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Major Professor: David Kopp, Ph.D., Associate Professor of Music, Composition and 
Theory 

ABSTRACT 

Penderecki's String Quartet No. 3: Leaves from an Unwritten Diary was 

commissioned by the Shanghai Quartet in 2008 and premiered at a special 75th birthday 

concert honoring the composer. The quartet is a single movement work consisting of 

four to five short sections of contrasting tempos and character. Stylistically, the quartet is 

quite representative of his chamber works since the 1990's, and stands in sharp contrast 

to the first two quartets from the avant-garde period. The purpose of this dissertation is to 

provide an historical background, formal and linear analysis, and discussion of the 

challenges of interpreting this contemporary work, which has very little performance 

precedence. 
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Chapter 1 Biography and Background 

1.1 Early Life 

KrzysztofPenderecki was a rebel from a young age. His father Tadeusz was one 

day called to school with the complaint that young Krzysztof had been defiling school 

lavatories' walls with anti-Stalinist graffiti. 1 Tadeusz Penderecki, a Polish-Ukrainian 

lawyer, managed to save his budding iconoclast son from expulsion with skillful 

advocacy. 

The Pendereckis were a family with three children living in the small town of 

Debic;a in southern Poland. Krzysztof, the middle child, was born on November 23, 1933. 

They were a deeply religious Catholic family in a town that was seventy percent Jewish 

before Nazi persecution.2 

Following some unsuccessful attempts at piano lessons, Krzysztofreceived a 

violin after World War II, thus joining the company of his father Tadeusz, an amateur 

violinist, and several uncles who contributed to a lively musical household.3 At first, 

Krzysztof considered becoming a professional painter, but then settled on a future in 

1 From Penderecki's principal biography: Wolfram Schwinger, Krzysztof Penderecki: His Life 
and Work, trans. William Mann (London: Schott & Co. Ltd, 1989; orig. publ. Penderecki: 
Begegnungen, Lebensdaten, Werkkommentare, Deutsche Verlags-Anstalt GmbH, Stuttgart, 
1979)), 17. 
2 Robert Everett-Green, "Penderecki grows an unfinished symphony of trees," The Globe and 
Mail, January 30,2010, Weekend Review, p. R14. 
3 Schwinger, Penderecki, 16. 
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music, under the influence of Stanislaw Darlak, the energetic local military bandmaster 

and Krzysztof s first violin teacher. 4 

In 1951, Penderecki left his rural town for Krakow, where he busily absorbed 

philosophy, Greek and Latin classics, and other extra-curricular pursuits, which the 

cultural capital ofPoland provided in abundance. 5 Meanwhile, he continued private 

violin lessons with Stanislaw Tawroszewicz and began inusic theory lessons with 

Franciszek Skolyszewski. Skolyszewski was an uncommonly versatile man. He was an 

accomplished mathematician and physicist in addition to being a pianist, violinist, and 

composer. Penderecki learned the basics of music theory, harmony, and counterpoint 

from him at Krakow's Intermediate School ofMusic.6 Skolyszewski saw an element of 

genius for composition in his pupil encouraged his as of yet secondary pursuit.7 By 1955, 

Krzysztofhad laid aside the violin to devote himself entirely to composition.8 

His next two teachers at the State Academy of Music, where he enrolled 

beginning in 1954, were Artur Malawski and, three years later, upon Malawski's sudden 

death, Stanislaw Wiechovicz, a specialist in choral music.9 According to biographer B.M. 

Maciejewski, Malawski "failed to see any outstanding talent for composition in his pupil 

during the three long years he taught Penderecki," a slight which apparently did not 

4 Ibid. , 17. 
5 Ibid. , 18. 
6 Ibid. 
7 Boguslaw Maciejewski, "Twelve Polish Composers," (London: Allegro Press, 1976), 166. 
8 Schwinger, Penderecki, 18. 
9 Ibid. , 19. 
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hamper him in the long run. 10 

Penderecki credits these teachers for a solid foundation in traditional contrapuntal 

techniques, in spite of their rather conservative tastes. 11 Poland in the 1950's had limited 

access to contemporary Western music due to Stalin's Iron Curtain, with Bartok being 

one of the few acceptable models of Modernist music. The Soviet Socialist Realism 

aesthetic introduced in 1949 lasted until 1956, when the rise of Wladyslaw Golmulka and 

his "Polish way to socialism" created a temporary thaw between East and West. 12 The 

new Polish government saw an opportunity to act on its promises of reform by 

sponsoring the first Warsaw Autumn Festival of 1956, which introduced Poland and 

Penderecki to Stravinsky, Honegger and Schoenberg. The second Festival in 1958 

featured composers such as Webern, Boulez, Berio, Nono, and StockhausenY 

Penderecki still remembers hearing Le sacre du printemps for the first time and poring 

over the scores of Schoenberg and Boulez, which Nono had brought with him. 14 These 

scores made an immediate and lasting impression on Penderecki, as evidenced in many of 

his early compositions from that period. 15 

The principal of the Academy at the time, an organist named Bronislaw 

Rutkowski, had given the senior Penderecki the sobering advice; "No musician has ever 

10 Maciejewski, "Composers," 167. 
11 Richard Dufallo, Trackings (New York: Oxford University Press, 1989), 341 . 
12 Lisa Jakelski, "Gorecki's Scontri and Avant-Garde Music in Cold War Poland", The Journal of 
Musicology, Vol26, No.2 (Spring 2009), 205. 
13 Cindy By lander, Krzysztof Penderecki: A Bio-Bibliography, (Westport, CT: Praeger, 2004), 8. 
14 Cindy Bylander, "KrzysztofPenderecki," in Music of the Twentieth-Century Avant-Garde: A 
Biocritical Sourcebook, ed. Larry Sitsky (Westport, CT: Greenwood Press, 2002), 374. 
15 Wolfram Schwinger, "The Changes in the Four Decades: The Stylistic Paths ofKrzysztof 
Penderecki," Studies in Penderecki (New Jersey: Prestige Publications, Inc., 1998), 68. 
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made a living from composition alone." 16 Accordingly, the promising young composer 

accepted the offer of a teaching job at the State Academy upon graduating from the 

Academy in 1958 with high grades. Meanwhile, he indulged his special interest in church 

music and antiquity by teaching at a theological college in Krakow, and earned some 

money chronicling new musical works at the journal Ruch Muzyczne ('Musical 

Movement'). 17 Penderecki also experimented with electronic composition at the Warsaw 

Experimental Electronic Music Studio, founded in 1957, and wrote incidental music for 

films and marionette theaters. 1819 

An exciting turning point in his career occurred during the next year, when the 

League of Polish Composers organized the Second Competition for Young Composers. 

