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Introduction


The concerto has been an important genre for performers and composers alike for the past several hundred years. The genre helps composers and performers display virtuosic and compositional skill. How the genre has changed over the past several hundred years will be discussed in the following chapters.


In chapter I the genre will be discussed in a historical context. The major composers and how they influenced the genre. It will also deal with how the Kappelman concerto fits into the genre in the present day.


Chapter II will deal with form as it pertains to the concerto and in general. The Kappelman concerto draws from and defies some of the historical norms of the concerto form. This chapter will show how the Kappelman concerto relates to and contrasts from some known concertos of the past as well as other works.


Orchestration has been one of the biggest challenges in the composition of the Kappelman concerto. This section will present the limitations of the guitar described by Richard Strasser in his doctoral dissertation and describe how the Kappelman concerto comes to terms with those limitations.


The final two chapters deal with the musical vocabulary of the Kappelman concerto and how it relates to composers such as Joseph Schwantner and  Joaquin Rodrigo. Some of the characteristics discussed are specific to the guitar such as chordal structures in the solo part while some are more broad such as harmonic content. Overall, the research herein will show how the Kappelman concerto fits into the overall historical context of the concerto.
Chapter I: Genre


The instrumental concerto has existed since the latter part of the 17th century.
 The concerto has been developed to have a standard form in regards to number of movements as well as the form of the movements therein. Simon P. Keefe defines the concerto in its broadest terms as this:


...from the eighteenth century through to the present day (the concerto) is 
expected to feature a soloist or soloists interacting with an orchestra, providing a 
vehicle for the solo performer(s) to demonstrate their technical and musical 
proficiency... (and) demonstrate multifarious types of solo-orchestra interaction 
and virtuosity...

The concerto must present a soloist or set of soloists and deal with the relationship between the soloist(s) and the orchestra. The concerto should also be a display of the virtuosic abilities of the solo instrument being spotlighted. The balance of the soloist and the orchestra has been addressed in various ways throughout the past few hundred years.


Mozart played an important role in establishing the classical concerto and expanding the relationship between the orchestra and the soloist. He also helped to establish the form of the concerto. The first movement of the concerto is the most consistent in form throughout the classical period.
 


There is an ongoing debate of the origin of the first movement form of the concerto. Some argue that the first movement form is derived from the ritornello structure of the baroque period. Some recent writings have given the form’s origins to the model of the operatic aria form. This is based on Heinrich Christoph Koch’s eighteenth century writings in which he postulated the concerto being derived from the operatic aria form.
 

 
The traditional belief, however, is that the classical first movement concerto is in sonata form but has a double exposition.
 The first exposition (or ritornello), the orchestra plays; the second exposition the soloist enters and embellishes the theme in a virtuosic manner. This tradition in the composition of concerti has been practiced well into the 20th century.


Mozart also had a great influence on the way the soloist and the orchestra interacted. He gave the orchestra a greater role in the development of his musical relationship between soloist and orchestra. Arthur Hutchings writes: 


the orchestra does not merely accompany en masse but also takes part in 
dialogue, sometimes corporately, sometimes individually – both as antagonist 
and co-protagonist – with the soloist.

Mozart’s influence on the relationship between the soloist and orchestra would shape the way concertos were composed through the time of Beethoven and beyond.
 


Beethoven was the next major composer to have an important impact on the concerto genre. Many composers of the romantic period looked to Beethoven as the model for the concerto. Beethoven gave prominence to the soloist as the virtuosic protagonist of the work but the orchestra still played an important role as well. His form established was this: 


...the three-movement concerto structure with its convention of a sonata-form 
first movement, a slow song-form second movement, and either a fast rondo or 
modified sonata allegro final movement.

This form was used as the vehicle for many virtuosic concertos throughout the 19th century and well into the 20th.


Guitar concerti have tended to follow the classical concerto form well into the 20th century. Rodrigo’ Concerto de Aranjuez is an example of a 20th century guitar concerto employing the traditional concerto form. This concerto contains three movements, and the harmony is tonal in nature. Adhering to tradition, the first movement is at a moderate to brisk tempo, in sonata form, and in a major key. The second movement is slow and in a minor key, and the third movement is at a faster tempo and in a major key. The result is the traditional “fast-slow-fast” three-movement construction of the concerto.
 The concerto has evolved since the high classical period of Mozart and Beethoven.


