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Abstract
ANALYTICAL FRAGMENTS CONCERNING GYORGY KURTAG'S
...CONCERTANTE,.OPUS 42
by

R. David Salvage

Adviser: Professor Stephen Blum

Despite the many apparent differences betweerdittz majority of
compositions in his oeuvre, Gyorgy Kurtag'soncertante.,.op. 42, (2002-2003, rev.
2006) offers analysts a profound and welcome oppdst to explore his approach to
large-scale form. While.concertante. reflects a formal tightening relative to Kurtag'’s
famous song cycles, its approach to form remaieséme: fragments are grouped into
sections which in turn comprise the entire worke Tifference is that taken together the
fragments in..concertante. bear strong traces of conventional formal paradigm
Because..concertante.s fragmentary nature is not as apparent as otleeegp, the
analyses in this essay draw attention to Kurtagisyrtechniques of musical
interruption—an idea central to the concept ofrfragt advanced here. Because of the
difficulties inherent in the word “fragment,” theayses alternate with discussions about

how the term is applied in Kurtdg’s music.
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PREFACE

Some comments on the unusual form of the follovésgay and Kurtag's 2006
revision of...concertante..are necessary.

The essay presupposes that musical and linguistiaohs are close enough
together to allow the use of one domain to advamcenpression of the other. Language
is good enough at imitating things normally thoughés being done only by music that a
concerted effort to imitate in words what happensiusic can form the basis for
rhetorical strategy. By way of enforcing argumeatisut Kurtag's..concertante., the
following essay attempts to do with words much b&wvKurtag does with notes. To
paraphrase David Lewin, the essay aspires to armveepoetic work with another
(Lewin 2006, 103).

Preeminent among the concepts discussed is “fragh@me of this essay’s main
contentions is that.concertante.is a sequence of fragments. Therefore, the etsalf i
is a sequence of fragments as well. These fragnaeatsumbered in the text. Each essay
fragment corresponds to one.o€oncertante.’s fragments. Most of the fragments in the
essay discuss music found in the correspondingriead from the piece. (A chart of
...concertante.s fragments can be found on page 77.) To addressme way the entire

composition is another motivation behind this ajppfo The essay’s technique also aims

Vi



to reflect a more fundamental statement about ralsigments: deliberately composed
fragments depend on “radical brevity.” A discussidmadical brevity takes place on page
20. The fragments of this essay are intended ikesteaders as being radically brief.

The essay further argues that musical interrupi@entral to the articulation of
musical fragmentation. By way of imitating intertigm, two literary techniques are
adopted. First: each essay fragment begins andvetitda sentence fragment. Essay
fragment 1.1 (on page 1) starts as follows: ‘begins with the minimal amount of
musical material necessary for the perceptionagjrfrentation, fragmentation being—even
in this expansive single-movement work for viokigla, and orchestra—the heart of the
compositional technique of Gyorgy Kurtag (b. 1928y removing the subject from this
sentence, a fragment is created; inserting theestulgstores the “prehistoric entirety”
from which the present fragment has been broke(maifich more about this process in
the essay). Thus the complete (non-fragmentarygsea is really, .%.concertante...
begins with the minimal amount of musical matenetessary for the perception of
fragmentation, fragmentation being—even in thisaggove single-movement work for
violin, viola, and orchestra—the heart of the cosifanal technique of Gyorgy Kurtag (b.
1926).” Similarly, essay fragment 1.4 (page 13)ibsg". . . abandoned development
shortly resumed abound.” The full sentence is, fiMats of abandoned development

shortly resumed abound.”
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Another technique of interruption applies betwedfent essay fragments.
Sometimes the sentence fragment ending an esgpydrd find its continuation in a
sentence fragment at the beginning of a later ésagsnent. The sentence fragment
concluding 1.5 (page 19) combines with the sentdraggment beginning I11.3 (page 65)
to form the complete sentence,“Then there is M&z&ihfonia Concertanteand that
Kurtag's title is an homage soon becomes evidérte sentence fragment concluding 1.6
(page 21) combines with the one beginning 1.7 ¢%@) to form the complete sentence,
“...concertante., grand though it may be, integrates well with thigntation, born out of
small forms, songs, and chamber music, being wirftte, dedicated to, and premiered by
violinist Hiromi Kikuchi and violist Ken Hakii, wh@re married to each other.” Other
instances of this kind of interruption exist aslwel

Two other techniques need mentioning. The essgyeats resemble another
concept important in the essay: the found objdog ffagments of the essay, like found
objects, are not smoothly led up to and away frerthay would be in a conventional
piece of scholarly writing. It is this essay’s cemtion that fragments and found objects
spring from the same narrative (for a discussier,mage 22). Like the music of
...concertante., the essay fragments fall into two alternatingcggaln...concertante.,.
these spaces are defined principally by their metrnstruction (see page 28); in this

essay, these spaces are defined by whether thet objhe analysis is Kurtadg’'s music or

viii



more abstract considerations of form and fragmemtat

Finally, the music examples assume a similarly ualiapproach. Instead of
being presented within the essay fragments, thepbes (with one exception) are
presented in between them. These sections migiiolght of as “photo essays”
constituting a third space that is braided withtthe spaces explained just above. The
captions for the examples are more expansive thstomary in an effort to connect the
examples back with the corresponding discussioh&ghawsually take place a page or
two earlier. Some examples are presented in falesiifhe first and last examples are
taken from the published score.otoncertante.; they are in facsimile in order to create
the impression of personal interpretation fadingnid out (pages 3 and 103). Two
examples from works other tharconcertante..also appear in facsimile on page 27. In
the context of a discussion of a performance by&guand his wife, the concert program
from Carnegie Hall is reprinted. Unique among tkaneples, it resembles a found object
(page 53).

Therefore, while the essay does argue its thesesgh logical inference and
supporting evidence, the standard tools of schofaetsuasion, the essay also makes a
conscious effort to mesmerize—an effort more comynmade by composers and other
creative artists. After the initial awkwardnessders hopefully will grow accustomed to

the essay’s techniques, and this mode of fragmestating will hopefully translate to a



mode of fragmented listening. The essay aims,herotvords, to provide a preparatory
experience for a sympathetic listening.afoncertante...

Lastly, in February 2009, a late date in this prtgedevelopment, it came to my
attention that Kurtag had in 2006 revisedoncertante...| immediately attempted to get
a hold of the revised score, but was not succes&fua result, the present analysis is
based on the score published in 2005.

The liner notes of the single commercially avagatgdcording of..concertante.,.
which reflects the 2006 revision, contain an oetlai the piece’s form, including
measure numbers. Though Kurtdg seems to haveexdremeasures from the earlier
version, the measure numbers in the outline cooresperfectly with events in the
published score. All measure numbers | refer tentlare based on the 2005 score, and no
adjustments to account for discrepancies betwesiwb versions appear to be

necessary.
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Chapter 1

Senza tempo—Sostenuto, parlando, pulsato

1.1
.. . begins with the minimal amount of musical enell necessary for the perception of
fragmentation, fragmentation being—even in thisaggve single-movement work for
violin, viola, and orchestra—the heart of the cosifianal technique of Gyorgy Kurtag (b.
1926). The two soloists deliver to us in the opgmreasures af.concertante.,.op. 42,
(2002-2003, rev. 2006) the ruins of a G drone déterminate length. Kurtdg marks
measures 1-7 “senza tempo”; measures 1-3 and Be/rftameter; many of the rhythmic
values in the reduction provided in the score (vi@ees over measures 1-3, nine over 5-
7) have fermatas; a footnote insists the stemleagers do not relate to the whole notes
as they would were the music metered: there is loniger and shorter.

All is tentative incipiency. From the first measuaewvhole-note tied on both sides
to single eighths, approximating 10/8, the secoedsure subtracts an eighth note,
approximating 9/8; the third measure, an 11/8, aatdsighth to the value of measure 1.
The fourth measure emerges, metered, 9/8, propassh@pe. The slowly alternating
shades of the drone take turns more rapidly; dyamhing crescendo brings us closer to

the G, before, in an easing of decrescendo, theedialls to a G-less semitone-based
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sonority; the orchestra takes up three more sesvsomorities in measures 6 and 7—the
sonorities groping in unmetered measures for tligoarsound we heard before. The
clusters at first surround G; among them is a prdpcance of Jand T, mappings. The
G drone had been presented in octaves; now theéaeaiglom around perfect fourths
and fifths—the octave’s acoustic neighbors. Meastrand 6 return to the approximate
9/8 of measure 2, and measure 7 expands the augfioardaf measure 3. Measures 5-7,
slightly longer, creating an uneven balance witlasuees 1-3, signal a return to the
indeterminate world of ellipsis introduced in thestfthree measures, the musical objects
now unfamiliar.

Drones, albeit of usually more determined lengtifi,r&cur at many points in
...concertante.to remind us of the prehistorfidrmusikupon which the present,
fragmented music depends—upon whathdeliberately composed fragments (these

constitute...concertante. as they do most of Kurtag’'s oeuvre) . . .
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Measures 6 and 7: reduction and graph. The orcla¢stiord on the downbeat of
measure 6 is made up of five pitch classeg; &, D, D#, and E. The chord resolves in
the same measure into a unison G. Twoelated chromatic trichords, G-&-A and D-

D #-E, thus constitute the pitch content for the measim measure 7, F-F sustains as
an A#-B dyad joins the texture. The orchestra then slidea tetrachord on &-B-D #-
E. The dyads &-B and D#-E mark T advances from F-E. The chord resolves to a D-

D # dyad in the same measure.



1.2
... the nine rhythmic values distributed over sugas 5-7,..concertante. begins.
Kurtag writes “Sostenuto, parlando, pulsato” abmeasure 8. The indication

anthropomorphizes the music: “parlando,” “speekb*li “pulsato,” “pulsing.” At
measure 8,..concertante..acquires mind and body—the mind as evidenced ¢rou
speech, the body as through heartbeat.

Now metered, the music fixes the shape suggestegasures 1-7 and expands
upon it. The quarter-note meters of measures &4dd lip to a measure in 12/8 (measure
15). The dramatically increased musical activityrefasure 15 subdivides the eight
measures into 7 + 1. In the group of seven (mead#fel), we find an echo of
...concertante.’s first seven measures; measure 11 resembles reedguthe increasing
rapidity with which the shades of the drone G ale; 11 shares a hairpin with the
earlier bar as well; the viola jumps up to a higBeaind down again. Like measure 4, the
bar sticks out metrically: the metric numeratorsn&gfasures 8-14 are 5-4-3-7-3-2-3,;
measure 11 is substantially longer (7/4) tharstireounding bars. Like measures 5-7, the
G’s drop out in measures 12-14; the orchestral istoemare thicker versions of the

semitone chords from the earlier passage, theg¢hwkT.-related clusters more dense.

This seven-measures, like the earlier one, is 381Measure 15 brings the search for



unison G’sto feverishness and indeterminate end. The elongafitimee measure
resembles the augmentation in measure 7. 3 (meastBe+ 1 (measure 4) + 3
(measures 5-7) becomes 3 (8-10) + 1 (11) + 3 (32-14(15). Just as measures 5-7
slightly lengthen 1-3, measures 8-15 lengthen TRe. nested asymmetries recall the
layers of golden mean-determined musicdrandvai finds in Bartok (Lendvai 2000,
20).

The first seven measures.atoncertante..are recomposed in measures 8-15, the
latter passage a living, breathing version of tisembodied earlier one. Through the
application of mind and body, the earlier music besn transformed; what was
unconscious has been made conscious. The scotieshaabin 2005, the year before
Kurtag’s revision, shows “...[fantasia]...” writt@bove the first measure and “[Tempo I]”

above the eighth. These editorial marks convey well
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Measure 11 with its faster rhythm and hairpin pl#ys same role as measure 4 does
earlier (see page 3). The up-and-down viola octarggipate a motif from the main

theme of..concertante..(see page 10, measures 24, 26, and 28).



12 13

N>

EN Y

Chromatic scale

T
#, ) f=
il +#

Measure 12, chord (1 +2)

i

Measure 13, chord (3 +4)

#
m
r 2 by #

Measure 14, chord 5

.

"y
= T
i

Measure 14, chord 6

T
s f=
1

Measure 14, chord 7 —

3 r
&

Measure 15, chord 8

s r
il

Measure 15, chord 9

3 =
3

Measure 15, chord 1

N

Measure 15, chord 1

# =
ria

Measure 15, chord 12

L e@b B #na j@ib g@u; m@n #b c@o HE HL

hae

P
N

Measure 15, chprd 13

s far

Measure 15, chprd 14

é@ka C?tb

¥, =
&

Measure 12-15: reduction and pitch content chahte Brchestral sonorities accumulate
in density. Shown in relation to a chromatic scéhe music soon abandons G and
emphasizes pitch classes D, A, and E; taken togettese four pcs form an i7 cyclic
tetrachord. Various configurations of &nd T, chromatic-cluster mappings can be

deduced from the chart.



1.3

.. . prepares the first appearance of the mamehay incrementally opening up pitch-
space in measures 16-22. The solo parts, inteduptérief tutti rests, outline a wedge
structure: Kurtag takes the violin up from 8 C,(measure 21) and the viola down to a
double-stop major ninth D,) in the same measure. The viola C an octave dispiant
of the previously introduced C in the violin, theag skips up and down to form a stack
of fourths, D-G-C. The gaps left in the array camée patrtially filled in by the
subsequent theme: the apex of the themgdijIB in the gap left betweenfand G; the
theme’s resting point, Efills in the corresponding gap betweepdnd F.

