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RESUMO

Esta dissertacao, dividida em quatro se¢@iss analisar a temporalidade In¢erladio | para

piano solo de Leon Kirchnea luz do livro The Time of Music: novasignificados, novas
temporalidades, novas estratégias de esdetalonathon Krame© primeiro capitulo serve
como introducédo, primeira discussdo sobre importancia do artistpesquisador atuando
como analista de musica, senalguém que se dedica adwE® e interpretacdo de uma arte
essencialmente temporam segundo lugar, ao compositasua biografia, influéncias e
estilo de composicdo; e em terceiro lugar, ao livro de Jonathon Kramer, discutindo
especificamente seus conceitos deperimear e nadinear musicalO capitulo dois embarca

na andlise de aspectos do tempo lineainterludio, baseado nas definicbes Heamer,
incluindo a linearidade manifestada atradée fdevel opi ng vporgraat i on
conjunto,referénciasdnais, mudancas o r i t mo, fi tfahsposi¢desre movimentot O
direcional. O Capitulo 3 procura examinar as manifestacoes do tempo nédo linear no
Interlidio, como a recapitulacdo e prefiguracdo, bem conszutdr as implicacdes do

i mo me nt detcrievide gor KramerA Ultima secdocontém consideracdes finais
resumindo as intera¢fes entre linearidade din&aridade nonterludio.

Palavraschave: Kirchner. Tempo. Lineddao linear.






ABSTRACT

This thesis, divided into four sections,
Interlude If or solo piano, i n | i gThda Time fof Mlisicnrew h o n
meanings, new temporalities, new listening strategiHse first chapter serves amn
introduction, first to the importance of the arssholar as music analyst, or as one who
engages in the study and interpretation of an essentially temporal art; secondly, to the
composed his biography, influences, and compositional style; and Ifhircb Jonathon
Kramer s book, specifically discussing his
Chapter two embarks on the analysis of aspects of linear time, as defined by Kramer, in the
Interlude, including linearity manifest through develagi variation, stepvise motion, tonal
references, changes in tempo, flexion, transpositions, and directional mov&napter 3

seeks to examine manifestations of nonlinear time inrtteglude,such as recapitulation and
foreshadowing, as well as dissus ng t he I mpl i cat i onomentdirhe. Kr a
The final section contains concluding remarks summarizing the interactions between linearity
and nonlinearity in thinterlude

Key-words: Kirchner. Time. Linear. Nonlinear.
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CHAPTER 1: INTRODUCTION

THE REALM OF TIME AND ITS JUSTIFICATION OFTHE ROLE
OF THE ARTIST SCHOLAR

Interpretation is the role oboth the classially-trained performing artist anthe
academic musianalyst, each seekirig understand and interpret the work of composers, the
one with the written word and the other thrbugvification. Music analgt Wallace Berry
explains in the introduction t8tructural Functions in Musithat infi p u t [forth systeins
of analysis and thought by which understanc
with fAintensity of pur popsreeds steadd , bei,cua ® d E @ mi
di sorder , relieved of some oppr Eisoppressiveb ur d
burden lies heavy on both acaderanalyst and performer alike, the performer in turn bearing
responsibility to alleviate some of thisbur deno f or his |listening
light the duty of the conscientious performer to use every resoutts at her disposal in
analyzing the music performed, necessarily adopting methods of the academic theorist in the
service of compremsibility.

And yet, does the theorist alone hold the keys to an art form which exists not in space,
not in two or three dimensions (paper, book, or sculpture), but onlgng) aind which must
be enactedby the performer, in order to enter the tempogalm? What role do the practical
and intuitive insights of the performing musician play in comprehending a temporal art?
Coessens, Crispin and Douglas highlight one drawback to using only academic, theoretical
tools at the exclusion of the practical amdtiui t i v e : although the
phenomena and processeso permits the fAdisc
can atobe an inadequate tool for understanding the rich complexitipeenomenat work
in the music. Coessensetdils how scientific categorizations leave artistic complexities
unavoidably #Achangedé and, as such, r e moV e
abundance. 0 This approach #dclarifies but I
varietyandidb sy ncr asy. o

Coessens asserts the importance of <cl ai
affirms fAr ec e gra diffeierd wayst o kenowirg. h&A3 case i n poi
Ari stotl eds pr esent atheooaror epidemettheoretical krmleddeh e s e

!BERRY, 1976, p. 1
2 COESSENS, CRISPIN AND DOUGLASS, 2009, P. 38
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encompassing facts and philosophgraxis or phronesis knowledge of action and

understanding of human behavior; gpmiesi®r techne knowledge of creation or makirig.

The acceptance of varied approaches leaves room for insights gained through practical and

creative interaction with the subject studied, which in the case of music is highly pertinent. As

Coessens et al explain,

Music is not only inscribed into a scorty be fullyexperienced, it has to be
performed which entails its being inscribe
emboded inscription is not materialized, but part of the experience of the performer,

involving memory and anticipation, reflexivity ardynamism. Art manifestations

ar e expressed, experienced or under stood
performance is homologous, but never homogenous, with every otliernpence,
since ti me, pl ace and perf oremshebeatmgngeé The

heart of the art, the fineined medium, embedding and conwey the artistic
content. The body is the performer hirar herself, opening to us a world of
virtuosity and wonderment, aiming to surpass banal expectdtions.

Composer Leon Kirchndrelieved that just as the process of composition is, for him at

least, not one of complete conscious control, intuition in interpretation is necessary, blessed

and revelatory. He aptly described how the very power of intuition in the composition and

intempretation of a temporal art is revealed through time:

éone doesndt al ways control, in the ordina
makes iné compositionésometimes unconsci ou.
has a wonderful repertory of equipment thatwemar6t real ly aware of é
choices for us by receiving the signals and using them better than our conscious

brain power candoT hat doesnodt mean the piece is unc
series of propositions, or anything of the kind, buatt tthis is a very, very complex

thing, and that the pencil é someti mes seems

awareof Many ti mes youbre not aware of it for
you | ook backé H®hdmys Gddd ever dopthiseHeyy this

is brilliant! Oh , I see the relationship now betwe
process of performances as well. hat 6 s t he powesr aofcoamst ant
kaleidoscoping of ideas that has as its background the change. i time

Recognizing the value of this proceks,chner, as Riggs describes in his biography of

the composeirfpught

tirelessly for recognition of the valuable intuitive insights that performers are
capable of developing through their physical, hamgncounters with music. For
Kirchner great music cannot be composed, adequately understood, or effectively
performed without taking into account its affective and sensual content, sriér

too often are avoided mcademic circle$

3COESSENS, RISPIN AND DOUGLASS, 2009. 76.

“Ibid., p. 1489.

°DUFFIE, 2016.
®RIGGS, 2010, p6.
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Furthermore, Ringedescribes how Aaron Copland, in reading through the printed
score of Kirchnerdés Duo for violin and piar
score to convey a true impression of Kirchner's music. Indeed, the full effect of his astute
manipubtion of everchanging time relationships can only be experienced in actual
performance. o

Whet her or n ontuitiorp and f esperrmardial sembodiment of music
universally provide il luminati on IieteyuetiMe t o
anal ysi s of Ki r c h,wheredimerelatiorships are paranpoametits rotu | a r
only a scholarly approach but also the sensual and intuitive means of the performing artist.
John Rink emphasést he per f or nteethémsstiresdch @ casev e r

Whereas analysts concentrate on musical structure, performers attend primarily to
musi cal 0shapebo6, which is analogous to

through its sensitivity to momentum, climax, and ebb and flow, comprizin
outline, a general plan, a set of gestures unfolding intime

It is for this reason thdthave approachechy own anal ysis of Kir

from the position of artisscholar, intertwiningacademianvestigationwith insights reached

through the study and execution of the music itself, culminating in a tandem work of written

thesis and recorded performance of the work in quediienognition for example, of linear

and nonlinear elements in the myshe sensing of direction or stasisdtheidentificationof

key elementavhich contribute to sucthaveoften been attaineahiefly through motor and

aural perception, by playing the music itself, feeling its ebb and flow, moving with its tension,

release, or suspension: transferring the stfdihe score from space to time. Taien has

been to realiz€ o e ssdesariptorof t he performerds uni que an
Artistic research is thus practited research, but founded on a practice that is very
complex, linking body, material and thought together in the creation of unique
assemblages of knowledge, feelings and skill and directed towditietsand/or
perfomances. The practice of artistic research offers a kind of-pratdice, a

researckpr acti ce that reflects on the artist
and focus of the research mentality but from an interior, esiaily-informed

perspedt veé. . [ of fering] a relational and d)
spatiality of artistic expeein c e é . [ and] a space for an e
objectivity?

Before commencingny analysis | believe it will be helpful to offer some brief
biogp aphi cal considerations, especially pert:

work, in order to lay the groundwork for and contextualize the study of his Interlude 1.

"RINGER, 1957, p8.
8 RINK, 1990, p. 323.
® COESSEN, CRISPIN AND DOUGLASS, 2009, p1, 150, 158.
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Following this introduction, Mill proceed witha justification for ad introduction tothe
principal ideas which will orient my analysis, namely the concepts of linear amoheer

musical time as articulatda theorist Jonathon Kramer in his book The Time of Music

CONTEXTUALIZING THE ANALYSIS OFINTERLUDE I
AN INTRODUCTION TO THE COMPOSER

Leon Kirchner was born it919 inBrooklyn, New Yok, a child of RussiaiGerman
Jewishimmigrantsfrom Odessavho had come to America fleeirggppression and pogroms.
Although his parents had humble circumstances (his father was an embroidery manufacturer),
they had great spect for education, ards musicloving motherintroduced hinto the piano
at age five Health concerns prompted the famy 6 s mov e tnd92&thdrebyf or ni a
putting Kirchner in a position to have contasta young mawith compositional greats like
SchoenbergBloch, Stravinsky andthers whohad fled wasstricken EuropeAlthough he
began college with the intentionbfe comi ng a doctor at his mot hel
music eventually succeeded in pulling him away from the medical track toward performance
and compsition. In 1942 as a student @€ Berkeleyhe was awaled the Prix de Paria
scholarship whichprovided funds for composition study in Europe, but warred his
European studies ana lment instead to New York to studyith Roger Sessions. In 1954 he
joined the faculty at MillsCollege, California, and in 196began teaching at Harvard
University, where he taught for 29 years and was meaiaf influential teacher teenowned
stucents such asJohn Adams, Rhard Wernick,Lynn Chang and YoYo Ma. Higengthy
career includesduchcompositionalhonors agshe Naumberg Award, the Pulitzer Prizad
the Friedham Award; he was sought out for commissionthbyNew York Philharmonighe
St. Paul Chamber Orchestthe Boston Symphony Orchestridne Chamber Music Society of
Lincoln Center, and the FarBromm and Kousségky Foundations, among otheister his
retirement from Harvard in 198Be remained active as guest conductor and composer,

continuing to receive commissions and conipgsintil his death at age ninefyy
Influences onK i r ¢ h peesonél sompositional philosophy