Several post-classical composers challenged the traditional three movement concerto form. A very notable derivation from the three movement concerto form was made by Brahms in his Piano Concerto No. 2, completed in 1881.
 This piano concerto consists of four movements in which the first two movements are fast in tempo, the third is slow, and the fourth is fast. 


Brahms’ four movement structure makes his concerto similar to a symphonic form which also is made up of four movements. The first movement of the concerto is in sonata form but the piano enters early in response to a call in the horn part which breaks with the tradition of the double exposition. The second movement is a scherzo, standing in contrast to the symphonic form in which the third movement is typically the scherzo. Also, the third movement of the Brahms concerto has an extended cello solo which is quite atypical of a piano concerto. Walter Frisch writes: “A masterpiece of tone painting, the Andante is almost a double concerto for solo cello and piano.”
 The Piano Concerto No.2, therefore is a shining example of how Brahms broke with the traditions of the classical concerto. 

 
Edward Elgar composed a cello concerto in four movements in 1919.
This concerto was the most important of his late works.CITE The work is tonal in nature but formally does not adhere to the classical three-movement concerto structure. The first movement is not in sonata form but in ternary form with an introduction by the solo cello. 


Berg composed a two movement violin concerto titled “To the Memory of an angel.”
 This two movement 12-tone work alludes to diatonicism throughout. 


Joseph Schwantner composed a single movement guitar concerto. Rather than dividing it into movements, he created one large, sectional, movement. Richard Strasser, in his doctoral dissertation states: 


...the structural logic is not designed around traditional methods, but rather 
around the unfolding and continuous development of materials... the form is 
dictated by the selection of sonorities, orchestration, tempo and rhythmic 
manipulation.”
 

This is true of many contemporary composers including Spencer Kappelman in his concerto. 


All movements of the Kappelman concerto are divided into contrasting sections through the use of tempo changes, texture changes, and the introduction of contrasting thematic material. Example 5 shows the end of the first section of the first movement of the Kappelman concerto. The tempo is quarter note equalling 112 bpm (the overall meter of the A section is a triple meter though there are several meter changes). The guitar, the strings and the brass are all playing at a fortissimo dynamic. In measure 28 there is a significant cadence and fermata which marks the end of the A section. The B section begins with the guitar introducing the main B section theme at a pianissimo dynamic level. The entire B section consists of the guitar part and woodwinds only. This creates a striking contrast with the texture of the A section which is mostly dominated by the string section. The tempo also changes to the quarter note equalling 82, making the rhythmic feel significantly slower. When the A section returns the tempo is quarter note equals 132 (dotted quarter note equals 96), even faster than the opening A section. 


In short, texture, tempo, thematic material, and orchestral devices, are used to delineate the sections of the first movement of the Kappelman concerto rather than a tonal harmonic development. The first movement abandons the idea of a traditional harmonic progression, keeping a consistent level of dissonance. Therefore all other tools must be used to delineate the sections of the movement. Through the use of timbral, metric, rhythmic, motivic, and dynamic techniques, The Schwantner as well as the Kappelman concertos achieve a sensible overall form. 


[image: image1]
example 5

Chapter II: Form


Symmetry can exist in music in several different ways. This can be seen in form as well as “mirror symmetry.”  Symmetry exists in ternary form, one of the most basic and earliest forms of western music. This form contains three sections and normally appears as ABA. The second A section usually contains Themes and harmonies from the initial A section. In tonal music, the second A or A’ section also usually returns to the key of the initial A section.  Ternary form has existed since the 12th century when it appeared in German song and choral melodies.
 Sonata form, (a further extension of the ternary form), also exemplifies the use of symmetry in music with its A section returning in the same key as the opening section. 


In the 20th century, composers began to use other techniques to achieve symmetry in music. Post tonal music cannot rely on the return of a key signature and therefore must employ other techniques in order to create symmetry. Olivier Messiaen achieved symmetry on a smaller scale through the use of his non-retrogradable rhythms . Messiaen referred to his rhythmic forms as non-retrogradable because they are palindromic in nature. Messiaen speaks of his “impossibilities” in music: 


Modes which cannot be transposed beyond a certain number of transpositions, 
because one always falls again into the same notes; rhythms which cannot be 
used in retrograde, because in such a case one finds the same order of values 
again - these are two striking impossibilities.