Having been approached gradually, the main theroetieff abruptly. Measures
24-29 get stuck in a rut, repeating the same twasme gesture three times: an B-G
dyad answered by up-and-down octave G’s. The gslo@ry the first two iterations
(measures 24-27). The orchestra plays the thirdgores 28-29): horns and mallet
percussion take the dyad, the woodwinds take thes®er. Repetition, obstinate, stunts
the growth of a melody whose careful preparati@aseus to anticipate fuller
development.

Kurtag jolts the music from its rut in measure 3thvan aggressive chord in the

brass, reinforced by the percussion. Then meaduge&s on to something vedifferent.



But later a chord sounds in measure 236, the bewjrof the recapitulation, which is
analogous to the chord in measure 30: both fe#itiererass, both carry a fermata, both
are based on 4-4-3 interval cycles. This is a féeaycle of Kurtag’'s which Stephen
Blum finds inKafka-Fragmenteop. 24, (1985-1987) among other compositionsr{Blu
2002, 353); Edward Gollin finds the same cycle artBk (Gollin 2008, 140).
Recapitulated, Kurtag allows the theme to develqgaasively; he continues right
where measure 29 breaks off. After recapping thangydown octave G’s, the soloists
play the same notes in measure 239 (in almostatime shythm) as the clarinet and
English horn in measure 29. Now integrated intargdr gesture, these chords begin a
passage that carries out conjunct motion in siyibectured by sudden silences. Now
allowed to blossom, the theme can only stutterstlemces do not mark breaths between
contrasting ideas; they interrupt the progressai@vard trajectory that leads to a

shatteringutti chord in measure 248, the climax of . . .
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From measures 15-22, the pitch content of the gaftts begins to open up. The
inversionally-symmetrical wedge reaches C in theenwoice and D in the lower, each

an i5 from G, the point of origin.
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The main theme of.concertante,.shown here in its first appearance (measures@2-3
gets stuck in a two-measure rut that gets playesetiimes, the third time in the

orchestra. In the box is the theme’s head motifclwKurtag isolates later in the piece.
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30 236

Here are the analogous chords in reduction, plagetheasures 30 and 236.
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Here are the two chords mapped onto a 4-4-3 inlezyele. They are not precise
transformations of one another, but the tonal rdsiamce receives emphasis from the

similar instrumentation and formal placement.
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Kurtag recapitulates the main theme, now in the swbla, at measure 236. The boxed
notes correspond to the winds in measure 29 (sge p@). Kurtdg now realizes the line
the parallel sixths started earlier. Measures 241~-Znot shown) bear the same sort of

brief tutti rests that appear in the theme’s initial prepaoatimeasures 16-22).
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1.4

.. . abandoned development shortly resumed abdlnee exist doubly-interrupted
passages where Kurtag breaks off one stratum ofcrtmusglrop down to another, then
breaks this second stratum to drop down to a tiifiegr the third, he climbs back to the
second and finally makes his way back to the first.

Between measures 28 and 49, the moves betweea stratusic are conspicuous.
A bass clarinet arpeggio cues the second stratumeasure 29 and jerks the first back at
48. Before measure 29 and after measure 49, thie isudower than the adjacent second
level and features bassline pizzicati and brigtyksecond-note flickers—the texture the
same as that in which Kurtdg embeds the main th@mehe second level, measures 31-
37, the bass flute, cimbalom, and pianino souneppitks over an empty droned minor
third (D#-F#). A lusty melody interrupts (38-43). The pin-pricieturn (44-47), the
xylophone and timpani joining the pianino, the drarow a chromatically filled-in minor
third (C-Eb).

The third level, the melody, does not get repeatsewhere in..concertante...
The solo strings use mutes to distinguish theibtarhere from that at the first level. The
melody, which could have fallen directly from a &édrscore, concerns the closing of a

minor-third (D-F) located in between the minor-thdrones on either side. The
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semifermata (a fermata without a dot and thus sdmeghorter) in measure 41 suggests
a 4 + 2 subdivision for the third level; below semifermata, the triple-dots on the

E b pun with the ellipses of the composition’s titleedure 42 shifts the short-long
rhythm from the downbeat of the measure to the aipliee G pickup in 41

complements the £downbeat of measure 38, each a semitone outsidettieal minor
third. Measures 42 and 43 form a two-measure caresedo the four-measure antecedent
that is 38-41.

A subtler but no less striking doubly-interrupteabpage takes place in measures
294-299, leading to a similarly un-repeated lovetisitum. 294 and 299 contain the wide,
slow, meditative leaps that are the music’s foregtbsince measure 285 and move at the
same tempo. 295 drops down to a level marked bkthli slower music and conjunct
motion; a mournful descending trombone glissandmtand we have not heard until
now—emerges as thtauptstimmethe trombone’s B-A b -G dovetails with a glissando
in the timpani which begins on C and moves dow6 fia A faster tempo underlays the
marcato oscillations of the third stratum (meas@@s and 297)—one of the
composition’s oddest moments. In 298 the tempo sidle glissando returns, and the
music picks up the second stratum again. The gicssaow resides in the bassoon and
begins on the E a perfect fourth above the tromboné B 295; the timpani glissando

returns on C, dovetailing with the bassoon, desognd subsume the £5(as Ab) and
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moving down to G in 299-the C-G motion inverting in the same regjitite first
timpani glissando of the piece (measure 9). Threl llevel here sounds designed to

interrupt the progress of the glissando at 95 leeifforan complement this G-C glissando

from the . . .

i
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These two bass clarinet runs, at measures 29 anmdsgiictively, cue different levels of
music. The music at 50 sounds continuous with tremat 29. While not identical, the
arpeggios begin and end on the same notes and sbarne pitches in between. (The

pitches shown are those that sound.)
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From the second level: the bass flute, cimbalord, @anino pin-pricks in measures 35-

37 are picked up again in 44-47. The minor-thirdmk gets transposed and filled in.

Vin.

The melody of the third level, lusty and unrepeatedld have dropped right out of
Barték (measures 38-43). ThetGn 41 complements thelin 38, being one semitone
outside the D-F minor third that is the center loé imelody’s pitch content. The melody’s

underlying semitone motion from DAED will return on C in the “Choral” at 213.
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Another double-interruption, this time from measu284-299. In addition to the
marcato of 296-297 cutting off the timpani glissaphich intends to go to G, the third
level seems to block out our hearing a ritardando quarter = 48 to quarter = 38; the
music is forced to resume the second level at ddsuly” slower tempo. Notice the work

with chromatic minor thirds again in the solo paits295.
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The timpani glissando from measure 9 provides #sestfor the later ones in measures

295 and 298.
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1.5
.. . Is itself an interruption: “concertante” bkedhe continuity of silence attempted by
the ellipses. They exist on a silent, ineffablenpld’concertante” on a separate, articulate
one. One might even say the ellipses emerge fremakhingness to the left and
disappear into the nothingness to the right, angainother double-interruption: the first
stratum is a void; the second carries the indisadbmwords not said, assertions of the
gravitational pull of elements not present; thedlstratum is one of full, verbalized
articulation. The pre-linguistic qualities of thest and second strata suggest
metaphorically that the third is the “highest” |eirethe title.

Far from being a static label, “...concertantas & narrative whose qualities
reflect those of the music to come. The title mdvesh the utterly silent, to the
unarticulated, to the articulated, back to the ticalated, and into silence again, a
nonretrogradeable shape encompassing the absetiteaptesent within its
circumference of music. The paradoxical recoursglémt music is a trope from the
Romantic generation, when paradox was celebratacdgaseway to human expression in
its pure, unspoiled state. Kurtag himself has paichage to great Romantics like
Holderlin and Schumann in his music. The preconscmpening of..concertante...

resembles the ellipses by asserting the preseraasehce, the G droriEhe exposition
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and recapitulation of the main theme, the hint séeond theme, the cadenza, and the
orientation of the ensemble—soloists and orcheslirargage the tradition the word
“concertante” comes from. A perfectly empty 9/4,libe last measure, maps to the
second ellipsis.

Then there is Mozart'Sinfonia . . .

1.6

. .. compositions arrive to us in pieces. Higstbften direct attention to the
incompleteness of movements to come; we listensirete “beads”klarisok) making
up a necklace; “messagesiocvanriz) only fully ascertainable by readers who know
more than just the words; “splintersz@lkal extending aberrantly from the surface of a
log or plank; “scenes’duers) cut loose from the play in which they were emhestjd
assorted “sayings’hjondasai whose only commonality is their source; “musical
moments” (noments musicayikrom pieces we do not entirely remember; “sig@elek)
whose signification needs signifying. Not alwaysastful, Kurtdg sometimes even
explicitly calls compositions “fragments,” as irethttila Jozsef Fragment®p. 20,
(1981) andKafka-Fragmente

He reinforces the sense of fragmentation by writm@yements that are often very

brief, inscribing them with roman numerals and ffinarlines.Eight Piano Piecesop. 3,
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(1960), which takes no more than six minutes tdoper, consists of eight fragments;
Hommage a Mihaly Andrasp. 13, (1977), which lasts around ten minutas,tivelve.
Other pieces group fragments into larger sectibastbgether make the composition.
Among these pieces are Kurtag's three large sodlgsy he Sayings of Peter
Bornemiszaop. 7, (1962, rev. 1976) contains 24 fragmentsiged into four titled
sections, and it lasts around 45 minuddsssages of the Late R.V. Troussm@ 17,
(1976-1980) distributes 21 fragments across theetms, and it runs around 25
minutes; anKafka-Fragmenteontains 40 fragments and places them into fottrases,
and the piece lasts about an hour.

As all of these pieces demonstrate, the simplestnarst complementary of
compositional procedures constitute the founddtiom which Kurtag fashions
fragments: radical brevity and silence. A musicagjment cannat priori be something
short or long. But the incompleteness essentialftagment implies brevity because of
our cultural association of completeness with cahpnsiveness; time is required if one
intends to exhaust all possibilities. Still, themté‘radical brevity” is preferable to
“brevity” by itself: many short pieces do not seagmentary to us at all. “Radical”
means the shortness of the music is so salienttitbaonjuring of a longer, idealized
entity gets triggered in a listener’s imaginatibmom this absent entity, the present

“radically” brief one seems broken. Fragmentatibien, often depends on the presence of
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a listener reflexively attuned to what is “radicalid not. Radical brevity does not work
unless listeners are cultured into a particularicaligradition; the residue of personal
experience precipitates the perception of fragmieeien from this simplest of means.
Fragments are nearly impossible ontddeula rasa

Kurtdg's music presumes shared experience. Pethegpis unremarkable. But the
degree to which Kurtdg makes music with and famftis and family and the frequent
personal dedications on his pieces suggest mguang on. The fragment is more than a
preferred form or a knowing nod to Romanticisnis ian expression of musical and
artistic intimacy....concertante.. grand though it may be, integrates well with this

orientation, born out of small forms, songs, anancher . . .

1.7
.. . anarrative or “prehistory” shared by allidefately composed fragments. Before we
hear the broken off pieces, there existed an éyntivée cannot describe this prehistoric
entirety with certainty. Nor has the composer dbtui@mmposed this absent entirety: with
fragments, the process of creation is destruclibe.composer breaks apart the entirety;
then the composer arranges the pieces accordimgnstrong the pull should be from
the absent entirety stronger pull comes from a sense that the essa#rtbe prehistoric

entirety is in front of us, the essential beingualdy pregnant with unrealized potential.



22

Critics and scholars routinely make reference ta&gis ability to present the unadorned
“essence” of things, and such comments testifydddient for fragmentation.

The prehistoric entirety not being properly “comgd$ we can perhaps associate
it with musical givens—individual notes, commonlssaparticular instrumental
attributes—not of any composer’s invention. Thaserts, appearing as the lowest
common denominators of countless pieces, are ¢eéotilae process of enculturation
upon which fragments deper\de hear certain scales repeatedly; we hear teatized
repeatedly. Presenting them incompletely is anattegr composers can take toward
composing musical fragments. What simpler and mpotent fragment exists than a
major scale that ascends only to its leading téneRromatic or pentatonic scale left
incomplete—or whose progress toward completion igéesrupted? The presence of such
givens may mean little in a post-tonal context; thietbareness with which they appear in
Kurtadg's music is striking; and to posit a deepgnigsicance for them than an artistic
interest in simplicity is satisfying. To composecdose to musical givens is to orient
oneself differently from serial composers who b&ser music on rows they invent
themselves. Even standard practice compositioted-ivith these musical givens—are
generated more from invented themes and motifstti@inscalar underpinnings.

Since the found object, then, lies at the rootashposing fragments, we should

not be surprised to find fragment composers trgdtieir original music objectively.
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Perhaps the most essential characteristic of atblg portability; it can be placed, with
relatively minimal adjustment, into many differentexts; it is discrete, and its
boundaries are clear; it is recognizable as atyantand of itself. Such thinking runs
deep in Kurtadg. He speaks of musical passagesianéshe composes (and is satisfied
with) as “gifts” which he feels free to use in @ifént compositions, often transforming
them in the process (Grmela 2002, 372); a striregtqtipiece becomes a movement of a
work for piano and large ensemble; a line of mgsicying text appears textless
elsewhere. He sometimes assumes the compositiyteab$ other composers. In one
piece,Officium Breve in Memoriam Andreae Szervansaiy?28, (1988-1989), Kurtag
goes so far as to incorporate arrangements of wayrk&/o other composers into an
otherwise original work: Anton Webern and Szervéagsa Hungarian composer. The

liberality of some of Kurtag's free-standing arrangents reinforces . . .