Penderecki submitted three compositions, Psalms of David (1958), Emanations (1958-

59), and Strophes (1959). Out of two hundred entries, the jury singled out three 

anonymous scores to award a first and two second prizes. Imagine their amazement at 

finding that the same unknown young man had written all three pieces! 20 This sweeping 

victory propelled Penderecki first onto the national stage and then quickly into an 

international career, as his works were performed at the 1959 Warsaw Autumn Festival 

and later at the Darmstadt International Summer School.21 His sudden fame owed much 

to the faithful support of the publisher Hermann Moeck, along with Heimich Strobel, the 

16 Schwinger, Penderecki, 18. 
17 Ray Robinson, Krzysztof Penderecki: A Guide to his Works, (Princeton: Prestige Publications, 
1983), 3. 
18 Schwinger, Penderecki, 28. 
19 Ibid., 22. 
20 Maciejewski, Composers, 165. 
21 Schwinger, Penderecki, 20. 
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director of Donaueschingen Music Days. 22 

One would have assumed that the opportunity to travel to Italy and observe the 

hub of the avant-garde in Darmstadt would have left a deep impression on the composer 

and gained him useful contacts, but Penderecki came away with many reservations about 

composers such as Stockhausen - "an interesting phenomenon, but it seems to me 

dangerous for a composer to place as much reliance on philosophy and abstract theme ... " 

- and Boulez: 

22 Ibid., 27-28. 

"Boulez and I think quite differently: he doesn' t really like 
my music you know. As for the Darmstadt school, well we 
never had real point of contact. In a way, I suppose, you 
could say that the difference between Darmstadt and me 
was that they were interested in dots, whereas I was 
interested in lines. "23 

23 Orga Ates, "KrzyszstofPenderecki," Music and Musicians, 22 (October, 1973): 39. 
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1.2) Emergence of a Personal Style 

Any attempts to define periods of style within Penderecki ' s musical output will 

surely end in conflicting viewpoints, so varied and overlapping is the composer's 

changing language. Studies in Penderecki is a collection of essays by leading Penderecki 

researchers published in 1994. The first section of the book presents differing viewpoints 

of four Penderecki scholars: Mieczyslaw Tomaszewski, Ray Robinson, Regina 

Chlopicka, and Wolfram Schwinger. The possible number of proposed musical style 

periods varies from three (proposed by Robinson), to seven (according to Chlopicka).24 

The disparity arises from the eclecticism of Penderecki ' s musical palette, a characteristic 

that only increased as time went on.25 The composer also has the. tendency to freely 

explore his past styles, which confounds musicologists' attempts to chronologize. 

Penderecki himself has also offered his own somewhat inconsistent opinions on 

the subject, claiming first three, then two, and finally one continuous musical style 

disguised through different "wrappings."26 In an interview from 1973, he admits, "up to 

the end of 1956 I went through a Bartok phase."27 Following Penderecki' s exposure to 

avant-garde music at the Warsaw Autumn Festival of 1956, his pieces exhibited signs of 

Western influence. Strophes (1959) has been compared to Boulez' s Improvisations sur 

24 Studies in Penderecki I (1998), Robinson and Chlopicka, eds., 13-82. 
25 Ray Robinson, "Penderecki's Musical Pilgrimage," Studies in Penderecki I (1998): 35. 
26 Aaron Johnson, "An analysis of selected traditional and non-traditional elements of harmony in 
Credo by KrzysztofPenderecki" (DMA diss., Louisiana State University and Agricultural & 
Mechanical College, 2004), 122; "The Seminar Meeting with Penderecki," in The Music of 
Krzysztof Penderecki: Poetics and Reception, ed. Mieczyslaw Tomaszewski (Krakow: Akademia 
Muzyczna, 1996), 122. 
27 Ates, "Penderecki," 39. 
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Mallarme, and Psalms of David is reminiscent of Stravinsky and Schoenberg. 28
•
29 In 

1977, Penderecki assigned the maturation of his personal style to the years in which he 

wrote Anaklasis (1959), Dimensions ofTime and Silence (1959/60), Threnody (1960), 

and Fluorescences (1962).30 He generally dismisses the compositions written before that 

time as exercises in stylistic imitation.31 

"Explosions"32 

The premiere of Anaklasis at the Donaueschingen Festival in West Germany in 

1960 was rewarded with immediate success, as the enthusiastic audience demanded an 

encore.33 The reaction was exceptional, given that avant-garde music was more likely to 

be catcalled and hissed off stage, yet there was consistent audience support during 

performances of Anaklasis, Threnody, and Fluorescences in spite of their esotericism.34 

The composer chose the term Anaklasis, meaning "Refraction of Light," and a Greek 

term referring to a specific rhythm in iambic verse that inspired the rhythmic motives of 

28 Schwinger, "Changes," 68. 
29 Schwinger, Penderecki, 190. 
3° Felder, David and Mark Scheider: "Conversations with KrzysztofPenderecki," The Composer, 
volume 7 ( 1976-77), 8-20. 
31 Ray Robinson, "Krzysztof Penderecki : An Interview and an Analysis of Stabat Mater," Choral 
Journa/38, (May 1998), 10. 
32 This is a term used by Schwinger in "Changes," 69. It refers to the nature of the three years of 
avant-garde experimentation both in quantity and character ofPenderecki ' s pieces. 
33 Peter Avis. (2001) "KrzysztofPenderecki." Liner notes for In Penderecki: Threnody for the 
Victims of Hiroshima, Capriccio for violin & orchestra, Partitafor harpsichord & orchestra, 
Cello Concerto, Symphony, The Dream of Jacob. [CD]. London: EMI Classics. 
34 Bernard Jacobson, A Polish Renaissance. (London: Phaidon, 1996), 139. 
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the central section. 35 An abiding interest ofPenderecki's is juxtaposing the ancient with 

the contemporary. Anaklasis is the first piece ofPenderecki's to use special effects and 

extended techniques, such as dropping a pencil onto the strings of a piano. It also 

contains novel explorations in musical notation (Figure 1.1 ). 36 

The two-year period following Anaklasis was spent developing aspects of style 

that would become known as "Penderecki signatures": tone clusters, durations indicated 

by seconds rather than measures (Figure 1.2), percussive techniques, extended string 

techniques, and glissandi.37 It was Penderecki who premiered the new notational symbols 

that soon after became the standard for avant-garde composers.38 

Wolfram Schwinger, author of an extensive Penderecki biography and works 

study, writes about Anaklasis: 

