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Example 1. Rihm, String Quartet No. 5, bars 1-16
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Example 2. Rihm, String Quartet No. 3, end of the second movement
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Example 3. Gestures directed to and away from romanticism

Harmony
Meter
Melody
Thematicism
Texture
Timbre
Articulation

Directed Away From Romanticism

» Directed Toward

generated through semitone projection
lack of pulse

disjunct, pointillistic

athematic

fragmented, polyphonic

extended techniques

martellato, marcato

Romanticism

tertian harmony
regular pulse
stepwise, scalar
maotivic
homophonic
warm string sound
legato



Example 4. Musical parameters and their closeness to romanticism

Harmony Meter Melody Thematicism Texture Timbre Articulation
Most Characteristic Functional Stable Stepwise Repetition of Homophenic | Warm Legato
Progressions Moaotives Blending
Triads, Syncopation | Many leaps Repetitions of | Polyphonic Thinner string | Tenuto
sevenths loosely related sound, non
material vibrato
Diatonic Mixed Fragments of | Repetition of Full texture Sul tasto, Detached
Collections Meter melodic motivic but no flautando
material particles principal
{intervals) voice
Whole-tone, Irregular Short Distinctive Fragments Sul ponticello, | Staccato
guartal punctuation | horizontal ideas without artificial
collections intervals repetition harmonics
Least Characteristic MNon-diatonic Mo sense of | Mo sense of Unrelated MNear silence Parcussive Marcato,
with semitones | metrical melady material effects, non- Martellato
and/or tritones | stress standard
playing

Example 5. Brahms, String Quartet in C minor Op. 51, No. 1,

Homophonic texture, legato playing
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Example 6. Gesture energy levels

Low Energy High Energy
-+ 5
Dynamic Level: Soft Loud
Rhythm: Slow surface rhythm Fast surface rhythm
Register: Falling, compression Rising, expansion

Example 7. Gestural space in Rihm’s quartet

f 3
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Directed Away Directed
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Example 8. Rihm, String Quartet No. 5, bars 358-392

slow surface rhythm, sparse texture
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Tremolo increase in energy,

First hints of D minor harmony generated by semitone, sul pont
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Example 9. Recomposition of Example 8
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Example 11. Rihm, String Quartet No. 5, bars 2648
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Example 12. Rihm, String Quartet No. 5, bars 495-511
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Example 13. Recomposition of Example 11
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Example 15. Large-scale form of the Fifth Quartet: becoming and disintegration

Large-Scale Form of Rihm's Fifth Quartet
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Example 16. Passage C from Rihm’s String Quartet No. 5, bars 294-302

tonally suggestive melody, but lack of warm string sound, steady pulse
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Example 17. Passage B from Rihm’s String Quartet No. 5, bars 149-155
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Example 18. Passage A from Rihm’s String Quartet No. 5, bars 4648
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Example 19. Passage W from Rihm’s String Quartet No. 5, bars 89-98

harmonics with no articulated pulse, no melodic material, fragments of gestures, semitone clusters
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Example 20. Passage X from Rihm’s String Quartet No. 5, bars 232-243

more metrical regularity; more conventional playing techniques; hint of melody, C#-B-C-C#
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Example 21. Passage Y from Rihm’s String Quartet No. 5, bars 400406

repeating rhythmic pattern (3+3+2), consistent texture, stable 4/4 meter
hint of melody: F-A-G-Eb

e . ' o __
400 o —— ?’_ ) = ':3 ’ - = 2 ba -

=
==
.
.
"
"
.
e
%
—0
~»
s
-

o, -
Z 'I - {1 stz —~]
‘t;, i M PrPP {_JJ] simile 3/1 np
1 1E
If) . . | F . ” S t. ‘___ ! ___‘_ :hf_____
gg kg Pkt s A .oy, 2 g
z * LI T - o — — - —
: 2 z
. clusters with repeating rhythm n;loli\-'ic repetition of D-A-Ab
404 e new melodic idea, A-D-A-G-Ab pzz. o ¢ T3
2 - 3 N \ . I— e
éiﬁ £ opere, N h;,:ﬁ,;:-?'fi ot e v
= g ’ - : b - e .

P e
»—fr o W A
’:

S e e e o8 2 z z
/ ) € =



Example 22. Passage Z from Rihm’s String Quartet No. 5, bars 546-554

cello introduces fragment of melody, Ab-G, that grows as the passage progresses
but clusters accompany the melody; some rhythmic regularity but unpredictable
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Example 23. Overview of the Fifth Quartet’s formal process

beginning




