UNIVERSITY OF CINCINNATI

June, 19 71

I bereby recommend that the thesis prepared under my

mpemrzon l{y J. Bruce Ashton
entitled Music for Piano Left~hand and Orchestra

be accepted as fulfilling this part of the requirements for the

degree Of Doctor of Musical Aris

Approved by:

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



MUSIC FOR PIANC LEPT-HAND AND ORCHESTRA

A Study of Technical Solutions

to a Musicael Problenm

Presented by

J. Bruce Ashton

—

3

To Fulfill the Thesis Requirement for the Desree

Doctor of MNusical Arts-
College~Conservatory of Music
of the

University of Cincimmati

June, 1971

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



UMI Number: DP16163

INFORMATION TO USERS

The quality of this reproduction is dependent upon the quality of the copy
submitted. Broken or indistinct print, colored or poor quality illustrations and
photographs, print bleed-through, substandard margins, and improper
alignment can adversely affect reproduction.

In the unlikely event that the author did not send a complete manuscript
and there are missing pages, these will be noted. Also, if unauthorized
copyright material had to be removed, a note will indicate the deletion.

®

UMI

UMI Microform DP16163
Copyright 2009 by ProQuest LLC.
All rights reserved. This microform edition is protected against
unauthorized copying under Title 17, United States Code.

ProQuest LLC

789 E. Eisenhower Parkway
PO Box 1346

Ann Arbor, Ml 48106-1346

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



CHAPTLER

CHAP' ER

CHAPTER

CHAPER

CHAPTER

CHAPTER

CH

TR

TABLE CF CONTLGTTY

IO;. SURVEY.cnooooocn‘-‘n‘:o"ooo

II. PROKOI'IEV: CCHCERTO No., 4 IN B-['LAT,
Op' 53 * L4 * * . L] . L] L] ., . * ‘ . L

IIT. OGTRAUSS: DPARBRGON ZUR SINFONIA
DOH.L‘L;TICA’ Opo 73 e o » e q:."n [

IV. STRAUSS: PANATHENKENZUG, Ope 74 o &

V. BRITTEN: DIVERSIONS, Op. 21 4 4 e o o

VI. RAVEL: CONCERTC FOR THE IuFP HAND .

VIII SUEMARY e o & % o 2 s e e ® CF; LY

APPEﬂDIX'o e e 2 @ o @ @ }~o:a s e e s s 0'; oAd .

BIBLIOGRAPHY‘-'é e 8 & 3 ® & e » & » @ ; $e e e

ii
w2 T

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



CHAPTER T
SURVEY

The problems of composing for piano left-hand and ore
chestra are more complex than those of composing for prac-
tically any other concerted medium. They include the usual
concerns for proper balance and suitable orchestration,
distribution of thematic material, and adaptation of avail-
able technical resources. All of these factors, however,
must be dealt with in other concertos, some of them %o an
even greater extent than in those for thé left ﬁahd. Tor
example, a large chord struck by the left hand in the lower
register of the piano is Jjust as loud vhether the pianist
has a right hand or not, and in any case ié cdnsiderably
louder than the most forceful sounds that can be produced
by a flute or oboe; The problem of compoéiﬁg suitable
thematic material in a single-line context is far more
acute in writing a clarinet concerito than in writing'for
five fingers at the keyboard. |

Tﬁe additional problems are neither musical nor teoh—v
nical, but psychological. Any composer who is at all ooﬁ-
versant with the piano and'its resources inétinctivei#v
recognizes that & one-armed virtuoso canndt>pos$ibly ob-
tain the same textural or dynamic resulté as a two-armed

\

1
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2
pianist. The temptation, therefore, is to concentrate on
exnloztzn* 2ll the resources that r@main,\regardlnss of the
musical conmider&tions involved,
o one conposecr, of course, has exhausted the supply
of availeble tricks. [here one wriver calls for ;lissandos
the entire length of the kevboard upward, another uses a

]

glissando downward and on the black keys ouly. iny composer,

s

having examined the works of others, could come up with some
figuration which haod not been demandazd before. Hone of this

N

ne

Lot o
o
=
-

is, VOJQ?QG, dirvecily related to thc musioallvaWuc of %
picco, except as it may distract the oompéser from more Lme
portant aspects of oqmpasitiom. It misht seen alnost prefer-
able for a pinnist thus handicapped to adapt great conceritos
for sinslie-~line inst rumxn‘*, thus ziving his hearers a valid
musical experience, rather than to burden his audience with
an almost scholastic outline of the techniques which his

left hand has achieved.

Pérhaps this indictment is unduly harsh, Lven admit-
ting, howevsr, that there have been far more secound-rote
composers than masters at any given time, it is interesting
that of at least seventeen works written for left-hand and
orchestra, only three are ever heard, and two of those but

rarely.  There is certainly no reason why left-hand concertos

e A

could not bve played by two-handed piznisis, and indeed they
have been. Hevertheless, this body of literature (adiit-
tedly small) has not been exploited to any degree by con-

cert pianists, and one rToason would appear to be the
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3
relativel; meager musical gratilficalion w;th whiclh these
pleccs reward an immense amount of technical effort,

.The left hand has jgenerally becn assumed, throughout
the history of piano playing, to be the weaker and less
controllable member. At least threo factors have contri-
buted to this Judement: (1) most persons are naturally
rluuu-handedy toonch not such a larze majority as was once
supposeds (2) musical perception usuallr attributes more
melodic importance to the hishest notes heard, those usually
pleyed by the right hands; (3) acoustically, higher pitches
tend to project with greater force and clarity then those in
the nornal left-hand ronze. Tt 1s also true that in gensral
the left hand hes alwaye carried connotations‘qf inferiority,
dirtiness, or evil. The Enzlish word "sinister" ig derived

from the Latin sinistra, "left-handed." There have been

exampies of great left-hand dexteritly and control, however.
The Bible records seven-hundred left-handed warriors of the
tribe of Benjamin who "could sling stones at an hair breadth,
and not miss" {Judges 20:16). In the mid-nineteenth century,
displays of left-handed pianistic virtuosity were favorite
feats, Alexand@r Dreyschock (1818~1869), for example, as-
tounded his audiences by playiny Chopin's BEtude in ¢, Op. 10,

No. 12 (& revolutionary) with the lefi-hand line in octavco.l

Dreyschock and other virtuosos also fabricated elaborate

variaetions, operatic fantasies, and other such pieces for

,1~11 i Lahl "Dreyschock, Alexander,'™ Die Nu«lk in
Geschichte und Ge*anwart (lsg), ITT, col. 821,
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solo left-hand performance. There is o simple piece by
K. P, I, Bach for either hand alone, but the first composer
to assay a serious form for one-~handed performance seems to
have been Friedrich Kalkbrenner (1735-1849), whose Opus 42
was a sonata in A-flat for solo left hand.

The first artist to attempt a concert career with only
one ern was a Hunsarian nobleman, Geza Zichy (1849-192:2).
At tne aze of fifteen, Zichy had his rigsht arm blown off in
a hunting accident, yet determined to becone a pianist never
theless., In the course of his musical development he studied
with Idiszt, who encouraged him to make public appearances
and even played threse-hand arranzements with him, one of

rr s

their favorites beins Zichy's arrangement of the Rakoczy
Marcih. Zichy also applied to Robert Volkmann for tultion
in composition, and wrote a larze number of works, most of

them either didactic (School For the l@ft—han&), arran;ie-—

ments (including the Bach Chaconne in d and Schubert's

: ‘.

Lr1k0n1W), or salon music (his most popular piece was Valse

d'Adele, which Lismt later transcribed for two hands). He
alao‘composed a sonata and, in 1502, a Concerto in L-flat,
the earliest example of a conceried work for pilano left-hand
and orcheatra known to this writer.