While Kirchner was a youngollege studentLos Angelessuddenly turned int@
hotbed ofmusical fermentatignran unexpected new homernmany of B r 0 pnesifamous

musical warexiles Kirchner describethe experience thus:

Y RIGGS, 2010.
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Los Angeles during the middle thirties had become a vortex of musical activity. The
Los Angeles Symphony was then under the dynamic and brilliant leadership of Otto
Kiemperer. A concert was avent the balconies served as the meeting place for the
young and ambitious talents of the city. On Sundays the elite performers of
Hollywood, seeking araison d'etre formed themselves into a superb reading
orchestra and the known and obscure held forth in open rehearsals. Musically the
predominant fare was the h9tentury. But in the vast reaches of the city were small
pockets of composers, everywhere feverishly absorbed in the mysteries of their art.
For a city honored by the presence of a Schoenberg and a Stravinsky this was not
difficult to understand. Pronurainentos of the apostles figuratively littered the
concert halls and the young listened with reverence and zeal to the words carried by
the 'chosen ones,' the ‘intimates,' as they sententiously revealed the latest treasures
andfabulous ores of the prophet$

With such a environment in which to gestatéhe young sident composeresponded
to this exchange of musical ideas, reacting, adoptarg] developindhis individual place
among them, eventually forming a compositional credo which would orient utusef
trajectory.

Kirchner fell under Schoenber gods i nfl ue
studying with him sporadically from 1937 to 1940, ancely aspect s of Sc
compositional philosophy and technique sule ep i nt o Kirchnteis 6s ¢
impressionable formative perioe s pi t e S asserteom tha togadty was dead
l eading to hi s moétion of che Wweelveprie syatend hepamtained a
foundational respect forthe musical pastiwe havenoét advanced bey
composersd6 forms. What happened after them
t he f or ms'Speaking ofSncehdo.eon ber g6s 6new musi c6 and
explainéd: i mpodgsixblae di viding |line between
quite a new wayod wh a%Schheaterg bagis own sadei il theb e f o
development of new musical systems not in terms of annihilating past developments, but
rather as theiaonagr rOf omecxeidd forth to its next
falls from a tree, musi c has quite simply
coul dnét do a thing about the dissolution
oursdvedi t forced itsel f'*Webeenrfuttteequalifiedtigd dgscription u s .
of Schoenbergbds propheti,oryideladiumgalt d aevw als
sense of®ashsensethingmdpicdée vel oped naturally from a

mustimbiatgi ne it was a sudden moment. ®The | in

" RINGER, 1957, p. 2.
2\WEBERN, 1963, p. 36.
3WEBERN, 1963, p. 50, 55.
bid., p. 45, 54.

% bid., p. 32.

% bid., p. 39.
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founders of the Second Viennese School saw themselves, it seems, as havingptctome
destroy but to fulfil Comnensurate with this attitude, Schoenberg focusedusively on
tonal repertoire in his undergraduate teaching. KirchreenemberedSchoenberg dotal
command of the tonal repertoinepressed witfi hi s memory of every Bee:
work or symphony, i3 memory of every Brahms work. | observed that he was able to
recognize a work by simply glancing at a measure df itas frightening'’ Likewise this
reverencebecame foundational fdfirchner, whof el t per mi ssi on to exten
because ofhe balance established in historical preced¥eurthermore, Kirchner described
Schoenberg as one for whom M@Amusi c was never
expr essi on égioh formham'® fao Irleolwi ng in these footste
maintained a Romantic approach to art, in spite of the fact that, for most of his life, this
resulted in his being totally out of sync with prevailingt s h*? on . o

Kirchner also embrace6c hoenber go6s i raibildy! as explainecchy mpr e h e
Webern: "Inmusic, as in all other human utterance, the aim is to msloear as possible the
relationships between the parts of the unity; in shortshow how one thing leads to
anothe®™ Three of Schoen bienalgpiirsiplek ealgulated oton eftest i t
comprehensibility, came to permeatK i r c & styer damely those ofGrundgestalt
developing variation, and liquidato®& c hoenber gbs Al aws of dmusi cal
that feverything within a closed composition
developed from a basic motive or at the leasbrandgestalt 6 Grundgestalto r Abasic
s h a |3 @ germinating ideaxplainedly S c h o epopll EdwagddSsarasi not t he t hem
but only its raw material. It is a motif in the most literal and original sense if the word, being
the motive power of all melodic andarmonic happeningg’Accor di ng to Schoe
phil osophy, Awhat ever Indhpguntse endless @eshagpingeotae of r
fibasi c?EhéresipapingdtheGrundgestalSchoenberg termeghtwickelnde Variation
(developing variation), ande mpl oyed not to produce variety
directly toward the goal ol | owi ng new?X®lLdgqas daoi ami was 0 Sch
technique forbringing closure to a theme or a sed n , aa amintergcthé tendency

toward unlimited extensiod Schoenberg explained in Higindamentals of Compositidhat

Y RIGGS, 2010, p. 14.

8 bid., p. 72.

¥ bid., p. 14.

2bid., p. 6.

ZLWEBERN, 1963, p. 42.
ZRIGGS, 2010, p. 72

3 SCHOENBERG, 1975, p. 290
% |dem, 1994, p. 39.
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this is accompgl s hed by igr adu a lcleristic @&aturesiumila onlyn g c
uncharacteristic ones remain, which loager demand a continuatiorb her eby maki n
appearance of a new idea a reasonable, if not necessarg, i°t . o
Kirchner adopted and exaltdgtlese techniques arfdchoenbe g 6 s Al aws of
c o h e r expressingdis own philosophyhen he wrote the following in the 1956 liner
notes for his second commercial recording
An artist must create a personal cosmogeraant world in continuityvith tradition,
further fulfilling man's ‘awarenesdis 'degree of consciousness,' and bringing new
subtilization, vision, and beautp the elements of experience. It is in this way that

idea, powered by convicticend necessity, will create its own letyand the singular,
momentous structureapable of realizing its inteft.

In addition to these key compositional approachiess worth noting that Kirchner,
late in his careeparalleled hisarly mentor irone more important way. Arnold Schoenberg,
self-proclaimed, destinghosen pioneer that he was, "forced overwhelmingly” by the powers
of evolution to carry western music forward to its next stager "the end of maj and

"28 admited laer in life to feeling nostalgifor the musical pastin his 1949 article

minor,
published in theNew York Timesentitled On RevientToujours he confessed feeling a
continuous "longing to return to the older style," and defended his late occasionaltdyield
that urge.? Kirchner too seems to have been torn byhsa longing. In program notes he
wrote for premieres of several of his late works, he included a quote from Thomas Mann's
novel Dr. Faustus in which thecompose who has sold his soul to thewdl in exchange for
musi@l genius is instructed by theewl that the "very means of tonality, and thus all
traditional music" are "forbidden” through a "hist@liprocess no one can reversgirchner,
especially toward the end of his life, was unwilling to "accept the devil'satesgrtheory.®
Though trainedn the spirit of a younger Schoenberg, who admonished his pupils to write
music which "continues [development] into the future, and doesn't aim to returnpastti&
Kirchner permitted himself to reference and explore the musical past to a greater iddys
late works, temptedas was an older Schoenbdry,the allure of "the forbidden."

Even prior to his late workirchner was not a loyal follower ofal 8c hoenber g

~

A | a asl @volutionsPerhaps traumatized byi s  m enititalbteadhing style, Kchner

% SCHOENBERG, 1967, p. 58

P RINGER, 1957, p. 5, italics added.
2"WEBERN, 1963, p. 54.

2 bid., p. 36.

2 FEISST, 2011, p. 9.

¥ RIGGS, 2010, p. 239.

3 WEBERN, 1963, p. 61.
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Il eft Schoenbergdés tutelage in 1941, admi ttin
neverthel ess | had to | eav%Schoansety ®vnomordsmy o wn
illustrate the case:

| always called it one of my gagest merits to have discouraged the greatest majority

of my pupils from composing. There remain, from the many hundreds dspup

only 6/ 8 who compose. | fiid such who need encouragement must be discouraged,

because only such should compose to whomicreat i s a 6émust, d a pas
would not stop composing if they veediscouraged a thousand tiniés.

Like the attitudes of a critical parent which follow the child wherever she goes,
Kirchner may have carried 8chbvenhditenrhglefs fAdi sc
Composer John Adam&irchne® pupil at Harvard s aw traces of Schoent
actingonKi rchner 6s personality decades | ater.

€ | got to know him and realized that, like that of his music, restless and volatile

and searching &s his normal personal mode. | often speculate whether this was the

legacy of his studies in Los Angeles with Arnold Schoenberg. Schoenberg seems to

have been a nucleus of white heat who blinded and scorched the beings that fell into

his personal orbit. Lik i | y Kirchner didndét wither into
master (as did many others), but he did seem to carry with him a constant awareness

of hi s own an dhadequaeiesyanc that skHowledgesmust have
caused him a great, Dostokian pain®*

It is not surprisinghenthatKirchner, seeking some distance from his former teacher,
adopted fromhis next mentoat UC Berledley, ErnstBloch, an important antSchoenbergian
tenet, namelythe belieft h a t Aany system because of dsalhws and p ol i t
restrictions, was disastrousvith serial techniques in particular beiriin to fascisni>
Kirchner never embraced dodecaphonism, dtftbagh hecontinued to us&&c hoenber goés
organizingprinciples of Grundgestalt developing vaation and liquidatiorthrougtout his
entire composing careedne did not uséhese techniques insystematiananner, but rather as
generalized approaches lending organic unity to a composition, while at the same time leaving
room for greaexpressive anihtuitive freedom*®

Kirchnercame to use thectatonic scalextensively in his composition8,c ondi t i oned
by his |l ong fascination with both Stravinsky
sound by an innate predilection for its color andithe r moni es t h®aBartokand gener a

Stravinskycan be heldo represena group of composers who, in respect to tonal orientation,

2 RIGGS, 2010, p. 47.
*bid., p. 19.

¥ RIGGS, 2010, p. 5.
*bid., 2010 p. 21.
*bid., p. 73.