"Penderecki is chiefly interested at the time in the seamless 
transformation of sound-qualities, the flexible passage from 
sound to noise and vice versa, that is from hard and dry to 
different dimensions of softness."39 

This period in Polish music, which is distinctly concerned with vocal and 

instrumental timbres, has been referred to as sonorism or Farbmusik (color-music).40 The 

impulse of Polish music in the 1960's to involve avant-garde techniques in 

35 Original source is Hammer and Gleditsch, "Rhetorik und Metrik der Griechen und Romer', in 
Handbuch der Klassischen Altertumswissenschaft von lwan v. Miiller, 3rd ed., Munich, 1901. 
Cited in Schwinger, Penderecki, 137. 
36 Avis, "Penderecki." 
37 Robinson, "Pilgrimage," 45. 
38 Robinson, Guide, 6. 
39 Schwinger, Penderecki, 137. 
40 Robinson, Guide, 5. 
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instrumentation, articulation, dynamics, and notation to create different "noise-

structures"41 had its chief pioneers in Penderecki, Gorecki (Scontri, Genesis), Kilar (Riff 

62, Diphtongos), and Serocki (Symphonic Frescoes).42 

Something that has remained constant from Penderecki ' s early experimental era 

throughout his career is his consistent interest in traditional forms, an aspect that was 

neglected by the press during his early years.43 Though pieces like Threnody used noise 

as a structural element and employed hardly any vertical harmony, excepting the 

shocking C major chord that ends Polymorphia (1961), they manage to convey a sense of 

linearity and clearly bounded sections.44 The emphasis on audible dramatic flow is 

perhaps one reason that Penderecki's music appealed instantly to audiences that 

otherwise regularly dismissed modem music as incomprehensible. 

The vast majority of Penderecki research focuses on this brief three-year period of 

output, an understandable consequence of the historical impact of these works. 

Penderecki and most scholars of his work identify Fluorescences as the turning point of 

his first period. 45
•
46 The most extreme of his experimental pieces, Fluorescences, for 

strings, pianoforte, and six percussion sections, is a full catalogue of the range of 

41 Schwinger, Penderecki, 137. 
42 Zbigniew Granat, "Sonoristics, sonorism." Grove Music Online. Oxford Music Online. 
43 Bylander, Rio-bibliography, 9. 
44 Ibid., 9. 
45 We can rely on Penderecki here if we take with a grain of salt his own later claims of having 
one style only to mean that he has always written with an authentic voice. 
46 Robinson,_Guide, 6. 
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1.3) Back to the Future 

"The solution to my dilemma was not to go forward and 
perhaps destroy the whole spirit of music as a result, but to 
gain inspiration from the past and to look back on my 
heritage." (Penderecki) 

After Fluorescences, Penderecki found himself unwilling or unable to go further 

in his exploration of sound. His next period was a response to this artistic impasse, 

beginning with the piece Stabat Mater (1962) for three mixed choirs and modeled on the 

early Netherlands school of polyphony -the music of Ockeghem, Obrecht, and Josquin.49 

Granted, the synthesis of Renaissance polyphony, serialism, plainchant, Sprechstimme, 

and tone clusters that Penderecki introduced in this music sounds very little like 

Ockeghem, but some critics decried the apparent lack of novelty as a sign of 

retrogression. 50 After this piece, Penderecki began to use traditional notation with few 

exceptions, and abandoned serialism for "modal, diatonic, and quarter-tone material." 5 1
•
52 

Ray Robinson, a choral director specializing in Penderecki, sees this period as an 

exploration of the possibilities of voice, similar to the way that his earlier period probed 

the extremities of instrumental noise. 53 

Penderecki 's continued interest in traditional polyphony resulted in many lengthy 

and mostly sacred choral works from the years 1962 to 1973, including the St. Luke 

49 Ibid. , 40 
50 Schwinger, Penderecki, 31. 
51 Bylander, Rio-bibliography, 9. 
52 Robinson, Penderecki, 6-7. 
53 Ibid. , 7. 
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Passion (1965-66), Dies !rae (1967), Utrenja (1970-71), and Kosmogonia (1970). 54 The 

St. Luke Passion, modeled after J. S. Bach' s passions and featuring the familiar B-A-C-H 

motive in a structurally important role, was considered an "epoch making event." 55 Its 

instantaneous worldwide popularity and relatively traditional style provoked the charge 

by colleagues and critics that Penderecki had begun pandering to the masses, overlooking 

the fact that Penderecki ' s music had always been popular with the masses. 56 Ulrich 

Dibelius, as well as other critics, saw in St. Luke a new durability that he predicted would 

outlast the sensationalism of the early revolutionary pieces, because music created purely 

as protest against other great music, he argued passionately, cannot stand by itself. 57 This 

great debate continues to this day amongst audiences, critics, musicologists, and 

musicians, while Penderecki' s works, depending on the period, still manage to enrage 

both sides ofthe divide. 

Upon completion ofhis Symphony No.1 (1972/3), Penderecki became inspired to 

move toward a neo-Romantic or as he describes it, "lyrical" style. 58 He began a career in 

conducting around the same time, leading the premiere of the jazz-inspired Actions 

(1971) at the Donaueschingen Festival. The determination ofthe composer to write ' a 

really controlled piece" and conduct an orchestra of free jazz musicians "in order to guide 

54 Ibid., 7. 

· 
55 Schwinger, Penderecki, 39, 41. The B-A-C-H motive contains the notes Bb-A-C-Bq 
56 The music is stylistically traditional in that it contains two major triads. It is otherwise entirely 
atonal and makes use of avant-garde techniques such as tone clusters and serial ism. 
57 Ulrich Dibelius, Moderne Musik, 1945-1965, (Munich: 1966), 290. 
58 Izabella Grzenkowicz, "Conversations with KrzysztofPenderecki," Polish Music 12, no.3 
(1977), 27; Dufallo, 350. 
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the improvisations in certain directions" seems heavily ironic. 59 

Penderecki ' s neo-Romantic style manifested itself in his Violin Concerto No.1 

(1976). The melody is dominated by a new Penderecki trademark, the descending half 

step, or "sighing-motive," 60 which Schwinger describes as "stylistically indebted to post-

Wagnerian chromaticism, yet essentially a Slav sort of chromaticism."61 The concerto is 

orchestrally lush in the manner of Brahms, and its lyricism reminiscent of the concerti of 