Messiaen’s fascination with symmetry in music is seen in his non-retrogradable rhythms and rhythmic modes as well as his “bridge-form.” This is a symmetrical musical structure consisting of five sections generally labeled as ABCBA.
 


Another symmetrical technique employed in the 20th century is mirror form. Mirror form is an absolute palindrome of music. This form is prevalent in much of Berg’s music as well as other serial composers. Berg’s mirror technique appears in several of his works. His Chamber Concerto employs the use of a mirror form as well as palindromic rows to create symmetry. John Covach says that: “The palindrome that occurs in the second movement of Berg’s Chamber Concerto is perhaps the most famous one in all of his music...”
 The form of the second movement is ABA’ for the first section followed by A’BA for the second section. The rows are in retrograde form in the second section. This movement is not a purely strict palindrome. However, Covach states that “Strictly palindromic passages occur at mm. 356-60/361-65 (the midpoint), mm. 283-311/410-38 (in the B sections), and mm. 271-82/439-50 (in the A sections)...”
 If the thematic material returns in other parts of the movement, it is still presented in retrograde form but in a freer style.


Symmetry exists in palindromic forms in the 21st century as well. The second movement of Approaching Northern Darkness, written by Dr. Kenneth Jacobs employs a quasi palindromic form. The form of this movement is ABA’ in which the thematic material in the A’ section are embellished and presented in reverse order. However, the notes themselves are not reversed.
 Therefore, the movement is palindromic but does not contain a mirror form in which the themes are played in retrograde as in Berg’s Chamber Concerto. 


Similar to the second movement of the Jacobs’ Approaching Northern Darkness, the second movement of the Kappelman Guitar Concerto is meant to be quasi-palindromic in nature. The movement ends as it begins in terms of thematic content as well as orchestration, texture, and rhythm qualities. The texture becomes denser from the beginning to the climax of the movement and then thins back out until the end of the movement in which the solo guitar is the single voice as in the beginning.



The second movement of the Kappelman concerto is reminiscent of the work of Bartok with its use of a “quasi-palindromic” form or arch form. In this particular movement, the first phrase is the same as the last. The last few phrases unravel in the same way the opening phrases developed. This gives continuity to the movement as a whole and brings the listener back to the beginning point. This phrase, the thread of continuity containing the A theme, is shown below:


[image: image2]
example 4

Example 4 shows the theme in its most basic form. The theme is extended and developed throughout the A section. After the B section ends, the A theme returns in its more developed form as seen in example 5.


[image: image3]
example 5

The development of the theme is then reversed removing the extensions and embellishments until the original form shown in example 4 is repeated at the very end of the movement.


Bartok used the arch form in his multi-movement works such as the String Quartet No. 4. This string quartet is in five movements. The 1st and 5th movements contain similar thematic material. The second and fourth movements contain similar thematic material as well. The third movement which author Halsey Stevens refers to as the keystone of the work contains thematic material that is unrelated to any of the other movements.  


The basic motive of the Fourth Quartet returns in its original shape halfway 
through the last movement, and from then on plays a prominent part in the 


organization of the close...

The second movement of the Kappelman guitar concerto is a microcosm of Bartok’s multi-movement arch form. The keystone of the second movement is the B section whose thematic and rhythmic content fully contrast with the A section. Moreover, the B section builds the texture through the addition of winds, brass, and strings until the entire orchestra is playing at the climax of the movement. Beyond this point, an orchestrational unraveling occurs in which the texture thins out as the brass drop out followed by the winds. This orchestrational unraveling occurs as the developed A them “unravels” until the original A theme is heard in the guitar alone at the end. 


Similarities to Bartok’s use of arch form and cyclic elements can be seen throughout the Kappelman Guitar Concerto. In the finale of the fourth movement of the Kappelman Guitar Concerto, the opening material of the first movement is recalled. The  A thematic material of the first movement gives an abrupt tempo change and sense of excitement which carry the finale to the climactic end of the coda. This technique was used several times by Bela Bartok in his compositional career, namely in his Violin Concerto no. 2.  


