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ABSTRACT

This document presents analyses of selected soio pvorks of the composer-
pianist Josef Hofmann. After an introduction on iahn in Chapter | with a brief
explanation of his three periods of composition amchmary of related literature,
Chapter Il presents biographical information. Thalgsis of three selected works,
“Barcarolla,” “Theme with Variations and Fugue” afidois Impressions” comprises
Chapter Il with examples from the score and taplesented in the text. These works
were selected because they displayed varied aspiedtsfmann’s compositional style
and were representative of three periods of cortipasiChapter IV summarizes the

material and includes other works of Hofmann fottar study.
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CHAPTER |
INTRODUCTION

Josef Hofmann (1876-1957) is considered by marbetthe greatest pianist of
his time! As an American pianist of Polish birth, he begarsim study with his father at
the age of threéThe concert tours by age five and his improvisashills have caused
many to compare Hofmann’s musical gifts to thosMokart. By the age of seven, he
was composing and performing throughout Europesenaational attraction, and in
America (at the Metropolitan Opera House) by agehHe studied with Moszkowski
briefly in 1892, and then became the sole privatdent of Anton RubinsteiiHofmann
enjoyed success in Russia, central Europe, Soutériday and the United States and
became the director, from 1926-1938, of the Cuimssitute of Music in Philadelphia,
which produced many of the finest performing musisi of the timé.

He enjoyed considerable popularity during his dioldd, having played 52
concerts in ten weeks at the age of ten. The Nexk Bociety for Prevention of Cruelty

to Children exploited Hofmann as a test case, ¢fajrthat he was not having a normal

! David Dubal,The Art of the Pian¢New Jersey: Amadeus Press, 2004), 162,

2 Stanley Sadie, etNew Grove Dictionary of Music and Musiciafi®ndon: Macmillan, 1992),
s. v. “Hofmann, Josef Casimir,” by Gregor Benko.

% Dubal,Art of the Piano163.
* Sadie, “Josef Casimir HofmasifNew Grove Dictionary of Music and Musicia6§4.

® Harold C. Schonberdhe Great PianistéSimon & Schuster, 1987), 384.



childhood. The concern for the young Hofmann cawsBeéw York philanthropist,
Alfred Corning Clark, to donate $50,000 to his &thCasimir Hofmann, provided that
Josef be withdrawn from the concert stage untilvae 18° The offer was accepted and
the Hofmanns sailed for Berlin shortly afterwarabrel in 1892, Josef studied with
Moritz Moszkowski and subsequently with Anton Rugten.

Hofmann was not only a child prodigy in music, luats equally gifted in science,
mathematics and mechanics. He patented over 6@tions, many of them well-known
and used by us today. The invention of pneumaticlslabsorbers for cars and planes
earned him a fortune in the early twentieth cenfurg also invented medical devices, a
furnace that burned crude oil, and a house thatived with the sun, and was responsible
for many inventions which have improved the actbthe piano.

Between 1910 and 1935, Hofmann was considered watheut equal among
Romantic pianists. His playing was characterizedidojtless pedaling, the most even
passagework and the widest range of dynamics wpkllacid and chaste tone, while his
sudden improvisatory eruptions heightened the ematicontent of everything he
performed. His playing set the standard for protess pianists in the earlier twentieth
century, and Rachmaninoff admired him enough tacdeel his Third Piano Concerto to
him ®

Hofmann’s repertoire included Beethoven, Chopohusnann and Liszt, as well
as salon music, but very little Brahms or twentiegimtury works. Although he was the

first professional musician to ever record (in N#&vsey, 1887), he made only a few

® SchonbergThe Great Pianists384.
" Abram ChasinsSpeaking of Pianisi@New York: Alfred A. Knopf, 1967), 20.

8 Sadie, “Josef Casimir Hofmanrilew Grove Dictionary of Music and MusiciaG§4.



commercial recordings on Edison’s cylinders. Pllgidsevaluations of Hofmann’s
artistic work by his own contemporaries, includiugton Rubinstein, Saint-Saens,
Rachmaninoff, and Stravinsky, place Hofmann witsztiand Busoni as one of the most
important of the Romantic pianists.

In his own compositions, three style periods aident® The first period, from
1883-1887, consists of many character-piece typ&secsalon-music genrg.
Paraphrases from the style of other composers edound, and traditional harmony
with simple melody and accompaniment patterns athoBieces can be programmatic or
non-programmatic and titles often show the infleeatChopin: mazurka, waltz,
barcarolle, bolero, polka, romance, nocturne andraise*

Works of the middle period (1888-1903) can begifeexi as character pieces,
works in classic forms, or large-form works. A véayge amount of Hofmann’s music is
from this period, affording many examples for studforks of the middle period display
greater difficulties for the pianist, thicker texts, and a wider variety of motifs and
figurations*? In Hofmann'’s later years, during his third sty&ripd (1904-1943), he
revised earlier works and became more acquaintttneiv styles of the ddy.He was

still unsure about the musical validity of DebusSgriabin and even Rachmaninbfbut

° Stephen Husarik. “Josef Hofmann (1876-1957), Tomgoser and Pianist, with an Analysis of
Available Reproductions of His Performances” (Ph&sd University of lowa, 1973), 62.

1%1bid., 70.
*bid., 79.
12 bid., 97.
3 bid., 112.

¥ bid., 122.



he tried to absorb these new styles in his laterpmsitions, written under the pseudonym
Michel Dvorsky™

This document will present analyses from each plesficcomposition in order to
gain an adequate understanding of Hofmann’s comipoal styles. The solo piano
works of Hofmann to be analyzed are: “Barcaroltafiema mit Variationen und Fuge”
(“Theme with Variations and Fugue”) and “Trois Imrepsions” (comprised of three
works: “Penguine,” “L’'Orient et I'Occident,” and & Sanctuaire”). The first,

“Barcarolla” (1887), represents his early periocdomposition. The “Theme with
Variations and Fugue” (1892) represents the migdleod works, while “Trois
Impressions” (1915) characterizes Hofmann's lat@esAdditional works by Hofmann
will be briefly cited in Chapter 4.

The “Barcarolla” is characteristic of the earlyipdrwith its generic title and
simple patterns of melody and figuration. The del@¢Theme with Variations and
Fugue”(1892)is typical of the middle period in its use of argtard classical form,
which, in this case, involves eight variations amdelaborate fugue. This work represents
the outcome of Hofmann’s compositional study boitinwieinrich Urban, a composer,
violinist, and pedagogue in Berlin (who also taughterewski), and later with Moritz
Moszkowski, the famous German pianist, teacher,cangposer (of Polish descent). The
final group of three pieces to be analyzed (“Ttoipressions”)represents the later style

in its influence of Debussy impressionism.

15 bid., 118.



Purpose

The purpose of the proposed document is to preseomprehensive analysis of
selected solo piano works composed by Josef Hofrtlatrepresent his three
compositional periods. These pieces have not bealyzed comprehensively before. It
is the intent that through analysis the readergélh a heightened appreciation of
Hofmann’s works, and that pianists will seek tofpen his music. Although some works
have been performed and recorded, they still hateateived sufficient attention from
musicians. Much of the solo piano music is curseatlt of print and remains only in the
rare special collections of libraries around theldiorhis is regrettable since Hofmann

was so influential to many pianists and musicidnhe time.

Justification

This analysis of Hofmann’s selected works is justifoy the fact that no
comprehensive analyses exist of his solo pianoenisdissertation by Stephen Husarik
(1983)"° briefly analyzes some of Hofmann’s music basedesordings, gives general
information on Hofmann’s playing, and analyzes savoeks relatively superficially. A
comprehensive analysis of selected solo piano wwdtdd provide a source of deeper
insight toward understanding Hofmann’s musicalestpithough recordings can be
helpful toward an understanding of his style, atgedepth of understanding can be
reached by a thorough analysis of specific comost This analysis will serve as a
reference to those who would seek to study, perfmmchpromote his music and revisit

his thoughts about music and composition.

18 Husarik, “Josef Hofmann.”



Limitations
This project is limited to analysis of the workied above in the context of early,
middle, and late period styles. It will not necesgaover all aspects of Hofmann’s
compositional style. The analysis will relate mgitd the written scores and not to any
recordings that may be available. As some perguagars of Josef Hofmann are
unavailable for research at this time, this documeth mainly draw from material by

other writers.

Related Literature

Useful information on Hofmann’s career and achmeests is found iThe Great
Pianistsby Harold Schonberf. An article on Josef Hofmann in theew Grove
Dictionary of Music and Musician®highlights the most important biographical
information. A more direct approach to his teachsag be found in the chapter entitled
“Progress in Piano Study™In the first chapter oBpeaking of PianistSby Abram
Chasins, the author gives not only a direct accotirtofmann’s teaching but much
significant biographical material concerning hfe lnd performing career. Graydon and
Sizemore’sThe Amazing Marriage of Marie Eustis and Josef Hofifi* also gives

valuable biographical information with excerptsnréiofmann’s wife’s diary during

" SchonbergThe Great Pianists377-389.
18 sadie, “Josef Casimir Hofmanrylew Grove Dictionary of Music and MusiciaG€4.

19 James Francis Cook@reat Pianists on Piano Playir@lew York: Dover Publications, 1999),
156-168.

% ChasinsSpeaking of Pianistg-26.

% Nell S. Graydon and Margaret D. Sizemdree Amazing Marriage of Marie Eustis and Josef
Hofmann(Columbia, South Carolina: University of South dama Press, 1965).



concert tours. Other biographical and teachingesiincluderhe Art of Piano Playirfg
by Heinrich Neuhaus arféiano Master§® by Harriette Brower.

In The Art of the Piané? David Dubal includes an extensive article on
Hofmann's life, career, and playing. Arthur Rubaistfrequently mentions Hofmann in
his booksMy Young Yeafs andMy Many Year$® Among other things, he praises
Hofmann’s use of the left hand and describes higyato play the left hand part to an
entire Beethoven sonata by memory.

The previously cited dissertation by Stephen Hu85¢L983) analyzes
Hofmann’s performances based upon the evidence sébordings. It provides
biographical information and a general analysislofmann’s recordings and teaching,
and categorizes his music into three compositipeabds. It also includes an annotated
thematic catalogue of all of the solo piano workih a brief description of each piece,
as well as a listing of libraries that own scoresprdings or collections of Hofmann’s
music.

The main writings of Josef Hofmann are found i tvooks Piano Playingand

Piano Questions Answeredhich, in a Dover reprint, are combined into oR&no

22 Heinrich NeuhausThe Art of Piano Playingrans. K. A. Leibovitch (London: Barrie and
Jenkins, 1978).

% Harriete Brower, “Inspiration in Piano Playind?fano MasteryNew York: Dover
Publications, 2003), 107-112.

? Dubal, The Art of the Piand,62-169.
% Arthur RubinsteinMy Young Year@New York: Alfred Knopf, 1973).
% Arthur RubinsteinMy Many YeargNew York: Alfred Knopf, 1980).

2" Husarik, “Josef Hofmann.”