Sibelius, Tchaikovsky, and Berg.62 The stark contrast between the Concerto 

andCapriccio (1965), from a little over ten years before, shocked a few critics. The 

Concerto bored some critics, but pleased most violinists. Isaac Stem, the dedicatee, 

believed it to be "the most important in the genre since that ofBerg."63 Penderecki 

attributes some of this change to his experience as a conductor of major symphonies, 

realizing that his early works took up an enormous amount of rehearsal time, which he 

considered neither practical nor necessary for musical purposes. 64 

The 1980' s were a period of growing political awareness for Penderecki. 65 Te 

Deum (1979/80), Lacrimosa (1980), and Polish Requiem (1980/84) were written in 

solidarity with the underground struggles against Communism during the years of Polish 

59 Schwinger, Penderecki, 69-70. 
60 By lander, Bio-bibliography, 10. 
6 1 Schwinger, Penderecki, 177. 
62 Ibid. , 177. 
63 "Penderecki. Violin Concerto." The Strad 91, no. 1086 (October 1980): 421. 
64 KrzysztofPenderecki, Labyrinth of Time, ed. Ray Robinson, trans. William Brand. (Chapel 
Hill , N.C.: Hinshaw Music, 1998), 74. 
65 Regina Chlopika, "Stylistic Phases in the Work ofKrzysztofPenderecki," in Studies in 
Penderecki, (New Jersey: Prestige Publications, Inc., 1998), 58. 
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martial law (1981-83).66 At the same time, Penderecki consciously sought a musical 

language with which he could relate to a general audience while still maintaining his 

personal style. 67 Works starting with Concerto for Viola and Orchestra ( 1983) began to 

revisit earlier trademarks such as glissandi, dry string effects, and clusters, while 

maintaining the timbrallushness of 19th -century compositional style. Schwinger 

maintains that Penderecki narrowly missed becoming an "uninhibited traditionalist" 

during the height of his retrospective years, particularly in Te Deum, which he felt would 

have been an "irreparable loss of identity for the composer."68 

66 Bylander, Bio-bibliography, 11. 
67 Izabella Grzenkowicz, "Conversations with KrzysztofPenderecki," Polish Music 12, 
no.3(1977), 25. 
68 Schwinger, "Changes", 78. 
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1.4) Synthesis 

Mieczyslaw Tomaszewski describes the years between 1985 and 1993 as a 

"Threshold of a New Synthesis" for Penderecki, and the period between 1994 and 2003 

as "Second Wind: Phase of the Credo." 69
'
70 Penderecki's single act opera, The Black 

Mask (1984-86), typified this compact and pluralistic new style, which also uses an 

abundance of quotations from composers across a variety of centuries.71 When asked 

about the change, the composer said, "I wanted to depart from the monumentality of 

sacra rappresentazione which was proper for the period of my fascination with late 

Romanticism." 72 

Wolfram Schwinger believes that Penderecki ' s most significant achievement in 

his later decades is in finding an individual style that that seamlessly unites the diverse 

musical elements ofthe 201
h century.73 Seeing himself in a similar role as aggregator, 

Penderecki has expressed his admiration for Mahler as a master of the symphonic form, 

"that musical ark which would make it possible to convey to coming generations what is 

best in our twentieth-century tradition of the composing of sounds."74 Chlopicka and 

Tomaszewski both perceive Penderecki ' s later "synthesis" period as a patchwork of his 

69 Mieczyslaw Tomaszewski, "Penderecki's Dialogues and Games with Time and Place on the 
Earth," in Studies in Penderecki. (New Jersey: Prestige Publications, Inc., 1998), 26. 
70 Tomaszewski, Krzysztof Penderecki and his music: four essays (Krakow: Akademia Muzyczna 
w Krakowie, 2003), 98. 
71 Schwinger, "Changes," 78. 
72 Krzysztof Penderecki, Zbigniew Baran, Anna Baran, "Passio artis et vitae", -[Passion for art 
and life], Dekada Literacka 1:11/12, May/June, 1992,4. 
73 Schwinger, "Changes", 81. 
74 Penderecki, Labyrinth, 43 . 
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own earlier styles, and in some pieces like the Credo (1998), this view seemsjustified.75 

Jarzybska' s analysis of the Chaconne in memoria del Giovanni Paolo II (2005) contends 

that Penderecki combines Classical form, Baroque polyphony, Romantic lyricism, and 

avant-garde pitch structures in a more organic manner than his first period of synthesis in 

the 1980's and 1990' s. 76 Penderecki himselfbelieves that synthesis should be "a 

homogeneous alloy resulting from a unifying experience." 77 

When Penderecki asserts that he has always written in one style, albeit in different 

"wrappings", he is referring to his consistent impulse to unite different, often opposing 

ideas. 78 This dualism in his music appears at all levels. Penderecki writes, 

"I feel within myself the need for variety, and some ascribe 
to me the traits of the mythical Proteus, who kept 
constantly changing his appearance. The acute critic will 
perceive an inherent logic here. I am tempted by both the 
sacrum and the profanum, God and the Devil, the sublime 
and its violation." 79 

A few examples to illustrate his point: the plot of The Devils of Loudun (1968-69) 

involves the Catholic church, witchcraft, and sex-crazed nuns; the text of Kosmogonia 

(1970) quotes passages from the Bible, Sophocles, and the astronaut John Glenn, 

exquisitely melding the prose of a Copernican solar system with poetry from Genesis; the 

75 Peter Cain, "A ' Farewell' to His Past: KrzysztofPenderecki 's Clarinet Quartet and Sextet." 
DMA diss. , University of Cincinnati, 2012, 77. 
76 Alicja Jarzybska, "Chaconne in memoria del Giovanni Paolo II and Penderecki' s search for a 
universal musical language," Musica lagellonica 4 (2007), 181 . 
77 Penderecki, Labyrinth, 17. 
78 "The Seminar Meeting," 122. 
79 Penderecki, Labyrinth, 1 7. 
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String Quartet No. 3 (2008)80 combines diverse elements of sonorism, Romanticism, 

sacred music, and gypsy airs. Penderecki is a complex compositional character, 

fanatically logical in his working methods8 1 but equally preoccupied with metaphysics 

and the occult. 82 Some speculate that his preoccupation with the subject of good versus 

evil is the result of influences from childhood. 83 

80 There will be more discussion on this topic in the following chapters. 
81 Ates, "Penderecki" , 38. 
82 Schwinger, Penderecki, I 0. 
83 Tomaszewski, Essays, 11. 
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1.5) Background 

Religion and Politics 

Penderecki labels himself a "left-wing Catholic,"84 which in Poland in the 1940's 

implied a political alignment in addition to one' s religious views.85 The Polish Catholic 

Church participated actively in underground movements against the Nazi occupation and 

was later one of the few religious organizations in the Eastern Bloc to resist integration 

into the Communist system. 86 Penderecki was raised to be an extremely pious Catholic; 

his mother once had ambitions for him to join the priesthood.87 His father narrowly 

escaped death in WWII, during which seventy percent of Polish lawyers were 

massacred. 88 Their small town ofDebiya witnessed the extermination of the majority of 

its residents, who were Jewish.89 Evil and oppression were not just abstract concepts for 

Penderecki but everyday realities until the Collapse ofPolish Communism in 1989, so it 

is unsurprising that the majority of his works until then are concerned with death, 

afterlife, or freedom. 

