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ABSTRACT: This thesis consists of a musical composition for string quartet and
a written commentary on the compositional process. The quartet is in three
movements and lasts approximately thirty minutes. The following essay will
enumeratehe motivations underlyig my decision to write this piece and to
designate it as my thesis work, my prior awareness of the established quartet
literature and where | stand in reference to it, and some of the compositional

details within the work itself.
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String Quartet

Introduction:Concerns Before And Durirthe Compositional Process

While perusing the extant sketches of my quartet, | discovered that | had at
some point during my compositional pess inscribed a quotatibrom Arnold
Schoenberg at the bottom of one of the pages. Indeed, SchoenbergOs pithy
statement serves as an adventitious prafaisy own compositional approach
coming as it does immediately after my exhaustive list of passditings for the
ending harmony of Movement Il. His remark, Oln music there is no form without
logic, there is no logic without unity,O although perhaps contentious to some,

nevertheless evinces my artistic aesthetics.

Taken at face value, the imptidichotomy in SchoenbergOs quotation
represents a straw man, for the concept of OformlessnessO in music is spurious.
Furthermore, the complete absence of logic does not deny the possibility for unity
within a piece.Nevertheless, in my work, | conscgly strive toorganize and to
presenta cohesive overall form, a cogent sense of directed, purposeful, narrative

progression through a logidalrigorous process

For me, the concepts of form and of unity speak essentially of
comprehensibility Unity implies some definitive quality or facet whose

trajectory throughout the piece one may trace, creating in the process a hierarchy



of similarity or kinship between musical evensss an organizing principlepfm
represents another means to achieeestime endemphasizing certain material
through repetitiorandjuxtaposition. OneOs approach to unity and to fanay

work towards or against averall compositional comprehensibility.

A composition need not be transparent to be comprehensible, nor
deliberately cyclical or thematically constructes,oneOs comprehensitan
arise from numerous musical parameteksyeneraincreasdan familiarity can
foster a better understanding of the functioning of the work. Obviously, the mere
presence of an undging systematic rigor does nassurea good composition,
nor does its absence discount a piece from consideraklmlistener need not be
conscious of the interplay of these and other compositional concermsnbut
nevertheless appreciate their ughce on every aspect of his engagement with the

work.

In sum, | find comprehensibility a desirable trait in art as in all things.
Furthermore, | am stimulated by works that exhibatughtful attention to detail
andl enjoy digging into a piece in ond®® discoverits treasure troves. Issues of
form, unity, and the like speak to me above all of cgfth refined technique
and expertise remain of the utmost importance in any undertakioigversely if
a piece represents a deliberate attempt bgdhgoser at incomprehensibility, |
feel neither affinity nor engagemenith it, and, rather than study the piead)

invest my time in a more profitable enterprise.



Part 1: Deciding to Compose a String Quartet

My decisionto compose a quartet stems in part from my deeply held love
of polyphony. From my initial compositional forays, | found myself drawn to the
interactions of lines within contrapuntal music. Music in this vein seemed to me
simultaneously free and yet higlconstrained, as each voice retains a measure of
individuality while contributing to the overall sorti@pestry Listening and
composing then occurs on multiple levels, with each needing to be considered in
thetotal process. This perpetual awarendsthe voicesand their interelations
reflects for me just one of tliBmensionghat comprise the dramatic/narrative
balance within a composition. The successful understandingcunelemenof
this balancen order to write effectively has been and a#ms one of myoremost

compositional aspirations.

While at Tufts, | havéenvestedmostof my compositional energies
pianowriting; indeed, one would be hapdessed not to take advantage of
working with JohrMicDonaldin this capacity. While | enjoyis medium
immensely, | felt it desirable to change my approach for my thesis work.
Although I strive to make a strong artistic statement in any piece that | write, |
wished to acknowledge the formal weight and integrity that emanates from the
conceptiorof a Othesis.O Consequently, | used this opportunity to make my first
contribution to the quartet literature, a body of works that for me occupies an

esteemed and esoteric niche within a composerOs output.



Unlike music for piano, string quartdtsaturefour fully independent
voices. Although my onlyprior essay within thigenrewas a singlenovement
work of smaller scale, | have long loved #hansivepallet of available
sonorities offered by stringed instruments.choosing to designate a quadst

my thesis work, | looked forward &xploring further thestacets.

At the time of writing my thesisomposition my knowledge of the quartet
repertoire was rather limited had a good understanding of most of the
Beethoven quartets and a very strong concepti@af—kfisst, second, fifth,
and sixth quartetsTo a lesser degreéknew the contributions of the Second
Viennese School, various quartets by Shostakovich, and the second quartet of
Charles Ives. Aside from these, my knowledge consisted of cursory

listenings/analysis in survey courses andarious other informal eltinters.

To my mind, the quartet seemed to take on a special role for each of the
composers jugnhentioned BeethovenOs sixteen (most especially the late five)
instilled a gravityin the genre that the subsequent composers on my list
responded to, each his own way. Shostakovich acts as somewhat of an outlier
here, with fifteen contributions to the candrowever, by refraining from
essaying in the gentetil hisOpus 49, he too might be seen to recognize a

hallowed quality to thguartet literature

| will not attempt tospeculate abouhe personal motivations that lay
behind each composerOs decision to embark on writing for this idiom. Rather, |

merely note that my own conception of their works is of a distillation of thought



and methodadeliberate paring down in order to realizecaled unadulterated
or Gabsolut®©music. Again, these are broad generalizations, perhaps unfounded,
yetthey still influenced my own mindset as | prepared to venture into dialogue

with the quartet literature | lew.

