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CHAPTER 1 

INTRODUCTION 

The Piano Concerto in C sharp, Op. 17 (1923), composed by Erich Wolfgang Korngold 

and commissioned by the pianist Paul Wittgenstein, is one of the earliest piano concerti for the 

left hand alone. Although Wittgenstein’s 1924 premiere of Korngold’s piano concerto was well 

received by audiences, some contemporary critics found it difficult to understand due to its 

complex musical features. A reviewer for the Arbeiter-Zeitung wrote, “It [is] arguably 

impossible after one hearing to evaluate or review Korngold’s piano concerto, a work so 

interesting in its structure, so rich in imagination in its details and so many-sided.”1 Ernst Decsey 

of the Neues Wiener Tagblatt indeed considered the formal and thematic continuity in 

Korngold’s piano concerto to be “modern.”2 

Decsey’s comment contrasts with the general impression of Korngold as a conservative 

composer because he never relinquished tonality.3 While other composers during the same 

period explored new musical languages such as serialism, Korngold held that modernism in 

music did not require abandoning tonality but rather was a product of a flexible texture in which 

“consistently moving voice[s]” interwove to generate unexpected harmonic progressions. 

Korngold articulated this idea in his article “The Exemplar of My Youth,” in which he discussed 

in particular the influence of his teacher Alexander von Zemlinsky: 

1 Quoted from Carmen Ottner, “‘Nach diesem Konzert für die linke Hand werden wohl viele Pianisten mit 
beiden Händen greifen!’ Zu Erich Wolfgang Korngolds ‘Klavierkonzert in Cis’ op. 17,” in Das Klavierkonzert in 
Österreich und Deutschland von 1900–1945 (Schwerpunkt: Werke für Paul Wittgenstein), ed. Carmen Ottner 
(Vienna: Doblinger, 2009), 344. The original text appears as follows: “Ein Werk, das im Aufbau so interessant, in 
seinen Einzelheiten so reich an Phantasie und vielseitig ist, nach einmaligen Hören würdigen oder besprechen zu 
können ist wohl unmöglich.” The author’s translation. 

2 Quoted from Ottner, “‘Nach diesem Konzert,’” 347. 
3 Brendan G. Carroll, The Last Prodigy: a Biography of Erich Wolfgang Korngold (Portland, Or.: Amadeus 

Press, 1997), 156-58. 
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Zemlinsky’s rigorous logic in harmony—together with his freedom and daring in chord 
structure, his search for the distant relationships and connections of sounds, and his own 
technique of ‘delayed resolution’ —became decisive factors in my entire musical 
development and my outlook in regard to that which is called “modern.”4 

Antony Beaumont points out that the “search for the distant relationships” in Zemlinsky’s 

music emphasizes the development of motives to maintain formal coherence. Beaumont suggests 

that this concept became what Arnold Schoenberg formulated later as “developing variation.”5 

Although the piano concerto is not the first work in which Korngold created thematic coherence 

through developing variation, Brendan Carroll comments that the piano concerto is “highly 

innovative and extraordinarily complex” within Korngold’s output as a whole due to the 

manifold connections between the main themes and transitional passages.6 Gary Graffman and 

Carmen Ottner suggest that, as a result, Korngold’s piano concerto has received little attention 

from performers and negative reception from later critics, who tended to focus on stylistic 

influences of other composers on this work and to regard it as anachronistically “Romantic.”7 

The discussion of developing variation in Korngold’s works is underexplored, especially 

in English sources, even though there are numerous studies concerning developing variation in 

4 Erich Wolfgang Korngold, “Erinnerungen an Zemlinsky aus meiner Lehrzeit (Zemlinsky, the Exemplar of 
My Youth),” Auftakt (January 1921), quoted from Carroll, The Last Prodigy, 49. Korngold’s attitude toward musical 
modernity is ambiguous. He defied the concept of modernism, claiming that “the genuine artist creates at a distance 
from his own time”; yet, Korngold considered the music of Mahler and Strauss to be “modern” and “progressive.” 
See also Carroll, 329; 358-59. 