1.8
.. . suddenly happen upon the main theme, isqglatedented as a discrete object in
measures 59 and 202, surrounded by silence, atdivest tempo in the piece (eighth
note = 60); both measures cap larger sections sfanBefore measure 59, Kurtag writes
a quarter rest with a fermata for the entire orthete adds a breath mark over the

double barline that concludes measure 59. Befomesore 202, he places a fermiaiside
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the staff of each instrument (this fermata is rtetced to any rest or note) and afterward
he writes a breath mark over the barline into 203.

59 and 202 take the beginning of the main theme ldw®dthe timpani glissando
to G later in...concertante.,.cut off the motif from the note to which it isddged. When
the expected continuation occurs, an entirely nesti@n begins. In the first presentation
of the theme (measure 23, see page 10), the teplithe solo violin, A-B-G-F,
continues a half-step to the top E of the dottdthiate dyad E-Gt. In 59, the violin
G#-A#-F#-E suggests immediate continuation on a lokgriBhe next measure. The
music fulfills this expected melodic motion only tre other side of the breath mark and
double barline and at a new tempo. The<€in measure 60 patter in the midst of a
quietly energetic ostinato; new melodic ideas tafk@bove them. The trumpet'stBC-
Ab-F# in 202 implies continuation on a londj Fit comes in 203, after a tempo change
and breath mark—like 59-60. In measure 203, tleflaite takes over the melody,
beginning a mellow section labeled “recitativo” asoft, sustained i~

These two found objects, neither approached nodé&felopmentally, relate to
one another through techniques that look beyondhth@ediate context. Most noticeably,
Kurtag adds a third voice in 202 to the two-pattisg carried over from 59. He has done
this before. A similar, two-part canonic textureséx in the sixth movement from section

Il of Kafka-FragmenteThe same movement, “Der Begrenzte Kreis,” is mgoosed into
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Hommage a R. Scbp. 15d, as a three-part canon at the unisoddoinet, viola, and
piano; the piano has the new voice. The verticabgty that concludes measure 202
builds on the one that ends measure 59. The \amithviola finish measure 59 on an A-E
dyad; the three trumpets in 202 end on a stack'sfk-B-RBt, that projects the i7
articulated earlier into a cyclic segment. An emeatgttention to i5's and i7's appears to

be ...
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Vivo, agitato
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Measures 59 and 202 and their immediate surrourgliSgyuctural pauses take place in

between the fourth and fifth notes of the headfrmbthe main theme, the fifth note now

becoming part of a different gesture. The A-E dyasb gets projected into a cyclic

segment in 202 (see boxes). The three-part setti@g2 is played by trumpets. The first

trumpet will also replay the opening G’s at 210-21ttie first time we will have heard

them since the beginning of the piece.
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Molto semplice, piano e legato
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HommageaR. Sch: Il. “(E.: der begrenzte Kreis...)"
These two pieces illustrate the same kind of recasitipn applied in measures 59 and

202 of...concertante..In English, the line, by Kafka, means, “The ctbsecle is pure.”
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Chapter 2

Vivo, agitato—Recitativo

1.1

. . . Observe meter as a sign of self-awarene$® atery beginning of.concertante...
The composition’s metric inventiveness, sustaimeithé end, can be approached by
thinking in terms ofmetric setssets of meters sharing common denominators (3/16,
8/16 . . .), andnetric spacespassages of music that intersperse meters franotwnore
metric sets.

Kurtag uses meter to call to mind an over-archirggnization for the fragmented
surface of the piece. Seen in terms of alternatiegyic spaces, the five sections of

...concertante. create a ritornello-like form.

Section Measures  Metric Space
I 1-59 a
I 60-79 b
80-114 a
115-202 b
203-212 @
1l 213-254 a
\Y; 255-284 o]
\% 285-313 c(d

Metric space is determined by interspersed quarter- and eigbte-meters; metric

spaceb by interspersed sixteenth- and dotted-eighth-negters;c by quarter- and half-
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note meters. Spacasandb prioritize one metric set over secondary setsti@et
privileges quarter-note meters over eighth-noteensetas do measures 203-254. a
measures 80-114, switches the sets: eighth-notersne@tsume primacy over quarter-note
meters. Allb spaces privilege sixteenth-note meters over daigisth-note ones. The
introduction of a new metric spaag reflects section V’s title: “...epilogo...”; spac
privileges half-note meters over quarter-note nsef@or details, see Part A of the
appendix.) Overall, the confinement to such a Bahihumber of metric spaces helps
prevent the frequent interruptions and tempo chaifrgen bumping the music into
incomprehensibility.

Indeed, the metric proportions underpinning spacasdb create a steady and
dependable sense of contrast. Metric satas a proportion of 2:1 (two eighths for
every quarter); metric spabehas a proportion of 3:1 (three sixteenths for ydetted-
eighth). The metric spaces thus take turns in @ngagmple and compound metric
proportions. The final space returns to a proportib2:1 (two quarters for every half),
the rhythmic values of the denominators an augnientaf space. The alternating
spaces also generally hold to a distinction betvgawer and faster; roughly, the tempo
in a spaces averages 53 quarters; the tempaspaces 66. In space, the tempo is even
slower, averaging 51 quarters per minute.

The metric design af.concertante. far outstrips anything Kurtdg has done with
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meter before. Partly this is a matter of ensenthleter assists coordination, and Kurtag,
who favors small ensembles, often prefers a losseterless coordination between
instruments. But other large-ensemble works dcemmtence the metric imagination on
display in...concertante.. While the first movement afroussovaand the second
movements of..quasi una fantasia.ap. 27 no. 1 (1987-1988) afdele op.33, (1994)

do show the composer manipulating meter more déye¢han usual, the variability of the
number of instruments playing at onceTlimussovaallows Kurtag to be looser about
coordination at other times, andSteleand...quasi una fantasia.meter disappears or
becomes consistent in slower sectionsoncertante..s his first application of meter on

agrand. ..

1.2
. . . teases us with the possibility of a secorani. At measure 87, the soloists join in a
melody that gets replayed and expanded at 96. &udiés not go so far as to establish a
suggestive tonal relationship between this andrthm theme. But the emphasis given to
this new thematic material suggests we might hesgain later in a recapitulation and
that measures 60-79 act as a transition betweethievoe groups.
Kurtag constructs the melody from i7 and 4-4-3nvéécycles. At 87, the tune

rises two perfect fifths to a 5 where it switches to motion by thirds. Moving torB
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(i3) in 88, the line descends back through ® E (i4), C4 (i4), and A (i3). The
development of the theme at 96 expands the stateah8id from three to five measures
by advancing another step higher in the i7 cyalentfG# it ascends to B) before
embarking on a similar 4-4-3 descent through timeespitches. B appears at measure 99
revisiting the note from which the melody began eanhpleting a descent of the i7 cyclic
segment from B ; an analogous i7 descent does not take placeithéme at 87. Like
the main theme, both instances of the second tlgetstuck shortly after they get going;
the highly contoured music stops abruptly for flegrtical utterances—five at 89, eight at
99-100.

Kurtag does not revisit his “second theme” after iacapitulation of the main
theme. Though other material from the “expositioanes back (never in its exact form),
the absence of the melody from 87 and 96 opengdbsibility that the recapitulation is

incomplete—a fragment of the . . .
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The two instances of the second theme, both play#uke soloists together, at measures

87 and 96 respectively. The numbers and brackets #e interval cycle construction

behind both appearances. 96 expands 87 by advaaciother step in the i7 cycle and by

adding three more notes at the end.
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1.3
.. . taking place. Perfect fourths and fifths-+tlstuse the category ic5—play a role both in
large-scale organization and local note-by-notgss...concertante. articulates a
single, complete ic5 cycle; complementary ic5 @yskgments exist hundreds of
measures apart; the smooth unfolding of individwyales gets interrupted.

The sonorities that follow the composition’s fiveutble barlines advance an i7
cycle off the opening G. D is part of the clustattpring away at the beginning of section
Il (measure 60); open A-E fifths sound at measrea8 measure 115 the propulsive
sixteenth notes driving the passage center on B.niisic that begins section Ill, marked
“Choral (quasi ‘Trio’),” returns over and over agdo a tetrachord based on the cyclic
trichord Db -A b-E b—the same chord featured in “Medal-in memoriam $&jernad|”
from Jatékokbook VIII (though the present music does not seeiye a recomposition).
Section IV, “Recitativo, ed...,” coming after thast double barline in the piece, may not
feature B> so markedly; but, with A, it is the most repeatetenin the initial chromatic
figures.

From G-D-A-E-B-Db-Ab-Eb-Bb, F#, Fh, and C are missing; moments that do
not host a double barline feature these three ggtclonspicuously and in concert with

other changes textural, temporal, and so on. Tlssing Bf occurs at measures 180-182
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in the solo violin. The pitch, #, enters after a passage, measures 170-179, dxaase
dramatic fall in register from very high to verywoMeasures 180-201, which extend to
the found object at 202, constitute one of the rdisinctive passages inconcertante.,.
being one of only five passages that remain imglsimetric set for ten consecutive
measures or more (and the only one of the fiveoited-eighth-note meters). The
opening B takes on structural significance.

The Fy and C that finish the cycle take place at mea3Qieand similarly mark a
clear point of arrival. Kurtag writes “esitando’eitating) at the end of the previous
measure and a breath mark over the barline intpwsbBith then resumes the established
speed (“a tempo”). Grounding the ascent 301 begnescontrabassoon I the lowest F
the instrument can play; the violg 8 also the lowest playable C on the viola. Togeth
a rich sound results.

Slow repeated octaves—fragmented drones—carrystientup to E in 304, an
ascent that continues another one on slow repeated Kurtag abandoned earlier.

Also initiated by a contrabassoor Ehis ascent happens in measures 113-114. From F,
the chords build perfect fourths: FsBEb-A b-C#/D b-F#-B. The cyclic sets from
measures 301-304 and 113-114 are complementarnyaamide subsumed into a complete
i7 cycle off B.

Kurtag thus paces relatively evenly the globalyi@le durationally. Order
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positions 1-6 occur in sections | and Il, whichethger take up about twelve minutes of a
24-minute-long piece. The complementary articutrabbthe cycle is just one element
suggestive of an underlying binary form faconcertante.. sections I-ll being th&
section, sections IlI-V thB. The 2006 revision reinforces the binary ideadmoking the
heading of “coda” which Kurtdg had written abovetsm IV (measure 255); sections IV
and V are now no longer an appendage to an almady or less complete structure; they
are part of the body itself.

Just as a rising i7 cycle provides an over-arcpiag for...concertante...one
also guides the note-to-note progress of the dolonand viola from measures 213-
235—-the opening stretch of music in section Il #m&lpassage that leads up to the
recapitulation of the main theme. Order positior®s C-G#f, appear through measure
224, where Kurtag stops the progress of the cygheegress that has followed a rise in
register; almost the entire passage is played traldharmonics. Measures 226-229
contain a retreat of the cycle, going back throagler positions 7, 6, 4, 3, and 1,
descending in register. After the cadenza (me&&20¢ the soloists rely less on
harmonics as the music both advances through thaiméng pitches of the cycle (&

Bb-F) and transitions coloristically to the . . .
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suggest an i7 cycle from G. The antepenultimatepmmdiltimate measures (311-312)
take the succession back to G, full cycle. Solahizeshow adjacent steps in the cycle,

dotted beams show where steps are missing.
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The F# missing between measures 115 and 213 takes pldbe solo violin from 180-

182, opening a beautiful, ethereal passage.
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Measures 301-304 bring back the drones, with tblearacteristic slurred-tenuto
articulation. Here (within the box) we find F and @e other two pitches missing from

the global i7 cycle.
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The orchestral violas, cellos, and basses stackpautse fourths at 113 and 114 . . .
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301-304

B
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.. . which are complemented by the stacks ansepuh 301-304.
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The global i7 cycle related taconcertante's five sections. Supporting the notion that
the composition exists in two complementary partder positions 1-6 appear in

sections I-1l, 7-12 in sections llI-V.
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A reduction of the solo violin and viola parts, meges 215-235. The stems and dotted
beams show the i7 cyclic ascent guiding the moneemtement succession of the notes;
the bold numbers show order positions. Bracketddsare the ones not played on
natural harmonics. The cycle essentially stops @asare 224, then backtracks to C in

229, and resumes onEn 231. The cadenza is on C, the note from witielcycle

originates.
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Il.4a
. . . impose order onto fragments is to take thewk in time—an undertaking that can
cause tremendous formal tension. Fragments ardqost “Form” applies to the
prehistoric entirety which the composer fragmedéstroys. One cannot affix form to the
incomplete; only in relation to the complete caatesnents of balance, imbalance,
proportion, and disproportion be made. Only intiefato the complete can statements
about the harmony between part and whole be made.

Fragmentsvantto be disordered. The more a composer tries @ thlem back
together through various means of interconnectlmmore precarious the structure
seems. We sense this in architecture as well agnfrgcient ruins are beautiful-even
peaceful; they need nothing but themselves, honeweyable tourist booklets that
reassemble them may be. But a dilapidated buildiitiing awkwardly on its foundation
and whose walls are coming apart, needs renovaiianmpulse is to push its cracking
surfaces back together again. Formally, the ruanvghittle tension whatsoever; their
presence triggers no struggle to order them baoktireir original entirety; onlookers are
happy to let them lie, disordered and separated.dllapidated building, however, is
very tense, its crumbling beams triggering an ntstio restore what is breaking apart.

