final one, but never extend beyond a page of music. New ideas are tried out in a
compressed form, whereBattle Piececontains multiple characters at once, outlined as a

narrative.

(d) Displaced Spacedoes not encompatise compositional severity inherentBattle Piecedue

to its duratiorand title aloneln Displaced Space$e orderly material is disturbed with few new
ideas, mostly towards the end of each movement, whBagtle Piececontainsa fundamentally
chaott textual element that is projected through structural and harmonic surprises as well as a

shocking devolution of rhythm.

(e) Climaxes irDisplaced Spacesccur mainly at the end of each movement through a
surprising interruption of the material wherea8attle Piecemoments of highest density of

information occur midway through the movement, rather than at the end.

4.1 Displaced spaces

In the studyDisplaced Spaceshe beginning of the title already articulates the exploration of the
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main parametegpace Spatial displacement could mean that a melodic lieaken up by
octavedisplaced writing. For example, movement Displaced Spacdsegins with a

horizontally established chromatic line that is interrupted by taking one note an octave down.
Movement VI inDisplaced Spacesonsists of octave displaced [013] material that is spaced out
in major, minor ninths and sevenths (For excerpts of the score, see Appendix D, figui2ue.1).
to the extreme level of complexity, octave displaced materiates ekrtically presented in
stacked chords. The octave displacement could be traced back to movem@&aitiieiRiece
(measures-10) or in VI (measure 34) or in VII, with the spacing out of [012] in measures 40
41. An increase in the use of the paramgtaceis noticeable towards the latter Part8attle

Piece this could be interpreted as an incorporation of a parameter explddsplaced Spaces

4.2 Shocks

As previously stated, the endings of the movemenBisplaced Spacesre mainly suddennal

of an interruptive nature, which could setgeshock the audiencén addition, rhythmic

displacement in both hands can also enhance a4ikedjuality. However, irBattle Piecethe
nature of shock is achieved thaosghahteabkegen
out nature of material (in threstaves, see figure D.2). Rhythmic shocks of-simmultaneous

nature are also found Displaced Spaces but in | ess el aborated fo
too broad a category to be affirmeddenied as an indicatt of influence for the lattergwts of

Battle Piece Therefore no significant conclusions could be drawn in this case.

4.3 Negations
Wolpe was conscious about going to the extreme with his composing in saying:
I think | have given mypest; in doing so | went to the extremeitsrof the possible. | reached

point zero, the point of negation of myself. At a few momentslithe impression that most of
the desired areas reverted themselves, they were pushirgcknmla feeling of restanceand
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disgust that | went too far (or thus far), and very ofteras$ a riddle to myself: Why dbings
that have reached the furthest point invert insteadvaigin fully at this furthespoint?
(Wolpe diary entry, 1952, SWC, tr.).

Negation inrelation to the studies could mean reaching extreme points, as described in the quote
above, or inverting an extreme point. The first movemebligplaced Spacegsroceeds towards

a point of greatest density, whlyss.instétadaf@ scr i b
break out with shock ke quality, the climax occurs pianissimo. Likewise, an inverted climax

could be found iBattle Piecgsee figure D.3). fie final coda of the piece restarts with a piano

repetition of an inverted cadendeversbn of dissonance amésolutbn)**®

, just an octave
higher, with the left hand making reference to the main therBattle Piece Again, this
parameter could not be confirmed or refuted as influential, primarily due to the complexity

i mplied i mgatthentoter m fine

4.4 A new sort of relationship in Space

The categoryspacd s i n the centr e otfoughio(bep mrevisusiyyein e x p |
the original sketch of the first movementisplaced $aces measure 4 as well aset ending of

the last meementVIl, measues 1719 are spaced out in three staves. On a larger scale, from
measure 39 on in the last ParBafttle PiecePart VII, out of 64 measures, 41 measwe

presented in three staves (for excerpts of the score, see figur@liz4hre staves are needed

to present the octave spaced accompaniment of the left hand against a rhythmically displaced

mi ddl e voice (Aintrusionso) t hsaftthe player.dnithei de d

simultaneity of action, Wolpe creates a rsamultaneity in the manner in which rhythm and