The central figure in the left-hand concertco reperiory

was Paul Uittzenstein (1887-1961). As a ohild in Vienna,
Witt enstein had been allowed to accompany Joseph Joachim
at private musical zatherings, and he had met Brabms, Hahler,

Wolf, and Clara Schumann. As a pupil of leschetitzly he had
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J
made a successful debubt in Decerber, 1913. "Less than a yea
later, however, on the Polish front in vorld Jar I, a Russian

bullst shettered his »izht arm. Determined to succéed in

spite of his loss, Titt ensteln sathered every plece of music

he could find for left-hond alone, and seot out Lo develop the
necessary control and siren—th. Leopold Todowsky's tron-

scrintions of the Chopin etuwdes for solo left-hand were use-

ful 4o him, and ke also made transcriptions of his own, but

he wan still frustreted by the lack of »ood litersiu

suppl,” nds own needs,. he besan commigsioning works from

nore~-or-les

re

3 dmportant compescrs of hls acqualnfance.” ILis

firet request was nmede to his lormer theory amt cow
teachor, the blind composer Joseoh Lobor (1842~1924), who
had anticipated the reqguest and had alrzady been ol work on
the score for six weels when Tititrensicin's letter reached
=l

him. Between the completicn of that work and the year 1940,
when the last of Uitsensiein's comsissioned works appoared,
the followin: conposers wrobe pileces for piano left~hand and
orchestra, either specifically at Wittsenstein's request or,
at lenst, dedicated to him:  Sergei Bortkiewies {(1877~1052),
- . o N A I 9 “ ) .-
Rudolf Braun (1869-1925), Denjamin Dritten (b. 1913}, Paul
Hindenmish (1895-1963), Srich Korngold (1897-1957), Sergei

9 ¢ [
Prokofiev (1891-1953), Maurice Ravel (1875-1937), Franz

Schmidt. (1874~19393 two works), and Richard Strauss (1864

19493 two :»rorks).2 At least four composers—Joseph Labor,

9
“3ee Appendixz for a table listing all known works for
piano left-hand and orchestra, with pertinent information.
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Pranz Schmidt, Hans Gal (b, 1890), and Jrnest Walker (1870-
1949) m=contributed chamber WwoTks. |

There are four additicnal vorks for piano léftwhand and
orchestra. In 1948, iir irnold Bax (1893-1953) composed a
Soncertente for the British planist Harriet Cohen, whose
Tight arm was temporarily injurcd in o domestic accident.,
I+ may have been for the same pi@aist that Norman Demuth
(1898-1968) composed two‘warks. Mnallry, in 1962 the Duich

composer and pianist Cor de Groot (b. lQlé)'GOﬁpOS&d his

Variations Imazinaires.

AL thevpresent time there apparently are n»b one-armed
pianisis on tihe concert scene. Doujlas ng,ib,p1893) iést
an arn under the same circumstances as did Yittzgenstiein, .

He was unable to use any of Witizenstein's works, but did
have & successful coreer as the music director of 2 British
boys! school, and achleved considerable success as an orgen-
ist. OSiegfrisd Rapp (dates not available) lost his right
arm in Yorld Yar II, and zeve the first porformance, in 1956,
of the Prokofiev Fourth Concerto, which‘ﬂittgenstein had
comnissioned but never plaved. Ho further informetion zbout
Rapp is avaeilable, however. Mention should also be made of
Otakar Hollmann (dates not available), another World Jar I
casualty, for whom Leo% Jan&8ek (1854~1928) composed the

Capriccio for piano left-hond and seven 'winds, a work which

is chamber music by its scoring, yet almost . ¢oncertante in
its treatment of the instruments., This work will not be

considered in the present paper.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



7

Wot surprisingly, most of the left-hand concertos are
not readily available. Deven works either exist only in man—
uscript (Demuth-2, de Sroot, Hindemilh) orare permanently out
of print (Borﬁkiewicm, Bramm, Zichy). It seems likely that
in most of these cases the intrinsic musical yalue’is not
great eﬁough to Justify performance. Huch composers as De-
muth, de Groot, Bortkiewicz, and Braun are virtually unknown,
and one.would hardly expect their repulation to be made by a
sinzsle work with such an obviously linited market. It should
also be remembered that most of these works were written for
2 specific individual, and were thus not available to other
pianists, at least for a certein period of time.

Another five works are published, buit difficult to ob=
tain (Bax, Kornzold, Labor, Schmidt-2). At least two of
those pieces have been well spoken of. Trevor Harvey, who
met Hiitj@nst@iﬂ in 1937 and who conducted the first British
performance of Britien's Diversions in 1950, wrote on the
occasion of Jittzenstein's death: "I should like also to

draw special attention to the Concertantc Varjations on.a

theme of Béethoven, for piano and orchestra, by Frana
Schmidt, a work that I heard {ittzenstein broadcast in
Vienna and which siruck me as of speciel wit and charm, a
Judsment confirmed by a recent look at the score, of which
he gove me 2 copy."3 William MHann describes Bax's Concer~

tante as "a work of enormous beauty.," and points out that

STrevor Harvey, "Paul Uittsenstein: A Personal Remie-
niscence," Gramophone, AIX (June, 1961), 2.
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the comvoser has achieved his effects with techrniques within
a relatively narror hand-span, since the d@diqatee, Harriet
Cohen, could not reazch over an octave.4

Thé five remaining works, for which scores are readily
available, will form the basis for the discussions in this
paper. e shall investigat@ prinariiy the technical demands
made unon the performer, with passing refcrénce to goﬁe‘bf
the musical soluticns to the compositional broﬁlem$ involved.
The works w11l not be dealt with in chronoloﬁiéal order,vbut
with reference to their approach to the challenze of éreating
such a work. Chapter 1I will be devoted to iﬂé;simplost

work, the Fourth Piano Concerto by Prokofieve In Chapter III

we will consider the Parsrzon zur Sinfonia Domestica by

Richard Sirauss, in which motivic development plays an impore

tant role. In Chapiter IV Strauss's Panathendenzug will be

studied, with its pilanistic figurations which are larzely

Diversions,

o

aeconpaninental rather than soloistic. Dritten's

the subject of Chapier V, is an admitited technical showcase.

Chapier VI is a siudy of Ravel's Concerto for the Left Hand,

which is senerally acknowledzed to be the most successful
work in this repertory. [inally, Chapiter VII will present

some summary comparisons and conclusions.

_4Hilliam Mann, "Some Bnglish Concertos,”" in The Cone-
‘ certo, ed. by Ralph Hill (Baltimore: 7Pen:uin Books Inc.,
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CHAPTER IT
PROKCFIEV: CONCERTO No. 4 I B-FLAT, Op. 53

in June, 1931, Prokofiev completed his fourth piano
concerto, written at the request of Nittgenstein. The
pianist had already received a number of works (those by
Labor, Braun, Hindemith, Korngold, Strauss,‘and one of
Schmidt's); most of which were apparently agreeable to his
conservative musical taste, which by his own admission
stopped at the period of Brahms.5 Prokofiev, on the other
hand, was not a conservative composer, and the work which
he sent was not at all to Uittgenstein's liking, "Thank .
you for your concerto," the pianist wrote, "but I do not
understgnd a singlenote of it, and shall not play it."é
Indeed, he never did, although he took a certain intersst
in the piece vhen, in the nid=-1950's, he he#rd it sizght-read
by Yuri Bukov. As was noted before, the first public per-
Tormance was given by Siegfried Happ, in Berlin, on Sep-—
tember 5, 1956. |

Prokofiev himself was unsure of the merite of this

work. He considered revising it for +two hands, but never

QVictor‘Seroff, Serasi Prokofiev: A Soviet Traze
(Wew York: TFunk & Tamalls, 1968), p. 163,

6Quoted in Seroff, Prokofiev, p. 163.