While composing this piecé avoided seeking out other quartets to listen
to and study. | felt that | had enough of my own musical ideas and wanted to
work through thenon my own In struggling through the compositional
challenges created througlesie choices, | experienced significant musical

growth and maturation.

After completing the work, however, | taughsarveycourseof the string
guartetat the Cambridge Center for Adult Education. As a result, | gained
familiarity with many other worksvithin the genrgfinding these studies both
fruitful and incredibly stimulatingNonethelessl remain confident that the path |
took towards creating my first quartet was the one appropriate for me at that time
and stage within my development as a cosgp. After hearing the performance
of my quartet in full at my thesis concert, | remain convinced of the compositionOs

merit and feel no urge to edit or tweak. The work stands as it is.

Throughout the course of this undertaking, | aimed to createtdy tigi,
largescale cyclic work. | felt that overall cohesion could be secured through the
consistent use of a limited set of musical means. The ramific&tianshingout

of this initial plan, if successfully applied, would thereby engender a ungextse



of purpose, direction, and musical narrative unfolding over the three successive

movements.

After sketching a rough shape of the structure and character of the three
movements, | chose to begin writing the interior one first. Functionally and
spatally, this movement acts as the linchpin for the composition as a whole.
Here, my generative musical material receives its most direct and extensive
treatment. By saturating this movement with the soohdsset of characteristic
motivesin their purestorm, | could then plant references of varying degrees of
consanguinity in the other two movements that allude to this central se€tien.
act of composing both towards and away from a particular musicaimgbal
this workenables me to create andimain the oveall cogent narrative | desire.
Thelistener needotbe conscious of the details of this underlying musical vector
but will absorb aspects of it nevertheless, as this purposeful direction informs the

entire work.

| view the form of my quaett asa large arcgeneratingelevating and
eventuallydissipating the energy and momentum latent within my thematic
material, the process of which comprisesdkerallmusical/dramatic narrative.
This broad threstep process is realized in full only through the progression of
the entire work, from the start of Movement | to conclusion of Movement 1.
Nevertheless, it also manifests in various local levels within the movements, each
of which can function as a selfontained unit in addition to its role within the
largerframework The individual character of each movement will be discussed

within the context of the respective movement.



| achieve this largscale cogency through a constant @emass of and
emphasis on the unifying elements that hold the work togeires.
compositional choices discussed belowsaliveto further this goal. Like
Schoenberg, | make deliberate, calculated decisionag the compositional

process so a® mairtain my overall musical narrative.

Part2: GenerativeMaterials in the Quartet

| used two interrelated ideas for the genesis of my quartet. | refer to the
first as the Fundamental Intervallic Set (FINExample 1).In its archetypal
form, the motive sirts on the pitch D and ascends through successively
increasing intervals, changing direction for the last interval, the rtrajdr This
growth inherent in the set itself represents for neebttsic shape | wanted to
characterize as an organically umfiolg musical process in tloeerall contexof
the quartetl chose to change direction for the last leap so as to keep the entire
originalarray of pitches bounded by a tritone. As the tritone cleaves the octave
into two halvesthe unfolding of thignterval for me functions in the dramatic
sense aa direction towardghe metaphoric midpoint of a cyclical journey from
one pitch to its octave equivalent. An additional featilmen, although one not
exploited in this work, is that the set containstad intervals from 1 to @.e., itis

an alkinterval pitchclass set)



Example 1: FINT
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For the sake of presenting the listenean assimilable process preserving
certain focal points or guides throughout the entire work, | chose to fix my
starting pitch class as D when using FINT. This holds for the vast number of
times that this intervallic ordering appeaegpresenting a corestt pointof

reference

Although FINT in its basic form is closely tied to the tonal langubage
wanted to work with a set that had explicit tonal implications. Accordingly, |
devised my second set, hereafter referred to asrFundamentabet (Example

2).

Example 2: FS
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FS, when played as a vertical simultanai soundn various contexts
like an invertedE-minor seventh choré G-major triad with an added sixth, or a
subset of the common pentatonic collection, among other interpretatibke
the ambiguity inherent in its makeup; while clearly a component dai#tenic
system, it does nat priori belong to a specific keywithin the tonal system, the
placement of this set relative to surrounding material determines how one hears its

function. Consequently, as | do not use traditional functional harmony in my



guartet, | preserve this open, suggestive quality off¥&e too thatlike FINT,
this set also contains a sequence of progressively increasing intervals, this time

starting with avhole-step, as opposed to the hsiépbeginning ofFINT.

As mentionedibove | chose to write the second movement first. Because
it serves as theornerstonef the entire structure, in a sertdining the function
of the outer two as introducing anespondingts material, this movement is
tightly organized and controlled. | consequently spent the bulk of my actual
composing time for the quartet on this particular movement. In order to be in a
position where | couldommitfully to alogical rigorbehind each note choice, |
used a mix of loosely applied serial techniquesfase composition, always
adhering to the broad idea of variation. Although | could in some sense influence
my OpermissibleO note choice by framing my approach to a giveye passa
certain way, | nevertheless felt confident after nine or so full drafts that | had
arrived at the neededystallization of the movementOnly thendid | feel

preparedo begin work on the rest of the quartet.