1% Beginning in bar 88 of part VII with an-minor chord in the right hand, the following chord presentsaRiral,

D, (tied) Aflat. This could be read as diminished double dontirdnord (DDv) with leading tone Batural in
correspondence to th& f the fminor chord presented first. To this chord he adds a C, which could be understood

as the central note of the dominant chord, and would function as organ point. This wouldimriplersion of
dissonance and resolution since the resolution appears before the dissonance chord. In my understanding this
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meter interactThe opening of the room in a thrdemensional vy makes reference to the three
di mensi onal per ce p twork at the Bauh8us.These of theee Shages iant a g e
Displaced Spaceandthe fact that this could not be observed in earlier scores for piano solo

representshe effect of the study oBattle Piecan notational terms in my opinion.

4.5 A new sort of relationship in Pattern

Wolpe presents incongruent rhythmic patterns whebelitly hands follow consistently different
meters. For instance, Displaced Spaceshe right hand in measure 7 follows two eighths,

whereas the left hand is clearly in three eighths with an additional eighth rest in between.
Similarly, in Battle Piecethe lefthand pattern is interrupted by additional sixteenth rests and is
rhythmically displaced i.e. against the right hand. Both hands have the same figure, derived from
the main theme, with the left hand startingleime on the next higher note as tlkaraple

under D.5 illustrate$he parameter pattern is again extremely broad and could carry various
meanings: harmonic or rhythmic pattern or even structural pattern. Therefore, it is not possible to
categorize the exact effect of the studyBattle Piecel selected a rhythmic pattern for

comparison because incongruent rhythmic vertical structures are already depitgaldoed

Spacesand become increasingly important in the later parBattie Piece

4.6 A new sort of relationship in Tempo

Inthecaomposi ti onal studies of the mi &Gtefanovad at e f o
developing a method of notating discowlities of tempo more exactlut in Battle Piecéhis

notation was still based on coniity of tempo, so he relied a@aesurasrad fluctuations of tempo

to produce disattinuity (David Tudor 1995, ORerformingBattle Piece Preface to

Encouragementdy, Hamburg: Peermusic, 1998/).

Tudords comment ab olisplacédiSpaces paniquiarly oblvieusigtees i n

sevenih movement. In measures37there is an abrupt tempo change (piu mosso), whereas

inversion enhances the ending and creates more tension than the traditional use of a cadence could ever show.
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measures 46 present a gradual slowdown of a rhythmically-sonultaneous section. In
Battle Piecetempo is used in a more subtle way to bring out motivic features; fiedoribs it
as fAfluctuations of t e mp o whichaeate flidcantintitifleet i on s
seventh movement @isplaced Spaces the only one where Wolpe uses modification of
tempo, but since it is not used the same asiy Battle Piee no clear conclusion as to

influence can be drawn. For comparing both waysfigaee D.6.

4.7 Diversity of Actions

Within bothDisplaced SpacesndBattle Piecethere is great variety of actions and
interreactions in howemateonalb is téeeltepedyV
Displaced Spaceiso be very c¢clear on his thought that
Battle Pieceemploys interrupted lines and spaced out chords téeceesense of dialectics

Much has to davith the previously mentioned vertical versus horizontal presentatioraterial
referredtoin4lActi ons in this context could al so be
actionso transl at @©deekampleowithifdatde Ple@albuatmatesrthést h o d .
diversity between vertical and horizontal use of material: the left hand in Part | is structured as
intervallic accompaniment, building vertical simultaneities, whereas the left hand of Part VI that
uses the same material presents a caetibé in a horizontal fashion. Diversity of Actions as a
parameter is a category which requires a definition in order to make decisions about influences

of Displaced Spaces.chose this example to demonstrate a change within the use of material
betweenhe earlier and the later partsBdttle Piece Using horizontal lines instead of vertical

chords could be an influence DBfsplaced Spacethat is mainly composed in two voices. For

illustration of the two excerpts &attle Piecesee figure D.7.
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4.8 Interreactions