9
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10
did so. It has never been received as one of the composer's

r .

most ingpired compositionss liaskovsks characterized it as

Tintersating but somevhad dry;"( while Nestyev found it

"extremely contrived and cbmplicated.”& ‘Prokofiev wroLe
his own description of the concerto's four movements in his
autobiorraphy: "The Lfirst, a srifd runniﬁg movement bulld
mainly on finzer technique; the second, an andante devel-
opinz with a caln solemmitys the third, o sort of sonata
allesro (althoush not guite true to form); and the fourth,
a revision [sic] to the swift first but in abbreviated fornm

and piano i uvhouu.“)

Pianistic Techniques
Approximately two-thirds of the soloist's measurcs in
the first movement, and no less than 97% in the iast MOV~
ment, consist of single~line passages. (411 of +the material
used in the final movement is based éﬁ melodic and fizural
ideas'used in the first movement, for which reason no musical
examples will be taken from the last movement in this dis-
cussion,) These passagcs are for the’most‘part written in

consrvant sixiteenthe-notes and either consist of a melodic

Quoted in Israel V. Nesiyev, Prokofiev, trans. by
]orepce Jonas (Stanford: Stanford University Press, 1960),
DPe 246,

o

Qﬂestyev, Prokofiev, p.‘237-

9“u0ued in the introduction to the two-piano score,
Sergei Prokofiev, Concerto o, 4 (Wew York: Internztional
Husic Company, 1967), pe 3. 411 musical examples in this
chapter are 1 aken from this edition. '
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idea (Lxample la) or fezture arpegsios in single hand group-—

ings (lixample 1b).
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Example 1

There is also a brief passare in steady eighth-notes, pro-
viding an almost pointillistic accompaniment with its wide
skips, the largest of which is just over ';cwo octaves. (See
Example 2, page 12.) 1In those measures which use double-
note passages, a number of different effects are called for.

One of the simplest devices is that of doubling a melodic
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ixample 2

line a’ the octave.

P

Brample 3

Another ﬁime'the composer writes & chromatic melody of

very narrow rancge below a relterated pedal point, creating
a rather static effect, This passage, quoted in IDxample 4,
paze 13, is followed by a double rising line in alternating
major and minor ninths (Zxample 5a). After the line reaches
a broad‘peak at the distence of a perfec£ twélfth above its
besinninz, it descends in the same manner to the level at
which it besan. When the same melodic arch is repeated,

the voices are ornamented rhythmicelly (Example 5b), and the
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Bxample 4

descent is civen to the orchestra, accompanied by a wild,

leaping figure in the piano (Lxample He).
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Bxample 5
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Bxample 5 (continued)

There is only one passsre in this movement consisting of  two
distinct lines, of which the lower is a running accompaniments
the upper is doubled an octave hisher by an orchestral in-

strument.

v, ‘ J ¥ A 2 s
S b i 5 i Py oy
v H i he ™ 4
- o 1 b fulll# 11
~ ¥ T ——F d
=i

Lrample 6

Another device, found in only a single place in this move-

ment, is a passage consisting of skips between a lower

sinzle note (Bxample 7a) or octave (Example 7b) and a chord.
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Lxample 7

Th
nigues and yield a correspondingly greater variety of
effects,

teen-bar orchestral iniroduction, wit

itself an elaboration of

a2

h

e inner movenents demand & sreater variety of tech-

The Andante introduces the soloist (after a nine~
melody in octaves,

he orchestra’ls acconpanying melody.

Bxample 8
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The pieno then moves directly into one of the remarkabl

measures a ney melodic element is initroduced, accompanied
by a slow arpesglated line, The overall effect is imitative
of & two-handed technique, particularly because of' the two-

azainst-tihree rhythmic interplay.

19
P 7’?76 4 -
T 1 hi7 1
A & Za ¥ i —
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Hxample 9

Tider-ransiny arpeszyios than have been seen before accom—
pany on orchestiral continuation of this new theme, scored
at the open double octave, Occasional octaves serve to

thicken the pianistic texture. (See Sxample 10, paze 17.)

Yet wider and more bravura arpessios accompany the next
statement of the same melody, azain set at the open double

octave., (See Bxample 11, p. 18.)
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Awample 11

Mixed into this sweeping passage are a few single-note leaps

of two octaves (Example 12a) and an octave run (Hrample 12b).

8.
p. 23
",
|
o -
wl a8
1 L i 3
~ 7
.

Example 12
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A1 7B
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Kadlas

fxzample 12 (continued).

Trills occur for the only time in the concerto in the
diminuendo which concludes the treatment of +this theme

and prepares the return of the soloist's opening melody.
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Ixanple 13

The restatement of the orizinal piano melody occurs with
a simple note—against-note countermelody (Bxample 14a) and
again with a contregpuntal line in running sixteenth-notes

(BExanmple 14b).
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Example 14

Two additional devices in this movenment should be noted, The

first is a very brief pessage in a full three~volced texture.
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Exampls 15

The other involves a very full texture, sironzly reminiscent
of two-handed technique, and requires very wide hand-spans,
gome of them virtually impossible to play except by arpe;-

giation,.
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Branple 10

:nt has a bten-neasure orchextral

The

duction, after which the soloist enters with another

work, and then a sudden return to a sinple triadic nelody.

Bxample 17

Asain in this movement there are bravura octaves, wide-—

~

ransing arpessios, various gingle~line figurations, and

#

occasional double-note passages. 4 new texture occurs in
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these tvo versions of & melodic line over a chordal

accompaniment.
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Bxample 18

A new combination of chords and melodic figures is used in

a passaze where the piano is strictly accompanimental.
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hxample 19
The only cadenza in the concerto is in this movenment. Its

primary technical features are wide leaps expandin; to an

astounding distance (iixample 20a) and harsh, cluster-like

chords (Exanple 20b).
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ixample 20 (continued)

The briliiant effect of traversing most of the keyboard in

one measure is a striking feature toward the end of the

movemnent.
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Exanple 21

This movemen:t ends with a bravura passage employing the
only slissando in the concerto and concluding with three
widely spaced c's. (see Brample 22, page 25.)

As mentioned above, the fourth movement draws only
upon techniques employed in the first movement, thus re-

quiring no further discussion.
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Lxample 22

General Cbservations
Prolkoficy has chosen his specific approach to the

lefi-hand dilemma by concentrating upon the single line.
Thicker textures, used somewhat sparinzly, provide valuable
contrast, yet do not challenge the orchesira as much as they
inspire a spirit of interplay and cooperation. The pienist
- . » <! N -+ v
is active in 820 of the concerto's measures, by himsell in

= Tl 10 yrr S T 5 0k .
approxinately 5j. The orchesiral interludes are carefully
placed, and there are many short rests for the soloist
throughout the score. Prokofiev has orchestrated lightly
in consideration of the limited dynamic and textural range

P i . w3 )

of the one—-armed pianist. In addition he generally re—
quires lower dynamic levels. FPiano is the most common desig-

nation (29%), and 47.5% of the score is marked mp or belows o

This concerto has achieved more success than any other

1OSee Chapter VII for comparison with the corresponding
percentages in other works.

11 . ) ,
Two flutes, two oboes, two clarinets, two bassoonss
two horns, one trumpet, one trombone; bags drum; strinzs.

12, : . . .
See Chapter VII for comparison with the corresponding
percentazes in other works.
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in the left-~hand repertory except that of Ravel, and has
been recorded by Rudolf Serkin and John Browming. It is
by no means profoundj rather, its attract':'.mn lies in iis

boisterous gaiety and wittiness.
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CHAPTER III

STRAUSS:  PARSRGON ZUR SINFONTA DOMESTICA, Op. 73

Richard Strauss had not written a concerto for nsarly
forty years when Wittgenstein, in whose home the composer
was visiting, asked hir to compose a work for piano left-
hand and orchestra. Strauss did not comply immediately,
but in 1924 an episode took place which furnished a prow
graﬁmaﬁic inspiration. The composer's son Franz, known in
the family as Bubi, shortly after his marriage~£ell victinm
to a severe illness, which caused Strauss a great deal of
eanxiety. He did recover, and as an expression of relief and

gratitude SGtrauss composed the Parerson zur Sinfonia Domes-

tica, scored as Wittgenstein had Tequested. Parer:on secens
10 be a word which the conposer himself coined from Jreck
roots, its apparent meaning being "by-work," "off-shoot,”
"appendix,” or Ycompanion piece." Dince the Sinfenia had
been written twenty—iwo years earlier, this work is a
"companion pilece" only in a rather loose sence of the term.

13

The principal connection between the two is the theme

13This theme is quoted in Norman Del Mar, Richard
Strauss: A Critical Commentary on liis Life and YWorks
(Philadelphia: Chilton Book Company, 1969), Vol. II, p. 285,
Ex, 12, All other musical exanmples in this chepier are
taken from the two-pianc score, Richard Strauss, Parsron
zur Sinfonia Domestica (London: Boosey & Hawkes, 19645.