There was significant danger in composing religious works in Poland before 

1989, since any spiritual activity could be construed as political rebellion. The Psalms of 

84 Schwinger, Penderecki, 39. 
85 Norman Davis, Heart of Europe. A Short History of Poland (Oxford: Oxford University Press, 
1986), 331-336. 
86 Piotr Grella-Mozejko, "Fifty Years ofFreedom: Polish Music After 1945," Canadian Slavonic 
Papers, Vol. 39, No.1 /2 (March-June 1997), 181-208. 
87 Jacobson, Renaissance, 133. 
88 Schwinger, Penderecki, 17. 
89 Robert Everett-Green, "Penderecki grows an unfinished symphony of trees", The Globe and 
Mail, 2010, R14. 
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David (1958), St. Luke Passion (1961), Utrenja (1969), Lacrimosa (1980), and Polish 

Requiem ( 1984) were personal statements of religious faith, but they also served another 

purpose of making a symbolic stand. 90 A vant-garde artistic production also had the 

appearance of musical defiance against Stalin' s "Socialist Realism", although in reality, 

progressive music was tolerated and even promoted in Poland by 1956. Penderecki would 

surely never have become an international name without the government-funded Young 

Composer' s Competition and its annual patronage of the Warsaw Autumn Festival.91 

Penderecki does not think he will write another politically themed piece these 

days. "I was very idealistic as a young man," he said. "I think with age I have found 

distance from the time in which I am living. "92 Asked in 1998 what the function of a 

composer is at the end of the millennium, Penderecki says simply, "To entertain."93 

Penderecki's Violin 

Penderecki enjoys telling the tale that his father, the lawyer, accepted a violin 

from a peasant in lieu of a payment, a story that his father denies. 94 Another version of 

the tale goes, "When I was twelve, my father bought a good instrument for me from a 

Soviet soldier for a bottle ofraw spirits."95 In any case, Penderecki evidently loved the 

violin as much as he hated the piano, "an instrument with very limited powers of 

90 Bylander, Rio-bibliography, 
91 Lisa Jakelski, "Gorecki's Scontri and Avant-Garde Music in Cold War Poland," The Journal of 
Musicology, Vol26, No.2 (Spring 2009), 205-239. 
92 Penderecki, Labyrinth, 85 . 
93 Ibid., 86. 
94 Schwinger, Penderecki, 16. 
95 Michael Dervan, "A Composer for all seasons," The Irish Times, 2010, 12. 
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expression."96 His earliest attempts at composition in the 1940's and 1950's were violin 

concerti in the style ofPaganini, Wieniawski , and Vieuxtemps.97 His intimate knowledge 

of the instrument was put to use in Threnody, in which a grinding bow technique is used 

to mimic noises that he had been producing at the Electronic Studio.98 Penderecki says 

that the instrumentalist in him was interested in new sounds, which helped him go his 

own way as a composer.99 

The earliest pieces are predominantly for strings (Anaklasis, Threnody, 

Fonogrammi, Polymorphia, Canon) and maximize the timbral possibilities of string 

instruments in ways that show the technical knowledge of an insider. Players were 

instructed to play on the opposite side of the bridge and directly on the bridge, strike the 

body of their instrument in a variety of different ways, bow/hit the tailpiece, produce 

slow/intense vibrato, and raise pitch by quarter and three-quarter tones, among many 

other demands. 100 Penderecki wrote nine compositions for solo string instruments and 

orchestra (3 for violin, 1 for viola, 5 for cello) and numerous solo string pieces, chamber 

orchestra works, and chamber music works. He has yet to write a piece for solo piano. 

96 Ibid ., 12. 
97 Ibid. 
98 Scott MacCielland, "One of the world great modernists conducts the San Jose Symphony," 
Metroactive, Feb. 4, 1999. 
99 Penderecki, Labyrinth, 81 . 
100 Schwinger, Penderecki, 124. 
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On Composing 

Penderecki told Orga Ates in 1973, 

"I see no point in writing improvisational music or 
anything random ... I never begin a piece without first 
planning it in every formal detail, juxtaposing various 
blocks which diverge from and converge to a central line 
which is the fundamental thread of my creativity. 101 

Penderecki then offers a rather cryptic graphical representation of his Symphony 

No.1. In 1987, he elaborated that usually he has the idea of overall form far in advance of 

actual composition and works to fill in various sections, but not necessarily in 

sequence. 102 In Labyrinth ofTime, Penderecki describes the types of forms that he has 

rejected as false: weak antiquated forms, superficial "ornamental" forms, and 

"experimental forms which lack internal intuition". 103 

Penderecki is remarkably forthcoming about which composers he draws 

inspiration from. Early influences were obviously Bartok, Stravinsky, Boulez, and 

Schoenberg. By the mid 1960's, he added to that list Bach, Berlioz, Tchaikovsky, 

Ockeghem, Obrecht, and Josquin. 104 He admits to a passing infatuation with the music of 

Bruckner and Mahler during his neo-Romantic phase, but Bartok and Stravinsky continue 

"nfl h" h" d 105 to 1 uence 1m tot 1s ay. 