As previously stated in the analysis, a particular increase of octatonic material versus the end is
noticeable in both pieceBjsplaced SpacesndBattle Piece However, inDisplaced Spacethe
material is presented more or less horizontafigl not overlapping, whereasBattle Piecehe
superimposition of the three octatonic modes employed at the samedosdo an opening of a
threedimensionakpacein the way the material interreacts (see figure Ot83. possible that the
perceptim ofspacel n t hr ee di mensions stems from Wol pe
Schl emmer 6 s st a gsectioma?r2.KThe canseptafrmgre aéindensioms in abstract
art in the forties can be witnessed in the context of Abstract Expressionigatl,a& movement

whose protagonists Willem de Kooning or Franz Kline and many others became close friends of
Wolpe. The fact that the octatonic material is increasingly used near theRisg@laced Spaces

and also irBattle Piecespeak for a verificatioof influence ofDisplaced Spacesn Battle Piece

in this particular case.

4.9 Intensities

The parameteintensitypoints in many different directiondynamicsjntensity of tone, colour,
rhythmic momentum, harmonic pattern. | selected the rhythmicsityeof repeated notes as an
example for intensity because the increasing rhythmic displacement vertically (in space) and
horizontally (in the way how notes are repeated) are a main featdedtie PieceFor a
comparison between movements Vo$placedSpacesand Part VII oBattle Piecesee figure
D.9. The means of repetition in the same register plays a subordinated role throughout
Displaced SpacesndBattle Piece Nevertheless, observations concerning the use of repetition
could lead to a greatearsight into the degree of coherence of both pieceBidplaced Spaces

the first immediately repeated notes occur in the left hand of movement V, first two, then three



12t

repeated same notes. Further on, the seventh movement uses the regteat® crda the

entropy of indeterminacy nonsimultaneous rhythmic sections.Battle Piecein contrast,

repetition of chords is used in the earlier parts, for instance in the -tiledPart 1l to create

rhythmic stabilityinstability. The repeated chords art IV could be influenced by the

repetitions in movement VIl ddisplaced Spaces t he march i s fidecompos
displacement. However, in Part VII Battle Piecethere is a refocus on single notes, much like

in the V. movement iDisplacal SpacesThe multiple extendeepetitions of these notes are

used tantensify the rhythmic dialecticsn a similar manner tBisplaced Space$¥ut much

more severely and on a larger scale. | conclude that Wolpe explores the use of immediately
repeatedhotes as a means of rhythmic destructioBisplaced Spacesnd brought this means to

nf ul |l b IBatte Piecend i n

4.10 Conclusions

As a summary of my observationgsonclude that some of the abdisted parameters of the
studyDisplaced Spacearealso valid for the later parts Bfattle Pieceespecially the three
dimensional use of space in three staves and use of the octatonic matehadpelaks for it in

my opinion Further research beyond the current scope of the dissertation to compeadiéne

and later Parts d@attle Piecan detail is required. However, the illustrated posgsve to

illustrate how some of the parameters usedigplaced Spacdeft traces in the bigger context

of Battle PieceTo be able to draw more conclusiortisyould also be necessary to examine the
StudyDisplaced Spaceagain toconsider the dialectic between the categories of coherence and
the categories of disjuncture, deformati on,

of the title of this peicular work.



Chapter 5

Conclusions for performance through Laban Eight Effort
approach

| hypothesized earlier that the Laban method, transferred onto a musical score in order to express
the physicality irDisplaced Spacesrovides the reader with a neoinformed reading of bodily
gestures in the score, free from any instrumentalist concerns. Recognizing the need for a
common basic groundlused the Eight Basic Effort Shape method by Rudolf von Laban to

create a basic understanding of the quality of eneent in the score diisplaced Spaces