Playing with Piano Questions Answer&dt was originally in the form of articles and
answers written in a musicians’ advice columnThbe Ladies’ Home Journalhis book
discusses his views on technic, the use of thel pedéspensables in pianistic success
and his studies with Anton Rubinstein. It also irdgds an extensive index of the specific
musical concepts covered.

There are also countless concert reviews of Hofsanasic written during his
lifetime that attest to his greatness as a musi@articularly inTheNew York Times.
These sources attest to his fidelity to his owcheays and demonstrate the respect other
musicians had for him. There are liner notes irnr@wsoduced recordings, also available
online, which give much biographical informatioroabHofmann. His recordings can be
purchased from such labels as Columbia RecordspdNiistorical, or VAI, or accessed
from libraries, the most important of which is tinéernational Piano Archives at the
University of Maryland, where there is an extensleeef Hofmann Collection housing
many of his recordings and scores.

Most of Hofmann’s music has been published, buteseoores remain in
manuscript form in the International Piano ArchiaedMaryland. There are also many
libraries, several in the United States, contaitimgted quantities of his music, and
those scores do not usually circulate but remaBpecial Collections. Scores can be
obtained through the International Piano Archivieslaryland by special request and a
small fee. The publishers of Hofmann’s compositibage mostly gone out of business
or have since merged with other publishers, and wfddofmann’s music is currently

out of print.

2 Josef HofmanrPiano Playing with Piano Questions Answe(dléw York: Dover Publications,
1976).



Organization of the Study
The document begins with biographical informationJosef Hofmann’s life and
music. A brief description of his influences andsnoutstanding aspects of his teaching
concludes Chapter 1. Hofmann'’s biography is presemt the second chapter. The third
chapter analyzes the selected works in chronolbgrder, enabling the reader to observe
the progression of styles as Hofmann matured. i@ ¢hapter is a summary and

conclusion.



CHAPTER Il
BIOGRAPHY
Josef Hofmann came to full maturity in the twerltieentury’s golden age of art,
a time when the production of pianos was at it&kpe€his created an ideal environment
for the success of performing pianists, espectdi§mann. Nevertheless, his musical
gifts were most impressively displayed when he memed upon themes given to him at
concerts. His early concert tours at age six, adiplith his skills in improvisation, made
him an immediate sensation as a child prodigy timgicomparisons with Mozart. Anton
Rubinstein, who generally disliked child prodigiess astonished at Hofmann’s playing
at age seven, calling him a musical phenomenorsayidg, “This prodigy | believe in,
hear him?® Here is a boy such as the world of music had neetare produced®
Hofmann’s improvisatory manner of performance, aharistic in everything he played,
may have inspired Arthur Rubinstein, in his lateass, to say, “He was a pianist of great
stature, because a musical personality emergecert eoncert which | cannot lightly
dismiss.®
Hofmann was born in Podgorze, Poland near Craéa¥is father Casimir was a

composer of ballets and operas, as well as a gamispand conductor. Mrs. Hofmann

29 Dubal, The Art of the Pianal62-63.
30 SchonbergThe Great Pianists384.
31 Dubal, The Art of the Piandl67.

%2 bid., 163.
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was a singer at the Cracow Op&tdosef began his lessons at age three from hiz¢dle
five-year old sister Wanda. He developed so rapithy Casimir soon began teaching his
son himself, becoming a mentor to whom Josef wéarelver be grateful. His father
guided every day of his early artistic life andesar developing his technical equipment
to an extraordinarily high level, so that his pgeseork ultimately became the fastest and
most even of any pianist. Hofmann later remarkédnt sure that my father was the
author of a great deal of the success that | hajoyed.”*

At the age of nine, after five years of study,elagas permitted to go on a long
tour throughout the capitals of Europe. The impiedderman Wolff, who had
organized Rubinstein’s “Historical Recitals” thranayit Europe, was now managing
Josef's tours at Rubinstein’s recommendation. Wlusef played Beethoven’s Concerto
No. 1 under Hans von Bulow, Bulow, a Beethoven shst observed that Josef had to
correct the cellos by reproducing their part onpfano>°

When Josef was age eleven, he was taken to meetadhEdison at Josef’'s
concert at the Metropolitan Opera House in New Yuvikh Edison’s help, Hofmann
produced the first musical recordings in historywriost to posterity® It was during
these American concert tours, in which Hofmann @tbforty concerts with another forty

scheduled, that the Society for the Preventionrake@y to Children used the young

Hofmann as a test case for cruel treatniéMedical examination would prove that Josef

% |bid., 163.
% |bid.
% |bid.
% |bid., 164.

¥ Ibid.
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was “showing signs of mental derangeméfit:Hofmann insisted that he had been
having a grand time, and experienced no strainevieat® notwithstanding his later
admission that six months would have restored him:
| should never have stopped appearing in pubhat Tetirement

for six years was kindly and generously meant dye#ll Corning Clark,

who financed it to the amount of $50,000. My fammgant well too, but |

see now that much of that time was wasted. Pupfiearance is a spur to

ambition. If a child is obviously going to be a fassional musician, he

will be a better one for encountering professia@pgraisal, at least in

homeopathic doses, and with the use of discretiutehis health...

Public appearance is the test, the yardstick bglhvaimusician can know

if he is advancing...No, it was not necessary fortoneetire, | believe. |

really wasn't ill. Six months would have restored,rbut six years made

my ambition go slack’

As the Hofmanns prepared for a move to BerlinrgdfCorning Clark, a New
York Businessman, “emerged as from a movie sanifiering Casimir $50,000 on the
condition that Josef would not appear in publiciagetil he was eighteen and that
Casimir devote himself exclusively to the boy’s eation.”* As a result, the Hofmanns
sailed for Europé? Josef studied theory and composition with Heintitchan and was
sent to the elegant pianist-composer Moritz Mosztovior piano instruction.
Moszkowski helped build Josef's repertoire in Scaamand Chopifi He also

dedicated his own E major Concerto to Hofmann, ldafinann would play several of

3 SchonbergThe Great Pianists384.
% Dubal, The Art of the Piandl64.
0 SchonbergThe Great Pianists384.
*! Dubal, The Art of the Piandl64.
2 SchonbergThe Great Pianists384.

* Ibid.
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Moszkowski's pieces throughout his caré&er.

After less than two years of instruction, Moszkkinnfessed, “the boy knows
so much more and plays so much better than | don’t know how to teach hini*® The
great Anton Rubinstein was living in Dresden, aradriiann, now sixteen, was gladly
accepted as his studéfiRubinstein had heard him play the Beethoven C mino
Concerto at the age of eight, and Hofmann was théenly private pupil Rubinstein
ever acceptedf. He had a total of forty lessons with Rubinsteirgeting with him once a
week in winter and twice a week in the sumffer.

Rubinstein demanded textual fidelity. He wouldatever permit Hofmann to
bring any one composition to a lesson more thaw tsecause Rubinstein was concerned
that he might contradict himself from one lessoth®next. At the age of eighteen,
Hofmann was given another unusual performance oppity. Rubinstein told him to
learn his own Fourth Piano Concerto in D minor,ehhiHofmann had previously not
been permitted to study. Rubinstein wanted it ledrin two days, since he was to
conduct it in Hamburg thefi.After Hofmann vigorously protested that this was

impossible, Rubinstein’s admonishment triumphedy‘tdy, for us there are no

* Dubal, The Art of the Piand65.

* Ibid.

*® Ibid.

" SchonbergThe Great Pianists384.
*® Ibid.

4% bid., 385.
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difficulties.”®® The concert was a great success; as Hofmanrréataited, “| was not in
the seventh, but the eighth heavéh.’

This concert ended the lessons with Rubinsteiremtiofmann asked why
Rubinstein wanted to terminate lessons, he repldy,dear boy, | have told you all |
know about legitimate piano-playing and music-mgkiand if you don’t know it yet,
why, go to the devil® The two never met again and Hofmann realizedttietime had
come for him to cultivate his own artistic persatyalOnly eight months later, Rubinstein
died of heart failure and Hofmann wrote, “The waajgpeared suddenly entirely empty
to me; my grief made me realize how my heart hacshipped not only the artist in him
but also the man>?

The instruction from Rubinstein served to develmmusicianship that Hofmann
always had. Hofmann demonstrated many gifts ofihgasuch as absolute pitch, where
he once corrected a piano tuner whose tuning ferkdnrectly perceived as “a shade
sharp.® His wife’s diary tells of an account where Josefmbt know what he was to
play in a 1909 concert in RussfaHe “made eyebrows when he saw the Brahtanflel

Variations] on the program. He had not touchedn see¢hought of it for two and a half

* Dubal, The Art of the Piandl65.

*L Ibid.

*2|pid.

> Ipid.

** SchonbergThe Great Pianists381.

5 bid., 385.
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years, since he played it in Libau, April, 1907d &@ went through it without a thought
or hesitation. It is spooky’®
Harold Schonberg relates:

Blessed with one of the most remarkable ears isicauhistory,
Hofmann could startle his colleagues with Liszelikicks in which he
played back music, correctly, without ever haviegrsthe printed note.
Maurice Aronson, Godowsky’s assistant, liked totted story of
Godowsky’sFledermaudranscription. It seemed that in Berlin, around
1900, Hofmann and Godowsky became close friendkiehathey
remained throughout life — and Hofmann would dnap iGodowsky’s
studio to listen, open-mouthed, while Godowsky wasking out
FledermausHofmann’s father finally ran into Godowsky andds&Vhat
have you done to Josef? He sits home all day ang [@trauss waltzes.’
A week or so later, Hofmann visited his friend gotalyed the entire
transcription, note for note. He of course, hademeseen the music; in
fact, Godowsky had not even written it down. It gldobe added that
Godowsky’sFledermauss one of the most fantastic, resourceful, and
complicated stunts ever written for the piano. ARakina Lhevinne says
that Hofmann once heard Josef Lhevinne play Lidati®lei, which
somehow Hofmann had never studied or heard, aryaglia that very
evening as an encore at his concert. This alstagd Hofmann in good
stead because, curiously, he was a poor sightréade

Hofmann had a large repertoire in his youth thaluded everything of
importance from Beethoven through selected musiBrajyms, as well as a large number
of lesser-known work® He played many more concertos than the severgbt ké
customarily performed in the last twenty yearsisfdareer® This large repertoire, his
understanding of varied musical structures, anddass that heard architecture” would
contribute significantly to his greatness as piaail musician, and would also serve as

a solid foundation for his approach to composition.

%% |bid.
5" bid., 386.
%8 |bid., 387.

% Ibid.
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Two days after the news of Rubinstein’s death nivbofn played the Chopin B-
flat Minor Sonata in Cheltenham, England. Hofmasmembered, “As | struck the first
notes of the Funeral March the whole audience frage their seats, as if commanded,
and remained standing with lowered heads duringvtiha@e piece — in honor of the great
departed.*

Hofmann married Marie Eustis from New Orleans 993. Her father was the
American Ambassador to France during the Groveveldmd administration. Marie, a
former student of Giovanni Sgambati, traveled ew#gre with her husband. The
marriage ended when Marie divorced him after twéwty years. Josef had fallen in love
with a music student thirty years younger. Thelatrenship had also been in decline
since a disagreement arose over Marie’s decisioeni@in at home and raise their three
children instead of going on tour with Jo&&f.