5 Antony Beaumont, Zemlinsky (Ithaca, N.Y.: Cornell University Press, 2000), 19; 59. 
6 Carroll, 166. See also Arne Stollberg, “‘... das Muster und Vorbild meiner jungen Jahre’: Korngolds frühe 

Klavier- und Kammermusik als Reflex auf den Unterricht bei Alexander Zemlinsky,” in Erich Wolfgang Korngold: 
Wunderkind der Moderne oder letzter Romantiker?: Bericht über das internationale Symposion Bern 2007, ed. Arne 
Stollberg (Munich: ET+K, Edition Text + Kritik, 2008), 101-20. 

7 Gary Graffman, “Korngold Was More Than A Movie Composer,” New York Times (1923-Current File), 
September 15th 1985; Ottner, 349-53 (performance reviews and conference discussions). So Young Kim-Park 
claims, quoting Carroll, the piano concerto proves Korngold to be “the last Romantic.” See also Carroll, “Korngold, 
Erich Wolfgang,” The New Grove Dictionary of Music and Musicians, ed. Stanley Sadie (London: Macmillan 
Publishers, 1980), Vol. 10, 210; Kim-Park, Paul Wittgenstein und die für ihn komponierten Klavierkonzerte für die 
linke Hand, PhD. Universität Fridericiana Karlsruhe (Aachen: Shaker Verlag, 1999), 125. 

2 

                                                 



the works of other individual composers.8 Schoenberg, who coined the term, discusses 

developing variation and related topics in various essays.9 A number of scholars consider 

Schoenberg’s explanation and analytical applications of developing variation to be scattered and 

vague, yet he does provide a rather straightforward view of developing variation in his book 

Fundamentals of Musical Composition, in which he discusses various musical elements and 

provides supporting examples. This book is helpful for approaching Korngold’s piano concerto 

from the perspective of developing variation.10 

There are four studies related to Korngold’s piano concerto. So Young Kim-Park 

includes Korngold's piano concerto in her dissertation on Wittgenstein's concerto commissions, 

in which she provides a description of musical features, historical background, and performance 

issues of the piano concerto. She fails to, however, recognize the relationships between some 

drastically modified passages and the original materials.11 Harold Truscott, in his article, 

similarly discusses how Korngold develops his opening motives in a general manner. Thus, 

Truscott labels some later thematic ideas as “new” and does not note their derivation from earlier 

8 Several scholars pay attention to thematic continuity and structural coherence in Korngold’s individual 
works. See Ruth Ann Wood, The Piano Sonatas of Erich Wolfgang Korngold (DMA Dissertation, University of 
Alabama, 1991); Miles Goldberg, The Piano Chamber Music of Erich Wolfgang Korngold (DMA Dissertation, 
Boston University, 2005); Hans-Joachim Hinrichsen, “Melancholie des Vermögens: Strukturelle Virtuosität in 
Korngolds Klaviersonaten,” in Erich Wolfgang Korngold: Wunderkind der Moderne oder letzter Romantiker? : 
Bericht über das internationale Symposion Bern 2007, ed. Arne Stollberg (Munich: ET+K, Edition Text + Kritik, 
2008), 43-61; Stollberg, “…das Muster.”  

9 These include Arnold Schoenberg, Fundamentals of Musical Composition, ed. Gerald Strang and Leonard 
Stein (London: Faber and Faber Limited, 1967); Style and Idea, ed. Leonard Stein and trans. Leo Black (New York: 
St Martins Press, 1975); Coherence, Counterpoint, Instrumentation, Instruction In Form, ed. Severine Neff and 
trans. Charlotte M. Cross and Severine Neff (Lincoln: University of Nebraska Press, 1994); The Musical Idea and 
The Logic, Technique, and Art of Its Presentation, ed. and trans. Patricia Carpenter and Severine Neff (New York: 
Columbia University Press, 1995).  