27
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which had represented Bubi in the Sinfonia.
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Sxample 23

In the new work Strauss subjects this theme to twisting,
chrohatic harmonigation and distortion, suggest;ve of the
sufforing caused by the fever. A modified vq?sion of the
theme, used throughout the piece, eventually'triumphs over
the illness, which is rcpresented by the tone c~sharp.
Appérently Wittoenstein was pleacsed with the score.
He>ga§e,;ts first performance in October, 1925, at Dresden,
with‘Fritz Busch conducting. e alsovgéve’Sjrauss another
commissioﬁ, théhiesult of which will be the subject of the

next chaptexr.

Pianistic Technigues
vThe first eight pazes of the score are taken up with a
great variety of free, impassioned flouriéhés. These are
strunz together almost relentlessly, and although they are
made up of prédominantly single~note figﬁres, the appearance
is quite different from that of the opening of the Prokofiev

concerto. The pianist's first measures are quoted here.
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xample 24

Trills figure prominently from the first, both in continuous

chains of trills (Bxample 25a) and also placed at the top of

'

an octave melodic line (Hxanple 25b).
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cample 25

Many of the figurations are based on the chromatic gcale,
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and their notation in sixty~-fourth-notes. gives then a

formidable appearance. )
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Example 26

This stormy openinz section climaxes and concludes with an
octave sweep, in thirty-second-notes, accelerando, over
three—-and-a-half octaves. Immediately the piano states a

soaring theme in octaves, with added texture-~thickening notese

RUALY IS

Exanple 27

The passagework which follows contains this type of double-
note passaze, full of rapid two-against-three rhythm and
demanding the use of any finger on either black or white

key.
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Exanple 28

Grace notes thicken the texture of the single line.
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Bxample 29

Tremolo in the higher resister of the piano provides bril-

Sy

liance and projection over thick orchestral gcoring.
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Axanple 30

A different device is used to thicken the sonorous texture

and overwhelm the Bubi theme in a passage where the piano
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is primarily accompanimentale-a string of six=-four triads.
The chromatic nature of these chords places great demands

on the artist's dexterity, demands which the composer height-

ens by specifying staccato, fortissimo.

. 17-18 -

1
Y A WIT. S A% 1
- ,y,v,‘p D" B}

To the cascading octaves used before is added a sixth above
the bottom tone, and the figuration following this passage

involves wide-hand—-span arpegsiations in quintuplets.

7
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Bxanmple 32
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An ornamental pattern high on the keyboard continues at a

fortissine level,
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Example 33

This section of the piece, all symbolic of thé ré.};g;ing fever
and the desperate victim, gradually subsides through a
motivie disintegration employing double chromatic thirds
(Exa.mplé 34z) into a florid and delicate caﬁenza (sxample

34b) which leads the sufferer in‘to health~restoring sleep.

S
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Bxample 34 (continued )

Durin; the symbolic sleep, sugzested by tho tacet
piano solo, Bubi dreams of happy childhood days in the
forn of a sinple nursery tune in the key of I'y, represen—

tative of health and prosperity in the Strauss household.

This nursery tune is first stated by the winds, and is the
lonzest orchestral interlude in the entire work (29 meas-—
ures)...ﬁittgenstein, for his first performanée, wrote
his own éadenza, which was more elaborate and extended
than the orijzinal and which led into a piagistic first
statement of the nursery tune.

At the end of the drsam, Bubi awakens refreshed, and
in the piano entry which represents this is one of the
trickiest ornaments ever required, relatively easy for
the rijht hand, but physiologically uncomfortable for the
left. (Seé Examﬁle 35, paze 35.) The figufations in the
remainder of the work are primarily within the realm of

devices already discussed. Particularly notable arc an
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Bxample 35

arpe;ziated triadic pattern (Hxample 36a), a brilliant chro-
natic scale passaze with interspersed octaves (Bxarple 36b),

and = passaze based on wide leaps (Example 360},
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Axanple 36
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Feneral Observations

Strauss by no means ignoies the sinzle line, but treats
it léSS'melodically than ornamentally. The strony emphasis
on'chrpﬁatic lines demands a closa—positioh finger technique,
and ofteﬁ it seems that specifiic notes are less important
than the effect of a2 cluster or swecp. Most.of the music,
however, has a texiture thicker than thé single line. liost
often tﬁe additional notes broaden the linear concept rather
thaﬁ create counterpoint, as the orchestral béckgrcund is
generally too dense to allow clear projection of two separate
lines, At no point does an imitation of two-handed sonority
appear, so that in this sense BStrauss's work is more com-
pletely devoted to the single~line concept, aibeit thickened,
than is Prokofiev's.

The pi@ist is active 80% of the time, only 1} of it by
himsélf'(in the very short cadensa preceding the nursery
tune). In effect, then, the entire piano part must be played
ageinst instrumental competition, end Strauss did not score

4 .
14 Furthermore, there is very

lizhtly to spare the soloist.
lit+tle provision made for the artist to rest, and tie dynamic
markings are extremely demanding. Fortissimo is the mos?

common. indication (407), and only 25% of the pianc score is

mp or below.

lé?wo flutes, two oboes, kngzlish horn, two clarinets
in 4, bass clarinet in A, two bassoons, contrabassoons
four horns in E & F, two trumpets in B & C, three trom=-
bones, tubas timpani, harp; strings.
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;"Lithou;;;}tt less often played then the Prokofisv concerto,
this work has not been totally ignorod. k‘Ii‘t'tgem;win played
both the Parerron and the Ravel concerto ’with the Cincinnati
Symphony Orchestra in 1934, and there is at present a record;-
ing available, played by Hilde Somer. fith its thematic
transformation and highly chromatic harmonies, however, the
Parergon weishs rather heavily upon the listener and is not

easy to follow.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



CHAPTER IV

STRAUSS: PANATHBHKENHUG,.OP. T4

L9$$ than two—and—-a-~half years after the first perfor—
mance of the Parerson, Jittgenstein premiered snother work
by Strauss, azain written at his request. This time Strauss
had used an ancient Greek festival, the supposed birthday of
the goddess Athena, for inspiration. In this "Panathenaeal
procession, an embroidered robe, on which hany mythological
scenes were depicted, was presented to the goddess. In order
to portray the narrative effect of this elaborate tapestry, as
well as the many games, contests, and sacrifices connected
with the event, 3trauss composed a set of continuous varia—

tions over a ground bass and entitled the work Panathenfenzugs

ja]

Symphonische Etliden in Form einer Passacagliae. In spite of
the variety of ormamentations employed ip the treatment of
the‘ground bass itself and the grouping bf lerze blocks of
the variations into guasi-movements, the piece lacks =z cerQ
tain sense of direction, perhaps as a result of a too-free
use of climaxes. |

In a letter of recommendation to Toscanini in 1929,
Strauss praised Wittgenstein, stating that he had performed
Strauss's two works with "greut success,“ and sugzesting
that perhaps the maestro would gee fit to program one or

38
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. - 1
both of them, an event which never tool place. 2

eabd
e

Pianistic Techniques
After a two-measure brass fanfare, the pianist beins
with a brilliant flourish consisting of rapid and invoived
finger work, with double notes and & triadic”motive in‘oo-
taves interspersed in the texture. A rising line of broken

. . . . 16
chords appears, using a figuration new to our study.

Bxanple 37

The theme icstated by the 'cellos and basses; followed by
the first two variations, in both of whick the piano plays
the same version of the sround bass, leaving; the element of
variety to the orchestra. This version involvés wide skips
between a single note and a chord. The passacazlia theme-—-—
the lower notes in fSxauple 38--includes a lydian-mode raised
fourth scale~dezree, a possible reference'to”the'Greek'in-

\

spiration of the work,

15George R. Harek, Richard Strauss: The Life of =2
Non-Fero (iew York: Simon and Schuster, 1967) s Pe 325.

6 . . .