101 Ates, "Penderecki," 39. 
102 Haegenbarth, Andrzej, "Utrafic w soj cza. Z Krzysztofem Pendereckim najslynniejszym 
polskim kompozytorem rozmawia Andrzej Haegenbarth." Nurt, no. 10 (October 1987): 2-11. 
103 Penderecki, Labyrinth, 55. 
104 Maciejewski, Composers, 168. 
105 Dubinsky, "Penderecki in the Beinecke Library" Colloquium: Music, worship, arts. III (2006): 
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Some inexplicable urge possesses Penderecki to procrastinate. The composer is 

notorious for delivering commissions days before premieres, to the dismay of 

interpreters, often in a heap of indecipherable hand written scores. 106 Oftentimes, he goes 

on impromptu trips just as a deadline is looming and he must come back in the last 

moments in order to work furiously. 107 

Conclusion 

Penderecki is deeply attached to his homeland. He lives with his wife Elzbieta 

Solecka in Wola Justowska, a suburb of Krakow. He spends a great deal oftime 

conducting orchestras around the world and maintaining his arboretum, where he has 

been growing a labyrinth of trees for the last forty years. 108 To appreciate his works, it is 

important to understand the formative experiences of his youth and the trajectory of his 

career, which he compares to his garden: 

"It' s the way of an artist, of a composer, getting lost, being 
in a labyrinth. Sometimes you meet a green wall, and you 
have to go sideways, but very often you have to go 
backwards." 109 

Inculturation - Genealogies, meanings, and musical dynamics. (New Haven: Yale Institute of 
Sacred Music, 2006.) 
106 Schwinger, Penderecki, 51 . 
107 Ibid. 
108 Dervan, "Composer," 12. 
109 Ibid. 
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Chapter 2 Analysis of the Third String Quartet 

2.1) Background of the Third String Quartet 

KrzysztofPenderecki's String Quartet No. 3, "Leaves of an unwritten diary," was 

commissioned for and premiered by the Shanghai Quartet on November 21, 2008 in 

honor of their 25th anniversary and the composer' s 75th birthday. 110 The first 

performance took place in the Warsaw Philharmonic Chamber Hall on the second day of 

the KrzysztofPenderecki Festival. The recital opened with the String Quartet No.2 

(1968), followed by the String Trio ( 1991 ), and concluded with the world premiere of the 

Third String Quartet. 111 

The Second String Quartet was written 40 years before the Third Quartet, during 

the retrospective years after St. Luke Passion. It still contains many of the extended 

string techniques used in Threnody and Anaklasis, but compared to the furiously 

percussive String Quartet No. 1 (1960), the Second String Quartet is a much quieter piece 

whose nuances reside within a more limited range of dynamics and effects. The Second 

String Quartet starkly contrasts with the much newer String Trio, Penderecki's next 

major chamber music work, written 23 years later. The avant-garde notation, clusters, and 

special effects (Figure 2.1) prevalent in the first two quartets are nowhere to be seen in 

11 0 It was commissioned by Peak Performances, Montclair State University, New Jersey. Lead 
commissioner, Modlin Center for the Arts, University of Richmond, Virginia, which underwrote 
the commission. From program notes by Nick Tzavaras. 
111 http ://www. beethoven .org. p 1/en/innefestiwale/festiwalkrzysztofapendereckiego/program 
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this trio. Instead, the short two-movement work recalls the music of Bartok or 

Shostakovich. Placed between the latter two string quartets, the String Trio serves as an 

extremely relevant bridge between the two philosophically different and longer chamber 

works. 

The apparent similarities between the String Trio and Third String Quartet are not 

unexpected from Penderecki, who in his later period freely builds new pieces from 

quotations of his own works and those of other composers from other stylistic periods, 

which is a typical trait of postmodemism. According to his own claims, Penderecki ' s 

Sextet for Clarinet, Horn, String Trio, and Piano (2000) grew out ofthe materials of 

existing chamber works, particularly the Quartet for Clarinet and String Trio ( 1993 ). 112 

The Third Quartet expands upon the String Trio, most obviously, by adding a second 

violin, and formally, by extending it to include secondary thematic material. It is an 

entirely different and much more complex piece. For Penderecki, structure is an aspect of 

paramount importance, which far outranks the specific motives that he chooses to 

manipulate. The motivic elements themselves make up the main melodic themes in all 

four works, which comprise the bulk ofPenderecki's chamber music output since the 

1990's. 11 3 

11 2 Cain, "FarewelJ," 41. 
11 3 This output also includes the Quartet for Four Saxophones (1999), Sonata No. 2for Violin 
(1999), Serenatafor Three Cellos (2007), and a handful of solo instrumental pieces. 
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The String Trio and the Third String Quartet, completely different in form and 

concept, are separated by 17 years but share a substantial amount of melodic and motivic 

ideas, so that a side-by-side examination immediately reveals the many similarities 

between the two works. 

Penderecki mused in 1993, 

"Today, after passing through a lesson in late 
romanticism and utilizing the possibilities of post­
modernistic thinking, I see my artistic 'ideal in claritas. I 
am returning to chamber music, for I realize that more 

can be said in a hushed voice condensed in the sound of 
three or four instruments ... It is precisely chamber music 
that is the source of the approach to the materia prima of 
music for me. Will this stage lead me to the anticipated 
Grand Synthesis, the Opus Magnum?"114 

It is tantalizing to speculate upon the existence of a Penderecki opus magnum in 

chamber music. Does he consider the Third Quartet his last major work in the genre? 

Certainly, it shows a mastery of stylistic synthesis beyond that of his previous chamber 

works, and he has seemingly turned away from writing large form works since the late 

1990's. 115 The Third String Quartet was followed immediately by the Horn Concerto 

(2007/08), Serenatafor three cellos (2007), and Drei Chinesische Lieder (2008). More 

recent works are the Sinfonietta No.3 (2008), which is a rearrangement of the Third 

String Quartet for string ensemble; the Ciaconna for violin and viola (2009); Kaczka 

114 Penderecki, Labyrinth, 18-19. 
115 His last opera, symphony, and choral work were Ubu Rex (1991), Seven Gates of 
Jerusalem: Symphony No.7 (1996), and Credo (1998). 
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pstra "The Speckled Duck" (2009); and Kadisz (2009). The String Quartet No.3 still 

stands as one of the most significant and original in Penderecki's output in recent years. 

The String Trio is a piece from earlier in the period of Penderecki' s quest for 

synthesis, which produced works that Tomaszewski deemed "less eloquent, more 

compact or[ sic] more ephemeral," 116 The Third Quartet is far more earnest and 

ambitious, and revives some of the textural edge of his early works. At the other end of 

the spectrum in length, the Clarinet Sextet from 2000 clocks in at a rambling 30 minutes, 

relying on motivic variation in its sprawling form of many short musical episodes. Even 

though the Third Quartet shares many basic elements with the String Trio and Sextet, the 

end result is a piece which is bolder and more formally coherent than the previous 

chamber works. 