10 Walter Frisch, Brahms and the Principle of Developing Variation (Berkeley: University of California 
Press, 1984), 1-18; Carl Dahlhaus, “What Is Developing Variation,” in Schoenberg and the New Music, trans. 
Derrick Puffett and Alfred Clayton (Cambridge: Cambridge University Press, 1987), 128-33; Michael J. Schiano, 
“Grundgestalt,” Grove Music Online, Oxford Music Online, Oxford University Press, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/11868 (accessed May 24, 2013). Frisch states 
that Fundamentals presents a more comprehensible way of varying a motive in comparison with Schoenberg’s other 
writings because of its didactic orientation. 

11 Kim-Park, Paul Wittgenstein, 108-26; 185-86. See chapter 3 (footnotes) for further details. 
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motives.12 Helmut Pöllmann’s dissertation presents an overview of Korngold’s music and career, 

within which he briefly discusses the historical background and harmonic profile of Korngold’s 

piano concerto rather than giving a detailed discussion of thematic connections in this piece.13 

Ottner pays attention to the stylistic impact of other composers on Korngold’s piano concerto, 

such as the orchestral colors of Giacomo Puccini, Richard Strauss, and so forth, and to 

Korngold’s interactions with other contemporary composers during the early 1920s, giving a 

panorama of the Viennese musical life as opposed to a specific musical analysis of this piece. By 

doing so, Ottner tends to regard Korngold’s piano concerto as eclectic, a trait that Ottner 

suggests has a negative effect on the reception of the work.14 

Biographers of Korngold and Zemlinsky also cover Korngold’s piano concerto or 

investigate the influence of Zemlinsky on him, though these discussions are relatively 

fragmentary and serve as general introductions to Korngold’s music. Brendan Carroll briefly 

discusses Korngold’s ability to handle formal structure, achieve thematic unity, and explore 

techniques for the left hand in this piano concerto.15 Jessica Duchen notices thematic connections 

within Korngold’s piano concerto but does not provide a detailed analysis of it.16 The focus of 

Antony Beaumont’s book is on Zemlinsky’s musical career, but he does mention Zemlinsky’s 

influence on Korngold with regard to developing variation.17 A detailed study of developing 

variation in Korngold’s piano concerto is lacking, yet such a study is essential to be able to 

12 Harold Truscott, Erich Wolfgang Korngold’s Concerto For Piano (Left Hand) and Orchestra in C Sharp, 
Op. 17 (1924) (Paisley, Scotland: Wilfion Books Publishers, 1985), 6. See chapter 3 (footnotes) for further details. 

13 Helmut Pöllmann, Erich Wolfgang Korngold: Aspekte seines Schaffens (Mainz: Schott, 1998), 139-43. 
14 Ottner, 326-27. Ottner briefly mentions that Korngold shows Zemlinsky’s influence in his piano concerto 

in the use of developing variation.  
15 Carroll, 165-66. 
16 Jessica Duchen, Erich Wolfgang Korngold (London: Phaidon Press Limited, 1996), 102. 
17 Beaumont, Zemlinsky, 185. 
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assess this piece responsibly. This study will therefore present the concept of developing 

variation and Korngold’s use of this technique in his piano concerto. 

5 



CHAPTER 2 

THE CONCEPT OF DEVELOPING VARIATION 

The difficulty that certain contemporary critics had in understanding Korngold’s piano 

concerto reflects a gap between new music and audiences that has existed for a long time. In the 

article “Criteria for the Evaluation of Music,” Schoenberg observes that since the nineteenth 

century, music has become increasingly intricate and thus increasingly difficult for audiences to 

understand and furthermore that any perceived difficulty in understanding a musical work 

restricts its popularity. Musical understanding, in Schoenberg’s opinion, depends on the degree 

to which audiences remember a musical work through repeated hearings. Alternatively, he 

continues, composers repeat certain features within a work to make them memorable.18 

Schoenberg states that many composers adopted sequences, transpositions of passage of 

varying length, to foster musical understanding of their works. He mentions that sequences were 

particularly championed by the New German School composers such as Richard Wagner and 

Russian composers such as Pyotr Ilyich Tchaikovsky. Schoenberg remarks, however, sequences 

create limited musical variety. In addition, he considers inappropriate use of sequences to have 

become intolerable as musical works grew in length.19 

Schoenberg calls another option for repeating musical features developing variation. 