From 1894 until 1914, Hofmann was considered Ratbin’s successor as he
performed in Europe, America, and legendary toufRussia. Hofmann played as many
as 21 recitals in St. Petersburg alone in the Saké Noblesse, which seated 3,200,
playing a total of 255 compositions before 68,0803e®? With the coming of World
War |in 1914, Hofmann ceased playing in Ru§3ia.

Harold Schonberg states that Hofmann’s playingieethe 1920s may have had

moments of pedanticism although the recordingsnduhe 1920s and 30s had much

80 Dubal, The Art of the Piandl65.
%1 bid., 166.
%2 bid., 165.

5 bid.,166.
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more titanic force, freedom and originalfyDavid Dubal also comments on records
from the 1920s:
The best of all his pre-electronic records aresit@ustical records

of 1923. These included his favorite encore numbdhe Wagner-

Brassin Magic Fire Music, the Beethoven-Rubinsiairkish March, and

the Gluck-Brahms Gavotte, among oth®rs.

Hofmann was the director of the Curtis Institutd/sic, Philadelphia, from
1927 until 1938 (the school had been recently ésteul in 19245° He helped to form
the policies of an institution which produced mariyhe finest performing musicians of
the time. He brought such distinguished musician&feem Zimbalist, Fritz Reiner,
MarcellaSembrich, and Leopold Auer to the faculty. In 1938 resigned his position at
Curtis although continuing to perform. As he grddeo, Hofmann’s unhappiness was
often eased by alcohol, giving his performancearmydrous unpredictabilifif.His final
Carnegie Hall recital in 1946 had incoherenciesspint his last years as a virtual
recluse, experimenting with improved piano actiand recording techniqués.

Hofmann’s gifts in science, mathematics and meickdad to more than 60
patents to his name from shock absorbers to pisgzhanism improvements The idea

for the windshield wiper is said to come from Jddefmann, inspired by watching the

swinging movement of the pendulum on his metronohseearly as the year 1904 when

% SchonbergThe Great Pianists380.
% Dubal, The Art of the Piandl67.

% SchonbergThe Great Pianists386.
®" Dubal, The Art of the Piandl66.
®®pid., 167.
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he was 28 years old, he had even been driving glvaut Europe in an elaborate
automobile built by himseff’

Josef Hofmann made few commercial recordifigs recording of the Golden
Jubilee Concert of 1937 at the Metropolitan Opesast is well knowri® This concert
was the highlight of his mature years as a performben he still retained his technical
and musical powers, and is representative of laisepin American musical life at the age
of 61”2 The names on the Musician’s Committee for the edrarove this was truly a
golden age for pianist-performers: Godowsky, ItuRachmaninoff, Paderewski,
Rosenthal, Horowitz, Hess, and Lhevinne are listethng other$!

The 1937 concert was recorded and preserved lgstethan ideal conditiori3.
The disc contained ten of the solos performedattdbncert, among them Chopin’s G
minor Ballade and the “Andante Spianato and GrasidrRaise.”® The fact that Abram
Chasins criticizes this recording as unrepresesgaif Hofmann at his greatest only
serves to emphasize the level of pianistic mastéigh Hofmann represented to his
professional colleagues.

There are significant artistic reasons why Hofmproduced only a small amount

of recordings. Europe was producing piano recoslwfdarge-form works performed by

©bid., 162.

™ bid., 167.

2 |bid., 166.

3 |bid.

" bid., 167.

'S ChasinsSpeaking of Pianist£2.
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pianists such as Backhaus, Schnabel, Cortot anth&em’’ Hofmann'’s career,
however, was currently based in America, and Ana@ri@cording companies were
featuring small works confined to one side of ar#@ disc’® The recording companies,
aware of the public taste for brief pieces, madtufees with artists like Heifetz,
Paderewski, Caruso and others. Hofmann, howevaikell performing only smaller
works for recording companies in his dedicatiothi realization of large-scaled musical
architecture’?

Hofmann claimed that availability of recordingswa encourage a negative
turnout at the box office. As a result, he did piduce many of them, insisting on
higher than usual royalties. Chasins says, “It seerme that had the guiding lights of
the recording companies of those days fully undesivhat Hofmann represented to the
history of piano-playing, nothing would have stondhe way of perpetuating his
playing; that had he asked for the moon, they wbialde made every effort to get it for

him.nSO

7 bid.
8 bid., 24.
®bid.
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CHAPTER Il
ANALYSES OF REPRESENTATIVE WORKS
Barcarolla (1887)

Hofmann’s “Barcarolla” was written in 1887, wheretbomposer was eleven
years old. As stated earlier, this period consifteany character-piece types of the
salon-music genre. Imitation of styles of other posers can be found, and traditional
harmony with simple melody and accompaniment padtprevail. Titles often show the

influence of such composers as Chopin and Liszt.

written in the A-B-A-C-A form, typical of the chaster piece, and in 6/8 time. The
omission of any tempo marking could indicate thafriann either thought it

unnecessary or simply forgot to include it. Thenfaf “Barcarolla’is shown in Table

3.1.

Table 3.1. Hofmann, “Barcarolla,” formal outline.

mm. 1-19 mm. 20-35 mm. 36-51 mm. 52-90 mm.91:17
A B A C A
B-flat Major F Major B-flat Major E-flat Major B-flat Major

The first A section is in three parts, with A andiBided by a double bar. The B
section is characterized by contrasting textureagainst each other. A codetta occurs at
the end of the C section (measures 83-90), bormpwtantriplet motive from the B

section. The material from the codetta returns @sda at the end of the final A section

20



(measure 109), now in the tonic. Although the Bemat never returns again, the triplet
motive from measure 20 provides motivic unity floe piece since it is also the rhythmic
basis for the coda (beginning measure 109) (ExaBfile The final two measures
provide effective closure to the work, an ascendirgeggiation of the B-flat chord

followed by a rolled chord, recalling the introdioct

Example 3.1. Hofmann, “Barcarolla,” measures 2088B4and 109-110.

The harmonic language is traditional throughouw,fttst A section consisting of
a standard I-ii-V-I progression. Chromaticism oacsjparingly, where passing or
neighbor tones occur (as in measures 6 and 8).enthermmelodic line is ornamented (the

melodic turn in measure 9) (Example 3.2), or whikege are secondary dominants and

cross relations (Example 3.3).

Example 3.2. Hofmann, “Barcarolla,” measures 6-9.

S"ﬁ;‘b-—-' Ly e # _5'-"5 ! % s
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Secondary dominants and cross relations are a pempart of the harmonic

language in the B section. Example 3.3 presentsabendary dominant chord vii°7/ii (in
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Example 3.3. Hofmann, “Barcarolla,” measures 32-33.

second inversion) on the first beat of measuree3alving to ii (G minor) in the
following measure. There is also a cross relatemnvben F-natural and F-sharp of
measure 32 (Example 3.3).

In the C section, secondary dominants that redaltiee traditional manner are
also seen more frequently in measures 58, 64, andith chords V/V, Viii, vii?ii,
respectively (Example 3.4). The codetta contaiessimplest harmony thus far

Example 3.4. Hofmann, “Barcarolla,” measures 58 a4l 72.
la===sss
Eirﬁ%

(measures 83-90), consisting of tonic and domipnaat an E-flat pedal tone, in keeping

with the traditional harmonic style of Hofmann'slgavorks (Example 3.5).

Example 3.5. Hofmann, “Barcarolla,” measures 87-90

R A R R

B T 4
! : 3
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P

The simple texture of “Barcarolla” is quite consaive in view of the
experimental textures in Hofmann’s later work. Alodkc line over a simple
accompaniment pattern predominates. In the C sedtie melodic line moves to a voice

in a lower register. The distributions of commonds in the chord inversions of the A
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section impart a remarkable rhythmic buoyancy goabcompanying figuration
(Example 3.6).

Example 3.6. Hofmann, “Barcarolla,” measures 4-5.

At the ends of measures 7 and 15, the left handesug doubles the melodic line
so that the dissonant E-flat major-seventh chardkis climactic part of the phrase are
emphasized (Example 3.7). The next B section (nmreaXd), begins with a rolled chord

Example 3.7Hofmann, “Barcarolla,” measures 7-8.

followed by a two-voice texture. The coloristic gess, characteristic of the B section,
are the broken chords in thirty-second notes #spond in a higher register to the duet
(Example 3.8).

Example 3.8. Hofmann, “Barcarolla,” measure 21.

gﬁ%@

The rather predictable rhythmic pattern of the Atisa is made more vital and

colorful by varied articulations, including the sind portato (Example 3.9). The
melodic contour of the A section is also enhancethb ornamental turn in sixteenths
which provides temporary rhythmic variety with esange to legato sixteenths (Example

3.10).

23



Example 3.9. Hofmann, “Barcarolla,” measures 7-10

@
;

B

The ear perceives a change to the C section isune&2 because of a new
lyrical melodic line in longer note values now paywith the left hand, with

accompanying parts above and below it (Example)3TlHe melodic line moves back

Example 3.11. Hofmann, “Barcarolla,” measures 82-5

to the upper voice in the codetta. The ornameuntal from Example 3.10) appears more

frequently in the C section (every four measuresifying the melodic line in the A and
C sections (Example 3.12)

Example 3.12. Hofmann, “Barcarolla,” measures 100-
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In summary, unity is achieved through the retugromamental turns in the

melodic line of all sections. The articulative sl@nd portato indications give variety to
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the predictable setting. Simple harmonic structsinaaried by the use of chromaticism
through passing tones and ornaments, with croasae$ and frequent traditional
secondary dominants. Coloristic gestures of bratends, responding in higher
registers, provide distinct textural changes, whih melodic line shifting from treble to

bass.

Theme with Variations and Fugue, Op. 14 (1892)

The “Theme with Variations and Fugue, Op. 14,”ssts of a set of eight
variations followed by an extensive fugue. The apgindante theme in F major is
short and in binary form with two eight-bar phrasesch repeated. The melody of the
theme will also be the subject of the fugue, withreevitable alteration of rhythmic
values owing to the different meter of the fuguke Tise of duple meter in the fugue
recalls the final variation in the standard claaisi@riation form with its contrasting
meter. Unity and contrast in the variations araeaakd through harmony, rhythm, texture
and articulation.

The Theme is set in the lower register througlisigntire presentation with the
melody in the upper voice, harmonized by supportimgrds inrisoluto (bold).

(Example 3.13). The traditional harmonic structoiréghe Theme includes the

Example 3.13. Hofmann, “Theme with Variations angjie,” Theme, measures

1-4.
Andante.
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prominent use of secondary dominant chords respivithe traditional manner. These
secondary dominant chords, in the form of inversjaften facilitate regular stepwise
motion in the bass, especially from beat threestat bne of the next bar, reinforcing the
triple meter. The harmony becomes more complex frarmation to variation through
added dissonances, altered or borrowed chordsnaddl changes, with eventually only
a loose association with the harmonic progressebiost in the Theme (Table 3.2).