This obsessive editing marked a departure from my usual practice of
composing. Typically, | edit significantly throughout the compositional process
but much of that occurncurrentlywith the writing. | will focus on a passage
until I get it close to Wwat | want, then revisit it lateonce | have established
solid framework fothewhole piece. In this case, | adoptbdtstrategy but had
several rounds of Omadaditing,O striving to be keenly aware of how every local
detail ofMovementl would functionin relation to the quartet asanole. As a

result every alteration within a particular sectioihmy second movemespurred
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a series of consequential ripples throughout the rest of the piece, creatng a

that engenderethe need for furtherevisions.

Before examining local details, 10d like briefly to outline my method of
manipulatingthe generative motives to create thematic material. These will be
discussed in greater detail below, but | feel it pruthenéto provide the basic

guidelines directing my thought process.

The primary changes to FINT dealt with rearranging the ordering of its
intervals (but not their number or value) and altering the character of FINT by
presenting it in drastically different musical and dramatic situstidtecall that
with FINT, | am interested in its ordered interval progression, or 1, 2, 3, 4. Lines
derived from FINT then use these four intervals, once,eaxhin varying orders

before cycling through another permutation.

Since thantervallic content of FSs already subsumed by FINT, | thought
of FS as a specific harmony, riamctional in this context despite its functional
associations with various meaningghin the tonal world. Thereforeuked this
set as a definitive sound, a point dierence whose character | could alter
through heuse of upper and lower neighliones. Although the collectiomf
these neighbaones, when combined with FS, giveas elevermember set of
pitch classed did not construe just any Ochron@timte as@nvenient
neighbortone and let it go at that, but rather kept careful track of what kind of

neighbor | used, how frequently, and how many at a time, among other
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parametersDoing so allowed me to maintain a balance of consonance and

dissonance while pwiding continued forward motion through the work.

The vast majority of the harmony in the quartet stems fronwfa8ther in
large scale homophonic passages or sraadlle accompaniment figures.
Example 3taken from a randomly selected moment in Moventenitustrates
the formercreating a flickering effect as the passage alternates between FS and
FS with three neighbor tones added. The ensuing melodic passage in the viola
illustrates how | used the concept of FS and neighbor tones to shape hogagontal

well as vertical passages.

Example 3Harmony Through+S and Neighbor Tones

3 Gg?_ F ? ? ? & I T T T I§ | — > )
Il [ | 1 I r 3 £ 1 I ry ]
re} I A T o 2 1 re} PN . o o I A
| 4 | ! | T g o & W (o] v v e 3
] 1
Ty P
nf
A I T T 1 f § I 9
= 3 T I I 1 I y 2 y X3 | | | NI [y ]
Lirg o 1 1 1 Py [e] ry 1 1 1T J
A bl A - | O I o o = 3
T - 2 e oo
=
> > .
A - - 11 i
. [ R, "y @) —~
ALl A A A
he @ @ be 4, o 4a A pr—— ~
m 1 1 1 il | = 1 = VA ]k LN T T T A 1 I I 1 1 ﬁ X A 9
. T T | 1 T T I (Y | Y T T 1 1k 4 4 T 1 I T o Te 7] e 1N e [y ]
7z Q - . — — [} "4 o el A ™ | T Ile] e LA
ro f— s st o o —"c gd—’_—l;!t
N O >~ = - - o o
ﬁ f > > >
3nt. FS

Example 4 demonstrates holese concerns can manifest in background
figures. Ths cello line occurs in the first movement in a passage to be discussed
in depth later.At the moment, simply note the use of neighbor tones moving in

contrary motion (G ascends to @#ile D descends to C#, etc.).



Example 4: FS as Accompaniment
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The second movement opens with my incorporation of the Fibonacci
sequence on multiple compositiohaels, a decidedly atypical method for me.
Having already planned thpgtch materiat | sought to use, | found the sequence
to be a mentally stimulating way to determine the entrances of the instruments

made thidecisionbased on my long affinity fanathematical patterns

| do not intend anyone to pick up on the use of the sequandeotto do
so should in no way detract from oneQs listening experieicmeantto
function subliminally. Furthermore, the sequence is not deployed consistently
throughout the opening measurescause | am using it on multiple levels and
therefore cannot satisfy all instances of Fibonacci numbers as compositionally
significant. Additionally, | use the segnce again to close Movement I, thereby

constructing a framing function.

For exampleat the beginning of Movement, he viol&)s entrance
coincides with the eighth eightioteof the second violinwith a subsequent
accentan additionafive beatdater. Similarly, the cell®s entrance coincides with
the eightheighthnoteof the viola. The cellistO&trueO note during this section
becomes the B and not the G (so determined by the proliferation of BOs that
follow), sothat the cellistGsecond attackomes five notes after this note, with

the first nonFS note (discounting the grace note in the first violin), Bb, following
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eight beats later. Finally, the first violin enters eight eigtutes after the celloOs
first B. Example5 illustrates this pragess in action Note too the use of two
neighbor tones (Violin 1 and Cello) juxtaposed against the constant adherence by

the inner strings to their respective FS pitches.