The formal tension of a work, therefore, is greatben the prospect of disunification
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exists than when the work is actually disunified.

Kurtag's compositions at times parallel the ancreims and the dilapidated
building, with countless intermediary stages ad.v&me of his works are ruin-like open
forms, most notably a series of vocal pieces froen1t990sHolderlin Geséangeop. 35,
...pas a pas—nulle part..op. 36, andEinige Satze aus dem Sudelbiichern Georg
Christoph Lichtenbergop. 37. Performers may select and sequence maoxsiinem
these collections as they please. In effect, perdéos treat his collectionkatékokand
Signs, Games, and Messagjes same way, though both collections are not dgdrio be
individual works: Kurtag assigns neither an opusibar. These pieces are Kurtag's least
problematic—least tension-inducing—compositionfwatgard to form. To analyze them
with respect to form is to be oblivious to theitura. Their components and ordering
undetermined, the analyst cannot identify any mdrasrbeginning, middle, or end; the
position of the composed moments depends on thdddl decisions of performers.
Compositional analysis collapses into performamayais. The substance of the “work”
has changed.

But formal tension—the pushing back of fragmentth&r original entirety—is not

absent from Kurtag’s music. His unidirectional, ened fragment sequences . . .
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11.4b

... from the only commercially available recogliof ...concertante..Kurtag makes one
change in the 2006 revision significant to the fathe version published in 2005 (the
score of the 2006 revision is not available ah writing): measure 150 of the
published score jumps directly to measure 162 ltiagun eleven entire measures from
the 2005 score being dropped. The snare drum flameiasure 151 now appears by itself
on the downbeat of measure 162. The cut abrupthcttes a passage beginning at the
double barline at 115 whose continuity Kurtag sasi@in the now-missing measures; no
great musical change occurs between measures #i5I6anOne curiosity about the
omitted measures can be observed by comparing mesakbi7 and 76; in each measure, a
guartet of instruments is bracketed in the scoceraarked “solo”horns in 157, cellos in
76; like brackets do not appear anywhere elsedarpibce. While the pitch content of the
two measures does not seem to bear any specialbksee, clearly the two moments
are meant to be analogous in some way: four hayabld the cellos in 76. In the
revision, however, Kurtdg decides to do withouthben quartet—-seemingly leaving the
earlier quartet unanswered.

The significance of this window into Kurtag’s conggtamnal workshop is not hard

to discern. To cut is to interrupt; whereas else@laterrupted statements have been
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resumed later on, measures 115-150 are left broKgetheir consequent (151-161)
unarticulated. Kurtag stops short a stream of maisecnever returns to it again. Measure
162's starkly contrasting texture could hardly mecae decisive break from what has led

up. ..
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... this short horn quartet, marked “solo,” in amure 157, cut from the 2006 revision.

(At sounding pitch.)
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1.5
... begins an eight-measure passage (measW2e69 consisting of 14 block chords
playedtutti. Though rests separate the chords, Kurtag drattsdislurs over the first
nine attacks, grouping them 5 + 4. A contour réiducof the top lines of these two
groups shows a process of incremental subtracppheal. (In measures 1-7, we observed

incremental rhythmic addition.) “0" stands for rftaage in contour.

Rests divide the remaining five attacks 3 + 2, ltesyin the progression 5-4-3-2; we
never make it to 1.

The group of 3 amounts to a rhythmic fragmentatibthe group of 5. Here is a
schematization of the rhythm in measures 162-1@érins of sixteenths.

chords 3 2 2 1 2
rests 3 7 4 8 7

The five chords last 3, 2, 2, 1, and 2 sixteengispectively; the rests preceding each
chord last 3, 7, 4, 8, and 7 sixteenths. The sctizatian below represents the group of 3
block chords in measure 168 the same way, aligmetidw how this later group skips
over some of the rhythmic steps taken in the eaglieup.

chords 3 2 . 1




45

The rest/chord pairs 4/2 and 7/2 have been ontittedeate the group of 3. By leaving
out two chords each two-sixteenths long, Kurtaglgubaximizes rhythmic variety in the
group of 3: each chord is now a different lengthaflin both groups the “3" and “1"
chords harmonize the same melodic pitch suppogetsehse of fragmentation.

Later in ...concertante..Kurtag brings this music back. The G.P. at 165 hesc
up with the “longa” fermatéautti rest in 272: 164 and 165 and 271 and 272 are @l ba
equal to 9/16. 273 restarts the block chord texaindoned since 169, the dynamics
softer, the orchestration reduced, the tempo sloMeasures 273-276 embark on the
same process as the one just observed, fragmenktatiomission, but in a different way.
Every chord in 273-274 corresponds to one in 162-&6¢ch harmonizing the same
melodic pitch; but many pitches from the melodyha earlier passage get passed over.
The remaining pitches possess the cardinality antbar of the head motif of
...concertante..s main theme. Here is a representation of the sheedinning each
passage; alike variables stand for alike chords.

162-166 chords [ABCAD] [EFGH]
273-274 chords [A;,BCA,... .Gl

The prime versions of the chords differ from thrawdels only by one semitong;
substitutes an § for the F in chordA; G, omits the A from chordG. Like the found

objects at 59 and 202, a new line is added in mmeak¥3-276. The cimbalom . . .
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Measures 162-169, the celesta and the top linesomeal 70, solo violin. Letters show
that some chords recur; the numbers show the rhigtiragmentation that occurs

between the groups of 5 and 3. The penultimatedcimomeasure 169 &, the chord

that began the group of B being marked as a “starting chord,” we expect bieck
chords to continue. But the texture changes comlglat 170, when the solo violin

enters.



Cimb.

a7

e o
’

TR

Cel.

The celesta carries the content from 162-169 in273;, some of the same chords are

repeated, though the second instancA gumps directly to choré,, skipping chords

D, E,andF. Whereas in the earlier passage nothing is plagetie rests, in the present

passage Kurtag adds another line, represented imetlge cimbalom, though other

instruments play it as well.

m. 23, transposed
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Measures 273-274 bid farewell to the main themeeHee theme is shown in its

original statement, transposed, in measure 23; thertop line from 162-167, which

in 273-274, though with intervallic changes.

inserts three notes between the fourth and fiftlesiof the theme; the theme is restored
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1.6

... of the main theme, which occurs in sectidstiie two parts of..concertante...
contrast significantly and may be identified asreaby AB form, the fasi section
balanced by a sloB section. The tempo scheme.ofoncertante. supports this
interpretation. Not includingubatoindications lacking metronome markings, there are
36 tempo changes inconcertante.,.and, to be sure, Kurtag has never before been so
meticulous in his manipulation of tempo. For thesinmart, the speed stays between 40
and 60 quarter notes per minute, making the pieocerglly slow. But the two parts
manifest different approaches toward tempo chahige first part, measures 1-212,
contains the slowest and fastest tempos of the pleaddition to their reaching of
extremes, the tempo changes in the first part tete part of broad accelerandos and
ritardandos, whereas the tempo changes in parjénerally alternate between slower
and faster speeds.

l. 1232321

. 2321010-1-2-10

1. 10101

V. 21010
V. 10101010

Above is a representation of the tempo changesconcertante...The

representation does not show the amount by whiopas change, but illustrates the
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tempo trends of the piece—tempo changes that ocatrgreviously established trajectories
and changes that reverse trends. The piece bednd she tempo increases, 1 is added;
if the tempo decreases, 1 is subtracted. A mouwlddtrepresentation is found in Part B
of the appendix

Although it does not reflect how slowly or quicklye music moves, the
representation does happen to designate the fastg@siowest individual tempos with
thehighest and lowest values (3 and -2 in sectiorhe representation also reflects the
more volatile nature of the first part of the pigteugh one might expect the second part
to be jerkier with its tempo oscillations, the baid-forth speeds actually reflect an
overall lulling in the music: the second part camgéefewer than half the number of
measures as the first (101 to 212) yet lasts m&irag. The approaches to tempo change
and speed in the two halves.o€oncertante..are complementary: in the first half, the
broader trajectories of tempo charage balanced by a generally faster speed and greate
extremes; in the second half, the lack of suchdsethe oscillating back and forth—is
balanced by a more steady speed in general: oplytame-fourth of the measures in the
second half stray outside the range of 38-60 qisaper minute.

Along with the ritornello idea sketched in the netmalysis above, the binary

idea . ..
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1.7
.. . music, being written for, dedicated to, anehpiered by violinist Hiromi Kikuchi and
violist Ken Hakii, who are married to each otheneTtwo solo voices in.concertante...
are mutually reinforcing and speak together aspamsona, “concerted,” as opposed to
being in antiphony or dialogue. Conceptually, thaght be playing the same instrument.

The idea of married couples playing music togeihartheme in Kurtag’s musical
activity. He and his wife, Marta, perform joint reds. A recent performance at Carnegie
Hall gives an idea of what these unique concerésntielves “composed”are like; the
form of these concerts applies in many respectsdoncertante...

The Kurtags played on an upright piano with theicks to the audience—as if we
were watching them at home. The piano had a “sopdir®” pedal, making the timbre
especially muffled and quiet—useful for playing wiene does not want to disturb the
neighbors. So soft was the sound, the instrumesdateamplification; this was supplied
by their son, Gyorgy Kurtag Jr., a composer andcaedgineer, who was positioned
behind the piano for the entire concert. The Kigtaggan with two four-hand
arrangements: the first work was by Bartok, thesddy Bach. As would be the case
throughout the concert, Marta played primo, Gyosggondo—the same orientation as

Hiromi Kikuchi and Ken Hakii in..concertante......concertante. also makes extensive
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use of practice, or, “hotel,” mutes, paralleling Supersordino pedal favored by the
Kurtags.Measure 192 interrupts the flow set out upon atieivise maintained from
180 until 201. It is the only time in the piece tgrapplies “pesante” to the entire
ensemble. The measure reintroduces the bass netpigtee music, which has been high
and ethereal since the timpani solo in 179. Thermiption is so brief and so smoothly

approached that, despite the silence that endsnisure—

sostenuto,
molto pesante
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After thetwo four-hands pieces, Marta stood to turn page&idrgy, as he
played a group of solo pieces fralatékok Shethenjoined him againfor afour-hands
arrangement of BachGott, durch deine GutBWYV 600. Then Gyoérgy stood to turn
pages for Marta, as she performed anotheofsgieces drawn frordatékokThe two
united to conclude the program with an arrangeraeBach’sGottes Zeit ist die
allerbeste Zeit: Sonatin®WV 106 (Actus tragicus)Considered as a whole, the program
resembles the ritornello form which ...concertante. hints: the Kurtags played together

andseparatel\ABABA the pieces by other composers, with their cotitrggnusical
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language, take on the quality of the found objectdteredcross...concertante., like

the Kurtags’ performance, the piece ends with mogiceived separately from that
which leads up to it: a recomposition of the opgmifi...quasi una fantasia..Kurtag'’s
op. 28 ends similarly, quotingzervanszky'sserenadéor string orchestra.

Kurtag has other collaborations that, if not mayets, testify to his predilectidor
prolonged musical partnerships. After working wstiprano Andrienn€sengery on
TroussovaKurtag wrote two other song cycles for hattila J6zsef Fragmentnd
Kafka-FragmenteHe has also composed several pieces for his cirambsic protege,

violinist Andras Keller, whose quartet also speezes in Kurtag's . . .
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CARNEGIE HALL presents

Sun, Feb 1, 2009 at 7:30 PM
Judy and Arthur Zankel Hall

GYORGY KURTAG, Upright Piano
MARTA KURTAG, Upright Piano
HIROMI KIKUCHI, Violin

Gydrgy and Marta Kurtag will perform the following transcriptions
and selections from Jatékok this evening:

BELA BARTOK Canon at the Lower Fifth (from Mikrokosmos, Book I}
(1881-1945)

OHANN Das alte Jahr vergangen ist, BWV 614
SEBASTIAN BACH —-Hommage & Reinbert de Leeuw

(1685-1750)

GYORGY KURTAG Consolation sereine
(b 1976) —to Renee Jonker
Versetto (Apocryphal Organum)
Knots
Antiphony in F-sharp
An apocryphal hymn (In the style of Alfred Schnittke)
—to Judit Frigyesi
In Memoriam Andrés Mihly

OHANN Gott, durch deine Giite, BV 600
SEBASTIAN BACH —to Tamés Varkonyi

GYORGY KURTAG  Dirge
Melody
Fugitive thoughts about the Alberti bass
—to Andrés Sz6lIGsy
Hommage a M. K.
Merran’s dream—_Caliban detecting—rebuilding Mirranda’s dream
Study to Pilinszky's Holderlin

JOHANN Gottes Zeit ist die allerbeste Zeit: Sonatina, BWV 106 (Actus tragicus)
SEBASTIAN BACH

CARNEGIE HALL

The program for the second half of the concertwft&y’s music that took place on
February F, 2009 at Carnegie Hall, showing the selectionskhetags played together.
The first half consisted of Hiromi Kikuchi perfomgiHipartitafor solo violin, op. 43-a

piece written as a “thank you” for her work onconcertante...
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1.8

... essay “fragment: entre I'inachevé et le fimakes explicit the connection between
the fragment as compositional metaphor and histbdoecument. That historically the
word “fragment” has been applied to the sketchesoaiposers provides Boulez with a
template for understanding fragmentary modernistmmsitions. These works promote
the “inferior attempt” and “preserve” the “tracex’finished works (Boulez 2008, 10).