¥"bid., p. 107.
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offer opposition to Schoenberg in the unsmifiscious manner in which they move freely
between triadic and netonal gogressionswhile adherents to the Second Viennese School
sought to avoid triadic referenc&Scriabinis another composer in thfsrmer group and
many of s Salentcharactensticsbesides octatonicusar e mi rr ored i n
style. Jame Baker remarks orthe way in which Scriabin enablegitraditional tonal
| anguageé and -tenglpittiteelemeants, dike then[octatonic] scale, to operate in
an integrated manner to create a unified composifdK i r c & sty bdih generally and
in the Interlude Iin particular,echoesS c r i aube of thes octatonic scale as a unifying
element, highapsodic, improvisatory gesturasdfurther, embodies surprisingly wellryan
Si mmsbés deScri giknthrsorateoal i s @ rclhaeactezized by changes of
mood in fits and startsé |ittle feeling of
hymnic slownesstofrent i ¢ o &t bur st s. o

In short,Leon Kirchner, as a child of Russi@ermanJewish immigrantseducagd in
the warbegottenme | t i ng pot o fbecdine m cgnpdser whe explessed, as
observed by Ringer, "aspects of Schoenberg without the row, Stravinsky without ostinati,
Bartok without the folk element, Berg without "Weltschmerz,” and Sessiaitisout
excessiveritellectual scrupleg™ Ki r ¢ h n e reffests ascomplexeconversation with the
music and attitudes of his mentors, predecessors and contempaac@sversation which
acknowledges the position of each, concurring on some matisagreeing on others, while
never failing to creatand contribute something uniqyeersonabnd new

THE TIME OF MUSICAS ANALYTICAL TOOL: AN INTRODUCTION TO LINEARITY
AND NONLINEARITY ACCORDING TOJONATHONKRAMER

Kirchner and The Time of Music Justificat i on f or the use of Kr

methods

Kirchner s i nddroundedunaitls coatéxty yleteuniquey bals Ipresented
difficulty to analysts who seek to understand his music using traditional formal analysis
techniques. His music seems tleny access to understanding, to reducibility, when
apprached withanalysis of harmonic or melodic procedures, or those based on systems such

as serialism. Ringer explains that one reason for this phenomenon lies in the fact that

3 BASS, 1994, p. 155.
% BAKER, 1997, p. 77.
0 SIMMS, 1996, p. 18%5.
“RINGER, 1957, p. 19.



26

Kirchner 6s Inouvesevecythirigseklsees thkesaesthetic exploitation of dynamic time
relationshipsé [his] sense of form comes to e
tempoé [his] music thrives upon temporal fluc
intensity “8 The study of time relationships then is an appropriate tool for the analysis of
Kirchnerds wor ks, and i s tTheTinmempMusicdnatichJ onat hc

Kramer asserts that imusic be¥?ioMarlsDelmeadms ngf ul

2009 survey of writings on musical temporalitgy a mer 6 s book | sanddubbed
called fnone of the most influenti al publicati
day* or amer , struck by the irony thedreticalit he ne
mai nst*seamsodoin his book to answer the questi o
its i nherent opposing characteristicsand namely
nonlinear. 0As Kr amer as stan tns speciesoas time,ineaityc e x hi
and nonlinearity being the Atwo fundament al I

which time structures music. o
Linearity according to Kramer

K r a msd&ay doncepts aforlinear andinear musical time are, he egpts,related to
the two extremes oftemporalphilosophy explored byhe East and the Wiegshe Eastern
philosophy experiencing timehiefly asbeing andWestern philosophiargely relating time
to becomingK r a m enearity, orlbecoming, is processivEvents or characteristics in the
music are determined or influenced by previous happeningshimeleads to another.

Kramer asserts that nearly all Western music has a strong degree of linearity
understandabl e gi ven t Iciagrogress,@ard goaldbeeatationdnave i c a u s
pervaded every aspect of human | ife in the W
World War.6"" Linear western thinking islassically exemplied in its invention of theonal
systema language of change communicatinglodic,harmonic,and motivicprogression

Kramer explains howWestern mu s i kinéasity began to weakemwith the
chromaticism of the late romantjagho craved the realization of linear goalgh heightened
urgencyyet attained it “faceleagingcame toshe oregrduid as adtool

“2|bid., p. 7.

“*KRAMER, 1988, p. 1.

“ DELAERE, 2009, p. 14.7.
KRAMER, 1988, p. 2.
“KRAMER, 1988, p. 20
“"lbid., p. 23.

8 bid., p. 32.
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for goal definition, as root movement defining harmonic progression began to fade, until
Schoenberg pronounced tonality and its harmonic directedness altqueetbér VVoicéeading
continued to enable desires for linear development, but proved a feeble pillar on which to
sustain largescale goals. Cadences remaingdbut now had to be created contextually by
means ofwhat had formerly been secondary parameters, sucteisation, emphasis,
directionalvoice leading, and changes in texture, timbegster, dynamicand rhythm. Goals
became difficult to predict, creating their own consertoment by momentweakening the

linear sense of expectation. Such enfeebled linearity Kramer describesrdsected it
ficarries us along its continuum, but we do not really know where we are going in each phrase

or section ufitil we get there.?d

Nonlinearity according to Kramer

Even before linear tonality began to disintegrate, Western mailsiays had its
nonlinear characteristics well ALinearity and nonlinalarity
music, 0 says Kramer, fAcoexi st [ i Imegafchidlavelsdi f f e
From their interaction and from their conflict arise the new temporalities of recent music and
many of the meani Ngsal iofeaarlilt ymusoirc.@bei ng,
Anonprocessive. 0 The nonihnonhirepaeviousevgnts lout rathero f  r
in constancy, in governing principles whioc
principles are in constant flux, nod'nAinea
nonlinear aspect oftOB &4 torrexan@enid its imSrtemtation;gg Qu a r
manifestation of itdeing the piece simplys for string quartet. This aspect of the music does
not change, nor arise from events and deve
themes and tonaldnmonies.Similarly, Kramer offers the example f Chopinbs Pre
Major O(pus 28 no. 1 (1839) and piBeswhiths maiRtaire | u d
essentiallyconstant textures, rhythmic figurati@r motivic materialthrougtout, elements
which arenonlinear in their lack of development.

The concept of proportion is another nonlinear facet of the Western musical aesthetic.
Balance and proportion in form belong mu s i rosequential dimensionas their

““KRAMER, 1988., p. 40.
*bid., p. 19.
*bid., p. 21.
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perception involvesnemory and comparison of sections, whithnot dependn progression
but rather on what Kr a me r -emcampadssing, ifetraspectivea t i v e
atemporal understanding which |ies beyond the
The twentieth centurprought with itthe develoment of two importaninfluences on
nonlinearthinking in Western musicsingled out by Kramer for their profound impact: the
contact with nofiWestern musicand the effect of recording technolodye b u segppsare
to Javanesegaanl on musi c at the 1889 Paris Exhibitio
in a differenttimew r | dé al | owe d thabdidbat exist prenarity énlfunctianal
relationships to other sounds. o0 Debhuwmseavwy and |
time sense, stripped of thegency and anticipation tmove ahead, A ar moni ¢ st asi s,
freezing of several paramesérnt o0 mi ni ature eternities. o
Recording technology deliverel mor e vi ol ent bl ow to I|linea
musicalthought by underminingtheconcé hal | 6 s r i t musitali experignceanonop |l o
Music was no longer exclusively linked to single, unrepeatpbléormance the listener
could tune in at will by radio, record, ortg@adt une out wh e smodeevdth r e d . W
the tape recorder, music could be spliced, producipgrfmrmance that neverctuallyexisted
in linear time. The invention of film had broad repercussions on cqery art, regrouping
linearity into moments which coulde jumbled and rederal, thusl osi ngveisdble @i rr e
direction. It [could] be brought to a standstill: in clages; reversed: in flasbacks; repeated:
in recollections; and ski®ped across: in visi
Accordingly, Western music responded with new matateons of nonlinearity.
Persistentmusical discontinutiesresultedin what Kramer callsmulitply-directed time in
which the |l inearity of the music is so fAfregq
unexpected places, that the linearity, thosghi | | a potent strudctural f
The cultivation of moment timeadditionally emerged explored as mentioned by Debussy,
Stranvinsky, and others i n whi ch the music fidoes not reall
if it had already ben going on and we happened to tune in @ritHere disontinuity is
replaced by permanee, the ordering of events is arbitrary not heirarchical, expectations are
not tendedhor fulfilled, tension is not resolveldut simply ceasesunhamperedertical time,

free of reference to anything but itself

*bid., p. 43.

3 KRAMER, 1988, p. 44.

**HAUSER apud KRAMER, 1988, p. 70.
* KRAMER, 1988, p. 46.

*%Ibid., p. 50.



29

Between linearity and nonlinearity

Despite kdegthmaassication®ithesemusical timecharacteristicshe
emphasi zes t he i mperfections of cornripear i ng
tempoa | i t vy of musi c, 0 o commex w® abgexplained isalely foya r t
categorizdt o ™ Navertheless, maintaining the usefulness of even crude categorical tools in
evaluating musical temporality, teys before the readéhe continuum between tlextremes
of linear and nonlineartime, where we may findhondirected linear time andnultiply-
directed timeglements whichtogether with those at the extreme polaay simultaneously
be at work onvarious levels within the music To s ummar concept ¢f tilm me r 6

continuum, | offer figure 1.

Figure * The continuum between linearity andntinearity according to Kramer

Non-directed linear time
Goals create their own context

inear Time Nonlinear Time

BeCf)ming Goals difficult to predict Being

Horizontal Destination unknown until arrival Vertical
Motion Cumulative listening
Growth . . . Stasis
change MUltIply—dlreCted tlme Consistency

Progression Linearity continually interrupted Arbitrary order

Heirarchical order

Goal orientation
Tension and release
e

Unexpected destinations
Sense of linearity being reordered

Eternity
Moment time

Source: Adriana Jarvis Twitchef017,based on KRAMER1988 p. 2065.

*’KRAMER, 198§ p. 62.
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CHAPTER 2: LINEARITY IN INTERLUDE |

We now turn to an analysis and presentat:i
Interlude | where @spite the chromaticisand rhytimical irregularity of thestyle, the
composersucceeds in creating palpable sense of linear progression, development, growth,
change, goal orientation and progesthough the linearity herein is often what Kramer terms
nondirected where goals create their own contexts and the listener cannot predict the
destinationof goatd r i v e n mo v e meeally knowiwwheee wd aren gbigg until we
get t hThesedifdcts are attainéttoughvarious meangjetailed below anéhcluding
the transposition ofoctatonic scales, note value changes, time signature changesjisste
motion, tonal referencesflexion countchanges(number of direction changes in melodic
materiall and per haps most i mportantly, through h
developing variation based on Grundgestalt There is a feeling oflialogue between
opposing forces, of struggle and final releageing the work a strong sensédevelopment

in and through time.