The existence of thematic relationships between outer movements is not a 
novelty in Bartok’s oeuvre: the finales of his most concentrated cyclic works in 
palindromic form written over the preceding decade... all cited material from their 
first movements.

Bartok’s use of thematic material in his outer movements is more prevalent than in the Guitar Concerto discussed here but the relationship still exists. The use of the first movement theme adds continuity to a work that is stylistically diverse throughout.


Chapter III: Orchestration

Orchestrating a concerto is a difficult task no matter what type of solo instrument is pitted against the orchestra. Unless the solo instrument is amplified, careful consideration must be made in order to preserve the solo part. The accompanying orchestra can easily cover the sound of the solo instrument. This issue is especially present when orchestrating a guitar concerto. Orchestration is one of the most difficult tasks of composing a guitar concerto. There are limitations particular to the guitar that  add to the orchestrational difficulties. Richard Strasser outlines four limitations of the guitar that have a major impact on the orchestrational considerations made by composers of guitar concerti. 

I. Inability to produce a large sound
II. Limited range
III. Restricted harmonic diversity
IV. Lack of Sustain

Strasser describes these limitations and what composers have done to compensate for them. 


Strasser says that the lack of volume of the guitar effects the way in which the guitar and the orchestra interact. A great deal of consideration has been made for the relationship between the orchestra and the guitar in the Kappelman concerto. One of the main solutions to this problem is the alternation of the guitar and orchestral voices. The thematic material is often times exchanged between the guitar and the orchestra. The less instruments playing while the guitar states a theme, the more it is heard. Example 6a shows how the material is balanced between the guitar and strings at a forte dynamic level which allows for the virtuosic line of the guitar to be heard. This technique is used throughout the first movement. 


[image: image4]
example 6a


The Kappelman concerto is written for a smaller chamber orchestra rather than a full orchestra. Controlling the size of the ensemble helps to maintain the delicate balance between guitar and orchestra. The isntrumentation is as follows:

flute                                                             Tuba

oboe                                                            Timpani

english horn                                                 Percussion

Clarinet in Bb                                               Guitar

Bass Clarinet                                               Violin I and II

Horn in F                                                      Viola

Trumpet in C                                                Cello

Trombone                                                    Contrabass

The ensemble provides a great variety of instruments but limits one to a part in order to 

contain the overall volume of the ensemble.


Another technique used in the Kappelman concerto is the use of pizzicato strings. The plucked sound of the strings blends well with the plucked strings of the guitar. Also, the limitation of the note lengths in the strings allows the guitar part to be more readily heard. Pizzicato technique appears mostly in the first and fourth movements of the Kappelman concerto.  An example of a pizzicato section is seen in example 6b.


[image: image5]
example 6b


Another way that the Kappelman concerto deals with the issue of the limited volume of the guitar is by doubling the guitar part during building thematic sections. In the finale of the fourth movement, the thematic material is performed by the guitar. Then other instruments are added until the entire orchestra is present. The guitar may be overshadowed by the other instruments but the thematic material is not lost in the process. This orchestration allows for all of the instruments to take part in the climactic section that brings the entire work to its culmination. This moment in the music is seen  on the final page of the fourth movement the next page. 



Intimate moments in the music require that far fewer instruments be included in order for the texture to thin out and the guitar be heard at a softer dynamic. There are sections in the Kappelman concerto in which the guitar is the only voice that is present such as at the beginning and end of the second movement. 


Richard Strasser speaks of limiting the number of instruments performing with the guitar at a given time. When speaking of Castelnuovo-Tedesco and his guitar concerto, Strasser says: 


In the guitar’s solos, the orchestral accompaniment is reduced to a single 
orchestral instrument duplicating fragments of the guitar’s melodic material. This 
approach is also used in more recent concertos. Bennett (speaking of Richard 
Rodney Bennett’s guitar concerto) reduces the number of instruments 
simultaneously performing with the guitar.

The Kappelman concerto uses this limited instrumentation approach in its first movement. The contrasting B section calls for an intimate setting in which the guitar presents a delicate theme at a p dynamic level. The theme is then answered by the oboe. The instrumentation is limited to the guitar and the woodwinds throughout the B section. Also, no more than two other instruments sound at the same time as the guitar during this section. An example of this instrumentation can be seen on page 6 of the first movement of the Kappelman concerto. 