Table 3.2. Hofmann, “Theme with Variations and &) harmonic reduction.

Key: F Major

Measures 1-8:

- 18- vii’ - 1° - viiv - v - P

first ending: it - Viiii - iii

second ending: Gi- VBV - 1-ii® -V - |

Measures 9-16:
V- Vi -ii -vii’lV-V-P-ii®-1-if-Vv -1

The harmonic progression of the Theme is easilgediged in Variation 1,
comprised of triads but now embellished with nemhthords (Example 3.14).

Example 3.14. Hofmann, “Theme with Variations angjle,” Variation 1,
measures 17-19.

Un poeo pla vivo.

j.az

In Variation 2, the stepwise legato melody in tteble is comprised of syncopated
dissonant and neighbor tones. The harmony is sitalthe original harmonic
progression of the Theme in its diatonicism; howethee cadence on iii (A minor) is not
present. In addition, the borrowed ii half-dimineshseventh is used in measures 54 and

62, where chromatic neighboring tones color thenoary (Example 3.15).
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Example 3.15. Hofmann, “Theme with Variations angjle,” Variation 2,
measures 54-55 and 62.

s=t

w T
L

In Variation 3, the chromatic bass octaves tenobscure the harmonic
progression of the theme (Example 3.16). In the®isn, the added ii half-diminished
seventh (borrowed from the parallel minor) appé&arseasures 75 and 78. Other altered
chords are a true deviation from the simple secghrdaminant chords in the B section
of the Theme: the flat-Iflin measure 76, and flat-VI and flat-1l in meas@6b all depart
from the standard progression of the Theme (Exalil€é)

Example 3.16. Hofmann, “Theme with Variations angjle,” Variation 3,
measures 68, 72, and 80-81.

In Variation 4, the B section moves to distant taanters. In such a free
contrapuntal style as this, the harmonic schene&tended, not strictly following that of

the Theme, and includes the use of such borrowddkered chords as flat-VI, I, flat-

8t is possible that, in keeping with the chromatiovement of the bass line, the last octave of orea®0
should be an E natural.
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Example 3.17. Hofmann, “Theme with Variations angjle,” Variation 3,
measures 75-78 and 80b.

VIl (measures 83, 84, and 90) (Example 3.18). Thgnflat-V chord in measure 106b
also contributes to the expressive recitative gtylequasi-recit.indication at the
beginning of this variation), resolving by halfst® the IV chord two measures later

(Example 3.19).

Example 3.18. Hofmann, “Theme with Variations &udjue,” Variation 4,
measures 83-84 and 90.

&
9 e

Example 3.19. Hofmann, “Theme with Variations angjle,” Variation 4,
measures 106b-108b.

In Variation 5, the motion is chromatic, especiatiythe bass, and again does not
follow the Theme’s harmonic progression strictlgh€ progressions are still consistent
at cadences or beginnings of sections (the torgarsat the end of the A section in
measure 134 and the B section begins on the doimimameasure 135). The brief

cadence on A Minor (measure 126) is consistent thiel of the Theme (Example 3.20).
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Example 3.20. Hofmann, “Theme with Variations angjle,” Variation 5,
measures 124-26.

The German augmented sixth chord in measure 15@htds from the standard

progression in the Theme. In measure 154, the tatleraterial serves as a dominant-

ninth introduction to the next variation (Exampl@B).

Example 3.21. Hofmann, “Theme with Variations angjle,” Variation 5,
measures 150b and 153-54.
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Variation 6 is the first variation entirely in tineinor mode Elements of the

standard harmonies from the Theme are present&hlpavhere the harmonic
progression is derived from the chromatic ascentass line from measures 11-14 of

the Theme (Example 3.22).

Example 3.22. Hofmann, “Theme with Variations angjle,” Variation 6,
measures 175-178 and Theme, measures 11-14.
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Variation 7 uses altered and borrowed chords kesgiéntly than in other
variations. The flat-Viand sharp-iv fully-diminished-seventh chords ofision 7 are

featured (Example 3.23). Again, the cadence on Bomiii) is found in measure 212a,
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consistent with that of the Theme. The alteredVWhais found at the end of measure 209b
for variety and the Neapolitan sixth in measurel?d4ll appear later, near the end of the
Fugue.

Example 3.23. Hofmann, “Theme with Variations angjle,” Variation 7,
measures 205, 212a and 209b-212b.

Allcgro brillante.
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The B section moves to distant temporary key aM¥émsle the same harmonic
progression from the Theme is not used, secondanyréants and fully diminished
seventh chords resolving in a traditional mannequently facilitate harmonic motion
(Example 3.24). Variation 7 ends with harmonic meton every eighth, finally leading
to a IV chord with the flatted fifth in the bassppiding a transition to Variation 8
(Example 3.25).

Example 3.24. Hofmann, “Theme with Variations angjle,” Variation 7,
measures 213 and 215.
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Example 3.25. Hofmann, “Theme with Variations angjle,” Variation 7,
measure 224.
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The key areas defined throughout Variation 8 aresistent with the Romantic
practice of moving to temporary key areas at therial of a third. The key scheme
involves such harmonic movement as: A-flat maj@ major — F minor — C-sharp minor
— F major. The A-flat major tonality is the mostate tonality from F major found in
any of the variations. Although this variation’sm@nic succession is the furthest away
from that of the Theme, the frequent use of secgndi@minants (V/V, V/IV, VIVI) still
recalls it. The structure of the harmonic prog@ssn the Theme, however, is not in
evidence due to the frequency of tonal area chaftfyesmple 3.26).

Example 3.26. Hofmann, “Theme with Variations angjfe,” Variation 8,
measures 225-29.

Andante quasi ann Fanissis, E’
S———prau
i

Rhythm is a prominent element of contrast in theati@ns. In Variation 1, the
pulsation of one beat per bar remains the same the iTheme, but the overall effect is a
busier and thicker texture since the subdivisiowv@sdrom eighth-notes to sixteenths,
then to triplet sixteenths (Example 3.27).

MarkedUn poco piu vivothe triads in each hand will be heard at leastevais

fast as the eighths in the Theme. In Variatiorh2,9/8 time signature contributes to the
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Example 3.27. Hofmann, “Theme with Variations angjle,” Variation 1,
measures 20-23.

2
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lyrical character with its eighth-note passing sriReminiscent of the rhythm of a
barcarolle, the syncopation here creates a likiffigct, specifically through the use of
two-note slurs and constant alternation of regist€he melody in the treble is comprised
of dissonant tones that anticipate the downbeaile wie prominent recurring rhythm

includes an eighth rest on every third offoeahim bass (Example 3.28).

Example 3.28. Hofmann, “Theme with Variations angjfe,” Variation 2,
measures 57-59.

Variation 3 contains a virtuosic texture of singlaes alternating with syncopated
full chords in fast sixteenths (Example 3.29). larition 4, the accents in measures 93-
95 draw attention to the dotted rhythm motive. &heents in measures 91-92 in the bass
emphasize the longer quarter-note value, highigftihe counterpoint and syncopation
(Example 3.30).

Example 3.29. Hofmann, “Theme with Variations angjle,” Variation 3,
measures 65-67.
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Example 3.30. Hofmann, “Theme with Variations angjle,” Variation 4,
measures 91-95.
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Although Variation 5 is a staccato Animato andrnterest lies in the articulation,
the rhythm becomes significant through syncopatsforzandi (on offbeats) and accents
(Example 3.31). Unique to Variation 6 is the chaafjeharacter in measure 197.
Arpeggios are followed by a new subdivision of sedith-notes grouped in six per beat,

unifying this variation with the next one (Exam@I&2). In Variation 7, each triplet-

Example 3.31. Hofmann, “Theme with Variations angjle,” Variation 5,
measures 119-21 and 129-31.

Example 3.32. Hofmann, “Theme with Variations angjle,” Variation 6,
measures 197-98.
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sixteenth consistently begins on a dissonant neigtdme on the downbeat so that
dissonance and resolution is constant, propelliegriusic forward. Accents are written
for the chords on longer note values on beat tlag®sopated against the pulse in 3/4
time (Example 3.33). In the B section, the syncegaiccents will occur on other off-
beats additionally. In Variation 8, such idiomslas upbeat ornamentation and 19-note

slur recall the lyrical style exemplified by ChojgimNocturnes (Example 3.34).

Example 3.33. Hofmann, “Theme with Variations angjle,” Variation 7,
measures 205-206.

Example 3.34. Hofmann, “Theme with Variations angjle,” Variation 8,
measures 228 and 238.

Changes in texture provide contrast throughouttégations. Thepp e leggiero
marking at the beginning of Variatiorkéeps the texture from becoming too heavy and
overbearing. The loudest dynamic markings withehriation aréortesmarked for the
contrasting figuration. Additional contrast is pided by the smaller crescendos and
decrescendos in ascending and descending choskdges. The articulation is varied

from staccato to legato two-note phrases, sforzaadd accents (Example 3.35).
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Example 3.35. Hofmann, “Theme with Variations angjle,” Variation 1,
measures 36-39.

The lyrical treble line of Variation 2 is in theddle of the texture with chord
patterns in alternating registers (Example 3.36)/driation 3, the articulation is staccato
throughout, with variety achieved in the texturetigh single notes alternating with
syncopated full chords, including consecutive fosirfifths, sixths and octaves (Example
3.37). Thepianodynamicin the middle of the B section provides brief castrthrough
its change of color. (Example 3.38).

Example 3.36. Hofmann, “Theme with Variations angjle,” Variation 1,
measures 61-63.

Example 3.37. Hofmann, “Theme with Variations andée,” Variation 3,
measures 65-66.

Allegroe won troppo.
o firoco Brillawis. N
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Example 3.38. Hofmann, “Theme with Variations angjle,” Variation 3,
measures 76-78.

=
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Variation 4 is contrapuntal with clearly markedrsland accents throughout.
Accents draw attention to the dotted rhythm motiMee accents in measures 91 and 92,
in the bass, highlight that line in the contraputgature and emphasize the syncopation
(Example 3.39). The full chords in the treble suppcsolo line in the bass (Example

3.40).

Example 3.39. Hofmann, “Theme with Variations angjle,” Variation 4,
measures 91-95.

Example 3.40. Hofmann, “Theme with Variations angjle,” Variation 4,
measures 103-106a.

B

i

The juxtaposition of the lines in longer note \edwand the prevailing staccato
figuration, each melodically independent, contribttt an impression of contrapuntal

texture in Variation 5 (Example 3.41). As the ins become larger and less

Example 3.41. Hofmann, “Theme with Variations angjle,” Variation 5,
measures 121-22 and 126.

chromatic in the B section, slurs are marked tolemsjze the lyrical passing tones.

Providing further variety are the accents and sfodz (Example 3.42).
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Example 3.42. Hofmann, “Theme with Variations angjle,” Variation 5,
measures 148-49.