Defining a methodology to apply the symbols in order to fit the musical content was not an easy
task. Al t hSudigslseeW bepidedlly suited to the Effort Shape method by Laban in
the way that the symbolsing out the many changes in the music, | still needed to make

individual choices based on rpgrformance experienad the score and the comprehensiveness

of the symbols. Cummingds terminology and us
signs geatly enhanced my need for differentiation of symbéssstated in the preface, verifying

my analysis with three Laban experts helped. | have come to the conclusion that it is crucial to
provide careful and stelpy-step information for this unique apiton to the musical field. |

found it a thrilling experience to be able to find a way of employing a new, in some ways
unconventionalreading of a musical score that might raise questions more than providing
answers. It would be interesting to discovbrpugh a survey with other instrumental musicians,
whet her and how they would react to the appl
with every analytical method, there would be limits and cases where Lab&hvebie an

appropriate choiceush as in music where there are no changes of parameters like tempo, space,

dynamics ectNevertheless, | found it especially helpful in my own performance to have this tool

12¢
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and | am convinced that it shaped and refined my plaggnigwill explore in thenextsection

5.1 Specific findings for bodily performance on the accordion

After a score analysis using Labands Eight E

into the concept of bodily perferance on accordion pseph Macerollo.

In responséo the lack of specific resources for accordion, | had developed a detailed
methodology to bodily movement on the accordion. As reported in the preface of this
dissertation, the outcome revealed that there was no common code of description of body

movemer, even when two specialists were given the exact same data to observe.

However, in using Maceroll ods body concept f
parallels between Labands terminology and Ma
more common ground for describing bodily actions: The body concept developed by Macerollo
also uses time, weight and space as main parameters, and each parameter is seen in relation to
each other. However, each parameter could also separate from thelepeeading on the

desired outcome obsind (see diagram in section 36

Maceroll o6s diagram places time and tone as
clarity 1 will outline the four main parameters for body movements requiredliperélae score

of Displaced Spacesn the accordion and illustrate them with one short example:

(a) Time as rhythm is one key factor, to which the degree of intensity, articulaticomtedt of
gesture are applieds an example, one could take movemgntild. In measres 34 the right
hand has nesimultaneous movements versus the left hand. Through the concept of time, even
playing in front of the beat for the left hand, the overall outcome on the accordion will be more

exact if time as rhythm is ajipd. The same is true for any instrument phrasing through rests,
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where time plays an important role to be kept precisely.

(b) Flow, as another parameter, specifies the textural challenges of the relationship between
vertical and horizontal. The need towedhorizontally in order to sustain rhythmic energy is

desired rather than the demarcation of a vertical beat lining up the notes to a beat or bar line. This
could be seen in movement Excited but firmmeasures-21, where the lethand rhythm is in

three and exceeds the bar line twice. It is important to keep the rhythmic momentum in the
bellows of the accordion moving in playing within spaces of vertical rhythmic points rendered by

left hand articulations.

(c) Space is used as a point of definitionvimch the contextual position of tones before, during

and after sonorities is found. The Aorchestr
movement on the accordion is a basic concept to broaden the spectrum of sound. The bellows,
the touch, the breaitilg and the body position all contribute to a variety of tone colour to create

the sound illusion of a string instrument, a brass instrument or wind sonorities. For example,
movement IV Quick, gaycould be heard as a muted trumpet sound, precise, divdtle, but

very articulate. The bellows of the accordion need to be played with space to achieve the desired
outcome. Furthermore, movement Wlpving passionately tenderould be viewed as two

clarinets, a Bflat and a Bass Clarinet that play two indagdent parts. The sound quality in the

low register has to be sombre and profound, shaped through the bellow.

(d) Weight as parameter in the control of the body extensions can create tonal gradations specific
to dynamic markings and the apex of a meloiie.IThe body movement with the accordion

should create a sense of unity between player and instrument. Physiological adjustments of
shoulder, elbow, arm, wrist, hand, and fingers, separatecmnjunction with each other,

depending on circumstance aslives movement of the accordion away from and towards the
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upper bodyare designed to provide a specific solution to the challenges presented in the music.
For example, in movementNoderately measure 2, the right hand has a big leap downwards to
G#.Tre wri st needs to be rolled after | eaving

does not interrupt the line.

To sum up, Labands principles are applicabl e
used with total nalogncept, timg, weightnspadceaabdaflowdod® nobcoeaxist i
altogether: Flow is only employed for heightened moments of performance and replaces one of

the other parameters, either time, weight or space to create a transformation drive.