GRUNDGESTALTAND DEVELOPING VARIATION

I n homage to Schoenbergds Al aws ®&fircbmpr éber
exaltationof At he i deaé [ whi ch] creates its own st
capabl e of r e A Kiichmér rgmmanly sisedheropeaimgt measures of his
compositions to present@rundgestaltas discussed in the intnaction a germinating idea,

from which all subsequent material is derived and devel8pedth this in mind,thefirst two

measures ofterludel servearguablyhereas t he cGumdgeswlbr 6 8§basi c shap
(see Example I), wheirewe are given aabruptintroduction to two contrasting characters or

forces, the second character beipgesentednot as independent of the first, but in clear

relation to anddevelopment of its predecesdathus within the very Grundgestaliwe are

introduced to the concepf developing variatior{f S ¢ h o e mriwdcketnde svariationor

reshaping of the basic shapefiich serves aa driving force for the unfoldingf these two

characters throughout the workhe musicbegins with a oneneasure fortissimo accented
ascendingmotive of six sixteentimotes from the octatonic scale, terminating in a cluster

chord held until the end of the measure. The second measure of the theme repeats this idea,

* KRAMER, 1988, p. 40.
*RINGER, 1957, p. 5.
% SCHOENBERG, 20086, p. 27.
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but in variation: the sixteenth notes are dolce, pianissimo, tenut@dpiaya higher register
and in a slower tepo, and, notablyin a different scale (C# minpfhere is no final explosive
cluster, but rather, a held, arpeggiated sonority, a ple&dhiwalf diminished seventh with an
added fourth (G Wagner 6 s fiaa chond $s héFer referencetight disguisé™

Example 1 Grundgestalfrom Interlude |

D=132
accel

'

v Vv

<-;Il

Source: hterlude | by Leon KirchnerCopyright © 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Thesetwo contrasting characters, the one tumultuous and the other dodtbe seed
from which germinatesti@s i ngul ar, moment ousfthetemaindetrai r e é
the piecé an alternating conversation, tension and interaction between two sentiments.
Interestingly, the dolce material is clearly related to and derived from the tumultuous first
statemet) consistent with the idea of linearitshere one t hi ng | ¥Ehdweryt o a
relation of these two themes highlights their contrasts of tempo, dynaimic] andtonality,
one isoctatonicand the otheminor, juxtaposing amodernchromaticism withtraditional
harmony This disagreement between tonaliteesd reference to the Tristan chaainds us
of Kirchnerds attract i o feltespeciallyhnehis atéerovorksiardid e n ¢
reflecting Schéfenlfiéerog@s ngwn ol atee®yA tensiono t h
betwea old and new is thus introducedhich, along with other seeds contained in this-two
measure microcosm, serves asraportant element in the developingriations and growth
to come.

Kirchner dvided the score of thimterlude linto ninesections, marking divisions with
fermatas and/or double baisee scorand diagramncluded inAppendixl). These sections

serve as convenient partitions in which to exantimeeprocessgrowth and change diie two

" Tristandchord, 2001.
®2 WEBERN, 1963, p. 42.
S FEISST, 2011, p. 9.
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charactersfrom the Grundgestaltas the piece proceeds. For convenience, | will call the
turbulent octatonionat er i al f r A,mandntbeacentrasteng dblagiarater from
me a s u B,eand2he fristasike chord | will labelid T . 0
After the Section 1Grundgestaland final fermata in measure $ection2 (m. 7-34)
beginswith materialfiA, 0 restlessly asceiuly anddescenuhg in octatonic scalegnd turfng
in measure 112 to a slower, careful, tenuto statemesilecting tre dolcefiBo characterand
containinga reiteration othe disguised Tristan chib (D# half diminished seventwith added
G#), only to returnin measure 13 tour turbulentfiAo octatonic scalegsee Example 2)The
fiBO material in measure l2lerived clearly from the Grundgestaltpresents what can be
understood as motifin the sense that RugihR e t | defines it: fa mel odi
or even only a rhythmical or dynamic feature which, by bemgstantly repeated and varied
throughout a work or section, agses a role in the compositional design somewhat similar to

that of a motf in the fine arts. o

Example2: Measures 7 through 13, Section 2, Interlude I.

A material
7 Presto J.= 88

v

mf cresc. 5

B mateérial 8 b

. F =2

m¥ & z ; { Ir 1L - l '

¢ 33 et
= == —
-‘v

g = ==

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

The restles§i A0 mat er i al ceautiont 2, nnsagis$ied, tamdroccasmrially S
interspersed with fleeting referencesito the

and indications ohold backand meno mossg¢see measures 17, -26). Example 3 shows

®RETI, 1951, p. 1412.
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measure 27wherethe threenote motif of eighth notesepeated and transposed and given
emphasis with tenuti, reappedrerted ad then compressedgain marked wit tenuti and

accents.

Example 3Measures 2627. Motif inverted then compressed

motif

Meno mosso ¢.= 69 J.=44

.
W
v
v
v
eV
v
R
i
]
iy
v
ks
il
v
1
>

 ore=
iha '
=
e u‘_ .1'- 1‘> 5 P #t%'h_‘ _—__.‘-r- u[ —
S —— T w - — e $ 2 1.\*- 1
— U 1 #h r % qv - .' ’l

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

The section ends with quasi cadenzaf dolce fiBo character, in whichconsistent
with the tonal seed suggested in the origifiBlo a prominentTristan chord(C half
diminished with added )Fmakes itsallusion to the musical pasthe motif reappearsiow
undergoing a process of liquidation as its three note figure is reduced to two, terminating in
trembling oscillation.

Example 4: Masures 3B4, Section 2interlude |

Meno mosso allargando

—~
ray o 0 h b — ﬂ—ar
= === = =t
/ S ' EE =
B b¥ E
;" -
(qm;sicade za) _ _ _(tremolos
34 hi' .E ) _rit. g slow to fast) ad lib. G.P.
5 ™ : = ¥ 5]
¥ 1 - - 4 £ i
¢ | 14 B repeat ad lib.
motif "N motifin liquidation
| A\ | | . T oo repeat ad lib.
e - 1 O .# 5 0
ERea S s 3
$ = = rv = G.P.
o as fast as possible

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated MusicPublishers, Inc.(BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.
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Section 3 (measure 38) brings back th&A0 materialwith Presto attacaagitatation
endingits ragged octatonic unregbintedly on an upwardyearning arpeggiated Tristan
chord (E haltdiminished seventh with added Ahd a breath, followed bpolce Allegretto
fiBO material which beginsegtion 4(see Example 5)The dolcemotif hererepeats itselas
before twice, the second time in transposition, demonstratingniaiature developing
variatiord but this time themotif itself, while still a threenote figure, is expanded

registerally.

Example 5: Masures 428, Interlude 1.
A 3

42 3
iz Lyt
d 1
> T 1 §'y & —
J P ¥ 0 ——
B e 3 3 3
Z | e = s > , bBN
Sl e 2 EﬁF %
{ ——o - Lo 44 = o
LR < 3 > 9 m——3 3
B
46 rit. molto ba: i ol atlepretn E 60 f.z 72)
L i move,
i : bl oot E é et
a= 1 " ..:iz: %
) 4 g i
~ &l —
~ P motif —_—
( . -
St o —_— I
o I ﬁ

[ Pe=—

CEREYI

~—

Source: Interlude | by Leon Kirchner.oyright © 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Sections 4 (m. 4B4) ard 5 (m. 55106) then begira graduakransformation ofiBo
into AAO character, which proceeds unhindered except by a momentary pause in méasure 7
and B, where the dolce Tristan harmofB half-diminished seventh in m. 77, G sharp half
diminished seventh in m. 7&sks for brief consideration. As explained before, thesments
are better felt and heard than examined the score, but an excerpt is included here

nonetheless for orientation.
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Example 6: Measures 780.

B
A T
s 12
# 7 ]
— ——_ = - :

78

bl

abe , o ab2id —=iss

L
4

-1
».
-

|
Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

ThereafterfiA0 material returns and pursues its course of energy accumulatioh,
finally leading, through accelerando and crescend@ntexplosive fortissimaierminatng
clusterin measure 1Q7After the appropriate fermata and double 580 materialis revealed
in the aftermath (&tion § m. 1089). Here we have a tiny, two measure section, slow and

pianississimo, which once again repeatd transposes its doloeotif.

Example 7 Measures 16309

A
poco accel.
103 — b
= et b8 BE G VB K e L
— 3 = . 3 i_, es
s g 3 crese,
\ p—FS | '
=" =t s b

Slowly 4= 60 . d= 120

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)

International Copyright Secured. All Rights Reserved. Used by Permission.

~ . poco rit,
g e Tol
b T = s F ¥ ‘}L T
o) B N—
S PPP
~ . QN
= 4 Bt & s -
== % e £
Ped. clear gradually |
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Again, the following section €tion 7 m. 110132 gradually returns to the agitation

of A, ending on yet another octatonic scalar ascent and crashing ¢isaanple 8)

Example 8: End of Section 7 and beginning of Sectianéasures 13035
g A

130 he. e - 5}&

v

Meno mosso )‘)"5 poco a poco acoelerandso = 60 (sometimes faster,
133 3 moti . b
. B if J ] ___j‘ ﬁp bf‘ ﬁf. =
] %;M ;; #* T

v 2 | - sh 1 1 8 = 3 o

rp : —

e ' 2 £ £ !
(e X T |
:: N — _'.
T, — g V ~

Source: Interlude | by Leon Kirchner. Copymtg© 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Section 8 (m. 13350) repeats the sequence, beginning with the dotué repeated
in transposition, afterward gradually kiiitg in speed and tension, producing a new octatonic
scale and cluster climax (Example 9).
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Example 9: End of Section 8 and beginning of Section 9, measurd$H045

accel, poco a poco

148 #b, 5 Qé’i E é bgg B Q;A
CIEN — : ' :
A et

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publisherspc. (BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

What follows now is the most prolonged treatmenii®d material so farin section 9
(m. 156227), where we remain somewhat suspended in an adagio context punctuttied by
Tristan chordim. 16X C halfdiminished seven)hfrom measures 15067. The dolcemotif
descends at first in on a feaote groupingthen reaches upwardhown in Example 10
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Example 10: Measures 1486 1 .