The rather fanciful subtitle of the Third Quartet, "Leaves of an unwritten diary," 

from a composer who has generally stuck with tradition as far as nomenclature is 

concerned, tempts musicians, listeners, and scholars alike to conjecture on the allusions 

of the title. Perhaps the synthesis of different styles serves as a musical diary for the 

composer. 117 Perhaps "Leaves" expresses the nostalgia of an aging man who is fond of 

literary allusions. While the endeavor is entirely speculative, it would seem unnatural not 

to look for autobiographical references or clues within the music that could give meaning 

to its title. 

116 Tomaszewski, "Dialogs," 26. 
11 7 Durrell Bowman, Program Notes 2010, Bowdoin International Music Festival, July 28, 
http: //www.ams-net.orglbimf/2010_07_28_Dvorak_Penderecki_Bartok.htm 
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The String Quartet No. 3 is a single-movement. piece lasting sixteen minutes. The 

movement is divided into discrete subsections, easily distinguishable by double bar lines, 

silences, and titled sections. The first section is an introduction that highlights the viola 

as a primary instrument. This is immediately followed by a contrasting Vivace section 

that suggests Penderecki's earlier avant-garde style. In place of a slow middle 

movement, there is a languid waltz and nocturne segment. The Vivace theme reappears 

before the insertion of new material, a gypsy melody and then a chorale. The quartet 

ends with a short coda. 
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2.2) Form 

The structure of the Third String Quartet is easily analyzed but hard to conceive 

as a traditional form (Figure 2.2). The introductory section ends at m.11 with a double bar 

labeled attacca, where the Vivace section (A) begins. The lengthy section A, lasting 162 

bars, is characterized by its speed and percussive texture. A few measures of transition 

(T) segue into a brief dance, Tempo di valse poco rubato e sentimentale (D) in m.173, 

followed by the more substantial Adagio Notturno (N) at m.193. The lyrical nature of the 

waltz and nocturne make them an audibly distinct section B. The brevity of the waltz 

section (20 measures), its unsettled tonality, and the transience of its gestures suggest that 

the waltz serves as an introduction to the main Notturno section. 

Section A' (m.243) repeats the original Vivace theme with increased rhythmic 

intensity. Parallel transition material (T) ends both sections A and A' at mm. 161 and 

357. The transitions make use of motives from the A section to introduce the B sections. 

The Vivace section atm. 370 seemingly announces a second recapitulation after the meno 

mosso interlude (m. 357), only to be revealed as a false recapitulation that continues to 

function as a transition into section B'. 
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Intra A B A' B' Coda 

Thematic T ransforma!ion 

I 

1 11 161 173 193 242 357 370 434 517 542 5156 596 

A T D N A T A'(T) W' W" W"' N W" 

Gravfr Viva.ce Tempo di· valse Vivace Vivace tranquillo 
Adagio Noiturno meno mosso tranqulllo anoora piu 

Vivace ancora piu tranquillo tranqulllo 
Andante 

53" 3'15' 3'55' rot· &'51' 91\1' 10'46" 11'24" 12'19' 

Figure 2.2.: A Timeline of Penderecki's Third String Quartet. Timings based on a performance by the Shanghai String Quartet in March, 
2010. 

Section B' interrupts the transition with a rugged gypsy dance. Penderecki ' s 

15'1 1' 

gypsy dance (D '), he tells the Shanghai Quartet, is "a melody that his father used to play 

on the violin when he was a child, perhaps a Romanian melody." 118 Penderecki claims 

that it is a folk melody and not a quotation from any of his previous works. A tranquillo 

variation of the gypsy dance (D") follows a short transition (T). A second thematic 

variation appears in the guise of a chorale-like melody at m.542 (D"'). 

At first glance, the gypsy melody seems to have little in common with the rest of 

the piece, but a closer examination of its prominent interval classes (ics 2, 4, and 5) 

shows a strong likeness to the material of the Tempo di valse from Section B and the 

building-block intervals of Section A. Their analogous placements between the Vivace 

and Notturno and their dance associations further support the notion that the gypsy dance 

is related to the Tempo di valse. Both serve as a contrast to the departed Section A, and 

each use alternating minor and major thirds to create melodies that sound quite different 

118 Interview with Nicholas Tzavaras, cellist of the Shanghai Quartet, September 2, 2012. 
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from each other on the surface. The return of the Notturno theme atm. 566 completes 

Section B'. The Third String Quartet is bookended by the thick Grave introduction in the 

beginning and an airy tranquil/a coda (m. 596) at the end. 

The overall form of the quartet could be classified, if it is necessary to classify it 

at all, as either a modified sonata form or a modified binary form. There exist two 

contrasting themes, A and B, in the "exposition" of the work. A well-defined 

recapitulation occurs when Section A' returns atm. 243, and certainly there appears to be 

a return of Section B in the presence of a second Notturno at m.566. Defining the formal 

position of the lengthy gypsy dance section is more problematic. Can one call the gypsy 

thematic variation a misplaced development section that uses primarily B section 

material? It would seem more orderly to include the gypsy episode as a part of the B' 

section itself. Thus the absence of a development section in the expected place makes the 

sonata form analogy difficult to apply. 

It may be a foolish exercise to comment on the aesthetic benefits and drawbacks 

to Penderecki' s experimental forms, but the following viewpoints are the author's own 

subjective ones. 

The interpretational dilemma stems from the fact that the gypsy dance, which can 

be motivically linked to previous themes analytically, sounds in practice very little like 

the themes from which it is derived. On first listening, the analytical listener might 

interpret the false recapitulation of Section A at m. 3 70 as the beginning of a coda, and 

then become flummoxed by the new material as it continues to unfold for another six 
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minutes. One might be left wondering whether the last third of the quartet has much to 

do with the first two thirds at all. It would be extremely difficult for a listener to 

associate the brief transitional waltz music with the gypsy dance and its many variations, 

if that was the composer's original intention. If those two were indeed designed not to be 

related at all, one would have to peg them as catchy but miscellaneous tunes, a practice 

rather antithetical to Penderecki's musical philosophy. 119 The listener will mostly likely 

hear within the quartet three unrelated themes despite the motivic design. The stylistic 

changes also exacerbate the differences so that one cannot immediately perceive much 

audible connection. In performance, the musicians must focus mainly on creating the 

stylistic differences between sections and little can be done by them to create formalistic 

cohesion. 