Example5: Movement Il Opening
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Turning to the larger scale, the sequence alsatggeon the measures
themselves, marking within the compositional prosggsificant eventshat
correspond to Fibonacci numbers. Mma enters in the first measuté&ewise,
measures 2 andf8atureby the addition of the cello and violin, respectively.
Measure 5 marks the commencement of the actual drive to the first dramatic peak
andthe fragmenting of the motor rhythimstilling a new forcefulness. This peak
occurs at measure(8xampleb), al distinguished by the first change of meter
(a prominent characteristic of this movemganherally, and the first appearance

of FINT, startingwith the DOs in the firgiolin and cello andater taken over by
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the inner stringswho complete the proces3he peak then lasts until measure 13,
ending on the Bb of a D augmented triad, a salient sound for Movement I
(Example6). Measure 21not shown)marks the commencement of a new
process and is the last deliberate use of the Fibonacci sequencesustid tbf the

movement.

Example6: Further Examples of Fibonacci
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Were | a true Fibonacci disciple, | woutdvefigured out a way to skip
writing a fourth movement and proceed to write a fifth, seeing ad aln@ady
completed Movements |, I, and Idgespectively. As itis, | am content to stop at

three itself a Fibonacci number.

| shall now discusa somewhat sizeable section of Movement Il, starting
at measure 148, to illustrate how | approached working with my thematic

material. The care and plaing used here correlates to that employed in the other



movements, albeit in a stronger manhere On the whole, however, this
excerptof Movement |} rather than being an isolated instance of cognitive
control, is representative of my compositionalgass aswhole. | attempt to
organize all omy music tightly and, following Schoenberg, | also reject the

proposed dichotomy betweéHeart and Brain in Musi@

As mentioned above, despite thiano dynamic level at the start,
Movement Il begins with a driving intensity. This movement is characterized by
passages of dense, complex counterpoint, interspersed with thick chordal sections.
The initial energy level continues to climb relentlessly, oltgi a brief respite
only with the advent of thBlacidopassage at measure 103. After another ascent,
the movement calms at measure 144, remaining at a markedly lower overall
energy level for the duration and emphasizing slower lyricism over forceful
rhythmic vitality. This moment functions as the midpoint of Movement Il, also
engendering a gradual dZnouement for the quartet as a whole, as will be

discussed.



Example 7 Note the Eb
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The abovepassage (Exampld growsout of a brief reestablishment of FS
at measure 144 (not shown), the vestigfeshich are presergbove. The cello
starts to transition away from this point of harmonic stasis with a FINT fragment,
reaching only the Ab before beginning anew. The viola follows a similar process,
playing inmeasure 150 what at first appears to be FS expressed in linear terms.
However, the addition of an Eb to the end of the FS complicates the matter, as it
does not belong to the original FS nor does it represent a direct continuation of
that process, as tmext expected interval would be a perfectrfo (following the
major third G to B). Furthermore, | have claimed that FS takes place mostly as a

vertical simultaneity. From where then does this Eb emerge?

The Eb serves a dual purposeodtlinesanaugmented triad a fifth below
that of the second violin, thereby reinforcing the higher line. Additionally, the Eb
in fact marks the beginning of the viola pattern and not the end, as one would

normally intuit. Viewed in this way, one sees that the pgedd=S with an added
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Eb becomes a variant of FINT, with the pitch progression reading Eb, D, E, G, B
in accordance with FINTOs ordered intervallic structure.mihedicaugmented

triad of the second violin references its progenitor in measure 13 wahe t
middlestrings (see again Exam@@g themselvesesponding to a variety of
processes within that context to generate that particular augmented triad as such.
The full line of the second violin here, D, F#, Bb, G, E, contracts in upon itself by
following the two majcthird intervals with two minothirds (yielding two

pitches of FS in the process). The excerpt concludes withrathE first violin

framed by its accompanying upper and lower neagldnesin the lower voices

(see again Exampl®.

The next portion of the piece, starting at measure d@dually unfoldsa
long line derived from FS and FINTAlthough the line itself spans twenty notes,

it derives fromfour sets of five notes ea¢Example8).

Example 8Line Broken Into GenerativBets
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The first ordering, D, B, D, E, Gs a linear partitioning of FS. The next
grouping is a variant of FINT, reordering its intervals to create F#, A, Ab, Bb, D.
This D acts as the central pitch for the figure as a whole, serving as both the last
pitch of the second segment and the fifghe next. The third group is an

inversion of the second one (D, B, C, Bb, Gb). The preservation of the intervallic



structure through the inversion makes this grouping Faliived as well.
Finally, the melodic line concludes with FINT itself, presdnteretrograde

(Example 9.

Example9: The Long Line(continued in Example 10)
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Rather than a direct outlay of the entire melodic line, this passage
proceeds piecemeal. Each pitch, once played, becomes OunlockedO and available
to any other instrumeno play. My idea here borrows somewhat from serial
practices in that the overall order of the pitches is preserved, but one may stop at
any point and begin again at any prior point (so long as the actual pitches proceed

in the proper order).