Seen in this light, Kurtag’'s works are assemblagegtempts and sketches. And
it is more than the professional connection betwgamez and Kurtag that encourages us
to interpret the latter's works in such a way. lgrbegan hisntire Jatékokproject to
free himself from the burden of writing “seriousbrks meant for sophisticated
audiences and highly-skilled musicians (Halasz 1949%. We can liken the children’s
piecesin Jatékoko sketches for bigger works, because Kurtag caoatiyp mines his
children’s music for material to be incorporatetbitarger, “serious” piecedatékoks
indeed an ongoing sketchbook. By publishing thegetthes” and allowing them to be
performed, Kurtag promotes his “inferior attempts’full-blown compositional
achievements, preserving them as a part of hisreeuv

Of a piece with the Boulez connection is Alan EllMins’s suggestion of a

possible literary source for Kurtag's sense of f@Wttilliams 1999, 146-147)n Jatékok
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book V, Kurtag paysribute to Sandor Wedres, an eminent poet and oguteary. Some
of Weodres’s published collections bear the tilegysznyeg(rag carpet). Rag carpets
are sewn-together composites of smaller piecesfosedher purposes; the rags are
promoted into something more formal, a carpet;talpiom an old shirt or pair of pants
gets preserved. A rag carpet is made from the tvoti, out of whatever material might
be at hand, as opposed to from the top down, p&de®r the exclusive purpose of
being a part of a pre-conceived pattern. Ind&adka-Fragmentseems to have come
about in almost precisely this way. After compodimng individual fragments (rags),
Kurtag left most of their ordering (their stitchiggether) to Andras Wilheim, his
assistant and editor (Wilheim 1997, 38). (Just agd¢ incrementally subtracts in
...concertante.,."Glocken-Fanfare for SGndor Wedres” incrementatlgs; Kurtdg makes
explicit in the score his organization of the pisdevelve measures into 3 + 4 + 5. Unlike
...concertante.,.however, there is no “point of completion” toysiey-step addition.)

In an open-formed work, the rags are not stitclogéther, the sketches are not
ordered. Open form—thought of here as the absdrtbe amposing of order on a
collection of pieces--provides the most congenaaitext for fragments, and, from the
standpoint of form, Kurtag’'s open works are histgaoblematic. Because, as Boulez
says in his essay, an audience cannot perceivafapenness, fragments fingiailarly

paradoxical host in open form (Boulez 2008, 13t ps fragments are incomplete and
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complete, open form compositions are simultaneooisén and . . .

1.9
... measures 202-212 and 255-284 “Recitativogitaer indication that, beneath its
instrumental surface,.concertante.is rooted in the sounds and gestures the human body
can make on its own. Oddly for a recitative, mdghe melodic gestures between 202
and 212 are marked “cantabile’—including a fragredrdtatement of the main theme in
the horns in 208-210. There is, however, one exaepihe G drone that opened the piece
returns in the first trumpet (muted) in measure; 28 notes are marked “parlando.” As
in measure 1, the G’s begin after an eighth-nate Kartag, also like the beginning,
articulates the notes with slurred tenutos—an itgmbdmarking in..concertante.in
general.

This marking is worth dwelling on. To wind playesfyrs indicate to play notes
without tonguing; to string players, slurs (espkgia contemporary music) indicate to
play notes in a single bow-stroke. A slur, in othverds, encompasses the notes beneath
it in a contiguous, united gesture. When appliegefeated notes, however, slurs present
players with a contradiction: wind players musheittongue the notes or re-breathe;
string players must stop the bow-stroke and therimmoe in the same direction; in both

cases, technical demands rupture the contiguitgltiransists upon. By writing tenutos
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beneath the slur, Kurtag brings contiguity and aligiguity into sharp confrontation: the
slur shows us the prehistoric entirety (Kurtadg hmaekes use of the notational alikeness
of slurs and ties); but the tenutos insist musgiareak into and out from the entirety,
fragmenting.

Measures 255-284 bear a more direct resemblangbabwe know as recitative:
the articulation is less smooth, the notes muctefaghe lines, however, are very short:
syllables come out in quick bursts, the speakestemtly in need of catch-breaths. Dotted
slurs suggest much about an “extra-musical” intggiion for the passage. Kurtdg marks
the cimbalom “solo” from measures 255-258. Congmdethe normal slurs (also present)
to be extensions of individual syllables (as i®pfthe case in vocal music), the cimbalom
articulates eight syllables; the dotted slurs griingm 4 + 4; each group has the same
number of notes: seven—three groups of two plusgiesnote; each dotted slur might be
interpreted as marking a single, unified statememterd. The cimbalom—and the
instruments doubling it—-has trouble, however, ggtthe words out. Rests interrupt their
articulation. Beginning forcefully on the downbear)y the first three syllables manage
to come out before a dotted-eighth rest, still uride dotted slur, breaks in; the fourth
and final syllable happens on the downbeat of Zh&. equivalent of four sixteenths of
rest elapses before the second statement begihg @econd sixteenth of measure

257—-not on the downbedthe cimbalom here has even more difficulty; only tw
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syllables manage to come out before the instrummeist rest for three sixteenths. The
next syllable comes on the weakest part of the ureathe final sixteenth—and seems to
take even the cimbalom by surprise: Kurtag writesaacatoover the note. After four
sixteenths of rest, the final syllable of the setgroup takes place—on a metrically weak
part of the measure (258), unlike the final sykabt the first group.

In an earlier composition, Kurtag makes his stuttgrecitative explicitSamuel
Beckett: What is the Waordp. 30b, (1991) was written for lldiko ManyékiHangarian
pop singer whose ability to speak was temporaoiy tlue to injuries sustained in a car
accident. The composition dramatizes Manydk’s sfieitp regain speech (Kunkel 2001,
114). Similar to what we just observed in meas@&fs258 of...concertante.. Kurtag

uses chromatic scalar lines punctuated by resbrtingy her . . .
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The fragmented main theme in the horns at 208-2d0the trumpet G’s that follow.
Measures 203-210, not overtly recitative-like, rbaythought of as a fantasy on similarly

broken statements of the main theme.
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The cimbalom solo at 255 provides an example ofdgs “stuttering” recitative. The

syllables come out in short bursts and cannot aléite statements without great

difficulty. The numbers show the syllables of theaid words.

lldiko Manydk’s entrance iSamuel Beckett: What is the Wold measure 5, rests

begin interrupting the words. In English, the litg, Beckett, means, “What is the word /

folly—."
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Chapter 3

Choral (quasi “Trio”)—Recapitulazione

1.1
... the grand pause in 212, measure 213, asdsii@ading indicates, begins a chorale.
During the music corresponding to the first haltiod heading (measures 213-236), 213-
217 and 226-229 exhibit a traditional chorale text234-235 revisits the chords from
216-217. All of these passages feature the inarghsiamiliar play with perfect fifths
and semitones.

The eight-note chorale tune in 213-217, not thenigt voice, uses C as a pivot
between > and B. The bass moves in parallel with the melading Db as a pivot
between Oy and C. While C may not be felt as a tonal cemtehiis passage, C is
nonetheless important enough to compare with tomprence of G at the beginning of
...concertante...C is undoubtedly the central note in the tun&elan obligato line, the
solo viola slowly plays in natural harmonics a l@nidrone C, a deliberate reminder of
the opening G’s. Conductor Michael Schgnwandt, {edahe world premiere, sees
...concertante.as enacting a large-scale dominant-to-tonic mdtom G to C (Nielsen
2003, 9). The piece indeed seems to have started-agrestart similar to that found at

the beginning of many sonata-form development gesti
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The other chorale passage, 226-229, does not sb hawmonize a tune as
abstract the essential motion from the earlierg@gessAs two oboes move in parallel
fifths (Ab-Eb, G-D), two clarinets play at the same time in carytmotion G-D, A -

Eb. The chords grow more dense than the earlier pastize chords in 213-217 never
accumulate more than six pcs; in 226-229, the caleg) chord contains eleven pcs; the
missing C, however, sounds at this time in the sa@ in anticipation of the cadenza.

But Kurtag goes halfway toward giving this passagether distinction: Trio.
Formally, however, Trios never exist by themseldlaey are bound up with a minuet or
scherzo. Little in..concertante.resembles anything like a minuet or scherzo, and
certainly no moments here suggest the comparisenthére is nonetheless something
“trio-like” Kurtag wishes to express in these moitsemhat this might be is hard to tell.
But two things can be said about Kurtag’s labéel:aTrio by itself is
incomplete—fragmentary, and (2) Kurtag's indicatiesembles Chopin’s removal of the
prelude from the fugue or the suite; Chopin attenptisolate a certain “beginning-ness”
in music that actually is not a beginning; Kurtaglates a certain “middle-ness”—within
the middle of his piece, to be sure; but the sémasesection Il signals a nelseginningis

impossible to . . .
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The eight-chord chorale from 213-217, reduced. Aaiiant A5-E 4 fifth is shared by
all the chords. Inner voices occasionally touch-&Dourth; it will return, inverted as a

fifth, to clash with A-E 4 in 226-229.
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At sounding pitch, here is the solo viola oblighte played from 215-217.
...concertante.seems to be starting over again, now on C. Isthi@sstart of a

development section?



63

220227 228 229
Ob. ceeeerernnnnn,

Ho——pig—.i8
0, T e
vib.
o = -
) bofermEn

The four-chord chorale from 226-229, reduced; obaed clarinets play the related
fifths. The density of the harmonies quickly grinem four to eleven pcs, the missing C
in the viola at 229. If there is a chorale tune dagperhaps it is found in the vibraphone,

which elaborates a descending i5 like the main thére page 10).
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1.2
.. . hotes, "The form of the work . . . alwaysreed to me complex and somewhat
unapproachable. Something like being in a foreigntrying to get somewhere, but
whichever direction you set off in, you always emdin the same street. [I have a] feeling
of getting lost and starting out again . . . thecpiis characterized by a kind of ‘formal
stuttering”—perceptive remarks by a son abouff&iiser's music (Kurtag Jr. 2006).
...concertante.s form is “complex” and “somewhat unapproachalita”the same
reason: suddenly the master of the fragment udscdtlarge, single-movement work. Yet
the choppy surface of the music, its frequent st@nd stops and sudden changes, dares
listeners, particularly those familiar with Kurtaghusic, to imagine the piece as a string
of fragments—however much more tightly they maypbend together than usual.
...concertante.,.as Kurtdg Jr. suspects, teases us with the plitgdivat completeness
can be constructed from incomplete pieces.

His feeling of “getting lost and starting out adagescribes a feeling of
interruption. One intends to reach a destinationthe way one loses one’s bearings; one
ends up where one began; one sets off again. Tgegss goes unconsummated, does not
reach its goal, remains incomplete like a brokdrstaitement. That Kurtag Jr. “end[s] up

in the same street” while analyzing the form mad@&sse given what we know already
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about the music: the “same street” is happened bg@urprise—unintended,
unprepared-like the main theme at 59 and 202hi&élock chords at 162 and 273, like
the ending of the piece. That he considers the fetottering” also reveals a deep
understanding of.concertante.. Kurtag Jr. is attuned to the anthropomorphic itjeal

of the music; he is aware the silences in the tiadapon of the theme stand for more

than drama; he remembers his father’s unique, stwietortured style of . . .

1.3
.. .Concertanteand that Kurtdg's title is an homage soon becoswetent. Both works
are double-concertos for violin, viola, and orcheesin both works, the note C sits in the
center: in the Mozart, the middle movement is imi@or; in the Kurtag, the violin and
viola join together for thirty seconds of uninteyted unison €s about halfway through
the piece (measure 230). Both these C’s are unustiair contexts: C minor was a rare
key for Mozart to use in his concertos at the t{fti€79), though the slow movement of
K. 271 is a clear forerunner (Einstein 1945, 28d)rtag labels his monotonous passage
“cadenza,” ordinarily the most florid and virtuogiart of a concerto. Other parallels
seem paler, if not unremarkable: while Mozart'ssel@ttention to orchestration may have
been striking in the context of a classical-eracesto, one would expect such attention

from Kurtag, who is consistently meticulous witimkire; Mozart dividing the orchestral
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violas is noteworthy; that Kurtag frequently doles same in..concertante.is less so,
since he often divides the other orchestral stragysell.

Therefore, we might suspect a ghostly, unwritteanftaia” precedes
“concertante.” Kurtag almost-invokes an almost-ge&infonie concertante exist
somewhere between symphonies and concertos; thefrtte soloist is less dominating
than in a traditional concerto. The genre presugpssme finite whole in which territory
lost is territory ceded to another influence; isirgfonia concertante, the orchestra takes
power from the soloist. The genre stakes out aideal balance between soloist and
orchestra. But to assumeconcertante. shares this ideal, however, would be hasty,
seeing as “sinfonia” has been removed. The ideabtidetween “orchestra” and
“soloists,” but between a vestige of the symphamy the reality of solo parts. The
dialectic Kurtag sets up has a somewhat ludicrouadation: the one term
(“concertante”) we can grasp; the other (“sinfohig”utterly dependent on our
imaginations. If the dialectic in the Mozart isWween two clearly established poles, in
the Kurtdg we may say the dialectic is betweenpmie and a half of one pole.

And we are, of course, failing to consider the secellipsis. What we face is not
“[Sinfonia] ...concertante” but “[Sinfonia] ...coadante....” To have found one ghost
behind the first ellipsis raises the possibilityaoother one behind the second. At best,

we found the first ghost to be a “known unknown& do not know for sure what it is,
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but a plausible educated guess is possible. Wesmbkhind the second ellipsis, however,
is anyone’s guess. We might think of the title’sshcomponents as “known unknown,”
“known known,” and “unknown unknown.” Kurtag hasfféoned a title of truly

extraordinary ambiguity and . . .