The next limit of the guitar that Strasser speaks of is the limited range. He says that though the guitar has a range of three octaves and a fifth, most composers write for the middle of the range due to the thinning tone of the upper octave. This is apparent in guitar concertos of the past.


The Kappelman concerto pushes the limits of the guitar range. Many of the themes occur in the mid range of the guitar but the upper limits of the range are often used. There are a few qualities of modern guitars that allow for an extended range to be used. The solo guitar part of the Kappelman concerto was written on a cut-away style classical guitar. The cut-away guitar body style allows for the performer to easily access the upper octave of the instrument. This allows for virtuosic performance of the instrument even in the highest range of the guitar.


The Kappelman concerto also allows orchestrational space for the guitar to be heard in its upper range. Typically, the guitar is the only instrument performing when in the upper octave. The written space in the accompanying instruments is meant to remedy the problem of the guitar’s lack of volume in the highest octave of its range.


The fourth issue that Strasser calls attention to is the restricted harmonic diversity of the guitar. It is true that the guitar has a limited harmonic diversity due to its natural tuning. Strasser describes the limitations of the guitar’s harmonic diversity: 


Due to the technical difficulties in forming certain chordal structures, the number 
of keys natural to the guitar are: A, G, D, C, F, E major and their tonic minors. 
This limited  range of available keys affects the formal structures adopted in the 
guitar concerto.
  

The limited harmonic diversity is seen in famous guitar concertos such as Joaquin Rodrigo’s Concierto de Aranjuez in with the first movement is written in D major, the second in its relative B minor, and the third returning to D major. This is to be expected as the Rodrigo concerto is tonal in nature and written in the classical concerto form. 


The Kappelman concerto acknowledges this problem as well as attempts to overcome it. The third movement of the Kappelman concerto is almost entirely in D minor which is meant to contrast the post-tonal, chromatic movements. This style shift uses the D minor as a sort of drone for the opening A section. Also, the guitar uses an alternate, drop D tuning, which places the instrument in the key of D minor. This allows for the open strings to sustain D minor tones.


The other movements of the Kappelman concerto are post-tonal in nature freeing the guitar from the limit of keys it can practically can be set to. Using pitch sets allows more possibilities in transposition on the instrument. The tone clusters written for the instrument are more readily transposed as a “moveable chord” on the guitar rather than relying on the natural chords of the instrument. Also, not being constrained by classical tonal form, the composer enjoys a freedom in transposition of the thematic material. 


The lack of sustain of the guitar is a characteristic element of the instrument. It has an important effect on the composition for the instrument. That is why the thematic material given to the guitar in the Kappelman concerto is often times rhythmic in nature without the use of long sustained tones. While it is true that the guitar has a limit of sustain, The Kappelman concerto takes advantage of the open string sustain in the A section of the third movement. Open strings of the guitar tend to sustain much longer than when the strings are fretted. Open string sustain can act in similar fashion as the sustain pedal of the piano. An example of the open string sustain is shown in example 7 below:


[image: image6]
example 7

The alternate tuning of the guitar allows for a lower range so that the D3 may be sustained throughout the measure giving a drone effect as the basis of the theme. In slower sections of a guitar composition, it is advantageous to employ the open strings of the guitar. This allows for longer notes in slower thematic sections.


The faster sections of the Kappelman concerto contain highly rhythmic writing for the guitar as the decay time of each note is fairly short. The percussive front of the note is taken advantage of with syncopated rhythms and virtuosic runs in the guitar part as seen in example 7a below:


[image: image7]  

example 7a

Chapter IV: Melody and Harmony


Richard Strasser states in his thesis that guitar concertos tend to be conjunct in nature varying between sections of melodic content followed by sections of chordal content in the guitar part.
 This is true of many guitar concertos. 


Schwantner uses arpeggiation as a thematic device but also uses melodic figures as seen in example 4.1 below:


[image: image8]

example 4.1

These types of melodic figures appear throughout Schwantner’s From Afar. Schwantner also included arpeggiation as well as chordal sections in the development of his guitar themes. Schwantner’s use of chordal figures for the guitar can be seen in example 4.2:

 
[image: image9]

example 4.2


Another 20th century composer who employed conjunct melodic material and chordal sections was Joaquin Rodrigo. As mentioned earlier, Rodrigo’s Concierto de Aranjuez fits the classical concept of what a concerto should be. It is no surprise that Rodrigo uses conjunct melodic structures, chordal sections, as well as arpeggiations in the construction of the guitar solo.