To illustrake briefly, let us observe the second vigsee again Example
9). After playing the first segment in its entirety, the violin backs up to the third
note, proceeding this time to the sixth note of the series. Followingaot@e

regression, the seconim now plays the rest of the second and the third
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segments in their entirety, backing up to Bb in measure 165 e#ehningthe Gb.
Compare this mostly straightforward unfolding with that of the first vielimch
never progresses past the Amtjarnonically G# in the score) of the series. The
cumulative effect in this passage isaohodified canonin keeping with the

general use of canonic and imitative writjpiggsenthroughout the quartet

Following the completion of this long line, the fownsgs presenthe
pitches of FINT in a near retrogradgarting with the first violinandwith each
instrument joining an octave lower at the successive pitches. At measure 170, the
second violin initiates another appearance of the material from measure 150.
After alinear interchange between the inner instruments at measure 173, the

passage disdves back to FSas in Exampld.0.

Examplel0: Conclusion of Long LineRINT to F§
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pronounced change in character, with bare textures sustaining three successive

The advent of th&ravesection at measure 1{Bxamplell) marks a
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solos. After its pgsentation, the material of each solo assumes a supporting role
for its successor. The rate at which the solos enter increases over the course of
the section, with the third solo starting at measure 184 in the bigflare the
conclusion of the secondlseo When not derived explicitly from a previous solo,
the accompanwig material comes from neighbimnes to FS. The first violin

plays its figures in an eiginote triplet rhythm for each progressive section here,

thus furnishing an underlying rhythmliak to bind the material togethe

Examplell: Solo Passages

Grave
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The solos themselves all grow organically out of FINT. Each starts on the
pitch B (transposed from @ndcontains the pitches B, C#, D, Eb, and F. Like
FINT, the range of the set here is constrained to a tritone. The three successive
solos each adhere to the intervallic idea of FINT in that each has exaethalf
step, one wholstep, one minethird, andone majoithird between adjacent

pitches (Example?).

Example 2: FINT Material for Solos
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Note that in measure 186, the second violin plays the last pitch (Eb) of the
third solo, not the viola. The three soloists th&y their respective themesthe

same time, the viola presenting now in retrograde (Exang)le 1

Example B: More FINT Material {/iola solo now m retrograde)
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After having saturated the sonic space with the Fidlated sets, the
instruments commence a canonic concatenagiach atering after three beats.
The exception is the first violin, whicby entering on the third beat of measure

194, increases the rate of actifixample 4).

Example 14CommencingCanonic Concatenation
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The canonic themelolorosq consists of theame pitches used for each of
the three solos, now arranged in ascending addstarting on B. Each melodic
line in this passage derives in full from conjunct FiM¢Tated sets. For example,
the first violin uses the F in measure 196 as a fulcrumtooghd its first set and

start its second, a direct transposition of FINT, yielding F, F#, G#, B, G.

In a similar fashion, the second violin melody contains transpositions of
and variations on FINT. The second set here uses the same intervallic pubcess b
expands beyond the previously limiting range of a tritone that characterizes FINT.

This set, D, E, G, F#, A#, elides with the succeeding one, A#, D, B, C, Bb.
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Notice that this third set contains only four distipitth classes| repeated\# as

Bb hererather than devising a line with five independent pitdiesause doing so
made for the strongest line within this context. Thus, in this as deakions

during the compositional process, musical concerns trump theoretic ones for me.
Among the galities that characterize a set as Fti&rived, the intervallic

construct remains the most critical, with the number of distinct members and
range being lessrucial to maintain Needless to say, as FINT has no

preordained, definitive rhythmic profileyscessive variations can take much

liberty within this parameter and still retain a significant kinship with FINT

Within the passage, the second violin then plays a transposition of FINT,
starting on Aat measure 197This penultimate set elides with the last one, itself
consisting of B, D, Db, F, Eb, the material of the cello solo in measure 182. The
second violin has thus created a line comprised of five distinct sets, making it the

most FINT-active ofthefour instruments in this section.

The material of the viola and cello shares a similar methodology behind its
construction. The last set of the viola, A, B, D#, C, C#, is a transposition of its
second solo of th&ravesectionthenheard in retrograde motion mieasure 188.
Concluding this section, the cello features a novel (within this piece) layering of
sets in its line. Rather than overlapping on just one note, the second set of the
cello, D, Eb, F, Ab, E, an exact replica of FINT, commences on the thtiedoh
its first set, B, C#, D, Eb, F, tliolorosotheme. This gesture makes clear the

intimate connection between FINT and its progeny inGhevesection,
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illustrating yet another of the sinews connecting and uniting both the individual

movement andhie full work.

As previously mentionedhé Schoenberg quotation explored earlier sits
on the page containing my sketch of the last passage of this movement. | end
Movement Il with four measures of FS, followed by two measures of pitch class

E (Example B).