Cadenza: recitativo comminciando

" molto largamente, stringendo molto calando molto
f—F* s p e s 523 322 323 32 > > =1
1 1 1 1 Il 1 1 1 1 E'/\ ! i i ; I'/\ ]I
e

The cadenza (measure 230); the soloists play tegetline only unmetered measure after
measure 7, its shape resembles that found in mesguand 11-measures at the heart of
nonretrogradeable structures. Considered in terinthe presence or absence of meter,

the cadenza also sits at the heart of a palindrof&e229)-230-(231-313).
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1.4
.. . the composer or the analyst applies orgaoizab a collection of fragments, the
process is the same: both persons push them batkveavard conventional
cohesiveness, toward wholeness—toward form. Bupileistoric, form-bearing entirety
from which the fragments come is of neither persamvention: it is given. Thiorm of
the entirety toward which the composer and analysipushing is a given.

To adopt Mark Evan Bonds’s useful distinction, thoisn is not “generated”; it is
“‘conformed.” When taking into account “abstracgatlitypes” and “norms outside the
musical work,” an analyst works from the standpointonformational form; when
dealing with the organic, incremental developméra piece of music—with little or no
recourse to idealized examples—an analyst works fhe generative approach (Bonds
1991, 13-14). Bonds'’s categories bear rough resamblto the distinction Carl Dahlhaus
makes between “form” and “structure”; the lattemas more closely related to
compositional technique and the coherence of loeeical detail; the former term arises
in the nineteenth century as a “complement to aéisdi and is inextricable from “genre”
(Dahlhaus 1987, 259-260). Bluntly, we may say tbah pertains to genre, and structure
to individual compositions. By invoking genre, Diad&is moves up the ladder of

abstraction and invites comparison with Bonds'snfoomational” recourse to “norms
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outside the musical work.”

When dealing with music containing such strikinggmuptions as
...concertante., the limits of a generative orientation towardnficare clear. The
idiosyncracy of...concertante.lies not in itsmotivische Arbejtbut the conflict the piece
establishes by repeatedly aborting sAcbeit within a context—a spacious concerto
movement—where the opposite would be expected. &&p kxpecting organic
development; we keep getting disappointed.

To speak of formal givens is to speak of thinge Blonata forms, binary and
ternary forms, rondos, theme and variations andikbeidealized templates
contemporary composers can engage. We have seadyhliow some of these idealized
forms come up in..concertante.,.and to speak of the piece as being pushed tatvard
is to take honest account of its ritornello, binanyd sonata aspects—paradigms that are

not after all . . .

1.5
. .. take an important step back toward conveatioohesiveness, toward
wholeness—toward form. By fixing cardinality andler in such compositions &sght
Piano PiecemandHommage a Mihaly Andragurtag establishes definite amounts, and

definite beginnings, middles, and ends: there @& @ieces in the one and twelve in the
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other; we know how each composition begins, welaak at what happens in the
middles, and we can point to the last measures 8aia are the bare minimum for
formal analysis; without them, we cannot attemptace broader developmental lines,
lines that could reveal the form behind the fragragon. The extent to which intense
preoccupation with large-scale form in such fixeient sequences Bgght Piano
PiecesandMihaly Andréasis warranted, however, is worth reflection: searghor

formal tightness in a (still relatively) loose stture can quickly become a fool’s errand:
the fragments might as well be components of am eyEk.

The fragments are pushed backward more when Kgrtagps them into larger
sections, as in his big three song cycles. A dolatyler of organization results: each
fragment exists not only as a link in a global ahaiut also as a link in a smaller chain
itself marked as a discrete section of the whadeegi A new class of beginning-ness and
end-ness emerges. While in the simple fragmentesemps there were only the beginning-
of-the-composition (B and beginning-of-a-fragment jR:lassesBornemisza
TroussovaandKafka-Fragmenteadd another beginning-class: the beginning-ofetise
(By); the same classes exist now for endings. Thaegrddferentiation with which
Kurtag establishes degrees of beginning and ehtetig the form by setting up a more
complex system by which the strength of beginniaig loe determined. For instance, here

is a representation of the 21 fragment3iaussovausing beginning-classes. The three
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sections contain 2, 4, and 15 fragments respeytivel

B.

Bs B B

B, B, B, B B; B, B B, B, B, B. B, B; B, B, B, B; B, B, B, B
In such compositions, we are in a better positiodetermine the relative weight of
fragments; such determination brings us a stegckosbeing able to distinguish
sections; distinguishing sections brings us cltselistinguishing form. The gravitational
pull of the prehistoric entirety grows strongemnal tension escalates.

But still the looseness and spontaneity of the mimsthese cycles, reinforced by
the stopping and starting of the short movemenékeas one reluctant to tie down the
forms and posit a specific process of conformatfidre progressions diroussovaand
Kafka-Fragmenta&lo not trace clear enough satellite orbits to nsaggements about the

planets they close in on. Rachel Beckles WillsoesdeallBornemiszaa “concerto’ for
soprano and piano,” and it is arguable this wordages traditional form and genre more
than the other two big song cycles (Beckles Will20A4). But even without recourse to
tradition, all three cycles have another means lwghvform can be constructed:
language. And as many scholars have demonstratetiKs talent for selecting texts

with an eye for recurring imagery and literary teicjues is beyond doubt.

Of all Kurtag’'s works, only..concertante. brings . . .
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Chapter 4

Recitativo, ed . . .

V.1
.. . Is among these musical givens and organiEaibment-to-moment melodic activity
from measures 255-272, and arguably from 277-2d282-284 as well. Even so, the
progress of the chromatic scale is not straightésdvThe melodic line, led by the
cimbalom, begins on @&in 255 and winds its way to#Cin 258 before being assumed by
the trumpets in 259; they complete the scale, takito G#in 261. The descent back to
G# is filled with holes. The melody in 261 continugsnediately down to E and
E—skipping G and §. Measures 262-264 descend chromatically from EbtpD, and
C#. Measures 265-267 back up td &d D; measure 268 continues té @nd C, but
here Kurtag halts the descent. At 270 the pianaksréhe semitone motion for a solo
downwards in fourths and fifths, a solo continugdte timpani in 271. 273-276, after a
“longa” fermatatutti rest, runs completely different music at a veffedent tempo.
Measure 277 picks up the chromatic descent whéeé ibff, on the descending#tnow
D b)-Chfigure, and takes it back down ta#Gn 279. Measure 279 breaks off into
something new. The scalar descent resumes at 282 nit so explicitly chromatic or

dominated by semitone motion, the resemblanceet@éissage at 255 is nonetheless
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unmistakable; that the walk down ends o#i6284 makes the connection explicit.
Beginning on C—severed from its companiob-Bneasures 282-284 are like a
fragmented coda; they bring section IV to a close.

The important role of &/D bin the foregoing passage reveals Kurtag's thinking
behind the salience of semitone and ic5 motionaoncertante...eleven ic5 steps
exhaust the aggregate, just as eleven icl stepgbalore a “telescoping” (to use George
Perle’s word) of the other (Perle 1977, 10). WHKiletag most often entangles the two
kinds of melodic motion, it is not unreasonabl@bbe a general alignment between a
preference for one or the other and the ritorngtocture advanced earli@andc
metric spaces, generally slower, emphasize ic5angbi spaces, generally faster,
emphasize icl motion. While both icl's and ic5tarsde the total chromatic equally
efficiently, the former tend to sound dissonang, litter consonant; juxtaposing them
promotes tonal contrast. They also suggest anetestontrast between the synthetic and
the natural: fourths and fifths are acousticaltysel to the fundamental, semitones

acoustically . . .
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The interrupted chromatic ascent and descent tofeord G#, measures 255-284.

Stemmed notes mark the progress of the chromatie.sthe passage encapsulates much

of the musical language afconcertante:.the importance of icl and ic5 motion, the idea

of interruption as well.
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V.2
.. . has been mentioned before; all bring abaytistant changes in texture, most after
silences. Fragment I.1 gets recomposed in |.2atker a clearer image of the former; 1.3
gets stuck in a rut and is cut off to be resumedl.B the recapitulation; 1.4 is broken off,
the empty minor-third drone filled-in in 1.6; 1.5 & lone melodic line that never returns,
as we might expect; 1.7, like Ill.5, is a resumptmf 1.3; 1.8 is a found object, a truncated
version of the main theme. II.1 takes off at adagtmpo with the note we were
expecting to hear within 1.8 and builds a new textand metric space and faces a lost
complement (11.4b); 1.2 contains the unrecapitethsecond theme and continues the
acceleration of tempo begun in 11.1; the risingysle in 1.3 gets cut off; Kurtag cuts
Il.4a short in the 2006 revision, omitting the meaas here labeled 11.4b; 1.5 bears
fragmentation by omission and seems to resta@tdut this is aborted; the tumble in
register in 1.6 introduces the high music thatdais; 11.7 is interrupted at 192, and the
music sets out again, this time with the bass;i$l#e three-part recomposition of 1.8;
1.9 takes off at a faster tempo with the note werevexpecting to hear within I1.8,
I1.9—like Il.1-introducing a new metric space.llseems to initiate a steady climb
through an i7 cycle, but Kurtag cuts it off afteder position 9; 11l.2 suddenly brings

back the chorale texture that began lll.1, abstrgats essential semitone motion; II.3 is



76

the cadenza on C, the only unmetered measureamcertante. after measure 7—an
extraction from the earlier unconscious music oasuees 1-3 and 5-7; Ill.4 finishes up
the i7 climb and pays a passing visit to the cleoralll.1; IIl.5 takes 1.3 past the point at
which it was chopped and through a stuttering agcetiie composition’tutti climax at
248. ...;IV.2is atruncation of IL5; . ..,.;....V.1-3is a doubly-interrupted pagsa

like 1.4-6; V.4 completes the ic5 cycle begun i]l. . .
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V.3

.. . its fragments close enough together thattieepalpable formal tension. Only with
...concertante..does conventional form in Kurtag become a “proble®ome of the
trappings of sonata-form concerto movements eisttag even nods quickly to multi-
movement symphonic form by including a “quasi ‘Ttiand writing in a grand pause
between the piece’s two parts—themselves suggesits@me kind of complementary
fast-slow binary. Perhaps he is collapsing multveraent forms with single-movement
sonata forms—like Liszt in his tone poems. Consitiens of meter and tempo suggest
ritornello forms—as does Kurtag's closeness todart

The order Kurtag brings to.concertante..is of a more advanced degree than his
big three song cycles—the grouped sequences ohéaig we considered above. Whereas
there Kurtag increases the organization by estahlissections,..concertante. has not
only sections, but refrains, parts, a main themd,even half a second theme as well. The
spaciousness of the music’s dimensions is of a matguntouched by Kurtag's longer
compositions—all of which are more explicitly fragnted. The precise hierarchy of
formal layering may not be fixable, but that mdrart a double-layer of organization
applies is not in doubt. Kurtag has pushed clasgether the fragments that constitute

...concertante. than any other group of fragments he has composed.
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But because, as we have seen, he is still a fashajrfragments, the act of
applying form is not straightforward. To listen.t@oncertante. s to be tugged between
different instantiations of form. The initial inagncy recalls many other compositions
that begin with invocations of the primordial: thygen fifths of Beethoven’s Ninth, the
pedal C of StraussAlso Sprach Zarathustrdor instance. The elegant way Kurtag
prepares the main theme, by opening up pitch spagevedge, supports the feeling we
are in the hands of music that develops in a it way. But the sustained,
incremental motivic development does not last;nttusic’s progress breaks down as the
theme gets stuck and is then dropped at measume 836mething different.

...concertante..never really recovers. Certain fragments appehtassom—but
never for long. Music comes to us mostly in halfiote or minute-long bursts. It is
always starting anew, always getting interruptadidgnly we return to the main theme
again (measure 236); but it is like the returnrobld acquaintance, broken before we

ever really knew . . .

V.4
... fragment begins mid-measure. Kurtag dividés iadto two meters (3/16 and 3/2) and
two tempos (dotted-eighth-note = 56, half = 40)e Eimsuing chorale, in three pairs of

two chords for a total of six, provides a pithy soary of...concertante.'s harmonic
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language. Chords 1, 5, and 6, like the chords @n8i0236, are derived from a 4-4-3
interval cycle. On a cycle beginning ott Feach chord occupies six adjacent pcs that T
maps from chord 6, to chord 1, to chord 5; we meghgn imagine a missing chorg T
away from chord 5. Chords 2, 3, and 4 map ontd aydcle, together saturating eleven of
twelve pcs: only At is missing. Chords 2 and 4 contain four pcs ardade up of two
T,-related perfect fifths; chord 3 consists of twayclic tetrachords, also mapped by T

Chords 2, 4 and 6 play a role in the gradual chtansaturation that takes place
from measure 279-281-the extent of the fragmendrh is sustained as chord 2 plays,
as is chord 3 during chord 4, and 5 during 6. Clibrd 2) exhausts nine pitches of the
total chromatic: G, A, and E are left out; chord (3 + 4) exhausts@hepitches: A is
missing; chord (5 + 6) contains all twelve pcs. Wserved a similar incremental
increase in harmonic density in 1.2, measures §4.5.6) holds over onto the downbeat
of 282, where the previous tempo returns, and lihencatic scalar motion initiated at 255
begins to come to a close.