I t was L adn®omavesomerflaidetynirt using his concept: he wanted his ideas to be

applied as broadly and naturally as possible ¢se&on3.6.5).

5.2 Summary of gestural and musical analysis

Having moved through the process of analyzing the same piece twicdiffgtbnt methods of
analysis has brought me to the conclusion that both analyses are radically different in their
approach and perspective, therefore divergent in their outcome, but each of them rich in the

amount of information they provide.

The set angkis within the musical analysis creates an understanding of linear coherence of the
micro cells of Wolpeds materi al (see movemen
material in movement VII, measures-12). In addition to that, the shapealysis has created a
deeper | evel of understanding of Wolpeds tho
movementV] begi nning WDl ©G&, nQ6d® heEmMmMd @ dl e bet w
movement VIl with the ever changing outlook of motiveand B concerning rhythm, pitch and

shape enhanced the understanding of coherence on a horizontal level.



13C

The gestural analysis was concerned more with fast changes of parameters according to the
change of gesture in the music. The information was rith lharizontally and vertically,

presenting the challenge of focusing on a sustained quality in one hand versus an interruption in
the otherThe endings of all seven movements appear somewhat unexpected, because on the one
hand they introduce new mater{ake set analysis) or wide spaces (see shape analysis) and on

the other hand demand a new dimension of gestural quality because of their fugitive nature (they
dissipate almost in space). This needs to be addressed in the interpretation of the music; the
gestural analysis through Laban helped to tdgrand performheghtened moments of

performance like these endings.arke application of signs made the score immediately more

accessible to read in gestural terms.

Overall, the two analyses both helpedreate a deeper understanding for the music itself

(musical analyis) and the interpretation of(gjestural analysis).

5.3 Generalization of findings for music performance

Especially when crossing over to other art forms like dance or even in chamberthaisi

chall enge presented is always to communicate
intentions and interpretations of the music. Naturally, the Eight Basic Effort method by Laban
facilitated greatly the work with a dancer for the perfanoeofDisplaced Space$n sharing

the same vocabulary, the mutual space evolved and room was givetotasxp with the same

intent. The goals set for the cooperation and interaction were reached faster and more easily
through sharing the same destixip vocabulary, but the execution still needed to be prepared

individually and thoughtfully by each performer.

In using the Eight Basic Effort analysis as an overall guideline in interpreting the score of

Displaced Spacegsrior to my performance, | notidehe benefit of being able to differentiate
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with more clarity between musical gestures. | had always noticed the need for differentiation on
different instruments. Sometimes, a gesturedstmgd too much, obscured in excessietail
with the resultthat he @A bi gger pictured was compromi sed

the concern for | onger |l ines made the Adindiyv

In generating a symbol from the various ways how space, time and weight can be in relation to
each other, Uaan invented a descriptive code that is easily accessible. The code is also visually
appealing to a performer: once familiar with the symbol and the verbal description, it is easier to
have an i mage of the gestur e hashmboloaghbeveryhi s v

immediate and the gesture more specific and adjusted to the overall context.

In triggering the imagination not only through the individual symbols, but also through the cube
in theDynamospherea spatial imagination of the effort s could be developed. This can
greatly enhance the understanding of a slight change or a big change in the gesture and thus in

the preparation of the performerdos body.

Lastly, the work on the Eight Basic Efforts can also strengthen the overall presenmencert
performancé?’ By being aware more of gesture in a presentation of a whole concert, not only of
the individual pieces, an evening could become more tightly woven together. This effect offered

me an innovation of which | had not been conscioaslgre.

Applying the Eight B abssplacedSpataselpad se tb lringwot thg e 6 s
gestural content of the music and facilitated greatly the process of preparing the body for the

appropriate action in order to interpret a musicalséom®e c ompar i ng Labands 1
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Maceroll ods body concept, | | earned to adapt
would be interesting tpass on the expertise | have gained through the dissertation by putting the
analytical methods into pracé by conducting workshops with students. Not only accordion
students but music students from different fields of performance could benefit from the
application of the Laban EffeBhape analysis method to a score of music. However, students in
the discipine of dance could also have a great benefit of having a more accessible tool of reading
a score of music through the effort shape analysis method they are already familiar with.
Bridging the gap between music theory, music performance and dance would graks goal

to achieve for the future.
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Appendices
APPENDIX A: Pictures and sketch materials