Example b: Fibonacci Framing oMovement I
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Regarding this closingection, | initially wanted to have a different
instrument startach phrase and a different golay each successive high note.
The top voice among the four would unfold FS in an ordered, sequential fashion,
starting with G and ending on EHowever, n an effort to compromisitese
goals with feasibilityfor the playersl abandonethis plan Instead, | devised a
schemeawherein each instrument presethtspitch E (the second violin in

measure 267, the first in 268, the viola in 269, and the cello in 270). The E itself
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gains a heightened importance here by virtue of its first opening and now
corcluding the movement. In addition, the ordering in which the instruments
speak rotates so that each speaks in all four possible spots. My array used in this
section is as follows: (2, 1, vic, vla), (1, vic, vla, 2), (vla, 2, 1, vic), and (vic, vla,

2, 1) After formulating this structure for my conclusion, | felt it prowde

tighter, more convincing ending than my initial pleacdafforded.

Finally, in a cyclic gesture for Movement Il, the Fibonacci sequence
returnsas a subliminal control for the ciag passage Starting at measure 265
(with FS voiced the same as the opening version), the overall activity of the bar
begins first on beat 1, then on beat 2 in measure 266, and finally on beats 3 and 5
in the following measures. This pattern repeathatocal level within each bar,
with the individual instruments entering on the first, second, third, and fifth
eighthnotes, respectively. Note that this pattern respects the foed@ang of
the measure; in bar 268, the OfirstO eigitthof the harmny occurs on the fifth
eighth-note of the measure writ large. In this way, the fifth eigidte of the

phrase actually starts on the downbeat of measure 269.

Having completed a cursory survey of tenerative pitch materials of the
second movement, litn nowto an even briefer treatment of the remaining parts
of the quartetso as to illuminate some of the connective tissues that span the

work andencouragéehose inteested to seek further details their own initiative.

Like the second movement, Mawent | begins with heavily rhythmic

contrapuntal passageworklowever, the overall character is not as aggressive,
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nor the counterpoint as complenstead mostlyeaturing two independent lines
with doubling as opposed to four in MovementAls the tenpo remains constant
until measure 72he intensity waxes and wandsoughmanipulations osonic
density,instrumental ranges, and melodic and harmonic choareeng othets
The energy in this movement achieves neither the highs nor the lows of
Movement Il,yet maintains a higher average lewskrall befitting an opening
movement preparing the listener for what folloWwdovement thenends with

the two interior instrum@s playing melodi fragmentscreatingin the procesa

dovetail into the next movement.

Movement | opens with a fugatiike exposition(see score}he lines
constructed largelfrom thirds. Each successive voice, rather than presenting the
original material, instead immediately subjects it to variation, so that the process
of organic growth commences from the start. | use this developing fugato method
in numerous places throughout the quarkair that reasarl chose to obscure the
downbeats fortte opening section, thereby giving the illusion of a process already
underwayjn medias resand therefore linking this passage to the ones soon to

follow (though obviously only heard as such retrospectively).

This transformative process of the linedgsethe octavaloubled melody
in the cello and viola in measure 8 that will recur as the climax of the movement
(the fourvoice-asunison material starting at measure 142). Likewise, the more
lyrical cello melody starting at measure 10 (followsdthe vola in canonby
augmentatiopgrows directly out of these thirds and will resurface at different

points throughout the remainder of the movement.



Aside from a few gestures in passing (FS on beats 2 and the latter half of 3
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in measure 29 and FINT in violihat measure 31), the more overt connections

between this movement attte followingonly start to occur at measure 40, with

a forceful presentation of FINT in the viola and cello (here witHastinterval

rising a majorthird to C). After an ascendirrgn comprigg strings of thirds (b

F, EG#, F#A), the two lower strings launch into a new theme, markadstoso

The two violins form the background for this theme, again centeredfirtsie

interval of a third and eventually expanding to encapsulka notes of FS

modified by neighbor tones (Examplé)1

Example B: Maestoso Theme, Movement 1
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Example 16 (continued)

This maestosaheme, however, is derived from tBeavethemes of
Movement Il, themselves coming from FINT, as already discussed. The first five
notes of this theme, C#, D#, E, F, and G, are a transposition @dlttresotheme
of the latter movement. The next several measures, with the exception ef the G
Gb-F progression from measure 47 into #&ture once again the manipulation

of thirds.

The process then exchanges between the two groups, with the violins
taking and varying thenaestosaheme, still with its defining first five notes
intact, while the laver strings build an accompaniment from the notes of FS

(Example 7).
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Exampk 17: Maestoso Theme Exchanged, Movement 1
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The passage concludes with a restatement of FINT. The use of FINT both
immediately before and after theaestosdheme creates a framing effect, the
significance of which will be elaborated later in the pie€ke variation process
on FINT used to create theaestosaheme is a remote onandsothe listener
should not expeattrospectivelyto perceive any necemy relationship between

the two at this timeother than the proximal one intentionally established

After this theme, Movement | moves to its o@ravesection presaging
that of the second movement from the listenerOs perspective; Ex8mnpléis
shift illustrates the wide range of character and expression latent within FINT, for
this somber passage follows immediately on the insgioedsomma espressiane
As previously, the accompanying material here consists largely of minor thirds

andFS.



Example B: Grave Section, Movement 1
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By dint of their placement and dramatic power, the FINT and FS material
havebegunto assumeheir own respective identities as markers of structural
importance in Movement |. As discusseatlier many of thee initial
appearances should be understood in relation to what eventually follows in the
guartet, as well as in their inmediate context. The rising retrograde of FINT in
measure 77 looks ahead to a similar gesture in measure 168 of Movement Il, as

descrbed abovéExample D).