One of the most recognizable themes of the Concierto de Aranjuez is the chordal introduction in the guitar part of the first movement. The motion of the voices and the rhythm makes this chordal theme unmistakable as seen in example 4.3:


[image: image10]

example 4.3

The opening theme of the second movement of Rodrigo’s concerto is one of his most famous. It is also a good example of Rodrigo’s use of conjunct melodic motion to create recognizable themes. This appears first in the english horn part with the guitar giving a chordal accompaniment. The theme then appears in the guitar part soon after, shown in example 4.4.:  (insert theme from page 40, RM 3.)


[image: image11]

example 4.4


The melodic structure of the Kappelman concerto is mostly conjunct in nature. The composer intends to create and implement thematic material that will be recognizable throughout the work. To this end, the Kappleman concerto relies on transposition, extension, and embellishment to develop thematic material rather than using more abstract devices. 


The theme of the first movement of the Kappelman concerto first appears in the violins. This theme contains a conjunct melodic line as well as arpeggiation as seen in example 4.5:


[image: image12]
example 4.5

The guitar enters soon after with an embellishment of the theme. The guitar theme includes several more notes in the embellishment of the theme to build excitement. The guitar part is more of a linear, conjunct motive than the violin’s theme. This is shown in example 4.6:


[image: image13]
example 4.6

The Kappelman concerto also contains chordal sections in the guitar part similar to that of the Schwantner and the Rodrigo concertos. The third movement of the Kappelman concerto contains sections that employ guitar chords as well as melodic material to develop the music shown in example 4.7:


[image: image14]
example 4.7


Joseph Schwantner’s From Afar uses the interval of the second to create the harmonic palette for the work as a whole. Richard Strasser uses set theory to analyze From Afar in his DMA thesis. This chapter will not delve into set theory but only use the sets to describe the secundal harmony inherent in the palette that Schwantner has chosen. For example, Strasser writes that the opening section of From Afar is based upon set-class 5-20 (01568)
. This set class contains two minor seconds, a major second, and a major third. The major third may be used to hint at tertian harmony but the content of seconds greatly overshadows the major third. This is apparent when listening to the opening section. An example of one of Schwantner’s secundal sonorities is shown below:


[image: image15]

example 4.8

 Like Schwantner’s From Afar, the first movement of the Kappelman concerto’s harmony is secundally based. The level of harmonic dissonance remains consistent throughout. The Kappelman concerto does not take set theory into consideration but the harmonic similarity remains between it and the Schwantner. An example of secundal harmony in the Kappelman concerto is shown below in example 4.9:


[image: image16]
example 4.9


The third movement of the Kappelman concerto, however, is based in a traditional key. In fact, the third movement is the only one that uses a key signature. It is mostly in the key D minor. The guitar is alternately tuned so that the low E string is tuned down a step to D, known as “drop D” tuning. This alteration gives the tuning of D-A-D-G-B-E. The tuning, by nature, implies the key of D minor (or major).

 
Although the third movement of the Kappelman concerto is written in the key of D minor in which D is clearly the tonal center, the chords do not necessarily function in the classical sense. Also, the chords are quartal or quintal rather than being based upon thirds. For example, the opening theme in the guitar is based upon an open fifth shown in example 4.10:


[image: image17]
example 4.10


Overall, none of the movements of the Kappelman concerto use traditional tertian harmony. The first, second, and fourth movements tend to use secundal harmony and tone clusters in creating the harmonic texture. The first movement is almost exclusively secundally based. However, the second and fourth movements are a bit more free when it pertains to harmonic content. The second movement uses the third interval quite often as well as seconds and tone clusters. The third movement stands out because it contains almost exclusively intervals of fifths and fourths in the harmony and because it is the only movement containing a key and such a strong tonal center. Therefore, the third movement provides a harmonic relief of tension. This relief of tension is meant to contrast the fourth movement which is highly chromatic and builds tension to the finale.