Developing variation, in Schoenberg’s view, is “variation of the features of a basic unit” that 

creates “fluency, contrasts, variety, logic and unity on the one hand, and character, mood, 

expression, and every needed differentiation, on the other.”20 Schoenberg suggests that a basic 

unit or “motive,” as he calls it in Fundamentals of Musical Composition, consists of particular 

18 Schoenberg, “Criteria for the Evaluation of Music (1946),” in Style and Idea, 127-29. All the subsequent 
writings by Schoenberg are quoted from Style unless other sources are specified. 

19 Schoenberg, “A Self-Analysis (1948),” 77-78; “Criteria,” 131. 
20 Schoenberg, “Bach (1950),” 397. 
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rhythmic and intervallic characteristics that create a striking effect at the beginning of a piece. 

Schoenberg calls subsequent modified variants of the basic motive motive-forms. “The 

succession of motive-forms,” he continues, “can be compared to development, to growth.”21 

Schoenberg then illustrates how to “develop” a motive. First, he changes the rhythmic 

pattern of his proposed motive. This includes altering note values, repeating certain notes, 

inserting rests, starting the motive on different beats, or changing the meter. When these 

techniques are used, the intervallic relationships can remain the same. The second element he 

deals with is the intervallic content. He reorders notes of the motive, adds or omits some notes, 

or repeats certain patterns in the motive. Schoenberg also enriches the harmonic progression of 

the motive or starts the motive in a different key.22 

Schoenberg then discusses how to put varied motive-forms together. He emphasizes that 

these motive-forms must retain certain characteristics of the basic motive so that listeners can 

hear and recognize the relationship between the motive-forms, since recognition is part of 

remembering and understanding.23 Among the aforementioned musical elements, Schoenberg 

remarks that “preservation of the rhythm allows extensive changes in the melodic contour.”24 He 

proceeds to explain the concept of liquidation, a technique by which varied motive-forms 

become less and less like the basic motive and finally stop “developing” once all the familiar 

characteristics no longer exist.25 

21 Schoenberg, Fundamentals, 8. 
22 Ibid., 12-15. One can distinguish “repetition of certain notes” from “repetition of certain patterns” by 

comparing Schoenberg’s example 17 and 22, though some of his examples can be interpreted as “rhythmic” or 
“intervallic” variations (e.g., Schoenberg’s example 23). 

23 Schoenberg, The Musical Idea, 131; 145. 
24 Schoenberg, Fundamentals, 30. 
25 Ibid., Fundamentals, 58-59. 
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Schoenberg considers developing variation to be associated with Brahms and discusses 

Brahms’s works in particular in his article “Brahms the Progressive.”26 Schoenberg speaks of 

Brahms’s “progressivism” in regard to the more advanced “method of presentation” achieved by 

developing variation as opposed to sequences. He attributes many structural asymmetries in 

Brahms’s music to what he calls musical prose, “a direct and straightforward presentation of 

ideas, without any patchwork, without mere padding and empty repetitions.”27 In Schoenberg’s 

view, Wagner tries to create one kind of “musical prose” through sequences while Brahms 

achieves a different kind through developing variation. These two methods, Schoenberg states, 

were adopted by many composers of the late nineteenth century, including himself, Mahler, 

Strauss, and Zemlinsky, whom Schoenberg acknowledges in particular as influencing his 

musical style in the use of the aforementioned compositional techniques.28 While Schoenberg 

does admit that there are structural irregularities in Wagner’s works, he also argues that Wagner 

seldom abandons the traditional “Italian two-by-two measure construction,” by which 