Example B: Movement IFINT Gesture (see Exampl®)
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L FINT (retrograde)

The first movement concludes with the simultaneous presentation of the
maestosaheme and FINT, starting in measure 16€e score) Furthermore,
after completing the theme glsecond violin and viola then immediately play
FINT. Suchastrong linking of the two ideas, especially in light of the framing
effect utilized earlier (and the upcoming preponderance of FINT in the second
movement) suggests to the listener a more thanat relationship between the
two. Whether or not one becomes aware of the connections betweradti®so
theme, Movement ll@slorosotheme (B, C#, D, Eb, F), and FINT in no way

undermineghe intended consequence of an overall thematic and dramatic unity.

Movementll displays a much more subdued character than the previous
two. It departs from its predecessors in a number of ways, illustrated most
notably by its opening with a seriessddéw duets rather than a single instrument.
ThelLargotempo and alternatingairsof instrumentsontribute to itssacillating,
static naturein contrasto thedirected forward drive that initiates Movement |

and Il. Although the cello solo in measuB& marks the start of a prolonged
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section ofincreased, sustaineshergy (until thé’ensos@at measure 125), the
characteof the movementevertheless points to a slowing down, the drawn
dissipation of the effusive energy from beforehe extensiveecall of material
from previous movements alludes to nostalgagding inexorably ta necessary

conclusion yet onaltimatelyfree of regret.

As Movement Il contains the generative material for the quartet, its FINT
and FS continue to play a strong rbkre. However, | bring back many of
Movement IOs thematic gestures to emphasize the similar framing functions
played by these two outer movements. In this Wayphasize a constant
awareness of oneOs temporal location within the context of theoesatitef the

repetition of previous material reinforcing Movement Iiézsipitulatoryrole.

As mentioned, thaesitant beginningf this movementontrastsharply
with the previous two aggressive starts, instead continuing the contemplative

mood that closetMovement Il (Example0).

Example20: Opening of Movement IlI
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The pervasive use of thirds continues here, with the viola and second
violin deriving their lines dremost from this interval. In addition, the first violin
retains the bounded range of a tritone that characterizes FINT, although the
contour of the line is significantly different here, picking up as it does from the
celloOs gambit. The cello, afteenmg with a fragment dfINT, introduces a D
augmentedriad in combination with the viola. This specific sound becomes
prominent in Movement Ill, already having occurred in more isolated instances
throughout the quartet, most notably in measures 124 3ud the second

movement (as discussed).

The moreexplicit recollectionof earlier material coincides with the four
instruments joining together for the first time at measur@Eample21). In this
passage, the lower strings play tworosotheme fom Movement I, this time
transposed to start on the pitch D. The tstatemenyields a nearly complete
iterationof FINT. Over thidoedof sound, the second violin plays the cello solo

of Movement IIO6&raveand thedolorosoin succession.

As a siek note, | was not entirely consistent with my e$elescriptive
terms as linkshroughout the quartet. Thus, while most instances of the word
Grave for example, signal theccurrenceof the same material, this
correspondence does not alwaysst. If | were to change any aspect of the
guartet at this point, | would look to systematize my descriptive terms more

regularly, extending the cyclic quality to thastructional dimension.



Example21: Grave, Movement IlI
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However, in spite of tls warning, theGravesection at measure 42 does
indeed correspond to the previous sections that employed the term. This passage
synthesizes the material of its predecessors from Movement | and I, using the
formerOs mardike rhythmic trudge and concotant harmonies in the cello
while evoking the latterOs accompaniment figures and viola solo, taken again by
the viola here an octave higher. TBimemoryten fades back into the opening
harmonies of Movement Ill befostating overt examples of FS, lfmhed by

FINT (Example 2).



Example 2: Memory of Movement Il Opening Harmonies
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After an energetic cello solo leading to a virtuosic ensegtefuoco

fulmination of referenced unison material from Movement I1Os climaGréhe

section from thamovement returns in full force, FINT now receiving a marked

emphasis in measure 76. Following this passage come more FS and FINT

manipulations, cumulating in measure 91 withFeeocerhythmic forward drive.

The movement then catapults into a canonitice for the violins, derived from

measure 94 in Movement |, over turmoil in the viola and cello, also evoking that

movementOs lines. Tharriedcharacter of the violins in this scenario contrasts

sharply with the more dandd&e quality heard in the fst movement (Example

23).
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Example 3: Canonic Passage in Violins, Movement Il

94 I Mvt. I theme I Mvt. I theme variant
r () Z P m— - - A
H—)—P”'P—P——F—“P—P—Fm— * e —
s e e B e s | I ot I — — ) |
) -[f\ I Mvt. I theme ! Inexact|inversion |
y = n N
, =E==
e

2P, ar ]

[ 1 1T T O 1 1 71 ™1 71 g
e 11 |1 —)
i ] |

Themaestosdaheme from Movement | then returns, varied slightly to fit

the new context. Its character here also reflects a general shift towards the

bellicose. This passage leads to a forceful statement of FINT in retrograde

(Example 2). Theensuing series of viations culminatest measure 12ih a

dense eighhote chord, comprising every pitch but those of FS.