Prolonged

n

treat ment

=t
w

of

Adagio J= 4 MQtif

fe

-
=

s;g:é

o —
'

v ‘Er

move ahead

X
3 X 4 i
- by
b ¥ He ﬂ ~

e —
~a bd J—
= :
move ahead | —
T—=
.

i=92
159 S — 1
— be. o A e SR { ;".Y:l- E T m
v 7 ? i::ﬂ!ﬁf#i’:—; t y—
ﬁé ) motif
# (....: = ¥s 1:
3 r { T —

Source: Interlude | by Leon Kirchner. Copyrigi@t 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

The music then resues its ascending and descending\ o

r e s, witheadseh e s s

fi Blold backand Tristan chord in measure 1@ halfdimished seventh on beat 2)return
wsee Example dlclapaeyaesemblespehi®ymaterial
from ourprevious #ction 3, and a fortissimo clex in measgre 202 thatrather thamesulting

in a frustrated cluster and discontinuity marked by a feritatdle bar as in the previous

t o

AiAO

tur moi

threesections transforms gradually into a glorioegtendedruition of B: the tempo is slow,
themood and harmony dolce, as ail& mixolydian harmony emerges in measure 210 from
the octatonic groundworkA Tristan chordglimmers (m. 210, 215218: G halfdimished

seventh, but now the harmony seems reinterpreted over-#atEoundation, and the innate

tension of the chord findepose as a rocking-ftat minor seventh, major ninth harmony.anN

(@
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remain sgpended over the constancy of thdldE bass and before the final shimmering
tremolo adolce motif ending ond-natural (m. 223) pulls us fully into Eflat major (see

Example 12)

Example 11Measures 194 0 4 . Final transformation of

194 Presto A\

B Tempo now of Y= )\ .

3
Slow #._ —
= ‘E . :E 5 g
v

E

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International CopyrighSecured. All Rights Reserved. Used by Permission.

n A
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Example 12: Final fruiti22/n of 6BO0 materi al, m
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Source: Interlude | by Leon Kirchner. Copyrigitt 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.
Plainly Ki r chner 6s A A0 feomdhe iniBabmeasures ara thé seceds
material theshapsj o t he odfmpgeningsn the loterlade | clearly
demonstrating he | i near processes of motion, growth,
principles of Grundgestaltand developing variatiomsed by Kirchner are, as mentioned
before, calculated to effect comprehensibility, or more specifically, lio@aprehensibility,
for as Anton Webern explained, in such musi c

possible the relatnshis between the parts of the unity; in short, to show how one thing leads
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t o an®Thteerc.omt e nt InterudeKis madelcmerenthy Es relation to the two
opening measures, and thieflects a linear temporalitwhich operatesvithin process and

growth.

OCTATONIC SCALE USE: STABILITY AND FLOATING TONALITY

Inette Swart in her dissertation analyzing KirchneFsr the Left Hand remarks on
the effects ofstability or nonstability produced byhte composer's use of transpositions of the
octatonicscale The octatonic scale, built on the alternation of whole and haléidras three
possible spellings or transpositions: }PB-Eb-E-F#G-A-Bb; 2) GD-Eb-F-F#G#-A-B; and
3) C#D-E-F-G-Ab-Bb-B. Swartobserves that hen many transpositions of the scale follow
in quick succession, a feeling of tumult or "floating tonalitySwes, while stretches where he
"uses one version of this scale predominantly again create a sénstability.®® This
technique contributes tmear temporality in the musjogeneratinga means by whiclgoat
directedness may be supported, tension may accumulate or dissigbdeeas ofmotion or
stability, movement or reposee built

In demonstratin of this effectwe examineSection 2(m. 7-46, shownin Example
13), which conveys an increase @mergy acumulationas the section progresses. The first
segment of the section measures -21 (15 measures contans four octatonic scale
transposition changesvhile measures 226 (13 measurescontainfourteen scale changes
Measures 21 begin in version 2 of the scale, and continue firmly here, with only a fleeting
passage through versions 3 and 1 in measur&i@é@sures 226, however, start with version
3 for three and a half measures, switch to 2 for two measures, then 1 for oneepzstend
in a chromatic scale to version 2 for one beat, and from thence crepegedly, including
two partmeasure excursions to the whole tone scale latterpart of thesection has a
feeling of heightened upheaval in comparison to the formas,td its lack of rootedness in
one octatonic spellingnd lack of exclusive commitment even to the octatonic scale (adding
chromatic and whokltone to the mix). Where the former segment certainly engages in the
push and pull of energy due to other factegsides scale transposition, segment 2 succeeds in
building to a greater climax than 1, in part because of its numerous scale changes in rapid

succession.

®WEBERN, 1963, p. 42.
% SWART, 2005, p. 9.
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In the following examplg[Example 13)these scale changes are mapped gngen
denotes octatonitransposition 1, yellow denotes 2 and blue denotesRed are purely

chromatic notes and purple is the whtilee scale.
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In this rhapsodically chromatic context, devoid atonal root andlirectedness, Kirchner
neverthelessucceeds creating sectionalclimax in measure 32Among the various means
used to define this climaxe see the composeasing thepacing of octatonic transpositions to
contribute to an intensification of goal directednasshe section progress@his does not
mean we anticipate where the music is headed precisely, and for this reason it falls within
Kramer 6 s oomdirectedlinegrity® but we do feel that a process of escalation is

occurring,propelling us toward some unknown future event.

TEMPO AND NOTE VALUE CHANGES

Kirchner uses changes in tempo and note wallengthening or shortening) in
conjunction vith other elements like dynamics and stege motionto strengthen the
impression of energy buHdp or dissipation, contributing to a sense of linearity

Example 14shows this effect achievedwith written tempo changes, beginning in
measure 17 witlpoo rit. and hold back,then move aheadfo Presto accelerand@and

Prestissimoand so forth

*KRAMER, 1988, p. 39%40.
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Example 14: Tempo changes which accumulate and dissipate energy.

hold back
17 o :" b] b move ahead ﬁ . ;
SUEes EF@ ==
1 3

Presto accelerando

p—
2 § Pre

1

22 D=).
LA | o LH | — . be
: = #;' fap- - 0 a -
5= I .- =3 — = : =
con L.
Meno mosso =69 J.-_-M
b Tt t e g,
_;:;@f o ‘#ﬂ%u , — P :
£ e — éﬁig ;' . g =

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by AssociatedMusic Publishers, Inc(BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Example 15llustrates a righhand section whickpells out an acceleranditardando
process, beginning with eighth notes in measure 190, wigcome triplet eighths, then
sixteenths in the following measure, reaching maximum compression on accented quintuplets,
and returning to triplet sixteenths in 192, then simple sixteenths in 193 as it approaches the
ritardando. In this case, the expansidmote values and ritardando serve to dilate time in a
way which ncreases rather than dissipatession putting the forward directedness of the
phrase under greater pressure similar to the stretching of an elastic band
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Example 15: Note value changeghich accumulate and dissipate energy.
hold back
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L 'H L g n
& #'1 D!:
b
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Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

A

In both of these examples we see how Kicer 6 s t empo and note va
serve linearity by making directedness explicit, whether through increasing temgion
increasing speed, decreasing tension through slowongusing deceleration taugment

forward pressure.

STERWISE MOVEMENT

Stepwise motion in conjunction with dynamic and tempo fluctuations is another
technique by which Kirchner lends linearity to the Interlude, and susdéeextcumulating or
dispellingenergy, showingrocessand change

Example 16shows a soprano linghich ascends in basically a stefse fashion from
D-flat (measure 65) to a highftat (measure 68), accompanied by crescendo. Though again
the linearity here is what Jonathon Kramer would caftdirectedin that the listener cannot
predict where the osic will go next, the sense of connectedness within the line is palpable, as
one event iyes rise to another. Example $hows a similar procedure with a descending
stepping line, followed by another ascending line leading tonato marcato forte

declamé&on.
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Example 16: Stepwise motion in Interlude I.

65
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Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.
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Example 17: Descendirand ascending stepwise motion in Interlude I.

: , _ ‘f, - Ka. 'bb D =180 g
== ==

J molto marcato

2 4 e 5
S TRl oeni—p

n e |

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

The Interlude is replete with examples of this technique, so commoniplaic¢éhe
music at times seemswehirl with the zigzag of stepwise directionality. This leads us to

disaussion of the procedure considere@ xt , t hat of the Afl exi on

FLEXION COUNT

Once stepwise movement makes the directedness of lines explicit, we are able to
explore what InetteSwart calls the flexion count referring to the "number of changes of
direction of melodic or figurative material Swartobserves thani sections where the flexion
count is high (at most reaching a change on every note), excitement accumulates, while a low
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flexion count (one direction onlylpwers the excitemeif Example 18demonstrates this
effect. The soprano of easuresl7-19, wherethe nusic undergoes a ritard, hold back and
begins a slow climb contains only two changes in direction, while measw2s, 2there

forward-direction attains greater drive in its downward sweep, contains 12 direction changes.

Example 18: Flexion counhanges in measures-21.

poco rit, , hold back
7 b move ahead ﬁ
: 5 . be- fg ;: ? @ , o
-
. A = s L
: - - ; er g7 l€. -y o =
2 3 le‘l ) _« Le N -
T bo “E.v i

Presto accelerando

0 § Pear
L =

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Example 19offers another illustration of flexion coumtorking together with note
value changes, tempo changes, and dynamic chamgesate a swelling intensification and
subsequent easinblote that the soprano line of measures 194 and 5, whepeabeendas
at work, contains no less than eighteeimanges in direction, while at 196 after the forte
dynamic has been attained, the line changes direction only. twice

% SWART, 2005, p. 73.
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Example 19Flexioncount changes in measures 1180,

194 Presto
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Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associatéd Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

The processes within the music come to the fore, as the linearity ofvisiep
moveamnent cooperates witflexion count to express goal directedness, growth, tension and
releaseThe flexion count acts, as it were, a physical manifestation of excitement, where notes
behave likeatoms, whose movement becomes more erratic as temperatweasasrand

subdued as things cool down.

TONAL REFERENCES

Rejeding the notion that tonalitand references to thausicalpast arei f or bi dden
Kirchner allows the appearance of triadic harmonies, even permitting these harmonies at times
to interact with the surrounding chromaticism in a way whichrtexa tonicizedocal pull or
givesfleeting breathto atonal context. These momes work for linear hearings of events in
succession, cultivating nsion and elease even where feeble or sHwed. The concept of
"frame tonality,” introduced by Ringer (1957:12) in discussing Kirchner's use of tonality,
brings out the idea of sectiofiBamed" or referring at beginnings/endings to a particular
tonality, while internally containing mostly free chromaticism, or as is the case in the
Interlude chromaticismmostly governed by the octatonic scale. Nelita True gives name to
another aspeatf Kirchner's individual use of tonality, namely the establishment of a "tonal

nucleus," which exerts a strong "magnetic pull* over neighbor tones, similar to the pull a tonic
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has for the dominant in traditional tonality (1976:113bsolute classificatio, however,of

waysin which Kirchner uses tonal allusiorssproblematic, sincehaving adopted his teacher

Ernst Bl ocho&s ant i panethogs afeoessentiagjlys unsystesnatic. Ki r chner
Example 20shows one instanoghere a traditional toniprogression peeks through.