The five fragments that make up section IV exhihg ritornello form we have
seen on a more global level.irconcertante...Chromatic motion and stuttering recitative
establish real similarity between measures 255-272;279, and 282-284, even though
the last two passages are slower than the firstdmereturn of the block chords,

measures 273-276, and the chorale, 279-281, aneuptions: the verticality of these two
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passages contrasts strongly with the horizontafithe other three. One might speculate

that Kurtag associates the idea of ritornello witlerruption: the contrasting sections

disrupt the contiguity of the . . .
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V.4, measures 279-281, in reduction. Beginning mé&sure, this fragment provides a
quick summary af.concertante!s harmonic language—from interval cycles, to T

related perfect fifths, to progressions that groarendense in pitch content
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The six chords of 1V.4 shown on interval cycleor@b 1, 5, and 6 map onto a 4-4-3

cycle. Chords 2, 3, and 4 map onto an i7 cycle.

Chromatic Scale

[
Measure 279, chord (1+2)
H o by
A oz iy o jeo ——
s © i _— :
Measure 280, chord (3+4)
Measure 281, chord (5+6)
[
\Ne)

The three composite chords in 1V.4 start fairly skeealready. But complete saturation

ends the progression.
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V.5

. arepresentation like the one for tempostihoa time for durations. The durations are
based on the recording made in 2006, conductedlgrzKocis. His tempos differ from
those on a live recording of the 2005 version tzat circulated on the Internet—but not
dramatically: sometimes they are slower—as at éng @nding of the piece; sometimes
they are faster, as at the beginning. Altogetherdxording is about a minute shorter than
the Internet recording—a remarkable similarity,egihe is conducting eleven fewer
measures of music. In short: while the durationsnuwwhich this representation is based
cannot be definite, they are reliable, and thetgsito show a general trend—not to make
fine distinctions.

Like the tempo representation, the numbers herderreed by comparing the

duration of a fragment to the one before it; if Heeond of the two is longer, it is marked
with a plus, and 1 is added; if the second is €hpittis marked with a minus, and 1 is

subtracted. The piece starts on 0.

l. -:10-1-2-10-1
1. 010101212
1. 32345
V. 43232

V. 323445

The trend is for fragments to increase in lengttinee to the ones that precede them.
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After the first section, which shows shorteninggtrs, and the second, which pivots
between faster and slower durations, sectiondhtsto stretch our sense of time. Section
IV marks a retreat; we sense time acceleratingntimebers decline. Section V returns to
the elongation of duration set out in sectionAbbr a more detailed representation, see
Part C of the appendix.

Compared with tempo, we see relative duration isemwariable in
...concertante...The numbers above range from -2 to 5, eight wadltegether; the
tempo numbers range only from -2 to 3—six valuéal.tdVhile we observe different
approaches to tempo undertaken in the two halwés,duration an overarching
trajectory from shortening to lengthening can tenséndeed, the longest individual
fragment (V.1) opens the final section.

This trajectory reflects well Kurtag’'s general gree: it is often the case in his
music that final sections expand the amounts o imo which we are accustomed to
hearing discrete passages of music fall. The lasterments or sections of his opus 1
string quartetR. Sch....quasi una fantasia, Stele andHipartita, are not only longer
than any of the others; they sometimes dwarf thgtleof the previous sections
combined; the final (fortieth) fragment Kafka-Fragmentes longer than all but one
other fragment in the cycle; ev&ottes Zeit ist die allerbeste Zgite Bach transcription

with which the Kurtags tend to conclude their perfances, is noticeably longer than the
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fugitive pieces frondatékokthat precede it.

The last movement d?. Sch.perhaps Kurtag's most exaggerated example of an
elongated conclusion (it is almost twice the lergftthe preceding movements
combined), suggests a program behind his tendeneygand time at the end of
compositions. Entitled “Abschied: (Meister Rarodaukt Guillaume de Machaut),”
Kurtdg makes reference to Mahler’s “Der Abschiadini Das Lied von der Erdea work
in six sections likdR. Schand a work, like..concertante., for two soloists and
orchestra. The reference channels a rich web cd-entisical themes surrounding death
(Ltck 1995). In “Der Abschied,” the first speaked®farewell to a friend whom he will
never see again; while death is not explicitly nerdd, the theme of impending
mortality—and the afterlife—is clear.concertante. bids its own farewell in the

...epilogo...; the soloists switch to . . .
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Chapter 5

...epilogo...

V.1
.. . electronic instruments called “silent violiaid “silent viola” at measure 285 and
play them until the end. Like the mutes used ab#ginning of..concertante., these
instruments are intended for use while practicigually inaudible when bowed, their
strings send a signal into a device that transta$ingered pitch into sound which the
practicing musician hears through headphones.doncertante..these instruments are
played unamplified, creating an extraordinarilytsdisembodied sound Kikuchi calls “a
little spectral” (Bosco 2006).

The silent violin and viola possess thematic sigarice as well. Heard in the
context of a broadening of formal duration, we saa them as representing the next life
of musical performance—the gradual shift from atious electronic instruments; perhaps
it is not too much to say that Kurtdg here bide\all to acoustic music. Furthermore,
the idea of practice relates well with the idedragment: to practice is to work toward
the completion of something; what is played dupnactice time is not a final expression
of music; like a fragment, practice is an attendpst as Kurtadg promotes sketches to

composition, in..concertante. he promotes practicing to performance.
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But the silent instruments are also part of thekigoextensive vocabulary of
silence, a vocabulary whose lexicon plays an ingmntole in pushing the form back
toward traditional notions of cohesion. In Kurtag/erks, fragments are normally divided
from one another by final barlines. Without anyestindication, the space between a
final barline and the resumption of music is unmiead; performers may take as much or
as little time as they deem appropriate. Kurtagetones places a fermata above these
final barlines, but not very often. In compositiatigided into fragments and sections,
like the three big song cycles, it is natural (sardyuably, implied) that performers should
take more time after fragments that conclude lasgetions than fragments that do not.
The increased formal hierarchy tightens the forlatinee to pieces consisting of only a
string of individuated fragments: the hierarchyateel by sections suggests two classes of
unmeasured silence between fragments: longea8 shorter ($ simple strings of
fragments only suggest a single unmeasured claskate (S).

Silence combines frequently with tempo, texturatj amstrumental change in
...concertante. to articulate the sequence of fragments on pagé&h& approach to
fragmentation is essentially the same as thatdraige song cycles; but the degree to
which the lengths of silences between fragmentsletermined is far greater in
...concertante.. Most often, these silences are brief, but leng#rg dramatically, and

Kurtag is very imaginative in how he expressesatmeunts of silence he wants; gone are
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the days when barlines and roman numerals sailladlheeded to be said.

19 of the 33 passages identified as fragmentsresiieince. The overwhelming
majority of the time, Kurtdg articulates theserstles with imprecise notations: fermatas
and breath marks. Sometimes he adds fermatas aathbmarks to measured rests;
sometimes he adds fermatas and breath marks todsmihemselves not measurements
of time at all. As in his other fragment collectsiiKurtag leaves considerable freedom in
how long these formal silences actually are.

Fragment Measure End-Silence Articulation

1.4 37 semifermata over quarter-rest

1.5 43 semifermata over quarter-rest

1.7 58 fermata over quarter-rest

1.8 59 breath mark over double barline

Il.4a 150 breath mark over barline

1.5 169 breath mark over barline

1.7 201 unattached fermata in staff

1.8 202 breath mark over barline

1.9 212 G.P. bar: 3/4utti rest

.1 225 semifermata over breath mark over barline

1.3 230 breath mark over barline

.4 236 breath mark over sixteenth rest

.5 254 fermata over double barline

V.1 272 “longa” over fermata over 9/16tti rest

V.2 276 breath mark over barline

V.3 279 sixteenth rest

V.3 300 breath mark over barline

V.5 307 fermata over equivalent of six quarters of
tutti rest

V.6 312-313 17 quarters measutetti rest; fermata over
final barline

Two of the end silences bear elaboration. Pertaosttangest articulation of
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silence in...concertante. takes place in measure 201. The measure hasdés) bach
worth a dotted-eighth-note. Every last sixteentthefmeasure is taken before Kurtag
writes a fermata within the staff; the fermata s attached to any note or rest; he adds
time where there should be none. The final sileise deserves attention. 17 quarters of
measured rest elapse before Kurtag writes a feravatiathe final barline; a long
unmeasured rest follows a long passage of measesedAfter Kurtag has so
scrupulously combined unmeasured with measuredatidins of rest, to find him
distinguishing so emphatically between the twaouisaus. The difference between the
two kinds of silence must be important for him.Hgrs measured silence is
“musicalized” silence; the music has not truly fadevay until the final barline fermata.
His habit of combining unmeasured with measureshsé shows that, in
characteristically paradoxical fashion, Kurtag ofteants it both ways: he wants

unmeasured measured . . .



90

Vin. f  —

Vla.

Measure 201, the soloists. All ten beats are cotalyl@ccounted for, but Kurtag adds
time nonetheless. The first and third viola groaps T, transformations of each other,
as are the second and fourth groups. The groupsactifrom major thirds to minor

seconds by the end of the measure.
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V.2
. . . ethnic elements in.concertante...The chromatic upward sweep of the main theme is
a mark of gypsy-style “Hungarian” violin playindna backward “short-long” rhythm of
the melody at I.5 as well (see pages 10 and 1&}taguexpands upon this style in the two
“In Nomine—all'ongerese” pieces fro8igns, Games, and Messagase for violin, one
for viola, dedicated respectively to Kikuchi andiilaThe prominence of the cimbalom
places...concertante..in an Eastern-European setting too.

The contrasting simple and compound proportionsbédda by metric spaces
andb can be projected into a reading that takes etfyriitio account. In its metric
conception, the composition may well evidence tiernalization of “Bulgarian”
rhythmic proportions which Kurtag knows from thigquency in Bartdék. Consider a
steady ostinato 1-2-1-2-3-1-2-1-2-3... with the@ss$ron 1. The ostinato creates a short-
long proportion of 2:3, as opposed to the more flamshort-long ratio of 1:2, the former
proportion being a foundation of Bulgarian rhythrpatterns, the latter a more typical
proportion in Western classical music.

These nods to ethnic idiosyncracy further evidencencertante.'s Romantic
lineage. Like his early nineteenth-century forebeKurtag has an interest in creating

“picturesque effects of local color” to elevate teensuous experience of Nature” to
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reflect the “spiritual and intellectual workingstble mind” (Rosen 1995; 129, 411). The
Romantics’ high esteem for the original, unspogtate of things is a quality Kurtag
shares. This quality connects with the historiedignation of fragment—a fragment being
something spontaneous, tossed-aside, uneditethwhmaterial of musical creation.
Kurtag has even become a bit of a national cultueab in Hungary. While his
friend and contemporary Gyorgy Ligeti fled duritg tHungarian revolution, Kurtag
ended up staying. Like Bartok, he has been an itapbteacher, active chamber music
coach, and pianist. His relocation to France in3@@s a minor scandal; but he moved in

order to live closer to his son (Swed 2007). The tecently composed . . .

V.3

... by section 8-9-5-5-6. The two parts..ofoncertante.divide as evenly as possible: 17
fragments in part one, 16 in part two. This reBastll the 6 + 6 complementary division
of the global i7 cycle, the roughly equal duratiofshe two parts, the sense of new
beginning to which section Il gives rise, and tieav directions in relative duration and
tempo the second half takes.

Yet if we take into account the ritornello altetipatof metric spaces, the little
unevenness in fragment distribution gets ironed lertm the point of view of the

ritornello, the divide between 1.9 and lll.1, tlest fragment of the first part and the first
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fragment of the second part, does not result inaamge of section; on either side of the
G.P. at 212 the music speaks the meditative, icbhaated dialect of metric spaee
Indeed, the change between 1.9 and 1.1 is carsibly less total than the one between
1.8 (a found object quoting the main theme) an@Hhever mind the change between 11.9
and 11.7, the previous fragment of any lasting tiora Furthermore, I1.9 is surrounded by
silences and given its own titular designation: ¢iRivo.” Altogether, 11.9 seems rather
isolated—cut off from the rest of the metric specevhich it belongs by a G.P. Perhaps a
better representation of the fragments, instedd €6, would be 16-1-16; each part of
the binary would then have an equal number of figsito correspond with its other
equalities; the recitativo would be an interludeclsstand-alone fragments are not
unheard of in Kurtdgdornemiszareaks down 1-10-9-4 amchfka-Fragmente9-1-12-

8. Kurtag is also not beyond applying similar gsojigerie to meter, as measure 140 of
...concertante. illustrates. 140's meter is (5+1+5)/16: three trongs assist in

emphasizing the middle beat of the . . .
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Vin.

Vla.

Palindromic metric grotesquerie. The measures sumdhng 140 are in 10/16 and
(5+5)/16 respectively. Kurtag here aggressivelyadd extra beat into the middle.

Perhaps he has a similar form in mind for the enprece.
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V.4
. .. strings combine to create another musicagito which the music of.concertante...
stays close: the pentatonic collection. The fistgpicuous use of open strings happens
in the first measures of I.1: the G octaves areawsuch that both solo instruments use
their open-string G. Then, 11.2 opens elaboratimg pentatonic collections based on
open-strings: G-A-B-D-E (measures 80-81) and C-B-&-(82-83).