Example 2: Culminating Variations

. 1

,Hé | IfUTIOSO R ~ — pA FINT retrograde =
Ve = === == 8

N/ a pesante
. Mo o 1
sull G furioso maestoso from Mvt. 1 A FINT retrograde

1 < T 3 & a— N I3
e e s ] i i e e 7o £3

o fo | BT 2 e e < - 4

Jff pesante =

[N |
A FINT retrograde

<

AU -
Jf pesante =

E ; A FINT retrograde >|
7 I

3c]

= 3 d i L I Il i

Jf  pesante




The material from the beginning of this movemien returndor a
sustained period of timegnewinga sens®f stability for the dramatic narrative.
Movement lIOdolorosothemenow arises in measure 152, announced by each
voice in turn. Inwvhatfollows, FINT and its derivatives, when present, take a
background rol¢o the free counterpoint. The quartet thesmdr to an end with
FS, gradually fading away and concluding with the same voicing used to open and

close the previous movement.

Part 3: Concluding Thoughts

How do | expect people to react to this wakd through what means did
| hope to influence thid First | view myself as still very much a tyro, baik a
listener and as a musicia\s such, | certainly do not absorb even a fraction of
the musical events that transpire when | listend¢oraplexwork. In partas a
resposeto this personatxperience, when composing my quartet | sought to
create a work both immediately satisfying and approachable as well as rewarding

through prolonged exposure aindreasedamiliarity.

Consequently, I did not obscure my compositional process. Rathar, give
that the entire quartet lasts approximately thirty minutes, thus requiring significant
energy and focus,doughtto provide numerous musical signposts for the listener.
This choice comes from my commitment to clarity, cogency, and cohesion. In

line with realizing these goals, | used the pure form of FINT throughout,
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occasionally concluding with a C, rather than an E. Transposed instances of

FINT happen as local details within lines and shape the process at that level.

Similarly, | never transposedhi~S harmony, instead retaining its
particular sound and allowing it to permeate the complete texBye.
maintainingits identity throughout FS becomea musical signposfor the
listener functioningas a point ofleparture My continued use of FINTral FS
signals to the listener my intent to compose the work baisdtese ideasThe
repeated appearanaafsthematic material encouragee always to hear in
reference t¢-S and FINT Having established this sound, | can control the
degrees ofensionandreleaseon the narrative leveéhrough manipulation of
FINT andFS & well aghroughthe durations betwearsingandrecalling the

respective pure forms

Although | amas intimately acquainted with my quartet as one can be, |
constantly find myself uncovering connections that | had devised and since
forgotten. Indeed, the only compositional sketches that | retained deal with
Movement II. At the time of writing the fitend third movements, | felt the
processesmployedto be tansparent enough as they stabe;procedureof
presenting and refining the material for the entire quartet in Movement Il should

thought,obviate the need to keep further records

However, ow well over six months out from finishing the quargetd in
a position where | have been reviewing it with some degree of rigor, | find that

those processa® longer prove as sedivident as | had previously supposed. In
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discerning a particular themse€@dmpositional origins, | have been able through
reflection to glean its pedigree but the process seems less transparent to me now
thanpreviously. As such, | found myself grasping more foreground than
background details as an audience member at mystb@scert. Approaching the
piece with a more or less fresh eatalaularasa | found the surface features

quite engaging and have been thoroughly stimulated by relearning some of the

deeper networks and patterns.

Knowing thatl would use this piece asy thesis and therefore be
responsible for discussing its genesis, | kept a high level of explanatory detail in
my sketches for the second movement. This practice departs from my normal
procedure, during which | keep cursory notes at, laest employ myraser with
judicious alacrity While my detailed notes have been interesting to pore over, |
foundthat the time required in deciphering thdi not warrant the energyom

a compositional standpoint

When | compose, I0m very intenttbe details of the project at hand.
Upon finishing, however, | am eager to commence on awak. In the context
of this piece, | found the process of writing down my thought praoes@ute
detailto be disruptive tthe ongoing activityof composing The overarching
principles upon which the entire work rests are those | always use and continue to
refine. | strive to be aware of the balanceewmisionandreleaseat all levelsand |
juxtaposalegree®f the two in various combination® shape piece from the

initial impetus to the eventual close. The local details change from piece to piece
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as | experiment, but | remain devoted to composing in the manner described

throughout these pagds one that values logical unity

During the compositionf my quartet, and especially of the second
movement, | feared at times that | repeated material too frequently and too
literally, thus insulting the listener rather than helping hirtried to maintain a
balance between FINT and FS ahdseemingly catrasting material actually
derived from one or the othem doing so, | downplayed much of the connective
tissue. After reflecting on hearing the piece livdekl | successfully engage
rather than distandée listener through thesepetitionsof FINT and FS. As a
result, were | to rework parts of the composition, | would dramatize some of these
interlocking themes. This enlivening of the material could be accomplished
through dynamic stress, tempo surges,iastfumentatactics, among other

paraneters.

On the whole, bwever, | am content to let the piece live as it does and
apply these lessomssteado future work inmy effort to continue my
compositional maturationOn a personal level, | state with confidence thaave
achieved my goals with this composition. The quastéself alandmarkalong

the road of my own musical journey.
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