1 A1l musical examples in this chapter are taken from
the two-piano score, Richard Strauss, Panathendenzux (London:
Boosey & Hawkes, 1953).
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Gxanple 38

The succeedins variations increase in thiékness of texture
and activity, as is normal in a continuous-variation form.
Single-note welodic lines, with occasionai‘double notes,
increase in speed from sixteenth-notes to sixteenth-note=-
triplets to thirty-second-notes. Not uncommonly two adja—
cent variations are either exactly or primarily identical
for the Qiano, as the first two variations illustrate. A
section alternating passagzework and trills is followed by

one requiring large skips.
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Bxanple 39

The orchestral backzround also grows in intensity, and
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frequently it involves at least two different divisions of -

the beat simultaneously. HNeanwhile the piano part becomes

more chord-oriented.

fixample 40

Technigues seen previously in this study, such as staccato
double notes and parallel trieds, are exitended over a longer

span of time.

Lrample 41

One can ~ain some idea of the thickness of the overall

&
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texture from fxample 42, which shows the printed piano reduc=
tion of the orchestral accompaniment. Triplet eighths, duplet
and triplet sixteenths, and alternating quédrupleﬁ and quine

tuplet thirty-seconds all fuse into a large mass of sound.

Bzxanple 42

After a variation built ﬁpon lesato double-note passages,
primarily thirds, and another variation like Example 38

but with the lower single note replaced by an octave, the
orchostra sives a shorbened statement of the theme alone.
This'éllowg the pianist to prepare for the foilowing PESSaIe,
one of the few places in the entire piege‘khe:e the soloist
is given a clearly melodic line. Only the harp accompanies

the piano in this expanded varlation.
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hxample 43

One further variation, in which the pilanist plays legato
e A

double sixths in both arpezsiated and scalewlse pussajes,

completes the bridze to the. second main section of the WOTKe
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Byanmple 44

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



44
The Lebhaft section introduces a new key, but callsg for
the piano to continue its concertantc, obblizato tvpe of
accompaniment. Althoush the fijurations vary oo 1x,1uuouo1,, ’
no specifically new technigues ars called fore The composexr

uses the same arpegsios (either in ﬁ:n"lo hand~gonn o1 in

joly

broader sweeps), octaves and single notes combined in triadic
motives, block triads in rapid staccato motion, and running
octaves that we have noted before, At the end of this large
division the pianist has two very ertended variations made
up of‘wonstant trilis (thiriy-siz measures, broken only by

a single run in parallel triad s), several of them double

trills placed high on the keyboard.
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Bxample 45

N

The third main section, Sanft bewezt, again chonzes key,

and fhg piano score consists of running double-note passages,
rapid écal@s, and arpessios. Again much of the passagework
is in the piano's upper register. (3ec T“Jra,mpll.e 46, De 45.)
The pianist is also ziven a version of the melody cuoied in
B awplc 43, in which the texture variss from three-voiced

to melody in octaves. Against this solo part the celesta
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Gxample 46

provides the some sort of filisree that has

piano previocusly.

occupied the
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Hxanple 47
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Very soon, however, the pisno rosumes its ornamental func-
tion with passasework which incliudes this very involved

patbarm.
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Example 40

Between this larze divisiorn of the work and the fina
one there is an idyllic cadensza. In spite of the fact that
the soloist is heard alone, therse is very little rval imie

tation of a itwo-handed sonority. There is a demand for

the fisuration form a melodic line which must project over

a sreat deal of florid passagework. The following three

wecerpts are all taken from the cadenza.
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Bxample 49 (continued) .
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Bxample 49 (continued)

‘the final secticn is preceded by a repetition of the
work!s openins fanfare and planistic flourish. From the

besinning of the Feurijges Marschtempo to the end of the

composition, however, the pianisi has practically notning

but patterns of varying complexity, all consisting of octaves.

Gxample 50
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wxamplo 50 (continued)

General Observaiions

The subjugation of the piano score 1o the total orcheg=
tral faﬁrio igs one of the most significanf features of this
work. There are only iLwo passajes where the soloist is heard
alone--the opening flourish and the Langsam cadenza, and of
these the first does not invelve any thematic substance.
7ithin the accompanied measures, the piano has melodic mate-—
rial only four times: Examplé 43, Lrample 47, the continu-

ation of the cadenza, and, %o & considerably lesser extent,

is active a formidable 88% of the time, only 4% by itself.
- The dynamic level is generally high. The most common
marking is fortissimo (30%), while 34% of the score is marked

mp or below. The orchestral scoring is even heavier than

in the Parergon,17 and as has been pointed out, very dense

'17Three flutes (one doubling on piccolo), two oboes,
English horn, two clarinets, bass clarinet, three bassoonsj
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textures are frequently used.
Apparently Wittzenstein would have had to develop an
amaring desree of strenisth to be able to cope with these

tates that he complained azbout the

w

denands, and one source
", . A ] 18 BNy i “ws S 2 1,

heavy orchegiration. Few other pilanists seem to nave
attenpted the works; there are alt present no recordings
available. Perhaps Del Mar has best characterized the piece
as follows: "It is disappointing « « » to find in the minor

works of so great a composer little more than an unsasy

swiny to and fro between the equally disconcerting pitfalls
19 '

of bombast and notespinning.”

four horns, three trumpets, three trombones; tubaj tiupani,
percussion (speciflics not available), harp, celesta; strings.

. Lawrence and Blisabeth Hanson, Prokofiev: A Bios-
raphy in Three Movements (H@w Torks Random House, 1964),
Pe 233

1

9 _ )
“Del Mar, Strauss, p. 297.
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CHAPTER V

BRITTEN:  DIVSXUICHS, Ope 21

S RS MM Aot ety

Benjanin Britten's contribution to the left-hand and
orchestra repertory was composed in the summer of 1940.
Uittganst@iu had moved to the United States two yeurs before,
and apparently took advantaze of Britten's sojourn in Amer-
ica durinz the early years of Horld Jar II to commission a
work. The idea appealed to Britten, who wrote in the fore-—
word to the scove: "I was atitracted from the start by the
problems inveolved in writing a work for this particular
medium, especially as I was well acguainted ﬁith and ex-—
tremely enthusiastic about lr. Hittsenstein's skill in over-
cominz what appear to be insuperable diffiéulties. s e s ¥
have tricd to treat the problem in everyiaépect."go Part of
the score coniained music adapted from the ballet of the
secretaries in the incidental music which Britten had com-

' . . 21
posed the previous year for Priestly's Johnson over Jordan.

fThen Wittgenstein received the work, he took the liberiy

of revising some of the passagework, contrary to Britten's

2OQ,uoted in Joan Chissell, "The Concertos," in Benjamin
Britten: a Commentary on his works from a group of spe-
cialists, eod. by Donald Hitchell and Hans Keller (ilew York:
Philosophical Library, 1953), pe 263,

Zlﬂilliam Mann, "The Incidental Music," in Britten,
{itchell and Keller, pp. 299-300,

51
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wishes. At the expiration of Wittgenslein's period of sole
performing; rights, therefore, Britten reworked the score to
an undetermined extent before having it published. As a
result, the currently available edition is not the some as

- s -1 RN 8 1 22
the original version of the work.

In its present form, Diversions consists of a theme

with variztions, each of which bears a subtitle, as followss

Variation I Recitative
Variation I Romence
Variation ITIT March
Variation IV Arabesqgue
Variation V Chant
Variation VI Hocturne
Variation VII Badinerie
Varigtion VIII Burlesque -
Variation IXa Toccata I
Variation TX Toccata IIT-
Variation X Adagio
Finale Tarantella

Just before Variation X there is a cadenza.

Pianistic Techniques
The theme, based entirely on perfect fifths and fourths,
is stated by the orchegtra alone. The piano then plays the
first'véii&tion wnaccompanied. Several startling techniques
are used immediately. There is a grace note over & leap of
two octaves, a trill during which a double third is struck
twice, and an upward five-note scale which, in subsequent

repetitions of this figure, expands to a glissando over

22Personal letter from Trevor Harvey, November 2, 1970.
All musical examples in this chapier are. taken from the
two-piano score, Benjamin Brititen, Diversions (London:
Boosey & Hawkes, 1955). o
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Zxample 51

The next measures include a remarkobly-spaced sonority and
a wedge-shaped passaze of leaps, expanding to nearly two

octaves. (See Bxample 52, page 54.)