The beginning of Section Boldsa strongreferenced C in measure3s, reinforced by the

accented Hlat giving the C a minor flavoAfter chromatic transition material in measugés

and 7,the left hand lingeren measure 38or two beatson an arpeggiate@ major seventh

harmony and following a climb in the soprano voicemeasues 3941, we findthe left hand

(measure 42)n unabashed C major for another two be&8tctionssuch as thesaese many

tools, tonal harmony inctied, to heighten a sense of expectation, relation and progression,

demarcating phrase structure

Example 20: Tonal progression reference in Section 2.

Triplet Presto figuration
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Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.
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Other examples of tonal reference are more fleeting, yet contribute nonetheless to a
sense of connection and anticipation. The bass line in measurés fbB4&xample, conias a
brief V-I, D-G progression, relating the two measutegach otheand propelling the music
forward (Example 21).

Example 21: BG (V-I) progression in measures 134

J) poco a poco acoeleran%o = 60 (sometimes faster,

m fe be he
 m—

; ="

S =

3 3
P8 g £ &
== = - %E

\Y

1Ty

5 1

>

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Puishers, Inc. (BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Even more common are sequences of triadic chords which move iwiseemotion,
such as this series ofajorseventh chords in measures 106 (Example 22)Here we have
tonal referencewithout a specific anchoor centeythatserne in any caséo move us onward

in a sense of progression.
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Example 22: Major seventh chords in steijge progression, measures 11015.
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Source: Interlude | by Leon Kirchner. @yright © 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Although there are long sections in the Interlude | which seem utterly untethered to
any particular tonality, in other sections the rootedness and establishment is more explicit.
Pronounced attention is given to tBdlat in the last section, wheffeequent returato it in
the bassline createa nuclear pointexerting a magnetic pull on neighbor tones suclhas
bassD in measure 165, and reinforced by thebdominant functioning bass-fRat and

dominantbass Bflat in measure 16@Example 23.



Example 23: Hlat tonal nucleus in Section 9.
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Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

In the same sectiomass Eflat emphasis recurs in measside/’9 and193,andin 196

(shown in Example 23) we encounter a consolidatinghleftd progression toward-ftat

major. anarpeggiate@nharmonid flat seventh in 196 (IV function)eading toa left handC

majorchordin m.199(chromatic mediant) anithally an E flat major chord in 202 (tonic).
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Example 24: Eb tonicizing progression in measures235
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Source: Interlude | by Leon Kirchner. Copyrigi@t 1989 by Associated Music Publishers, In¢BMI)
International CopyrighSecured. All Rights Reserved. Used by Permission.

After measure 20We havecomplete surrender to theflat sonoritywhich laststill
the end of the piecexample ). The Ef | at t onal nucl eus Swartert s a
describedon neighbottoneE natural in measure 208: the brief E natural deviation heightens

the desire to return te-flat in measure 210.



Example 25: Hlat tonal nucleus on last page
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Inc(BMI)

Hence the Hlat tonality established in the last section fortifies linearity by setting up

connect

ons

expectations

(gradually

establ

(relating other tones to the center; pulling them toward the centennidessuch as these
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showKic hner 6s use of t onal references to | end cc«

expectation and relate measures together in linear progression.

MUSICAL MOTION: LINEARITY THROUGH HEIRARCHICAL TEMPORAL
GROUPINGS

Meter is a principal means tdmpoal organization in musj@andfor Kramer meter is
fan essent ipunctuationaf gntewy Bnregoints thatre accented to varying
degree®® The Interlude however,is tootemporallyfluid and ambiguous to convey meter in
this senseChristopheHastyoffers an interpretation of meter which is perhaps more useful in
our case since he frees it from the necessity of regularity el it instead to motiorHasty
would call Kr amer 6s conceipdquamt ildefagt comeatneds with the
i meuarse me nt of dur at i on s Qualitativd meter; logavdr,aHasbysy r ou p i n
metric classification more pertinent to péshal music,is meter identified notby equal
divisions butboyi hi er archi es of motion. o6 I n this sense
one moment and towar d an®ht hiezarby of qualiative neetem st i t ut
consists in itgrouping of events and the sensation of movement toward or away froim foca
points’® Kramer would denominate such temporal groupinghgghmic, since for himit is
rhythmic and not metricmotion that i i n v o | wwupingtofh rausical events with
subsequent events (motion towards, omaway ant i ci
from, or r e a’tNyiceneernihends mdt o ensch with classifying motioas
rhythmic or metric, butmore with examining how hierarchical temporal groupings in the
Interludeallow us to see linear directedness in action on the level of entire sections.

By utilizing all of the aforementioned techniques which contribute to a sense of
linearity in thelnterlude (developing variation, octatonic scale transpositions, flexion count,
stepwise motion, tempo and note value changes, tonal influgete)s it becomes possible
to analyze temporaroupingstracing movement and direction, or in other words, determining
whet her the music in a given sitegrimaryaocentd mOoOVi n
away f f?onith thig purpose in mind, have analyzed motion and direction in each
section of the Interludé discover qualitative meter at worko demonstrate my analytical

process] offer a stegby-step examinatioof hierarchicmotion in Sction 2before presenting

69 KRAMER, 1988, p. 98.
70HASTY, 1981, p. 185192.
71 KRAMER, 1988, p. 94.
?KRAMER, 1988, p. 96.
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a graph showing linear directedness dtirnine sectiongFigure 3). It goes without saying
that the perceptionof musical movements subjective as Hasty observed i i t i's not
material world itself but our mode of cognition which creates temporal relatidrihis
being the case, it isectainly possible to analyzéhese sections a way which advocates
musical motiondifferent from what | propose, given thahe construction of temporal
groupings is essentially an artistic choice offer the folowing analysis of movement in
Section 2 to illustrate how my decisionthoughfar from being he only decisions possible,
are nevertheless defensibley academic argument, regardlesstteé role of intuition in the
initial analyticconceptia.

The analysis of 8ction 2 (m. 734) shows a contour followingn fiuphilld course
(movementtoward another eventanticipatory for most of its oughly one minwg duration.
Two short respiteselieve the tension momentarily (m. 12, m.B)7@&s the music continues to
climb to a peak in measure 33, followed byuasi cadenzaf dwindling energy and a final
short thrust forward (m. 38). Figure 2 offers a graphicepresentation of the movement

described(For the musical score okgtion 2 please see Appendi).

Figure 2: Direction through time in Section 2

Direction (tension)

Source: Adriana Twitchell, 2018.

Thedirectionality in the initial measures-{Zl) toward the smatllimax in measure 12
is created through the convergence of several parameters: a cresogndof) stepwise
motion (the soprano reaching toward its highest note so far in nagjp flexion count (see
discussionon flexion count andensionon p. 34). Measure 12 experiences a release from
tension or moving away from its downbeat goal due to other interactiansita ritenutg

decrescendo; a stable bass anchor (low D) which remains undisturbed for the duration of the

BHASTY, p. 191.
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measure. Thenovementdwardresumes in measure 13 with a return of raymte values and
quick bassline changes, high flexion couimt both voicesaccelerando, crescendo, steige
movement edging the highest soprarote upward in zigag motion, until a brief exhale and
relaxation in measure 17.5, markieold backand supported with a stable bass harm@myE
diminished chord).Moments of relaxation such as these in measures 12 and 17 show tension
being | essened through [ iquidat i otmoducti&¢c hoenbe
wheret h e mcharacteritcs argraduallyeliminated-- in this case, eliminating flexion in
the bass line, slowing of flexion in the soprano, slowing the quick, driving pulse, diminishing
volume all contributing towardeducing the msii ¢ 6 s f o rTheeeaftdr thdarward e .
directionresumes anthkes on greater urgen¢starting in measure 18 tempo is increased
(move aheadPresto accelerandd’redissimg, andoctatonic scale transpositions fml each
other in greatefrequency(see Example )3Although we have ameno mossand significant
reduction of tempo in measure-28, the sensation of moving toward a future goal is still
active due tocontinuing octatonic transpositions arstprano stepwise movement in
increagng notevalues sweeping us downward to measure-28e urgency of the forward
movement is lessenddr the momenby themeno mossgerhaps equivalent to the angle of
ascent being reduced, but we are stilkessling nonethelesShe accelerando moltan
measure 2%llows with an accompanyingrescendo t@ peakff climaxin measure 3 We
then moveaway from this focal poinin measure 34the quasi cadenzanarking dissipates
pulse, ritardandogecrescendand slow bastarmonicmotion disperse energy accumulated.
An accelerating tremolo paired with crescenddf finishesthe cadenzawith a brief forward
thrust before time is cut with an abrupt rest.
The analysis othe remaining section®r hierarchic movement has been approached
in similar fashion and mapped igraphs which convey my sem of directionality in Figure.3
|t i s worth noting the rar.itawaydrbmfoiallmiate endi n g «
Asin&®ction 2, the music in otherdi sgoticomug sge
anticipatory movement, though at times fiaegled or urgencyof ascent increases or lessens
temporarily. Th e mu s i c 6fsrwap deadngrantindsnus ofJonn Adamé s r emar Kk
about Kirchnequot ed i n an ear | hissmusicsrestess andnvolatiléd &and k e t h
searching was hi s "“Ahstestebseqahingghcongadut mosd af the O
piece makes the final momenifresolution and reposal the morestrikingin contrast.

"RIGGS, 2010, p. 5.
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Figure 3: Directionality in Sectiors9 of Interlude I.
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CONCLUSION: LINEARITY

Kirchner's compositional language, chromatic, rhythmically erratic, and devoid of
regularpulse, is harsh ground for the cultivation of linearity. Yet he is successful in outlining
a dramatic unfolding on the large and small scale, giving intentiontaliphrases, building
gualitative meter and hierarchic rhythmic groupitigough note valuand tempo changes,
stepwise motion, establishmemtf tonal referencesoctatonic scale transpositions, flexion
count changes and developing variation. Theindgestaltintroduced in the beginning
Kirchideawbhsch <creates t hr mangnouststruoige capabiesof own é
real i zi n§ isispus intd @ suecession éfpansions and contractioreperiences
and transformationthrough thdinear processes of motion, growth, change, goal orientation,

tension release, and progression.