During the i7 ascent in 1.1 (see page 39), Kupiags close attention to
pentatonic subsets. After the first phrase, in Whanly the viola obligato C sounds, a
pentatonic collection on C takes form and is sasthimeasures 218-220). Measures
221-224 wiggle up the i7 cycle without establishamy other adjacent five notes. At 225,
the violin and viola settle on the cyclic tetracth®-F#-C#-G#, whereupon at 226 the
viola lands on a sustained E. At 227 a new phrasktkacks along the cycle. Considered
in terms of pentatonic collections, we might intetpneasures 223 and 224 as
anticipating the establishment of a pentatonicextibn on E, which only arrives at the
high point of the phrase (226). Pentatonic coltewion C and E overlap on E and
combine to form the first nine order positionstué 17 cycle on C. Kurtag allows himself
to backtrack along the cycle only after he hashedcagain on the pentatonic sound that

took form in the cycle’s early stages. The posteca@ music does not establish any more
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pentatonic areas, thereby carrying us into thel fanascape of the main theme, which is
not founded on pentatonic collections.

At V.4, measures 301-304, the solo violin and vipdaform in octaves a
pentatonic scale on C; the octaves are voiced thattall but one of them features an
open string: the viola plays its open C and D Mioén its open G and A. The viola E
octaves in 304 do not use any open strings (see &g The two soloists present the
pentatonic scale as a stack of ascending fifthsat¢bestic origin from which it springs.
Kurtéag is concerned in.concertante. with making music near the physical source of all
music: the overtone series—the ultimate musicamgivHe unites the overtone series with
perfect fifths and pentatonic scales by using haioss-especially natural
harmonics—extensively throughout, but especialljiifh. To play natural harmonics,
players gently touch nodes at specific locationstongs indicated by the composer in
the score. The string remains “open” in the sehat because it is not pressed against the
fingerboard, very little vibrato can be appliede timbre, while thin, nonetheless is close
in character to open strings.

Therefore, we witness in.concertante..an interest in the natural and social
origins of music: the overtone series and ethnidkera rub shoulders. Again like the

Romantic generation, Kurtag . . .



97

83

L)
B I
A4

(A ....
<1

9

BA A
A
Panl

<1

b L
& :
LI
[WPA <ie Al
APdA AN
BhjuY
[WN.A
LR .ﬁ l
LI YR A
Dol
LEE N

T

14

¥

Pentatonic on C

82

81

80

Pentatonic on G

1] A
1 [l
AR
THMA
M-m.J Ao AL
LY
LR
TAdA AN
(AN AL
ALK #
[TTAMA A.-. i
[ AL
A A~An
A
N <ol
ool <2
e
p ===
2 :
>

The open string invocation that begins 1.2, meas80-83. The connection between

open strings and pentatonic collections is heratdshed for the first time in

...concertante...

231

225

219

He

Kurtag lingers on pentatonic subsets during hiagéent in 1ll.1. A pentatonic collection

on C is left behind and, when the music comes tmattie pentatonic sound, now based

on E, the music retreats down the i7 cycle and sove-for now—to different ideas.
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V.5

. . . dovetails with the beginning and ending okarlier composition,.quasi una
fantasia... While nominally a piece for piano and large enslemKurtag’s spatialization
of the instruments suggests he has a double coneentind; one other instrument joins
the piano on stage: the timpani. The ellipses amekd reference of the title and the use
of instrumental recitative also connect the two kgor

The fourth and final movement ofquasi una fantasia.is an elaborate
reworking of the fifth movement sflommage a Mihdly Andr&er string quartet. Near
the end of..quasi una fantasia,.the texture thins out, leaving an A-E fifth soungdin
the strings—like the A-E fifth in.concertante..in 304, though in..quasi una fantasia...
it is played on natural harmonics. A descendingpém glissando from C-F begins in
measure 14, a descent that mirrors the glissarmmbm the timpani and double basses
in ...concertante.(V.5, measures 305-307). Besides the obvious ggsmilarity,
Kurtag takes great care that both passages ardgdka audience: the timpani is on
stage in..quasi una fantasia;.a note in the score afconcertante. instructs orchestras
to make sure the double basses in V.5 are vididg: play a “dramatic” role, in Kurtag's
words.

On the downbeat of measure 307, a low suspendebatysounds; the glissando
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fades away. The cymbal fades away. A long silentieviis. On the other side, we emerge
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...quasi una fantasia.lV, measures 14-17. Along with the A-E chorchmgtrings, the

timpani descent . . .
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quasi gliss.

. .. reflects the ascent in the bass and timpaniconcertante,.V.5, measures 305-307.
Whereas the descent.iquasi una fantasiagoes from C-F, the ascent here goes from

E-C--a “quasi” inversion. Notice the parallel fours between the timpani and basses.
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V.6

. .. at the very beginning afquasi una fantasia..The first movement opens with a
descending C major scale played very slowly bypiaeo—the soloist. V.6, the final
fragment of...concertante., begins with a descendingimajor scale, played by the
violin and viola—the soloists. These major scatesmno way disguised; the rhythm is
even, the descent predictable and unobscured byuswling musical material. Kurtag
confronts in these places another musical giveh @itraordinary boldness and clarity; it
is hard to think of another contemporary Europeanmoser who would dare such a
“banal” gesture. Ligeti, in his analysis of thesfimovement of..quasi una fantasia,..
compares it with Debussy'’s first piano etude (Li@é&07, 491). Kurtag dares, because
the major scale is of a piece thematically withmaach that is behind his music. In these
two pieces, both requiring formidable technicat$édeom their performers, practicing
gets thematicized, and major scales are an imgqueahof practicing. The pianist warms
up on them in the first movement.ofjuasi una fantasia;.the soloists in
...concertante.warm down on them at the end of their piece.

Each scalar passage also highlights intervalli¢esdrimportant to the larger
composition. The scales of the first movement.gliasi una fantasia.unfold a

descending i5 cycle. The first seven-note phraseldsiC-G-D; D is then displaced to
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the bass; A appears high in the treble; then Berbass. B begins the first ascending
scale of the piece, which walks up td FCoinciding with the F is an#in the bass, the
next note in the cycle; the descending octavisG3t-D #, the last notes the piano plays
in the movement, link up with the octavet Alayed a few measures earlier, which in
turn finds its continuation, and the endpoint & dycle, in the double-octave F that
coincides with the B. The cycle does not unfold linearly in time, tHere, but rather
double-backs on itself.

One other aspect of thequasi una fantasia.scales demands attention. The first
two scalar fragments overlap via i2 dyads; the nsgtvia i1 dyads. The last two phrases
are separated from the others, but they too anegoby an i1 dyad. This i2-to-il story
gets reinforcement from the prominence of whol@-st@tion in the diatonic scales that
open up the movement and the softly clashing C-lahemajor triads that conclude the
movement (played whimsically by harmonicas). Th&tph of semitones over the
course of the first movement anticipates the diaegrchromatic movements that come
next.

The scales concludingconcertante. highlight perfect fourths and fifths. The
viola enters playing parallel fourths with the ulthe violin returns after two beats to
play the same interval in parallel with the vicddter one beat of rest, the viola comes

back in for two parallel fifths with the violin, dra beat later the cellos take the scale
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over, dragging it down in parallel fifths, sliding an open G-G4 in 310. In 312, the

soloists and timpani find G-D-G—-the last sound betbe silences before the . . .
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The descending i5 cycle from C-F that double-bagan itself,...quasi una fantasia.l.

Kurtag gradually tightens the harmony by movingnric2 to icl connections (shown in

boxes). The middle two movements.gtiasi una fantasiaare considerably more

dissonant than the first.
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The descending major scales.irtoncertante,.measures 308-310, highlight

ic5's—perfect fourths and fifths. The soloists walmwn on major scales just as the

pianist in...quasi una fantasiawarms up on them.
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CONCLUSION

A deliberately composed fragment depends obnusik a prehistoric entirety
not of the composer’s invention. A found objectparsical given, the composer breaks
apart this entirety and presents the pieces tadmeace. These fragments are by their
nature incomplete, and they resist attempts asesalsly. The act of reassembly is one of
organization, and to the extent a composer appfiganization to a collection of
fragments, formal tension occurs.

Kurtag’s works fall at different points in the native of fragmentation and
reassembly. To some compositions, he applies @itth@nization whatsoever; the form of
these works may be described as “open.”. Tomncertante.. however, he applies
considerable organization. The minute-long burgtawsic that form the fragment
sequence underlying the composition boast suchcmmeections that underlying formal
ideas—conventional formal ideas Kurtag “finds"-t&nperceived and explored. The
proximity of the prehistoric formal entirety is fiafent to exert its gravitational pull upon
the fragments.

...concertante. seems once to have been a sonata form. The nugjess the
binary and ritornello constructions that underpia tlassical sonata-allegro. The

thematic organization is similarly suggestiveconcertante..has a first theme (measure



105

23), a transition (measure 60), and a second tljeraasure 87). The opening material of
the exposition, the G drones, comes back in me&ilf®n C, a suggestive dominant-
tonic or tonic-subdominant relationship. The sdlaim and viola join forces for an early,
monotonous cadenza (measure 230) before theHestd returns (measure 236). The
second theme never comes back; the recapitulaimcomplete.

Close-reading of the music reveals Kurtag to bentpl clearly “objective”
approach to composition. Some of these objectsfdnes own devising. Measure 59, not
contiguous with the surrounding measures, sounitiseméed up to nor away from. He
recomposes measure 59 in measure 202, adding anotbe to the texture in the later
measure. Measure 273 begins a similar recompofitime block chord music at
measure 162. Other objects are musical givens vdreltommon musical currency. A
simple chromatic scale, ascending and descending &, unites the odd-numbered
fragments in section IV. A complete rising i7 cyobgulates the note-to-note motion of
the solo parts in lll.1 and I1l.4. A descending ®najor scale closes the piece. The 4-4-3
interval cycle, arguably a musical object “given”Kurtag by Bartok, regulates both
melodic motion (the second theme at 87) and thetoaction of chords (chords 1, 5, and
6 in fragment 1V.4, for example). Kurtdg invokeg thitimate musical given, the overtone
series, in his extensive use of natural harmonics.

...concertante. presents another dimension of fragmentation, oneected with
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the reality of the fragment as historical documantvell as the metaphor that is the
deliberately composed fragment. The practice mtibesexposed major scales, and the
silent instruments used inconcertante. promote the act of practicing to the act of
performance. Historical fragments are sketchesigits tossed aside for an alternate,
more refined version. Sketches are our recordsmiposers practicing, rehearsing music
until it is ready to incorporate into the final cpasition. Just as Kurtag exposes his
practicing inJatékok he takes listeners inside a performer’s practoen in
...concertante...Doing so reminds us of the illusion of the fireshwork. Compositions
and performances are snap shots of composers’afaipers’ on-going progress,

progress that is never truly finished.



APPENDIX

107

Part A. Primary and secondary metric set contens@etion. (See page 28.)

h = half-note meters
g = quarter-note meters

d-e = dotted-eighth-note meters

e = eighth-note meters
S = sixteenth-note meters
X = without meter

parenthetical numbers = # of measures in set

Section Measures  Primary Secondary Other Space
I 1-59 g (40) e (13) X (6) a
I 60-79 s (11) d-e (9) — b

80-114 e (23) g (11) h (1) .a

115-202* s (42) d-e (30) e (5) b

203-212 e (5) q (4) s (1) {r
Il 213-254 q (31) e (10) X (1) a
\Y 255-284** s (21) q (4) d-e (3), h (3) ;b
Vv 285-313 h (17) g (13) — C
* Measures 151-161 not counted.
** Measure 279 counted twice.
Part B. Metronomic tempo changes.iconcertante.. (See page 48.)
Section Measure Tempo (sixteenths) Change Designation
I 1 senza tempo

8 168

20 176 +8 1

23 184 +8 2

31 224 +40 3

50 168 -56 2

53 192 +24 3

54 132 -60 2
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Section Measure Tempo (sixteenths) Change Designation
59 120 (slowest) -12 1
I 60 224 +104 2
80 552 (fastest) +328 3
104 456 -96 2
115 396 -60 1
147 288 -108 0
171 360 +72 1
180 288 -72 0
188 276 -12 -1
202 120 -156 -2
203 208 +88 -1
210 224 +16 0
I 213 240 +16 1
219 176 -64 0
226 240 +64 1
237 200 -40 0
239 240 +40 1
v 255 396 +156 2
273 192 -204 1
277 168 -24 0
279 320 +152 1
282 168 -152 0
Vv 285 208 +40 1
295 192 -16 0
296 240 +48 1
298 152 -88 0
299 224 +72 1
301 216 -8 0
305 232 +16 1
308 176 -56 0



Part C. Fragment durations.inconcertante..(See page 83.)

Fragment = Measures  Duration (seconds) Change
.1 1-7 64

1.2 8-15 58 -6
1.3 16-30 68 +10
1.4 31-37 30 -38
1.5 38-43 24 -6
1.6 44-49 33 +9
1.7 50-58 56 +23
1.8 59 7 -49
.1 60-79 44 +37
1.2 80-112 64 +20
1.3 113-114 7 -57
1.4 115-150 55 +48
1.5 162-169 15 -40
1.6 170-179 24 +9
1.7 180-201 73 +49
1.8 202 8 -65
1.9 203-212 51 +43
1.1 213-225 107 +56
1.2 226-229 20 -87
1.3 230 30 +10
1.4 231-236 35 +5
1.5 237-254 88 +53
V.1 255-272 39 -49
V.2 273-276 27 -12
V.3 277-279 6 -21
V.4 279-281 26 +20
V.5 282-284 18 -8
V.1 285-295 115 (longest) +97
V.2 296-297 11 -104
V.3 298-300 32 +21
V.4 301-304 39 +7
V.5 305-307 39 0
V.6 308-313 61 +22

Designation
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