A five-octave run, built on an eight-tone synthetic scale,

lesds to an octave in which the lower tone is trilled. (See

Example 53, page S54.)
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The followin: passare consists of wide leaps belween lower

octaves and hizher chords, a texture which we shall find

also in. the openinz cadenza of Ravel's concerto.
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Brample 54

Triadic arpesgiations occur, as well as some interesting

guartal firurations.
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Example 55
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fxanple 5% (con'i;imled)

The second variation, in which the piano and orchestra
are hoard tozether for the first tine, places considerable
emphasis on single—line melodic writing in four settings:

(3

(Exemple 56b), single notes accompanied by a chord off the

single~note passases wiple 56a), similar work in octaves

beat (iZxanple 56c), and similarly accompanied octaves

(Bxample 56d).
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Ixample 56 (continued)

Chordal passages of three fypes (Example 57a~c) s ine
cluding chromatic parullel triads such as we found in the

Parerzon (see Gxample 31, page 32), alternate with an
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intensc, brilliant typc of melody (ixample 57d) in the

third variztion.

a. -
P8 Var 1JI-March
Allegrr ton Lylie (4-144)
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Buample 57
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e fourth varialion is guite consistent in technique,
entivel; based on a step-wise melody cmmbin@d witlh a repeated
pedal-torne. Occaslonally the writing involves throe voices,

and once it ocxpands %o the span of an elesventh. In & foot-

note, Dritten informs the pianist that "R..." means "rubato.”
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Hxomple 58

Tn hisforeword to the score, Britten denies that he has

23

attompted to imitate a two-handed technigue. Throuvghout
the fifth veriation, however, he alternates high chords with
low octaves ixn a manner which creates a full pianistic sonor-—

ity. The bass line follows the circle of fifths consistently.

(See Example 59, page 60.)

The sixth variation gives all the melodic writing to
solo orchestral instruments while the pianb provides a back-
ground of arpeggios in ninths (two consecﬁtive perfect fifths),
usinzg two different rhythmic patterns. (5ee Example 60a & b,

page 60.)

23Chissell, "The Concertos,” in Britten, Mitchell and
Kel).c:r, p. 263.
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BExample 60

The seventh variation consists, for the soloist, of a

dance-like single-note melody, still strongly based on
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fourths and fifths. The eighth variation ajgain uses low
octave and middle~ranze chor&s in alternatioﬂ, and includes
three short cadenzas, one for piano, the éfher two for flute
and clarinet respectively azainst a sustained piano chord.

" The first Toccata (Variation IXa) is primarily single-
note iﬁ concept, but in a distinetly figural sense, with
some intervals interspersed in the texture. I+t includes

such wide-zpread patterns as these.
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Brample 61
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The second Toccata is entirely orchestral until the
solo cadenza, which calls for widely-spaced isolated tones

on either side of an ostinato (fxample 62a) or trill (Bx-

ample 62b).
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Example 62

The climax of the cadenza is reached with a six—octave de-
scending glissando on the black keys, fortississimo.
’I‘he only new device in Variation X is a series of

ascending chords, quite similar in concept to the opening
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of Tchaikovsky's Piano Concerto in b~flat.
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Bxample 63

The Finale is almost entirely single~note in concept,

including these interesting Juxtaposed broken octaves.
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Example 64

The work ends with a grand sweep of octaves,’different from
those seen before because of the interval of the Iifth whichA

replaces the more common stepwise motion.
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Exanple 65

General Obgervations

Britten's claim to a comprehensive treatment of the
single~line approach seems justified. In the Diversions
he demands a great variety of techniques,vﬁgt he also pro-
vides adequate, well-spaced rests for the soloist. The
pianist is active 77% of the time, 13% alone. This is more
than twice the amount of unaccompanied playing found in any
of the .o*bher works studied so far, and the artist thus re-—
ceives a greater share of the listener's atteﬁtion in return
for his efforts. The score is demanding dynamically. The
most common indication for the soloist is forte (28%), with
37% marked mp or softer. Although the orchestra is largze,

the scorinz is light in much of the piece, as Britten draws
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on his instrumentation for wvariety of tone~color rather than
for massive sound.24

This work has not been widely performed. Part of the
reason may be the disasreement between Britten and Wittgen-—
stein over the notes %o be played, as well as the fact that
no one but Jittgenstein was allowed to perform this piece
during the first ten years after it was writien. Chissell,
while nofing the musical economy of the work and the compo-
ser's clever writing, sugpgests that this piece gives the im-
pression of a brilliant mental solution to a problem rather
than of emotionally satisfying music, an impression due, at
least in part, to the "uningratiating character" of the
fifths and fourths which make up the thame.25' The only re-

cording of Diversions (the revised edition), by Julius

Katchen, is not readily available in the United States.

2hnwo flutes (one douvling on piccolo), two oboes (one
doubling on English horn), two clarinets, two bassoons,
contrabassoon, E-flat alto saxophones four horns, two trum-—
pets in C, three trombones, tubaj timpani, percussion (in-
cluding cymbals, xylophone, snare drum, tambourine, triangle),
harps strings.

25Chisse11, "The Concertos,” in Britten, Mitchell and
Kelier, p. 263=64, .
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CHAPTER VI

RAVEL: CONCERTO FOR Tils LERM HAWD

Maurice Ravel had just completed a highly successful
Amerioan tour when Witloenstein's agent approached him with
a requést for a concerto. Ravel had alread& deternined to
compoée'a new concerto for his own use, and was intrigued
both with the special problems attending the composition of
a workvar left~hand and orchestra and with the challenge of
simultaneously creating two works in basioalLy the same
genre, yet guite different. DBoth works wére;completed in
19317 Tittgenstein is said to have complained about the long
opening solo cadenza,26 and even made a few alterations in
the éCQre, at which Ravel became very upset. The rift be-
tween the two men was widely publicized, and Ravel eventually
designated Jacques Février as the official interpreter of the
work. Witfgenstein later admitted that his changes were not

)

improvements, and performed the concerto a number of times.

Pianistic Techniques

27

After a thirty-two measure orchestral introduction,

zéﬁmnson, Prokofiev, p. 233.

27The piece is scored for two flutes, piccolo, two oboes,
English horn, E-~flat soprano clarinet, two B-flat clarinets,

bass clarinet, two bassoons, contrabassoonsy four horns, three
trumpets in C, three trombones, tubag timpani, percussion

66
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the soloist enters with a briliiant andbsonorous coadenza
in which planing of octaves, either with an internal fifth
(Bxample 66a) or with complete triads (ixample 66b); is a

28

prominent feature.”

.
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Brample 66

A similar thick chordal stream supports a sustained melody,
which is not doubled in octaves. Hand spans of a tenth are

common in this passage, and the eleventh is occasionally

(including triangle, cymbals, bass drum, woodblock, tam=tam,
snare drum), harps strings.

28

All musical examples in this chapter are taken from
the two-piano score, Maurice Ravel, Concerto pour la main
gauche (Paris: Durand & C1©, 1937).
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required., Beneath this melodic flow there is a timpani-~like
pedal~figure which is slightly modified at some of its ap-~

pearances.,

Example 67

There are also massive, cluster-like chords in the lowest

register of the piano, fortissimo.
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Rallentancio
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ixample 68

The arpeggiations in the cadenza call for very wide hand-—
spans (Example 69a) or make a broad sweep using only the

tones of a perfect fifth (Example 69b).
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izample 69

A wedze-shaped passaze of expanding leaps between high

chords and low octaves, more extended than the correspon-—
ding passaze in Britten's Variation I, leads to a flourish
of involved Tingerwork, climaxing in pounding tremolos and

a long zlissando. (See Bxample 70, page 70.)

Followinz the cadenza, a melodic passajze over an arpeggiated
accompaniment imitates two-handed technique, aided by the
careful use of the pedal, Two-against-three rhythms add to
the offect of a full pianistic sonority. (See Examnple 71,

pagze T1.)
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Example T1

A static spiccato figure appears, containing only two tones

and their octaves, but ingenious in the variety of their

arrangenent.
p- 710
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Bxample 72

The next section of the concerto features rapid and
staceato parallel triads and a brilliant single~line melody
which recurs in different ranges of the piano, with different
additions to thicken the texture. Each version, two of which
are quoted here, poses its own problems of balance and con—

sistent articulation.
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Bxample 73

The end of this section, leadingz to o return of material
- from the soloist's opening cadenza, features wide and rapid
skips ﬁeiweem a chord and lower tone.