Chapter V: Rhythm and Meter


In the 20th century, syncopated rhythms as well as meter changes began to occur more often in art music. This use of syncopation makes the meter more vague. The change of meter makes the overall pulse more vague. The use of syncopation and meter changes together helps to add rhythmic interest to the work. The subject of rhythm and meter will be confined to the works previously discussed in order to contain the overall scope of this work. 


Bela Bartok’s Violin Concerto No. 2 (1939) is a good example of syncopation used in its violin theme. In the beginning of the first movement, the accompaniment is constructed of a quarter note accompaniment while the violin performs mostly syncopated rhythms to contrast the accompaniment adding interest and drawing attention to the solo line. This is shown in example 5.1: (insert p. 1 of Violin Con. 2)


[image: image18]

example 5.1

Bartok’s use of multiple meter changes appears in the second movement of his Violin Concerto No. 2. Not only does Bartok use multiple meter changes but he also uses the mixed meter of 5/8 to offset the rhythmic pulse. This metric manipulation appears throughout the second movement of Bartok’s Violin Concerto No. 2. Example 5.2 shows the solo violin part beginning in measure 38: 


[image: image19]

example 5.2


Rodrigo’s guitar concerto is one of the most famous guitar concertos and contains very recognizable themes. Two of his famous themes use syncopation to create interest and to express the Spanish style of his Concierto de Aranjuez (1957).

Rodrigo’s first theme that uses syncopation in his guitar concerto is at the beginning of the first movement in the guitar part shown in example 5.3:


[image: image20] 

example 5.3

This theme first appears in the guitar and is then passed on to the accompaniment. The entire first movement is based upon this rhythmic mode giving a dance like feel to the movement as a whole.


The other notable syncopated theme that Rodrigo composed for his Concierto de Aranjuez is the main theme of the second movement that first appears in the English horn. The guitar part plays quarter note strummed chords while the English horn’s part contrasts with the syncopated theme shown in example 5.4:


[image: image21]

example 5.4


Joseph Schwantner uses syncopation in his work From Afar (1987) for guitar and orchestra. However, Schwantner’s use of syncopation mostly appears in the accompaniment rather than the solo guitar line. Usually the chordal entrances are offset by an eighth note to skew the pulse created by the guitar part that is playing on the beat. The section of the Schwantner shown in example 5.5 is an example of a poly-rhythm created between the violin I and the rest of the strings (including the guitar) in which violin I is playing a syncopated duple rhythm while the rest of the strings are playing a triple rhythm.


[image: image22]

example 5.5


The Kappelman concerto contains a large amount of syncopation throughout. Some of the rhythms are dance-like in nature as in the middle section of the second movement.  There is a syncopated figure in the accompanying cello and bass answered by an off-beat figure in the violins while the guitar plays a syncopated theme. The cello and bass figure reinforces the guitar rhythmically:


[image: image23]
example 5.6


The Kappelman concerto also uses many meter changes in association with syncopated rhythms to add interest to the overall rhythmic structure. The first movement contains several meter changes between duple and triple meters while keeping the eighth note value constant creating an altered sense of pulse. The constant changing of the meter and pulse give the first movement its overall rhythmic structure.


[image: image24]
example 5.7

Conclusion


Through the research in this document, it has been shown that the concerto has gone through many changes in the past few hundred years. However, the concerto remains at its most basic definition a work in which a soloist or soloists is pitted against an orchestral texture. 


Many composers have dealt with the interaction between soloist and orchestra in different ways. Mozart and Beethoven set standards for the concerto that lasted well into the 20th century. Through the classical period and beyond the orchestra was given more importance in its role, sometimes playing an equal role as a second protagonist in the drama of the concerto.


The Kappelman concerto holds the solo guitar part as the most important role in the concerto. The guitar is constantly present. The orchestra shares the themes but does not hold an equal role in the overall form. 


According to the research of Strasser, there are several limitations of the guitar which require special treatment when pitting the instrument against an orchestra. These limitations were taken into consideration when The Kappelman concerto was written. The orchestration allows space for the guitar to be heard due to its lack of overall volume and sustain. Also, rhythmically active themes were written for the guitar in order to take advantage of its percussive qualities. All historical and practical considerations were taken into effect to construct the Kappelman concerto.
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