In Variation 6, the dominating texture is a dueti®en the upper and lower
voices with the subjected accompanying chordsemtiddle voice. Unique to this
variation is the change of character in measure TB& texture shifts to the higher
register for the duration of this variation (Examfl43).

Example 3.43. Hofmann, “Theme with Variations angjle,” Varation 6,
measures 197-98.

In Variation 7, the texture remains the same thhowg, with triplet sixteenths
supported by eighth-note chords or dyads. The pyimgiculation is a light staccato. In
the final section, the triplet-sixteenth figuratidescends several octaves from a high
register (Example 3.44). In Variation 8, the lanmggervals in the lower voice are
melodically expressive, employing a wider rangéh®lyrical style. (Example 3.45). The
texture thickens from the single melodic line ie theble over a broken-chord
accompaniment to a melodic line supported by tr{&ample 3.46).

The final portion of Variation 8 is a transitionttte Fugue, preparing for the
change of key. Hofmann’s innovative approach isitawduce the Fugue only gradually.

The first two measures of the subject of the Fuayeefound in treble and then repeated
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Example 3.44. Hofmann, “Theme with Variations angjle,” Variation 7,
measures 221-24.

Example 3.45. Hofmann, “Theme with Variations angjle,” Variation 8,
measures 225-29.

Example 3.46. Hofmann, “Theme with Variations angjle,” Variation 8,
measures 250-53.

ulrru

an octave higher. By the time the Fugue has begerfirst part of its subject has already
been presented twice in different registers (Exan3p7).

Example 3.47. Hofmann, “Theme with Variations andée,” Variation 8,
measures 296-99.
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The Fugue is strikingly diatonic. The subject donesoccur alone, being freely

harmonized at the opening while additional voices fiee harmonization gradually
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thicken the texture throughout. Momentum and intgrase generated through harmonic
rhythm, contrary motion, articulation, phrase esten, false entries, stretto, and
doublings of voices.

The Fugue is unified with the variations throughstibject, which is derived from
the Theme. The subject encompasses a large sevasuraespan over the range of a
ninth to create a high degree of tension. The mhitlsubdivisions intensify gradually:
the longer note values (measures 300 and 301pivél way to shorter ones, with an
ornament on the penultimate tone to intensify thghmic motion (Example 3.48).

Example 3.48. Hofmann, “Theme with Variations angyfe,” Fugue, measures
300-307.

Maoderanioe, ma con spirito.
- __'_. - — - I- — —

The diatonic and stepwise nature of the subjectrasts with several
harmonically daring passages as the Fugue progrédaemonic motion frequently
occurs by dominant and secondary-dominant relatipss by transposition to the
relative minor, by common-tone, or by stepwise mtiAlthough most harmonic motion
occurs in these traditional ways, there are alsteraausual progressions. For example,
while the non-diatonic Ein measure 331 functions as a secondary domindfii, in
the next measures, the subject is then presenfedier dominant relationships, the

harmony changing once per measure (Example 3.49).
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Example 3.49. Hofmann, “Theme with Variations angyfe,” Fugue, measures

331-34.

A modulation occurs in measure 335 in stepwisdondtom D minor to E minor

through the use of an Italian sixth in E minor (Exde 3.50). The key areas ascend from
A-flat minor to F major in measures 372-383. Hétefmann incorporates non-diatonic
key areas moving by stepwise motion. This motioteisved from the stepwise bass
motion of the Fugue opening (Example 3.51).

Example 3.50. Hofmann, “Theme with Variations angyfe,” Fugue, measures

335-37.
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Measures 382-385 are notable in that the harmoagggs through the use of
common tones just before the return to tonic. Tmeagfor, F augmented, D-flat major,
and D-flat French-Augmented-sixth all share theesammmon tone, F (Example 3.52).

In measure 365 another tenor entrance in G minibutilize phrase extension by
repetition of the two-eighths-quarter-note motikeotigh temporary key areas. This
pattern of extending the phrase, by sequentiatitepe foreshadows the phrasal
extension of the climactic bass statement in mea402. Immediately before the
conclusion (measures 416-419), the harmonic dissnia heightened for the final time
by the use of the Neapolitan chord (G-flat majogyer presented previously in the

Fugue (Example 3.53).
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Example 3.51. Hofmann, “Theme with Variations angyie,” Fugue,
372-83.

382-85.

measures

Example 3.53. Hofmann, “Theme with Variations angje,” Fugue, measures
365-67, 402-404, 416-21.
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Rhythm plays an important role in building momentimmough diminution and
phrase extension. The ascending double-note matiees diminution, first changing
harmony every two measures, but by measures 383&hdvery measure (Example
3.54). During measures 386-391, the static harnoonppe dominant C in the bass is

Example 3.54. Hofmann, “Theme with Variations angyfe,” Fugue, measures
378-83.

balanced by gradual fragmentation of melodic matividne false entries, in half notes
(measures 393-399), change to quarter notes inured80, and eighth-notes in measure
401. The tension created by this diminution leads broad restatement of the subject in
bass octaves in measure 402 with elaboration afdiele-note motives above (Example
3.55).

Phrase extension is found most prominently inrds¢atement of the subject in
the bass in measure 402, creating momentum. Tleadisg eighth-notes in the bass in
measure 405 are repeated sequentially, extendenghitase (Example 3.56).

Hofmann also uses standard fugal techniques sustied® and false entries to
heighten tension. With the entrance in measureir3®6minor, subject entrances now
overlap. Strett@erves to thicken the texture and increase harnmmatmn (Example
3.57). An additional example of stretto occurstfinsthe upper register and later in the

tenor.
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Example 3.55. Hofmann, “Theme with Variations angje,” Fugue, measures

386-402.
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Example 3.56. Hofmann, “Theme with Variations angje,” Fugue, measures
405-407.

Example 3.57. Hofmann, “Theme with Variations angje,” Fugue, measures

356-59.
Jm ITT" o
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In measure 365, the incomplete tenor entrancenmr®r uses phrase extension

and moves through temporary key areas (Example.3A5@r the four entrances of the
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subject, measure 332 contains episodic materiél etiords in thirds, sixths, and octaves.
Measure 336 consists of voicings in thirds, in canyt motion one octave apart. Measures

Example 3.58. Hofmann, “Theme with Variations angyfe,” Fugue, measures
363-68.
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338-339 have similar contrary motion between thedsanow involving the sixth and

octave (Example 3.59).

Example 3.59. Hofmann, “Theme with Variations angje,” Fugue, measures
332-39.

Hofmann varies the episodic material through asiognahotives in double notes.
The contrary motion of measures 376-377 evolvessaten measures of these
ascending motives through temporary key areas (mesa878-384), over either a
tremolo bass or doublings in a lower register (Epken3.60). In measure 386, a cadence

is reached on the dominant at the tremolo ped&.orhe culmination of sound produces
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a pianistically impressive effect. The upper reggiss a brilliant display of harmonic
thirds, fourths, fifths and sixths, all returningripdically to the C dominant harmony

(Example 3.61)

Example 3.60. Hofmann, “Theme with Variations angyfe,” Fugue, measures
376-77 and 380-83.

Example 3.61. Hofmann, “Theme with Variations angje,” Fugue, measures

386-89.
& p
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False entries increase rhythmic and harmonic mpéspecially in measures 392-
402, until the broad restatement of the subjebiaiss octaves. These entries initially
consist of the first two notes of the subject (Epéa8.62). False entries are heard also in
the upper register of measures 408-411 in full @sofrhe rhythm of the first two tones
of the subject is in quasi-augmentation with the half-notes becoming a quarter-note-
dotted-half-note in measures 420-421 and 428-428r(fple 3.63).

A primary way that tension is increased in the Fuiguthe thickening of texture.

Once the four statements of the subject have be=epted, the texture thickens through
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Example 3.62. Hofmann, “Theme with Variations angje,” Fugue, measures
398-402.

Example 3.63. Hofmann, “Theme with Variations angje,” Fugue, measures
408-11 and 420-21.

I S P, =
1

= & e ® = &
== F—F b0 fF 4 =
yempre fnly

e e ey

o —a—— 1 —i.- =
Ll ™ I Ll tJ_ |- STV

Grandioso sostenulo.

1
|
|

/g

rl_‘ . rl_

e,

bl

the freely harmonized chords in measures 332 aBdT8s thickening of texture
foreshadows the doubled octaves and sixths in mea838 and 339. (Example 3.59).
Contrary motion between the hands, combined wipletrdon, builds intensity, especially

in measures 339-340, 372-373, and 376-377 (Exa&pib.

Example 3.64. Hofmann, “Theme with Variations angje,” Fugue, measures
372-77.
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Measures 372-373 increase the activity throughoeless in a thicker texture,
having octaves and sixths in B-flat minor. The sambervals will be found in measures
376 and 377, although now a half-step higher, miBor, increasing tension through the
transition to the higher tonality. The episodeslae a variant of the stepwise eighth-
notes from measures 304 and 305 of the subjechifbea3.65).

Example 3.65. Hofmann, “Theme with Variations angje,” Fugue, measures
304-05.

In measure 386, at the prolonged pedal on the damhithe texture thickens
through the crescendo of double-notes and treifitotample 3.66)The restatement of
the full subject in bass octaves leads to octavéieble and bass by measure 405, the

thickest texture yet encountered (Example 3.67¢eQhe climax has been reached,

Example 3.66. Hofmann, “Theme with Variations angje,” Fugue, measures
386-89.

Example 3.67. Hofmann. “Theme with Variations angje,” Fugue, measures
402-405.
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thick texture will predominate for the rest of thegue. Large chords in measures 418-
419 presented in syncopation represent a culmimafiohis thickening of texture. There
are only two measures of thinner texture in measdp2-423 where doubled ascending
chords in the upper register quickly give way ttawes in both hands in measure 424

and full chords by measure 428 (Example 3.68).

Example 3.68. Hofmann. “Theme with Variations angyfe,” Fugue, measures
418-24.

After the broad restatement of the theme in mead0R, a slightly broader tempo
is combined with increasingly louder dynamics, iakhexture, accents, sforzandi and
repetition of false entries. Here, the clear eigike subdivisions help to define the
ensuing tempo in measure 48randioso sostenutauring which the dynamic level
reaches its highest poifMleasures 426-427 present accents on every bedg thhiuse
of eighth-note rhythm in the last upbeat further@ases range and sonority in measure

430 (Example 3.69).

Example 3.69. Hofmann. “Theme with Variations angyie,” Fugue, measures
426-31.
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Hofmann’s fugue is representative of the contraglunadition as applied to the
modern piano in its use of thick textures, widegeof sound, and contrasting rhythmic
motives and dynamics. Standard fugal techniquésarepisodic material such as
sequences with ascending double-notes, strettoplarade extension create momentum.
Range and sonority increases with thickening textund changes in harmonic rhythm
increase tension. As a result of the thick texauré heavy articulations, the naturally

occurring change to a broader tempo allows furtheaity of expression.