The:new statement of the pianist's opening material is
shared between the piano and orchestra, with the soloist
providing perfect-fifth arpeggios similar»to those in Lxample
69b, and it ends with the ultimate glissando, from the bottom

to the top C of the keyboard, fortississimo. A three—

measure orchestral interlude reduces the dynamic'level to
iano, and the piano bezins a long cadenza built of melodic
material which has appeared before, but is now presented
over a flowing arpesyiando accompaniment vhich includes oc~
casional repeated notes. At one place in this cadenza a

counter-melody appears at the bottom of the arpegzlations.
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The problems of balance thus introduced, combined with the
difficulty. of articulating the repeated tones evenly, make

this passage very demanding.

o

Example T4

Near the end of the cadenza, the melodic ;ine is presented
in octaves over an extremely dense arpeggiated accompaniment.
This passage, low on vthe keyboard, provides a remarkably
sonorous texture., Against this the orchéstra gstates its

own countermelodies which swell to a brilliant climax at

the conclusion of the piece.
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Hxample 75

General Observations

Ravel has devised his melodic matarial, particulariy
in the Lento sections of the concerto, in a manner which
allows for the interpolation of acoompamyiﬁg figures without
interrupting the musical flow. Althoush singie«note arpeg—
giations and figurations are common, much of the piano score
is devoted to chordal or polyphonic writing, and even ‘the
sinzle~note melodies are often thickened considerably. The
sonorities generally make the most of the piénist's TEesSources,
particularly through a skillful use of the pedal.

 Ravel gives the orchestra much more time to play alone
than the other composers we have discussed, as the piano is
active only 69% of the time. A full 18%, however, is devoted
to unaccompanied solo playing, so that the artist, with bis
two large cadenzas, gains his full share of the listener's

attention as a reward for his efforts. The most common dy-

namic marking is piano (30%), and 42b of the score is mp or
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softer, The composer has also scored carefully during those
portions of the concerto where both forces are heard, so
that the soloist is not often competingz with a massive or—
chestral sound.

This concertc has achieved a certain‘popularity, and is
occasionally played by two—armed pianists, apparently because
they enjoy the music itself and the challenge which the one-
hand limitation presents. Seven recordings are presently
available, including performances by iWitigenstein himself,

Julius Katchen, and Robert Casadesus.
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CHAPTER VII
SUMMARY

In the discussion of each work, reference has been made
to the percent of time the pianist is active and, within
that, the amount of solo playing. These figufes are drawn
togeﬁher in Table 1, providing opportunity for comparing the
demands of the wvarious pieces. In determining these per-
centages, the following principles were observed:

(1). If the zoloist completed a passage by playing a
single note or chord on the firust beat of & measure which
began an orchestral sectlon, that measure was counted as
orchestra alone. The same principle held for the opposite
situatién;,i.e., where the orchesirz concluded on the first
beat of a soloist!s measure.

(2). Bighth-note anacruses were treated similarly—
when the soloist [orchestral entered on the last fractional
beat of a measure, that measure was counted for the orchestra
[soloist] alone.

(3). If the orchestra [soloisf] had single short chords,
one to a measure, for a period of several measures, those
measures were generally considered as being played by both
forces togzether, gven though the planigt [prchestra] was
heard aione for the most part.

76
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(4). If any orchestral instrument played during the
measurc, that measure was counted as beiny played tojetier,
althouzh the orchestra might be providing no more than a
sustained pedal point above which the soloist would be heard
prominéntly.
Ail'figur@s Ziven in the iable are percent of the total

number of measures in the composition.,

TABLE 1
Orchestra|PiancjPiano with{Piano

Composition alone alone |orchestra lactive
Prokofiev:

Concerto #4 18 5 + 11 =82
Strauss: ‘

Parerson 20 1 + 19 =80
Strauss: '

Panathenienzug 12 4 + 84 =88
Brittens:

Diversions 23 13 + 64 =77
Ravel:

Concerto~—l.h. 31 18 + 51 =69

Since corresponding figures are not readily available
for the usual type of piano concerto, Table 2 gives an
analysis of a number of other works, chosen to representi a
wide variety of styles, as a basis for comparison. These
have been arranged chronologically, and seem to show a
definite trend. In the Tirst two works, the shortest [Mozart)
or mostvcommonly used EBeethoved] cadenzas written by the
composer were included in the "piano alone" column. Where
necessary, unmeasured cadenzas were included by assigning

approximate measurse—equivalents to the pasgages involved.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



18

TABLE 2
OrchestraliPiano |Piano with iPiano

Composition alone alone lorchestira |active
YMozart:

Concerto, E~flat, K. 271 22 40.51 +  37.5 =70
Beethovent

Concerto /4, G 26 30 + 44 =T4
Schumarns

Introduction and

Allerro appassionato 15 29 t+ 56 =85
Brahmse

Concerto /2, B=flat 29 16 |+ 55 =71
Moszkowskis :

Concerto, 5, Op. 59 19 14 + 67 =81
Franck:

Symphonic Variations 14 20 + 66 =86
Bartok: ‘

Concerto ;2 15 12 ++ 13 =85
Rachmaninoff:

Rhapsody on a Theme

of Paganini 10 16 + T4 =90

The dynamic profiles of the various works, given in
each discussion in an incomplete form, provide another meas-
ure qf a concertol's challenge. As with the amount of time
the soloist is active, iﬁ‘is virtually impessible to examine
all contributing factors, but Table 3 zives a general outline
of the dynamic requirements. Principles observed in this
analysis are as followss |

(1). Analysis was made by measure, an admittedly large
unit, but one which was deemed sufficiently accurate for
this study and was much less involved than analysis by beat.

(2). In long crescendos, the measures involved were
divided equally amonz the intermediate dynamic markings. In

‘ short crescendos, the dynamic mark midway between the two

extremes was selected as representing the dynamic difficulty
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of.the measure. In ambipguous gituations, the analysis
generally tended toward the louder dynamid.

(3). Sforzandos and accents on single notes or chords
were ignored.

(4). Percentages are based on the number of measures
in which the pianist is active, not on thé total number of
measures in the score.

(5). Jhere no dynamic marking was givén at a piano
entry, the passare was analyzed with reference to its nature
(solo or accompaniment) and the prevailing ofchestral dynamic.

One must confess certain weaknesses in applying these
principles:

(1). The measure unit is larger than desirable.

(2). Dynamics are always relative, and therefore do not
indicate an absolute demand upon the perfoimer‘s enery.,

(3). Yo adjusiment could consistently be made for the
texture, or number of notes to be played in a given passages
therefore, none was attempted. |

(4). It may be almost as taxing to playirapid pPassa e~
work pianissimo as it is to play slower notes fortissimo.

It should\be noted that mezzo-piano is quite rare as a
printed dynamic direction, and most of the measures included
in that column result from the averaging'of crescendos.

For each work, the most common dynamic level is set in
parentheses. The Mozart and Beethoven concertos were omitted
from this etudy because of the difficulty in determining the

composer's dynamnic intentions.
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TABLE 3

Compogition pp! prl P lnp lisofth mfi £ | ££ IFFL jiloud
Prokofiev:

Concerto #4 -0 71291211 | =47§ 17} 221 115| = | =53
Strauss: .