RINGER, 1957, p. 5.
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CHAPTER 3: NONLINEARITY IN INTERLUDE |

Consistent with Kramerods assertion that
l'ineari ty afftlelnedudd |has iesamonlineay aspects, despite itersy linear
manifestations. Nnlinear features which especially deserve consideration awndl be
explored in this chapter include first balarared proportion, and second the implications of

the statiomoment timat the end of the Interlude.

PROPORTION AND BALANCE

Proportion and balanceeaconceptsvhich lie outside a simple sequential listey of
the piece, because thgierception requires, as Kramasserts ficumul ati ve | i s
encompassing, retrospective, atempor al und
f r a M&hese are compositional principlehich govern arentire work or section, and as
governing principles, do nétave their root in former events, do igoow orchange, buéxist
in another dimension, where theimply are, where they evegovern theboundarieof the
dimension oflinear developmenitself. Consider thgpr opor ti ons f Bianemd i n
Sonata in E flat Major, K 282, studied by Arlen&Zallmann and Jane Pergamp, as
presented by Kramer and summarized in the following téfitpure 4). The abbreviation m.

refers to measures.

" KRAMER, 1988, p. 20.
bid., p. 43.
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Figure 4: Proportion -flanMapok282r t 6s Pi ano
Movement 1 | Total number of Exposition + Total number of Total number of
measures: 39 remainder: measures spent in | measures spent
15m. + 21m. tonic: away from tonic: 15
21
Movement 2 | Ratio of second half of| Ratio of length of | Ratio of length of | Ratio of time spnt
Minuet | to first half of | Minuet Il to length | Minuet | to length | in each tonality:
Minuetl: of second half of of Minuet II: 6:5
5:3 Minuet II: 6:5
5:3
Movement 3 | Total number of Exposition + Ratio of Ratio of measures
measures: 102 remainder 39:63=0.61895 spent in tonic to
39m + 63m (remarkably close tq measures not in

goldenmean:

0.61803)

tonic:
1:1

Source: Adriana Jarviswitchell, 2018, based on ZALLMANN and PERRGAMP apud KRAMER, 1988, p.

42-43,

Proportions such as these arguestionablyunctioningindependentlyand outsidef

t he

Ki r ¢ himezludét®mo shows evidencef nonlinear planningof proportion elevated

S dinea dimedsson anis linking of events in succession.

Nonlinear Planning: interlude within the Interlude

Sonat a

to a governing role. Remarkably near the center of the piece, not in number of measures but in

time, Kirchner placesis shortest sectiorection number ,6marked off clearly by double

bars on each end, measures 108 and i B

S a

Si mp lrepeatédBad st y | e

transposed, ending with and upward inflection. Depending on the performance, this section

appears rougy three and a half minutes into mece that lasts between seven and eight

minutes and as sth seems to function somewhat as a cenitatlude within thdnterlude a

i Bo

i niy enatcplees itself amidections ofpredominantlyii A 0

directionality, a sense of accumulating tensimfitnoving toward their primary accentwhile

Section 6is sinple, short, transparent almost, and conveysasemovementawayfrom the

climax. Assuchit is a fitting central respitef pause or reflection.

t ur bha l

majority of thesectionsin the Interlude as showrpreviouslyin Figure 3, have a forward

ence
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Example 26: Section 6, measures-P08

Slowly J= 60, d= 120
Y N
: g bgt e

poco rit.

b

—

_.‘TP)
LD

-
[» ]

PPP

.
1 [}s_ L
£ T 1
:

Lo 2

r <

A ¢ B e
L 2 Dot b1 @ S
Y e .

o

Ped. clear gradually =]

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Nonlinear Planning: Last Section as Recapitulation

Balance is also revealed in theappearangen the last section of the piece, of early
ideas.Section %seems calculatedds a t ype of fAgathering in on
and harmonic motivemtroduced earlier in the musand then forgotten or abandoned until
t he f i nalvisimteorcof former thisgsirre t hi s sense, these id
linearly, but rather appear in the function of providing balance or giving a rounding proportion
to the work, calculated according to nonlinear planning principles such as those demonstrated
in the Mozart Sonata mentioned above. To begin with perhaps theolmostis example,
observethe tremole which finishSections 1 and @ a rhythmic motive which is thereafter
utterly unused untithe very last measures of the piecghereit appears to emphasize the
musi c6s c | o sxcerptgfrorh thesensectionsre sliown below(Examples 27, 28,

29).

Example 27: Tremolo at end of Section 1.

Adagio
S,
E ]E I] — ] -+ +

e —

S =

_ I |
S
= 1~ — oy

v‘ \___,_/‘ p——

3 3 7%}% = 4 ?l

H= B I i1

s
D e | —

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.
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Example 28: Tremolo at end of Section 2

_ (tremolos
slow to fast) ad lib,

- P
as fast as possible

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Example 29: Tremolo at end of Sect®n
imperceptibly into tremolo

M—n—g = %' » -
e s = . e —

p<ﬂ>-P m

—]

:, . ._< — .-
—— =ig & - ——
H 3 T — *

- —
= —— =
Ia.

Source: Interlude | by Leon Kirchner. Copyrigi@t 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Another unmistakable example is found in the triglegsto figuration whictbegins
Secion 3 but is neverused again untithe final section,where it reappearalong with its
conspicuoudeft handarpeggiatedonal progressionExample 27 and 28 show these excerpts
in succession
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Example 30: Section 3, measures4h

Triplet Presto figuration

35{ Presto attacc:

7y
)

T ‘s m 3
‘33 SV Wa am ms R R A
N i o — 3

E] 3 3

L4

_ﬂ__‘i'_____L_
Cindag e L
¢ minor [i]

38 accel. al tempo

A hold badf. ! [rm——p— be- L ki -
T = & T

o
et
x4 : 3
~—

L
e

Lo
g
!

%

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Example 31: Section 9, measures -P938.

Triplet Presto figuration

196 —
A s (S e : Lfe
2-oe S = s
E? = — g ———
S 2 % \
e, h - » " 1rb¥5#f5 £ 4 /[
T —T s
e e — S e S
LB = ———: 2 X i
LT L 3 3 ‘\
/
allargando molto Tempo now of b= @(-I—H-)’/
. Ab7 (IV) , % >
o r— = L3 f_\ bﬁ J%F f #
= T T — i — 1 " 1 %
3 ,/‘—\ﬂ
3 3 —_— | \
——mm——| S o = P\ $Ff"bn
N—g T o e e e B s %
P E A e = P 1
# o—t o T o) N
3 3 3 3 o Je——

Eb (1)
Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.
A more subtle but nevertheless distinctive reference in the final measures itoraade
motive of repeated notes idotted rhythmintroduced in 8ction 5and found nowhere else in
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the piece Not all measures which otain these figures ine&8tion 5are shown here to
conserve space, but the dotted figure is a salienfragdentcharacteristic of the sectiqaee
Example 32 The final(and only otheryeference to this figure then, in the last measures, is
notable(Example 33.

Example 32: Motive of repeated notes in dotted rhythm, Section 5.

5

Source: Interlude | by Leon Kirchner. Copyrigi@t 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.
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Example 33: Motive of repeated notes in dotted rhythm, Section 9.

T
.
Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)

International Copyright Secured. All Rights Reserved. Used by Permission.

Beyond these easily spotted, superficial manifestations of recapitulation, a more
probing analysis revealsalance in theeturn of importanttonal emphased$rom Sections 1
and 2where we are introduced ttle sectioes bdgio by o wi
emphasizing A flat, and end with &nflatemphasisSee how irSection 1(Example 30)the
Grundgestaltn bothmeasures and 2begins with amA flat (G sharp).The asceding figure
thenalights (ends)upon a D shargE flat), a note whichreceives emphasier the next four
measures in tremoko a finalfortissimoE flatlanding

Example 34: Alat and Hlat emphasis in Section 1.

D=132 Adagio D= 88 A poco a poco aicg,
accel AA A— E>b emphasis e —
£ dolce_ _ - | .
7 . — .
7 PP NP Wil I
p— | ———
: : : =
- 0 i
H = 1S SRS e 8 =
=P v v AD
VY @ s 2
4 3 SN Eb emphasis Adagio
— = m
= = — =
S e o —
PR, =

== L T

) 3

| L3 [ L L

b - T o)
= S—

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.
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As if to reinforce itsimportance Section 2 reiteratethis A flat-E flat frame We start
with a prestochurningwhich drivestoward aforte A flat arrival giving way toouri Bo st y | e
motif. a three noterepeated anttansposeddea whichbegirs on and circesaround A flat (G
sharp® here we haveur A flat beginning.

Example 35: A flat emphasis in the beginning of section 2.

7  Presto J=88

@ - E

4

@ bhe <4 111

+— F 7 - 1 3
—_— == el

Ab hasi molto ritenuto
empnasis O poco a poco accel, al

Poco meno mosso ¢-= 60
11 ~ P

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.

Theframingi s compl et ed at t &@majpoesevernthcmodsthel os e,
left hand, acting as chromatic mediant, propels us towdtdt Eninor in the left hanénd an
upward Eflat reach in the sopranoh& tremolo chord which finalizeébe section is built on

an E flat mgor seventh chord in the b&sa decidecE flat ending.
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Example 36: E flat emphasis in end of Section 2.

Meno mosso allargando

3 % § J=96
}V { j 1 1 1 Li\ 1 :
= Ilhﬂ -
g T e >
/ ; ID'—‘C f :.'1—\—/—\ - g
b' 4= -
at
(quasi cadenza) Cironnlos : C7 (1)
Sbohs ; p— slow to fast d lib.
’a a&h;-'-""'—’h-& el e G.P.
= =t o4
v L 1 ¥ [ repeat ad Tib.
~ ——
o] P I | | 7S P — repeat ad lib,
| QS ¢ 5 B W ¢ 1 1 F el %
- .‘ I'*( )iy A &3 L3}
O % = I ~ e ]
< e [~ Jr\_/ > W __ G.P.
= e T as fast as possible
E flat minor (1) -

Eb7
Source: Interlude | by Leon Kircer. Copyright© 1989 by Associated Music Publishers, In¢BMI)

International Copyright Secured. All Rights Reserved. Used by Permission.