Trois Impressions (1915)

“Penguine,the first piece of Hofmann’s “Trois Impressionsses rhythmic,
harmonic and dynamic means to achieve unpredidtabitd an angular character
suitable to the title of the piece. The symmetricain A-B-C-B-Coda is the framework.
The impression of a penguin is created by musitshbility expressed primarily in a
rhythmic context, while the harmonic and dynamieesne unifies the structure. Table
3.3 shows a unified key scheme for the work.

Table 3.3. Hofmann, “Penguine,” formal outline.

Measures:. 1-9 10-31 32-49 50-69 70-76
Section: A B C B Coda
Key: Bb Minor Bb Minor DiMajor Bb Minor Bb Minor

Rhythmic unpredictability is achieved through adsedisplacement of meter,
varying note values, polyrhythms and restsférzandooccurring on a weak beat is seen

in Example 3.70. Accentuation on a weak beat isdan the C section as indicated in
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Example 3.71, andforzandion weak beats occur in Example 3.72 of the finefise.
The grace notes are initially presented in the ogemeasures (Example 3.70). Between
measures 10 and 21, grace notes, with their imploegntuation, give further angularity

to the rhythm (Example 3.73).

Example 3.70. Hofmann, “Penguine,” measures 1-2.
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Example 3.73. Hofmann, “Penguine,” measure 10.

Meno mosso
&

Instability occurs where the asymmetrically plasedeenth notes and the

accented weak beat interfere with the metric p(Esample 3.70). The frequent changes
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in rhythmic subdivisions prevent any sense of rep@hanging note values causing
instability are most noticeable in Example 3.74] also return at the end of the work
(measures 70-73).

Example 3.74. Hofmann, “Penguine,” measures 6-7.

Polyrhythms (particularly two against three) ocregularly between treble and
bass in the C section and also appear in the BoegExample 3.75). The use of rests
causes instability through syncopation, most imgotty in the C section. The triplet
figure is made unstable by the rest on beat orleeolbass (Example 3.76). Measure 40
contains additional rests that increase intensityeé bass triplet motive. It also
supplements the expressive stepwise octave cousltatgnjust above the bass, distinct
from the ostinato. The intensity of this passagevgrthrough the syncopation (Example

3.77).

Example 3.75. Hofmann, “Penguine,” measure 12.
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Example 3.77. Hofmann, “Penguine,” measures 40-43.
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Recurring harmonic alternation is a prominent featf the A and B sections and
produces a whimsical effect in keeping with thecdipsive title. Table 3.4 shows
recurring alternations of harmony within the A @dections. The alternation of Il and
iv’® from Section A is shown in Example 3.78 while d®i and iV from Section B
alternate in Example 3.79. The alternation of VVtm the A section (Example 3.80)
foreshadows the same harmonic alternation in ihea&l of the work (Example 3.81).

Table 3.4. Hofmann, “Penguine,” harmonic alternagio

Section A Section B
Measure Alternation Measure Alternation
1 viie' — | 10-11 i— iV
4-5 N — iv™ 16-18 1E=VAS
6-7 VI-V 20-21 V - vi'IvV
8 iv/ -V 22-24 vV -vI’

Example 3.78. Hofmann, “Penguine,” measures 4-5.

In addition to harmonic alternation, a chord withaalded sixth also prevents
harmonic resolution at the end of the B Sectiore DHflat Major chord is sustained with

an added B-flat (Example 3.82), followed by thesdisant D-flat Major seven chord
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Example 3.79. Hofmann, “Penguine,” measures 10-11.

Meno mosso
&

(Example 3.83). In Example 3.82, the bass altevndietween B-flat and A-flat is
presented as triplet sixteenth pedal octaves, iadswving the ostinato figure which
dominates the next C section. There is a traditidizonic progression of chords colored

Example 3.83. Hofmann, “Penguine,” measures 30-31.
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with dissonant neighbor tones throughout the C@ecThe neighbor tone in the
recurring eighth-note motive of the theme createstant harmonic tension with the bass
(Example 3.84). These recurring dissonances prdwdeonic unity to the section.

Example 3.84. Hofmann, “Penguine,” measures 32-33.

Instability in “Penguine’ls also heightened through dynamic change. The
frequent dynamic changes in measures 1-9 move fimbto p to f. Momentum is
constantly built through the crescendos which oeathr the faster sixteenth
subdivisions. Measure 9 grows in intensity throtlgdcrescendo moltantil an abrupt
half rest. The immediate change tpianodynamic in the next measure is unexpected
(Example 3.85).

Example 3.85. Hofmann, “Penguine,” measures 9-10.

The angularity in “Penguina$ expressed through rhythmic, dynamic, and
harmonic means. The rhythmic instability is feltairgh a displacement of meter, varying
subdivisions of the beat and complex two-againstelpolyrhythms, as well as
syncopated rests. Recurring harmonic alternati@ndsvice that unifies the structure
throughout while dissonance and diatonic seventindshprevent harmonic repose.

Finally, frequent dynamic changes portray unpredidity.
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The French titles in “Trois Impressions” reflectfA@nn’s desire to imitate the
contemporaneous French style as he saw it. Tke'titDrient et 'Occident” is
translated as “East and West,” this work takingftwen of two main sections, the first
“L’Orient” and the second “L’Occident,” followed b nine-measure coda that is a
return of material from the larger “L’Orient” seati. “L’Orient” clearly contains
Impressionist tendencies, while “L’Occident” comselements from jazz. The different
sections show contrasting harmonic language, whilthmic and textural elements
provide unity within a section. Table 3.5 providesarmonic outline.

Table 3.5. Hofmann, “L’Orient et I'Occident,” mm-30, 56-62, formal outline.

“L’Orient”
Mode: A Phrygian / A Minor

Mm. 1-8 Mm. 9-12 Mm. 13-16 Mm. 17-20 M. 21-24
5ths Shs Shs, 8ves Shs, 2nds, 8ves 5ths, 2nds, 8ves
i, VIL VI, Vi, VI v i, VII, vii i, I, VII, vii i, IV
Mm. 25-30 Mm. 31-39 Mm. 56-61 (Return) Mm. 683
5ihs. gves Pedal-tone's Full chords, &° 5hs. gres
L VILVIY Vv A Phrygian scale descent %
"Occident”
Modal Change

Mm. 40-47, F minor Mm. 48-55, A minor

Chromatic harmony Chromatic harmony

V,i I, i
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Harmonic language associated with impressionishe#d in the open fifth bell-
tone chords in the introduction and dominates thsionof “L’Orient.” Open fifth chords
are frequently heard in the left hand in measuiexample 3.86). A few other harmonic
changes occur infrequently (G major or E minor-s¢yvbut consistent A minor pedal

chords dominate in a static harmonic context thihowg the section (Example 3.87).

Example 3.86. Hofmann, “L’Orient et I'Occident,” amure 9.

The use of B-flat alternating with B-natural (me@st2), indicates that the
harmonic language incorporates modality (A Phrygidwen the B-flat is used). The
modal implication (measure 16) is an aspect of #apionism (Example 3.88). The
statement beginning in measure 19 presents arbhadal shift to A major, the first time
that this mode is heard (Example 3.89). Finallyydne A minor or A-Phrygian modes
alternate for the rest of “L’Orient.”

Example 3.88. Hofmann, “L’Orient et I'Occident,” emures 12 and 16.
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Example 3.89. Hofmann, “L’Orient et I'Occident,” amure 19.

The “L’Orient” material returns to conclude the piece in meas@réhe return of
A Phrygian providing harmonic unity to the worka#/hole. The stepwise bass motion
over more than two octaves (measures 56-61) osttime A-Phrygian mode of the first
“L’Orient” section. Only in the last two measuresthere a B-natural, indicating the
dominant E harmony, but again, with no third in therd. The inconclusive dominant E
(measure 39) recurs at the end (measures 62-63)(Eer 3.90).

Example 3.90. Hofmann, “L’Orient et I'Occident,’aasures 56-63.
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In “L’Occident,” the fuller harmonies in thirds dradded tones are a contrast to

the open-fifths of “L'Orient.” Many chords usedtimaditional jazz progressions are
present, in addition to Impressionistic modal armbl@-tone scales. The use of seventh-

chords with flat 5, sharp 5, 9ths, and 11ths atluoén dominant or stepwise

57



relationships. The harmonic progression for “L'Qlamt” (measures 40-55) is shown in
Table 3.6.

Table 3.6. Hofmann, “L'Orient et 'Occident,” mm0%65, harmonic outline.

“L’Occident”
| é | G7b5 |Ab7#5 Allb5| Bb7#5 | C#? | G#7b5 | A7#5 Bb11b5 | Fm |
40 41 42 43 44 45 46 47

| é | G7b5| Ab7#5 Allb5 | BH#S | Dbg | Ab7b5 | A7#5 Bbllb5| Am |
48 49 50 51 52 53 54 55

The € in the ninth measure of the chord chart above $omea48) begins a repeat
of the structure, where some chords will now bdlsgenharmonically (D-fldtinstead
of C-sharp, A-flat’ flat> instead of G-shafgflat®). Modal harmony is found in measure
40 (C Mixolydian), measure 44 (C-sharp Mixolydiaa)d measure 48 (C Mixolydian).
The stepwise augmented chords in measure 52 abgemldole tones, proceeding to a
climax of thick-textured four-note chords in meastB (Example 3.91).

Example 3.91. Hofmann, “L’Orient et I'Occident,” emures 52-53.

As seen in Table 3.6, “L’Occident” yields a symnt phrase structure. In
measure 46, the French augmented-sixth chord (B¥jaresolves the first half of
the phrase structure to F minor in measure 47 |8$tehalf resolves instead to A minor
(tonic, or A Phrygian) in measure 55 as “L’Occiderames to a close, the harmony

presented by the arpeggios (Example 3.92).
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Example 3.92. Hofmann, “L’Orient et I'Occident,’aasures 45-47 and 53-55.

The repetitive rhythmic motives in the upper vairgfy the melodic lines of
“L’Orient.” The two eighth-note Es in measures dl@will evolve into a theme four
measures in length. After a double bar, the prasiemss of this motivic theme (measure
9) occur in diminution, contracting it to one meas(Example 3.93). These melodic
phrases, motivic in nature, begin alternativelygoand A, and gradually ascend
(measures 9-16), serving to unify the section.

Example 3.93. Hofmann, “L’Orient et I'Occident,” amures 3-4 and 7-10.

By measure 17, the subdivisions of the beat arerhergy more varied and
complex within the measure. Measures 19-20 conttatgoration of these subdivisions.

The climax at measure 21 is defined byri@to rit. in measure 20 with the ensuiRgu

59



mossdn measure 21. Sforzandi and accents bring angytarthe varying subdivisions
of the beat (Example 3.94).

Example 3.94. Hofmann, “L’Orient et I'Occident,” emures 17 and 20-21.

In “L’Occident,” the rhythm primarily consists of triplets, exceptie climax at
measure 52-53. Varying rhythmic subdivision is ghimic device found in the climax of
both “L’Orient” and “L’Occident.” The rhythmicallgparse accompanying patterns in
“L’Occident,” with their avoidance of strong beatsaw attention to the melodic treble
line (Example 3.92).