Peter Cain, in an analysis of the Sextet, notes aspects of the foirn of the Sextet's 

first movement that are similar to the Third Quartet's: an introduction of what seems to 

be entirely new thematic material in the recapitulation; strict segregation of two to three 

themes without an intermingling development section; and limited use of original 

exposition material in the new theme. 120 Unlike those of the Sextet, the Quartet's robust 

thematic characters are easily distinguished at each entrance. Compared to the Quartet, 

the Sextet lacks an equivalent sense of audible form upon listening, even though upon 

analysis, its many episodes are closely related through melodic motives. The result is a 

work that does not succeed in improving one's attention span. At the other extreme, the 

11 9 Penderecki, Labyrinth, 13. 
12° Cain, "Farewell," 51. 
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String Trio consists of two movements of contrasting character, recalling the movements 

of a Baroque suite. Far from being a simple rehash of old themes, the Quartet represents 

one more step in an ever-evolving Pendereckian experiment in form. 
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2.3) Analysis 

Introduction 

Penderecki ' s opening sections generally introduce the motivic ideas that serve as 

building blocks for the rest of the work. 121 The introduction of the Third String Quartet 

features a darkly lyrical viola solo whose close linear congregations of notes do not fit 

into a specific tonality. 

One of several recurring motives is first introduced in the viola's bi-directional 

semitones (Motive X in Figure 2.3). The rising half steps are immediately followed by 

an upward leap and then by descending half steps. The same motive X reappears, first 

one octave higher in mm. 4-6, and then again two octaves higher in mm. 6-8, while its 

dynamics pass from mezzo forte to forte to piano. The length of the progression of half 

steps varies, as does the distance of the leaps separating the ascending from descending 

notes. For instance, on the final appearance of motive X in the introduction, the "leap" is 

merely from C# up to D# (m. 7). While the viola melody may be atonal, it follows 

fundamental principles of melodic voice leading (leaps which are followed by opposite 

stepwise motion), which translates to a sense of melodiousness and accessibility. 

Extreme register changes demand technical virtuosity from the violist. The range of 

effects, from an impassioned forte (probably with molto vibrato) in m. 5 to the suddenly 

distant harmonics in m. 9, produces an Expressionistic introduction full of drama. 

121 Ray Robinson, "String Trio and Sinfonietta," Studies in Penderecki (New Jersey: Prestige 
Publications, Inc., 1998), 103. 
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Figure 2.3: Introduction with motives X and Y 

Penderecki QUARTETTO PER ARCHI N0.3 
© 2008 by Schott Music GmbH & Co. KG 

All Rights Reserved 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for 

Schott Music GmbH & Co. KG 
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A second intervallic motive (Y) is also hidden within the first several measures of 

the introduction. Each phrase, constituting different lengths of the bi-directional half 

steps in motive X, is punctuated by a leap of a third followed by an opposite stepwise 

motion; a slightly shorter or incomplete version of a cambiata, which becomes apparent 

later on in section B. This may be an influence of the Netherlands School's fundamentals 

of shaping melody and creating counterpoint, which can be observed in Penderecki's 

simple lines and in the extreme complexities of his earlier polyphonic choral music. The 

motives X and Y present themselves in a very concise fashion, without much 

ornamentation and already stripped to their essential components. 

In mm. 2-3, the viola's three-note cell (Eb-C-Db) and then its inversion (D-F-Eb) 

are clearly detached from the preceding motive X through register and timing. The 

motive returns again in mm. 8-10 (C-A-Bb) with elongated rhythm to conclude the 

introduction, a longer punctuation for a larger phrase. Motive Y's contour is preserved in 

its reappearances only in the most general sense. More often, it is identifiable by major 

or minor thirds and half steps which circle around a central note. 

The intervals presented in motives X and Y become the major arguments for the 

later sections A and B. For example, the minor third interval in the bass ostinato after the 

introduction follows on the heels of the minor third interval of motive Y (Figure 2.4). 

Motives X andY and their variations throughout the work emphasize their respective 

differences. The bi-directional half steps of motive X are generally related to rapid 
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changes in register and uncertainty in tonality. A contrasting sense of stasis accompanies 

motive Y and its associated melodies, whose notes circle around a tonal center (the 

melody of the section B Valse) , and whose musical interest depends on a strongly 

grounded rhythm (the bass ostinato in section A). 

The other strings establish a tonal center, a second inversion Eo-minor pedal 

chord, while the viola freely explores nonharmonic notes. The viola does return to Eb at 

the end of motive Y (m. 3) in a brief moment of closure that is still incomplete due to the 

unstable inversion. A new pitch (Bb) is proposed by the cello at mm. 5-6 (motive X), 

which leaps from B b to D (anticipating the G minor in m. 11) to G#, the fifth of a passing 

C# minor chord, and then resolves downwards by half step onto Gq in section A. The Bb 

from the cello continues in the viola harmonic at mm. 9-1 0, in anticipation of the B b 

present in the section A ostinato. There is no traditional key transition, but the ever­

present Bb in the pedal chord of the introduction and nonharmonic tones of the melodic 

line serves as a common tone between the keys of Eb minor and G minor. 

This introduction encapsulates all the musical elements of the Third String 

Quartet, lends weight to a one-movement piece, and presents the viola as a key player. It 

is the first time that Penderecki uses an introductory section in a string quartet, a practice 
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that is well established in the repertory. Most later quartets of Beethoven, in particular, 

begin with introductory sections or movements that serve to unite their diverse suite-like 

components. In this quartet, an introduction and coda help to bridge the gulf between the 

strikingly different A and B sections. 
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ostinato are followed by an episode of descending half steps in the second violin (m. 28). 

The episode at m. 46 expresses motive X, containing an ascending chromatic scale 

followed by a leap and then a descending chromatic scale (Figure 2.5). 

Figure 2.5: An episode based on Motive X, mm. 46-55 

Penderecki QUARTETTO PER ARCHJ N0.3 
© 2008 by Schott Music GmbH & Co. KG 

All Rights Reserved 
Used by permission ofEuropean American Music Distributors Company, sole U.S. and Canadian agent for 

Schott Music GmbH & Co. KG 

The two motives increasingly interact with one another. First is the subtle 

addition of a non-chordal neighbor tone, a B harmonic in m. 68; next, Eb and C#, the 

chromatic neighbors to the chord toneD, appear in m. 71 and m. 79. The non-chord 

tones straddle different registers and instruments in mm. 77 - 89. The first violin's 

ascending half steps in mm. 115-128 are superimposed upon the fundamental G minor 

harmony. Ultimately, the transitional material in m. 163 combines the ostinato's inverted 

contour with the half-step interval to produce the half step triplet (C-B-C) (Figure 2.6). 

41 






























































