A flat-E flat framing does not appear in Sections83and receives emphasis again
onlyin our final sectionywhere A flat opens and E flat clogbg section once more. We begin
as ourii B otif descend over an extendedgently rocking A flat seventh choid the bass
as shown belowThe A flat feels especiallgmphasizetbecause, after pages of restless
harmonc instability, this harmony lingers, suspended, for roughly eight sec@hdsnple
37).
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Example 37: A flat emphasis at beginning of Section 9.
Section9
b2, Adagio J= 54
148 b e g fa é bﬁgn .
- ."-. 1 I B
e 1 1 ; 1
motif
~ |
= t < .
, T

motif
move ahead

S I o T ..
S } = 4 f e
T I o
: =N e 2 Lol I—
: = —— i ﬁ

Ab7
Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated Music Publishers, In¢BMI)

International Copyright Secured. All Rights Reserved. Used by Permission.
Nearing the final climax, masures 196, 199 and 202 refesémne progression which

closed Section 2 (Examp@e)ur A flat, C (lll), E flat progressiod establishing the

conclusion of Section 9 on E flat The pieceendswith an entire pagestabilized and
flat (Example 38

thoroughy fiat homeodo i n) E

Example 38: E flat emphasis at end of Section 9.

B

Source: Interlude | by Leon Kirchner. Copyrigiet 1989 by Associated MusicPublishers, Inc.(BMI)
International Copyright Secured. All Rights Reserved. Used by Permission.
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Nonlinear Planning: Foreshadowing

In addition tothe last sectiois weighty role as recapitulatiom, role of nonlinear
significanceis perceivedin the firg two sections of the piece, revealed through qualitative
metric analys, where the sections act as a summary of metric movement to come. Where the
last section summarizes what has been, the first two sections summarize what will be.

Section 1, our short, condensed and almost geatseGrundgestalt seems fittingly
termed an introductiodout of timeédto the Interlude similar perhaps to théermataladen
i ntroduct i on Tempestsdhata htdrestinglyndesfind here presemation not
only of characters, conflictsnotives( i A0 and faBdkeys @tattandE #alt),)but
also of the overall directional contour of theerlude My directional analysis of section 1
from Figure 3 is here reproduceslymmarizing metriecnovementn the introduction where
the music presses forward until experien@ngiefadagio diminuendo resolution to E natural

in the final secondéneasure 6)

Figure 5: Directionality in Section 1.

Direction (tension)

m. 2

Time €. 26"

Source: Adriana Jarvis Twitchell, 2018.

A metric reduction of theemainder of thénterlude achievedhrough brutesummary
of the individual sectiomnalysegpresented in Figure &Jso tracesoughly the same contour
as that of the introductionn other wordsthe Interludefollows a generally forward motion
until the release and relaxation of the final pdgehis sensetheintroductioni out of t i
servesonlinearlyas a microcosmf movement in thenusic as a whole.

Where Section Tan be appreciated for itsetric synopsisSection 2 containeven
furthernonlinear metric foreshadowing. The directional analysSeaftion 2 shown in Figure
4 shows a mainly upward (forward) direction wittvo key points of downward (tension
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relieving) direction(measures 12 and 17.®eforethe final, longer release of tension in the
last measure. Likewise, a directional analysis oflitterludeas a whole contains two brief
points of relaxation or movement away from a climax before its final long descent on the last
page. One of these monis takes place, as already mentioned, in Section 6, oumgasure
interlude within thelnterlude lasting roughly 7 seconds. The other matnleappens at the
beginning of &ction 9, where we experience about 9 seconds of Adagio movement away
from the <c¢climax of t hmetfdescending ouersthe soeking A fan , our
major seventh chord. The final relaxation at the end ofritexlude is the most significant
lasting aboubne minute and twerdfjve seconds. A map of thdirectionalmovement for

the entie piece is included in Figure 8howing both the analysis of section 2 and of the
Interlude as a whole, in order to emphasize the nonlinear foreshadowirtgireesh within
Section 2.

Figure 6: Directionality in Section 2 foreshadowing directionality inlthherludecomplete.

m.33 e
m. 34.5

~m.175

Direction (tension)

_m.12

Time .55

Sections 1-9

s .
2 o m. 203

(o -

g ,/'/' N e o

\‘5 S s o m. 150

g s

= .- Section6

= -

v //// m. 47

8| e

T|me . c.7'30”
Source: Adriana Jarvis Twitchell, 2018.
We find here anusicalportrayalof Go e t Wwad8 Bomhis poemTypils. A Ther e i s

nothing on the skinThat i s not®Sichenkerbeneodcept of or g:
fundament al structure of the pbeceeimbedot sapd

8 SWINKIN, p. 52
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describe processes at work hEéteT h e s e A di mi n u ér stmctusedendottie workh e |
Aunity in multiplicity, o as explained by J
wi || form not a mere suc®eThus oth necapitulationandc o h e
foreshadowing have qualitiesvhich exist outsle of sequential process, and present
relationshipsthat areper cei ved, as Kr amer says, - by
encompassing, retrospectliowe,si deenportahe umec
progressiorthrough time.Such phenomena need ra# the result of conscious planning on
the part of the @amposer in order to carry legitimaay nonlinear analysisComposer John
Adams wrote of Kirchner that he was %®@andhe ma
Kirchner admittedhat an intuitie composer is not always immediately aware of all that his
work contains, asasdescribed in the introduction:

Sometimes unconsciously one does things because one has a wonderful repertory of

equi pment that we arenot r e adwhrg of bforar e o

years and years and year s, ando®henl yoae
the relationship nBw between this and th

REFLECTIONS ONMOMENT TIME IN INTERLUDE |

Kramer chooses the termomenttime n al | usi on ftmo nde notc kfharur
and describes how this type of nonl iihieari:t
had already been goi ng on Neatheddoesé& end, oyt gineply e d
stops.This music explores stasis not process,moftensistiy of fAa singl e ext
Aitere i s Ano substanti al c withih 5 @ s t }* Guthhaad g e ,
descriptionserves well tgortraythe final page of thénterlude Suddenly a Asin
h ar mo(m®° is uncoveed as if a curtain has been pulled, and the slow rocking
repetition of the basseems t@aythatchange and unredb not exist. Accents, crescendi and
fortissimo markings bring no shadow, for the one harmony pervades all and gives its constant
undertone Gusty tempo fluctuatios haveceasedwe are suspended in slowneBsen when
the pervasive Hlat mixolydian finds a D natural in 22&Illing us we are now inat major,
the effect is not surprise. Instead, it is as if we have turned our headsgonsething that

wasalways there The harmonyhenshimmers, but does not end. It only fades from view.

bid., p. 53.

8 bid., p. 55.

8 KRAMER, 1983, p.43.

82 TOMASSINI, 2009.

8 DUFFIE, 2016.

8 KRAMER, 1988, p. 50, 54.
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From one perspective, theterlude up to this last moment is fully linear, giving us
roughly six minutes of linearity followed by one of nonlinearity suspendeanoment time
These first six minutes can be seen as having a basically forward (illustrated as upward in
figure XX) motion until e final releaseBut from another perspectivehe restless searching
of those first six minuteseems tiresome, predictaptgy/clicad not one continuous rise, but
an uneasygeekingperpetuallyinterrupted and restarte®f those eighprevious sections, five
run themselves into a frustrated punctuating cluster or tremolo, followed by a rest, fermata,
double bar, or some kind of discontinuity. The other two, though theyneschore pleading
manner are also followed with a breath @rfnata. Each section, despite different methods of
developing theGrundgestaltwhether focusing omfA0 and punctuating withiB,0 attending
exclusively tofiB,0 or creating a process which turiio into fiA,0 reaches an impasse
(breath, restgrand pausefermata, double bar)The ceaseless rise and fall of churning
chromaticism leads nowhenew; italways reaches the same limits, and cannot get beyond its
barriers. It is imprisoned in a nonlinear cycle that admitsignificant growthSeen from this
angk, themoment timeof the last page is a blessed release from cyclical churning, a truly
significant changeA complex interactiorbetween linearity and nonlingty emergeswhat
on close examinatiotooks like linear progressionn the first eightsections from another
perspective is cyclical stasis; what seems from one point of view to berstatient timen

the last pages actually a growth, @nge and release from stagnasaitmsfaction.
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CONCLUDING REMARKS

Kramer asserts that lineariykynd nonl i neari ty, At bmmiue me
coexist in different proportions armin  di f f er e nt ®Hhiethesis hashbeen anl e v e
effort to show how an interaction and conversation between two temporal perceptions is
present i n LUrgeolude LKWerhave foand dhathe piece develops from its
germinating ideaand unfolds sequentially in linear compensibility according to
Schoenbergian idealsBut the music also presents imprisonment within cyclical time,
predictability, essentially changeless repetitive churning, breakimg only in its final
moments.T h e ¢ o mgva &ermadeRussian heritages called to mind irthe temporal
play of ideas with lrequent appearances Wa g n e r Onschoildramdbet eatensive use of
S ¢ h 0 e ndeeloging sariatiorighlighting a Germanic linear traditiowhe r e fone t
leads to anoth&®® The pervasiveuse @ the octatonic scale calls up@nRussian musical
heritage one less bound to the linearity whditional Germanicmusic theory one which
explorsfir epeti tion and accumulation of single
cl i meakwhigh,inte tradition of Mus Boris @allgviE8n o tnf | 1
a continuously developed action but a senéepisodes welded togetiet. The Interludeis
both linear and nonlinear, bo@er mani cal ly HAcomprehensi bl ec
cyclically Russian in its repetitive impressions; organized nonlinearly with summaries of its
scope in the beginning and end, and at the same time linear in its realization of a developing
idea.There is exploratiothat, seen from another angle, looks ktass, becomingcoexisting
with beirg. Its very titlecallstominds u s pensi on fAbet weeand,heclhwn
service, @erhaps a parenthesis between philosophical extreanes, i nt er veni ng
per i od % besvpem dveitleas T.S. Eliod sverse fromLittle Gidding is a fitting
expression of such temporal multiplicity, where progmsacides with cyclicateturn,where
linear perspective seeks to conquer the new, and in the conquest discovers that what has been
accomplished is a return what was knowrbefore a return, and yehot to theoriginal

paradigm

We shall not cease from exploration
And the end of all our exploring

Will be to arrive where we started
And know the place for the first tinf8.

% KRAMER, 1988, p.19.

8 WEBERN, 1963, p. 42.

87 GROUT AND PALISCA, 1988, p. 778.
8 WEBSTER, 1996, p. 995.

89ELIOT, 2018.
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APPENDIX A: MAP OF INTERLUDE |

Source: Adriana Jarvis Twitchell, 2018.

s
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APPENDIX B: INTERLUDE |, SECTIONS 1-9

Source: Interlude | by Leon Kirchner. Copyrightl 989by Associated Music Publishers, IH&MI)
International Copyright Secured. All Rights Reserved. Used by Permission.
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for Peter Serkin

Interlude

Leon Kirchner
Section 1: Grundgestalt
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