Figure A.1 Friedl Dicker-Stilisierter mannlicher Kopf- 1920 (Courtesy
Klassik Stiftung Weimar)
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Figure A.2 Friedl Dicker-Portrait of Stefan Wolpe, ¢.1920 (Courtesy Sacher
se

Figure A.3Skdches of Displaced Spaces, Shocks, Negations
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Figure A.3.1 Movement |, no symmetrical subdivisions, Sketch (Paul Sacher
Foundation)




Figure A.3.2 Movement IV, slanted parallels, Sketch (Paul Sacher Foundation)
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Figure A. 3.3 Last Pagdé¢Paul SakhetFoundaliachps sp2ter o




Figure A.4 Print from Notebook ( 1 93 6) about Scmercheno:
Brussels
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APPENDIX B: Printed score with pitch set /rhythm analysis of
Displaced Spaces

Figure B.1 Moderately

Example 1a: chromatic lines (CHR), same pitch material (in dotted circles and boxes)
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Figure B.2 Wild

Example 2a: Arch 1 and 2, chromatic material (dotted brackets)
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Figure B.3 Animated

Example 3a: chordal collections

Animated ' : : ==
i N 3 e . Ja B =

ik
b4y e

— 28

o, b

y, o o N | 7 il T T

(i vi T

l.-!‘ I T ~ |

flosa) B FeL () | ) ! b

Ve 5 L & Z g 1 I

: s 7 & AV 1! L= Vs

l;’hq = N T ,’Lv f —E = T 1 »‘IIL"\T = £y

= N T T o A K E
v s

Example 3b: sets and larger collections:

- Coaluy & ST e ) : o e E -
nigated. p———x = : /———F\ l octa ( (#) [
1 3 W sty P f<

0 ]
/ y o Y )

!, = DT s B

7

T

A

9 - 1
! 1 1
T =k fL ot NP —F s —— %
 § B v 3 | T [ o 17 U a7 ] By i 1L e ke
S 7= = ka1
9] T e _=__- 3
ot = f =
2n 2
o014

I 7i

Le it f o ¥ I [] I
1 I

1 1

bef Le [] 0

- - s
Toc ool o e




14¢

-

SR

o

rRaagar Afror a rest]

]
¢

1S 11 R 1/ K il
il ,, I A -—,, | h x T .J..o.. _
) M | g : | I
| ul 1 .l | |
SR 111 Y- X (I
} ‘ h E/_ L ) ﬁ.-.L ! I j N _L:_ |
L h | T ¢ _(nw.}v‘ _:-nﬁn_ ~ ..t R
: LT J o e | TR ==
] w i E | +:“ JH
| ,“Hﬁ\_u, +w s M | uw W Il
Laq.. ) S : S L ’ A»J ;
| I .
] 1 i
| .M,m.f:u, ._ | 11
i1 901 O e
nay _ uPL. ! -\ ‘ il _s

Example 4a: wider leaps in quarters versus narrow movement in eighths and mixed versions

novow  movement in

"Ml | M.»_..u w A it h b I
L i B 1 T
| ‘ e i ! Y 9
cimle o i _
kil

t

=
I
—
5
=
=
[
I
I, —
+
\
P ]
3
——
i
-3
AT
i a1
1
o

T
1=
s
T
+
g
o
=
7T
T
T
2
L
n

=
i
1o,
=
6
L I3 1
[ {749, p~ I ——
j ¥ yUA8 ;IJ
=
u ~
§— —
gl
(=
Hire
A —
IZ‘L'

/@ o i

ey

’

L wider ieaﬁos in J or (0'\36 nokes

(] nawrow movetnaut n P

’-
c
{

.

Figure B.4 Quick, gay



Example 4b: set collections
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Figure B.5 Excited but firm

Example 5a: local continuities: Intervals (4“‘, 6"‘), scales (CHR, G-minor, octa), important
notes {G; D}
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Figure B.6 Moving. passionately tender




























