Parerzon -1 1,20} 4| =25¢ 12| 20 (40} 3 | =75
Strauss:

Panathenfienzugli =] 13| 21 | = || =34} 10| 26 {30} - | =66
Britten:

Diversions 4% 9117 1 7T W =37H 15((28) 161 4 | =63
Ravels

Concerto——l.h. | =1 31(30) 9|l =42 8l 24117 9 I =58

Schuménn:
Intro. and
All'o. appass. | ={ 7 {(36){10 || =534 12} 23 {12 | = | =47

Brahms: A

Concerto #2 21 61(32)) 6 {| =46 7125 122] - I =54
Moszkowskis

Concerto, B -1 1/(41)) 6 | =48} 10123 {14 | 5 | =52
Francks

Symph. Vars. 32113 1 6 || =49]l151 16 {201 - | =51
Bartoks

Concerto #2 1] 91211 6 || =37 118K24){21 | - § =63
Rachmaninoff:

Rhapsody -1 4030)] 7 H=41l24t27 |18 | - § =59

Some interesting results are apparent from this table.
Only one score (Schumenn) has more than half of the pianist's
work in the realm of soft pléying, but most of the scores
have their largest single percentage under piano, including
guch large-scale works as the Brahms Concerto and the Rach-
maninoff Rhapsody. Lven more surprising:is the larze amount

of pianissimo scoring in Franck's brilliant Symphonic Var-

iations. In the light of these findings, Strauss's dynamic
contours are seen to be demanding to an extreme degree.
In studying the technical requirements of the various

works, it is difficult to classify in words the specific
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riano techniques which appear in such a ﬁide variety of
figurations. It may be helpful, however, to attempt a
graphic summary of the devices which have been discussed in
the preceding chapters., Table 4 presents the technigues
under eight general headingzs: single-note passages; figures
combihing single~tones with intervals or chordsy accompanied
melodiess octaves; polyphonic and double-note passazess uses
of cho:ds; trills; and miscellaneous devices. Obviously a
certzin amount of overlap is inevitable; accompanied octave
melodies, for example, have been listed under octaves rather
than under accompanied melodies.

The numbers which follow the names of the various tech-
niques refer to examples in the text, so that any question
about the specific meaning of each description may be answered
by consulting the music itself, The works are identified by
the following code: Prokofiev Concerto %4QqA, Strauss Parer—

gon—-B, Strauss Panathendenzug—C, Britten Diversions—D,

Ravel Concerto for the left hand--f.

TABLE 4
Technigue A 1B Ci{D}| B
Single-note passages
Melody (1la) x tx i x| x| x
Arpeggios (1b, 60a&b) x ix!lxix!x
Figurations (11, 24) x |x x| x i x
Synthetic scale runs (42, 53) x| x| x
Two-note spiccato (72) % x
Bravura leaps (52) X : x
Combined figures i
Arpeggios with octaves (10) x i x
Chromatic scales with octaves (36b) x |
Single-note figurations with intervals i
or octaves interspersed (19, 6la&b) x |x {x ix!lx
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TABLE 4 (continued)

Technigue

Combined fisures-—continued
Skips between chords and lower tones
or octaves (38, 54)

Chordal accompaniment (18a&b, 56c, 67)
Arpeggiated accompaniment (49a~c)
Arveggiated accompaniment, with counter
melody (74) :
Pedal-point accompaniment (58)

Octaves
lelody (8)
Melody with chordal accompaniment (56d)
Melody with arpegziated accompaniment (75)
Pigurations (50a&b)
Planing with inner fourth, fifth or

sixth (32, 66a)

Planing with complete triad (66b)

X

?Blyphony and double notes
Two voices, note against note (l4a)
Two voices, unequal note values (14b, 28)
Staccato double notes (41) ”
Lezato double thirds and sixths (34a, 44)
Parallel ninths (5a%b)
Three-voice texture (15)

Chords
Block chords (57a, 63)
Repeated block chords (57b)
Cluster-like chords (20b, 68)
Planing triads (31, 57c)
Planing broken triads (37)
Broken triads with double neighbor

tones (48)

™

Trills .
Trills (25a)
Trill on top or botitom of octave
(250, 53)
Trill with extra tones (51, 62b)
Double trills (45) :
‘Tremolos (30, 70)

™

" Miscellaneous

Grace notes (29, 56a)

Glissando (51)

Rhythmic two-against-three (71)
Quasi-two-hand sonority (16, 43)

H®H

o]

MoK KK
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The resulting profiles of the various works are interest-—
ing. Certain devices are found in all thé ﬁorks and seem to
form a basic technical vocabulary for left-hand pianism.
These include single-line melodies, arpegzios, and figurationsg
passagaé combining singsle tones with intervals or chords;
octave melodies and fiurations; and trills. Other devices
appear in only one piece, and these usualiy are either ex—
tremelyvdemanding (such as double trills) or afe the result
of & composer's specific musical idiom (such as Prokofiev's
lines iﬁ parallel ninths).

How do these techniques compare with those normally re-—
quired of the left hand? It might well be possible, ziven
unlinited time and a vast knowledge of the piano repertory,
to match each item in Table 4 with a similar passaze from a
specific composition, Diatonic melodies, for instance, occur
in the lower voices of the Bach Inventions, and left—hand
arpeggios are common in the Chopin Nocturnes, while octave
passares for the lelt hand abound in Liszt's music.

. Other technical devices which occur here are made more
difficult by the removal of the right arm. A classic example
of bravura leaps beiwecn a high chord and low octave occurs

- at the end of the second movement of Ichumann's Fantasy,
Op. i?. At the same time, however, the right hand is en-
gaged in similar leaps in the opposite direction, providing
a balancing force which the one-armed aritist does not have.

There are also some {igurations in these works which

rarely, if ever, are required in traditional keyboard
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technique., 4n example would be the broken triads with double

neishbor %tones in the Panaihendenzuz, or the trill with extra

tones on both sides in the cadenza of the Diversions.

Thé available works for piano lefi~hand and orchestra
have been seen as different approaches to the same :oal:
compléte ind@pendence for the left hand, the ability to be
heard albne and to compete successiully with the full or-
chestra., To the extent that they have increased the demands
made ﬁpdn the normally weaker half of the pianist's physi-
cal equipment, the composers involved have expanded the

resources of all keyvoard artists.
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APPENDIX

MUSIC TOR PTANO LEFT-HAND AND ORCHESTRA

In this table, the date given is the date of composition,

not of publication.

An asterisk (¥) indicates that the work

is permanently out of print; a plus-sizin (+) indicates that
the location of the menuscript i1s wiknown.

Composer Title and Date Publisher dritten for
Bax, Concertante——1943 Chappell Harriet

Sir Arnold Cohen
Bortkiewicsz,|Concerto #2 in E-flat, | Rahter¥ Paul

Sergei Op. 28=-? Jittrenstein
Braun,a Concerto~? Doblinger* Paul

Rudolf Hittzenztein
Britten, Diversions, Op. 21 Boosey & Paul
Benjamin 1940 Havkes dittzenstein
Demuth, Concerto~—1947 Manuseript+ | (Harriet
Norman Cohen? )
Demuth, | Lezend——1949 Lanuseript+ | (larriet
Norman : Cohen? )

de Groot, Variations imaginaires Manuscriptb ?

Cor 1962

Hindemith, {Klaviermusik, Op. 29 Manuscript+ |[Paul

Paul 1923 Wittzenstein
Korngold, Concerto in C-sharp, Schott Paul

Brich Ope 17~~1923 Jittsenstein
Labor, Concerto=~1917-13 Universal (?)|Paul

Joseph Wittgenstein
Prokofiev, [Concerto ;4 in B-flat, |International|Paul

Sergel Op. 53--1931 ‘ ittgenstein
Ravel, Concerto for the left |Durand Paul

Haurice hand—--1931 dittzenstiein

B0t listed in MGG, Grove's (5th ed.), or Baker's. A
blind composer who studied with Labor, as did Wittgenstein.

b
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Composger Title and Date Publisher iritten for
Schmidt, Concertante Varig- Universal® Paul

Franz zionen—-—19524 dittgenstein
Schmidt, Concerto in E~flat Universal® Paul

f'ranz 1935 ) : Jittzenstein
Jtrauss, Parervon zur Zinfonia |Boosey & Paul

Richard Domestica, Ope. T3--1925|Havkes {ittzenstein
Strauss, Panathendenzug, Op. 74 [Boosey & Paul
Richard 1927 Hawkes - Wittgenstein
Zichy, Concerto in LB-flat,  |Ralter¥ Geza

Geza 1902 iZichy

c . . .
Published in arransements (by the composer) for two-
hands and orchestra. :
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