The most important unifying factor of “L’Orient” ihe thickening of texture each
time a phrase is presented, owing to the use dfldgs and a gradual increase of
dynamic levels. Between measure 9 and 13, thexelmange fronpianoto forte with

increasing octave doublings in the upper voice. ditenge in pace in the regular quarter-
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note chords to eighths in measure 12 thickensetkteirte in the lower register (Example
3.95). The articulation in measure 13 adds vatigtye thick texture through the use of
sforzandiwhich reinforce thgpesantecharacter. Measure 16 becomes still fuller, with th
markingcresc. e poco rit.

Example 3.95. Hofmann, “L’Orient et I'Occident,” amures 9-13.

Measures 17-20 present an unusually full sonougr @ span of four octaves. In
measure 17, the markingn poco meno mossooupled with the fortissimdynamic,
indicates that the thick texture warrants slowetiom(Example 3.96). The ensuing
climactic four measures (measures 21-24) stimaquintal chords combined with
seconds, doubled two octaves lower (Example 3&@r the climax, the texture is
gradually reduced (measures 25-39) to the ensuiogybice duet in measure 35
(Example 3.98).

Example 3.96. Hofmann, “L’Orient et I'Occident,” amure 17.
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Example 3.97. Hofmann, “L’Orient et I'Occident,” emures 21-22.

*_j?!ﬁ%ﬁj-}_‘?{;— ==
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The texture in the return of “L’Orientiegins at a piandynamic (measure 56),
utilizing the same repetitive rhythmic motive begmg alternatively on E and A in the
upper melodic line. The descending bass line spgnower three octaves, thickens in
texture through the low register, and becomes s@eample 3.99). In “L’Occident,”
the simple texture is comprised of a sparse accoimeant pattern of ascending
arpeggios in large intervals against a treble mellgle in thirds. In measures 41-43 and

Example 3.99. Hofmann, “L’Orient et I'Occident,” amures 60-63.

% .

3

49-51, the chromatic harmonic progression prodaoegsrary motion between treble and
bass, while the melodic line is characterized tpwe leaps (Example 3.100).
As in “L’Orient,” the texture throughout “L’Occid¢hconstantly builds to its

thickest in the climax. The second statement insuess 48-55 is stated in triads instead
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Example 3.100. Hofmann, “L’Orient et I'Occident,’e@sures 41-42.

of the previous dyads (3.101). The climax at mea8@rinvolves an increase to four-note
chords, unifying both main sections through theafdhickly textured chromatic
arrivals.

Example 3.101. Hofmann, “L’Orient et I'Occident,’easures 48-55.

In “L’Orient et I'Occident,” Hofmann is displayintihe possibilities of creative
changes with each presentation of a single lineusés impressionist harmonic
tendencies such as quintal/quartal harmony, secomaides, whole-tone scales,
augmented chords, bell tones, in a variety of teggs Subtle variations to the rhythmic

subdivisions occur on subsequent presentatiortsedirie in both works. The recurring
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statements are presented in successively thickemres, leading to the climax and
unifying the entire section. In “L’Occidentthe harmonic language, complete with thirds
and added notes, constrasts with the open-fiftiis’Gfrient.” Enharmonic spellings of
added-note jazz harmonies lead to a cadence iffieaediit key area to provide a logically
unified and symmetrical four-measure phrase stractunity is also achieved through a

regular recurring rhythm in both works.

“Le Sanctuaire{The Sanctuary), the last of the “Three Impressiandizes
contrasting tonal color, achieved by dissonantg@gjmes, tremolos and registral shifts for
impressionistic effect. Other distinctive featuredude dramatic dynamic changes,
motivic unity, chromaticism, technical virtuositjre use of extended registers for a wide
range of sound, and the stretching of traditiomairiwlaries of harmony and rhythm.
Metric organization is particularly significant ihis work since there are no bar lines nor
time signatures. A formal overview of motives wélbasic harmonic outline is provided
in Table 3.7 (where 2/5 indicates page 2, staff 5).

Rhythmic instability is created through a changmodse in “Le Sanctuaire.” Each
beat in the A sections (beginningAdlegro) is comprised of the beamed six-note groups.
Pulses are defined through ascending and descearpreggio figuration (Example
3.102). Accented bell tones in the highest regsterheard at intervals of two to five
beats. In the B and C sections, the metric pulsensetimes determined by contrasting

textural or harmonic changes.
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Table 3.7. Hofmann, “Le Sanctuaire,” formal outline

Form: ABCDA
Key: E Major
A (Adagio — Allegro) B (Allegro)
1/1-2/5 2/5 - 3/3
-high register arpeggios -tremolos
| -ii’- bvi - VIV Vii°/V - | -Fcontrary motion arpeggios
-io
D (Allegro) A (Allegro — Adagio)
6/1—-7/2 7/2 - 8/4
-large interval arpeggios high register arpeggios
| (with added 6, b6, 9) | vii bvi - |

C (Allegrg
3/4 - 6/1

-largerds
-arpeggios
ii — bii - bvf-
biii - bVII" -
bvi® - V’

Example 3.102. Hofmann, “Le Sanctuaire,” page dff &

ol
i

The B section consists of subdivisions of sixesxiths as in the A section but
also introduces polyrhythms (four against six) lidew to increase rhythmic intensity. The
pulse becomes larger in the B section with two$eatremolos followed by two beats

of arpeggios. In the C section, the thickly-textuohords in quarter notes alternate with

passages of longer arpeggio flourishes, againingeah unpredictable pulse.

The pulse in the D section is the most ambiguous far, displaying

nontraditional large metric groupings. A large jguls established in groups of twelve
sixteenths. The octaves in the treble, with theiresponding bass note, highlight the

pulse in the busy arpeggiated texture. Toward titead the section, sforzandos occur on

these beats, emphasizing a regular meter.
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The unique rhythm in this work is complemented lioy distinctive harmony, with
dissonant tonal colorings. The pure E major toeater found at the beginning and end
of the piece is emphasized by the very delibengieggiation in the opening and closing
measures (Example 3.103). This pattern of figunationtinues in the ensuiddlegro,

Example 3.103. Hofmann, “Le Sanctuaire,” page dff 4t

with added tones for dissonance and harmonic igyalDissonant tones are given
emphasis by their appearance in the highest regidtey form intervals of major and
minor sixths and sevenths with the root of the gilevg harmony, providing constant
harmonic instability and unpredictability in boths&ctions. After an extensive opening
in E major, the harmony changes as the melodiddes®mes increasingly dissonant with
its corresponding arpeggio (Example 3.104). A rédaf the basic harmonic
progression is shown in Table 3.8.

Example 3.104. Hofmann, “Le Sanctuaire,” page dff &

Harmonic instability also prevails through thed®on. The harmonic
progression is mostly non-functional within a sengkey with non-harmonic tones in the
broken chord figuration (Example 3.105). Sectiois Garmonically unstable with its

passing stepwise triads moving through momentayg kbove while the lower register
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Table 3.8. Hofmann, “Le Sanctuaire,” B, C, and Btems, harmonic reduction.

Page/Staff Section Harmony Motives

2/5 - 3/3 A and B "JViie'Iv, | Arpeggios

3/4 - 4/1 C i, bA"9, V/ii, bii Four-note Chords

4/2-3 C bW Arpeggios

4/3 - 5/1 C bW, bV, bhiii®" Four-note Chords
bV, i¥

5/5 — 5/2 C b\AI Arpeggios

5/3 C bvi Arpeggios/Chords

5/4 C bVI (C Mixolydian) Arpeggios/Thirds

6/1 C V (B Mixolydian) Arpeggios/Thirds

6/1-7/2 D and A I Arpeggios/Octaves

Example 3.105. Hofmann, “Le Sanctuaire,” page &f 4t

consists of two dissonant arpeggios, preventingremgnonic resolution (Example
3.106).

Example 3.106. Hofmann, “Le Sanctuaire,” page &ff 4t

Ahd
=LY

Temporary harmonic stability in section C is pertadly found where the given
chord is arpeggiated and prolonged over severas$pasiin, for example,’@nd D-flaf
for two staves on page 4, staff 2 and 5/1-2 (Exar8@l07). The prolonged D-flat arpeggio

(5/end of 1) will move chromatically to’@gain (5/3), providing a sense of stabititsound the
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Example 3.107. Hofmann, “Le Sanctuaire,” page &ff &

5T ﬁ%ﬁ%ﬁ' =i
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F major key area. However, F major functions aslfldNeapolitan), heading toward the
key of E major in the climax. Intensity toward ttlenax builds further through two
ascending scales in thirds, in C Mixolydian, folesvby the dominant, B Mixolydian
(Example 3.108).

Example 3.108. Hofmann, “Le Sanctuaire,” page &if gt - page 6, staff 1.
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Section D presents the E major arpeggio in lartgrvals with added dissonant
tones 6 and flat-6. The harmony changes from tonig twice, temporarily (page 6,
staves 2-3), to a \"*°over a bass pedal-tone E. Bass arpeggiation d& tiejor chord
follows (page 6, staff 3) with the ninth (F-shamp}he treble, in addition to the dissonant

6 and flat-6 (Example 3.109).
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Example 3.109. Hofmann, “Le Sanctuaire,” page®jes 2-3.

Dissonance is gradually reduced as the ninths plesap C-natural is the only
remaining dissonant tone, the same sonority hdaiteapening of théllegro. The
return of A is a shortened restatement of the aggeharmonic material (Example 3.110).

Example 3.110. Hofmann, “Le Sanctuaire,” page aff &

In the return of the A section, dissonance isrmagaadually reduced. In the first A
section, the melodic pattern is repeated, buterrétturn of A, a repeat of C-sharp — C-
natural follows, leaving the C-natural as the gmiglonged dissonant tone against E
major harmony. Finally, even C-natural disappegesding the pure E major arpeggio
(Example 3.111).

Motives provide unity with tones derived from tie-note slur in the A section.
For instance, the following pairs of tones are fbumdifferent rhythmic, tonal, and

textural guises throughout the piece, providingimotoherence and shape from section
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Example 3.111. Hofmann, “Le Sanctuaire,” pagedf 4.
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to section: C/B, C-sharp/B, and F-sharp/E. Hofmiamamks this motivic idea significantly
in the texture with slur indications, accents, fayuing in the opposite direction, or by
placement of these tones in the highest part o$dlied mass. The C/B slur from
Example 3.102 is later marked by octaves in thbdsgrange with accents in section C
(Example 3.112). Example 3.113 also illustratesstepwise two-note motive marked
with octaves or accents from G-sharp to F doub&shnd C-sharp to C-natural. In the
B section, the stepwise two-note motive recursughout the section transformed into a
tremolo between D-sharp and E, thus transformethnhigally and texturally (Example
3.114).

Example 3.112. Hofmann, “Le Sanctuaire,” pageaff 4.
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Dramatic contrasts in texture and dynamics aneifstgnt hallmarks of this work.
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The textural changes occur mostly between sectmrighe C section demonstrates
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Example 3.114. Hofmann, “Le Sanctuaire,” pagedf 4.

alternation between large blocked chords to brakends. In the D section, the
arpeggios create an imposing sonority, with largervals and an expanded range,
resulting in a thicker texture. Dramatic dynamiapes are shown in Example 3.114
and heard consistently throughout all sectionsefwork.

The light textured arpeggios characterize theroliteections and contrast with
thicker textures and extended registers of theqoiarthe B, C, and D sections. The
ascending and descending arpeggios in the A seioain only in treble while the E
above middle C recurs throughout the section adalgone (Example 3.115). Textural
change introduces the B section (page 2, end tifgtan the tremolo from E to D-sharp.
Intensity grows as the tremolos alternate withatpeggios. Tonal coloring in the texture
is created by a leap to a higher register withatiast tones in varied articulation (legato
and staccato) in contrary motion (Example 3.116).

Example 3.115. Hofmann, “Le Sanctuaire,” page &ff 4t

Finally, the lower register descends to a low &gy the fourth staff as triadic
stepwise chords present a large range betwee taabl bass. This significantly large

range between triads and arpeggios spans oveobftaves. The largely stepwise and
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Example 3.116. Hofmann, “Le Sanctuaire,” page &f &

melodic character of the chords in the C secti@viples striking contrast with the
texture in the B section which thus far has presitite impressionistic tonal coloring of
registral shifts and dissonantly-colored arpeg@iosample 3.117).

Example 3.117. Hofmann, “Le Sanctuaire,” page &f gt

In the C section, the alternation of two stavesiafls with two staves of
ascending and descending arpeggio flourishes sraatense of extreme instability
in the texture to build intensity into the climdr.the ensuing climax of section D, the
texture is the thickest in the entire work and redflortissimofor intensity. Arpeggios in
large intervals, in treble and bass together, spapral registers of the piano until the
return of the A section. The accents ofi&;6, and 9 highlight the dissonance. The bass
arpeggiation of E major is marked wiforzandito emphasize the sonority of the lower
register in the texture. It provides culminatiorthie climax section with the return of the
A section shortly following (Example 3.118).

In general, “Le Sanctuairdduilds to its intense climax through textural ches\g

chromatic harmony, an expansion of traditional roeirganization, large intervals, thick
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Example 3.118. Hofmann, “Le Sanctuaire,” page aff 4t
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textures, and dramatic dynamic changes. The abséiae lines makes the performer

search for other forms of pulse dictated by regsildodivisions of six sixteenth-notes (in
the A section), textural changes, dissonant toméisa highest part of the texture, accents,
and sforzandi. Unity is achieved through the undlegl two-note slur motive and by the

return of the A section material.
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CHAPTER IV
SUMMARY AND CONCLUSION

Many of Hofmann’s works follow the Romantic tradit with added
characteristics of impressionism and neoclassici$m.Neoclassic “Theme with
Variations and Fugue,” the progressive notion afegice of bar lines in “Le Sanctuaire,”
the simplistic accompaniments in “Barcarolla” (amlg student work) and the more
complex impressionistic sonorities of “L’Orientl&ccident” all display a wide variety
of musical language. The traditional recurrencehgthm and motives provides logical
unity in these works. Analysis produces ample evigeof their frequently experimental
character.

Although many of Hofmann’s works did not achieveesamanent place in piano
repertoire, they still receive performances by entpianists. The exceptional accolades
given Hofmann as a performing artist would natyratimulate an interest in his own
creative work, and pianists might well benefit framinvestigation of it. His
remarkable genius and tendencies toward experin@mtavidenced by over 60 patents
of mechanical inventions and automobile accessagesso evident in over 100 musical
compositions.

Hofmann’s works do not portray a progression glestrom period to period as
with Beethoven, for instance. Instead, the tendésntyward fresh experiments

employing new forms and parameters. The proclityard quiet experimentation is

evident by the use of the pseudonym Michel Dvorgtkg,name under which later works
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of Hofmann appeared, possibly reflecting the corapesvish that these pieces remain in
the realm of fantastic personal experiments.

The selected analyzed works all display Hofmagcnestivity while working
among various traditional styles. The most consenea@f all the selected works,
“Barcarolla,” shows variety of articulation and cotic gestures with arpeggios in
shifting registers, while the harmony is enhancét shromaticism and ornaments in the
melodic line. The “Theme with Variations and Fugaéso shows Hofmann working
creatively while adhering to this traditional aridct form. The unity achieved through
return of the theme or harmonic progression througis balanced by the progressive
variations with only rare correlations to the theméheir stylistic, harmonic or textural
variety. As the Fugue subject goes through an skiterseries of episodes, changes in
harmonic rhythm occur as range, sonority and textucrease.

Hofmann’s experimental tendencies are displayet’@rient et I'Occident”
with the creative subtle changes to each melodé IThe increasingly thick textures with
each presentation of the line prevents any poggibil dull repetition. The unpredictable
dynamic changes and displacement of meter in “Aaefjalso demonstrate this
experimental character. The two-against-three pgthims are arresting and angular
while the prevention of harmonic repose througlsahisince and diatonic seventh chords
prevails.

“Le Sanctuaire” is perhaps the most experimentalliahe selected works, since
the performer must search for organization withthatbenefit of bar lines. The intense
climax shows Hofmann experimenting not only witm#toaditional metric organization,

but also with changing textures, chromaticism, mécdl virtuosity, and dramatic
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dynamic changes. The use of impressionistic mazidés, whole tones and registral
shifts are all creatively used. Significant tothk analyzed works is Hofmann’s creative
manipulation of a variety of textures while abidiwghin the traditional form and
harmonic structure.

This literature has its significant place amonggts who take an interest in
works of composer-pianists. Although Hofmann’s wodidn’t achieve as much
popularity as those of such composer-pianists dasrARubinstein and Leopold
Godowsky, the great variety found in them demotestrélofmann's desire for creative
composition. The compositions of great performérsroreflect the musical styles they
have mastered. In Hofmann'’s case, his performeertape was mostly from the
Romantic era.

Compositions of Hofmann worth further study wouldlude those that he chose
to perform frequently on his own concert prograiteese include, most importantly, his
“Chromaticon for Piano and Orchestra,” “Kaleidoskop. 40, No. 4,” “Berceuse,” and
“Waltz.” The “Berceuse” and “Waltz” are among sealesther categories of smaller
character pieces he performed, while the “Kaleidpsks a work on a larger scale. The
scores to “Berceuse” and “Poeme” include brief sate interpretation, pedaling, form
and structure.

Pianists and students looking for a unique studytfe left hand alone should be
aware of Hofmann’s “Etude Op. 32.” In three maiotsms, this work is a compendium
of musical techniques for the left hand. Other vgarka similar style to “Barcarolla”
analyzed here, is “The Devil's Mill” and “Elegy.”dgarding the many character pieces

from the middle period works, “Complaint” (a Noate) is similar to Chopin’s
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expressive melody over accompaniment style. Otilgaeifecant larger solo works by
Hofmann include the other pieces in “Charakterskiz@®p. 40” of which “Kaleidoskop”
is No. 4. The other works in the set, “Vision,” dig,” and “Nenien,” incorporate
rhythmic and textural variety in a late Romantidest All of these works merit further

study by pianists and musicians alike.
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APPENDIX A:
RECITAL PROGRAM 1
University of South Carolina School of Music
Presents
STEVEN MASTROGIACOMO, piano
in
Doctoral Recital

Thursday, April 12, 2007

5:30 p.m.
Recital Hall
Images, Book | Claude Debussy
Reflets dans I'eau (1862-8)
Hommage a Rameau
Mouvement
Prelude and Fugue in G-Sharp Minor, Opus 87, No. 12 Dmitri Shostakovitch
(1906-1975)
Sonata in A Major, Opus 101 Ludwig \Beethoven
Etwas lebhaft, und mit der innigsten Empfindung (1770-1827)

Lebhaft. Marschmassig
Langsam und sehnsuchtsvoll
Geschwinde, doch nicht zu sehr, und mit Entsd@nheit

Ballade in G Minor, Opus 23 FrederiooBin
(1810-1849)

Mr. Mastrogiacomo is a student of Charles Fugo sTiecital is presented in partial
fulfillment of the requirements for the Doctor otisical Arts degree in Performance.
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APPENDIX B:
RECITAL PROGRAM 2
University of South Carolina School of Music
Presents
STEVEN MASTROGIACOMO, piano
in
Doctoral Chamber Recital
Monday, March 24, 20085:30 PM- Recital Hall
Assisted by
Stacy Wiley,violin

Christopher Neelwiola
Michael King,cello

Trio in C Major, K. 548 Wolfgang Amadeus Mozart
Allegro (1756-1791)
Andante cantabile
Allegro

Quartet in C Minor, Op. 60 Johannes Brahms
Allegro non troppo (1833-1897)
Scherzo: Allegro
Andante

Finale: Allegro comodo

Mr. Mastrogiacomo is a student of Charles Fugo sTiecital is presented in partial
fulfillment of the requirements for the Doctor otisical Arts degree in Performance.
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APPENDIX C:

RECITAL PROGRAM 3

University of South Carolina School of Music

Presents
STEVEN MASTROGIACOMO, piano
in
Doctoral Recital

Friday, April 25, 2008 5:30 PM- Recital Hall

Sonata in E Minor, Hob. XVI1/34
Presto
Adagio
Molto vivace

Excursions, Op. 20
Un poco allegro
In slow blues tempo
Allegretto
Allegro molto

Klavierstucke, Op. 118
Intermezzo in A Minor
Intermezzo in A Major
Ballade in G Minor
Intermezzo in F Minor
Romanze in F Major
Intermezzo in E-flat Minor

Mephisto Waltz

Franz Joséfdydn
(1732-1809)

Samuel Barber
(1910-1981)

Johannes Brahms
(1833-1897)

Franz Liszt
(1811-1886)

Mr. Mastrogiacomo is a student of Charles Fugo sTiecital is presented in partial
fulfillment of the requirements for the Doctor otisical Arts degree in Performance.
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APPENDIX D:
RECITAL PROGRAM 4
University of South Carolina School of Music
Presents
STEVEN MASTROGIACOMO, piano
in
Doctoral Recital

Thursday, March 26, 20097:30 PM- Recital Hall

Sonata in B-flat Major, K. 281 W.A. Mozart
Allegro (1756-1791)
Andante amoroso
Rondeau: Allegro

Variations on the Nam&begg,Opus 1 Robert Schumann
(1810-1856)
Piano Variations (1930) Aaron Coplan
(1900-1990)
Prelude in E Major, Opus 32, No. 3 Sergei Raaminoff
Etude-Tableau in C-sharp Minor, Opus 33, No. 9 (1873-1943)

Moment Musical in E Minor, Opus 16, No. 4
Prelude in G Major, Opus 32, No. 5

Prelude in G-flat Major, Opus 23, No. 10
Etude-Tableau in E-flat Minor, Opus 39, No. 5

Mr. Mastrogiacomo is a student of Charles Fugo sTiecital is presented in partial
fulfillment of the requirements for the Doctor otisical Arts degree in Performance.
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