Schoenberg means even, symmetrical phrase structure.29 Both Wagnerian sequences and 

Brahmsian developing variation, Schoenberg suggests, are responses to the compositional 

paradox that a musical idea should be succinct yet flow with “full pregnancy of meaning” rather 

than repeating to fulfill structural balance.30 

26 Schoenberg, “Criteria,” 129. Although Schoenberg does not use the term “developing variation” in 
“Brahms,” Walter Frisch states that Schoenberg “gives a lengthier and more persuasive account of how two themes 
of Brahms are generated by the process of developing variation” in “Brahms.” See Frisch, Brahms, 3-9. 

27 Schoenberg, “Brahms the Progressive (1947),” 401; 414-28. Schoenberg also discusses asymmetries in 
works by Anton Bruckner, Gustav Mahler, Richard Strauss, Max Reger, and himself. 

28 Schoenberg, “Brahms,” 399; 401; “My Evolution,” 80. Schoenberg stated that Zemlinsky influenced his 
critical thinking about “Wagnerian sequence” and “Brahms’ technique of developing variation” revealed in 
Verklärte Nacht (1899). 

29 Schoenberg, “Brahms,” 414. Schoenberg illustrates periodic regularities achieved by sequences with 
excerpts from Tristan und Isolde in “Criteria.” See Schoenberg, “Criteria,” 129. 

30 Schoenberg, “Brahms,” 414-15. Dahlhaus suggests that brevity of musical ideas creates difficulty in 
post-Beethovenian period in which composers are expected to achieve monumentality in their works. See Dahlhaus, 
“Issues In Composition,” in Between Romanticism and Modernism: Four Studies in the Music of the Later 
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Anthony Beaumont states that young Zemlinsky oscillated between Brahmsian 

developing variation and Wagnerian “echoes” but that Zemlinsky tended more toward 

Brahmsian practice. Beaumont asserts that developing variation played an important role in 

Zemlinsky’s entire output and continued to influence Zemlinsky’s disciples including 

Schoenberg and Korngold, who considered Zemlinsky’s compositional approach to be 

“modern.” Korngold states, “One voice moving naturally and consistently allows freedom for the 

others—this was Zemlinsky’s basic principle.” Beaumont and Carroll observe that the “naturally 

moving” melody, achieved by motivic development, creates unexpected harmonic progressions 

as suggested earlier in Korngold and Zemlinsky’s compositions.31 In addition, Zemlinsky often 

develops his motives within a thick texture, creating intricate musical features that are not easily 

comprehended. This outcome departs from the goal of developing variation that Schoenberg 

proposes, namely, achieving thematic variety as well as musical comprehensibility.32 For 

instance, Beaumont observes that motivic development within a polyphonic fabric in 

Zemlinsky’s opera Der Traumgörge (1904-6) created a musical “labyrinth” in which “even 

familiar chords often pass unrecognized.”33 Walter Frisch similarly criticizes Zemlinsky for 

developing rhythmic patterns too drastically in the string quartet in A major, Op. 4 (1898), 

leading to a “metrical roller coaster” as Frisch calls it.34 

The aforementioned features cause trouble in understanding and evaluating Zemlinsky’s 

music. Even Schoenberg, despite his own musicality, finds it difficult to assess Zemlinsky’s 

music. Thus, Schoenberg writes that “Zemlinsky will only begin to be valued as his masterly 

Nineteenth Century, trans. by Mary Whittall and Arnold Whittall (Berkeley: University of California Press, 1980), 
52-53. 

31 Carroll, 49 (citations of Korngold); 51; Beaumont, 35; 37-39; 149-50; 185. 
32 Schoenberg, “Bach,” 397; “Brahms,” 399. 
33 Beaumont, 146-47; 149-50. 
34 Walter Frisch, The Early Works of Arnold Schoenberg, 1893-1908 (Berkeley: University of California 

Press, 1993), 11. 
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talent deserves… when one has only good ears and mind. And certain people will then 

understand why even I, who am in good practice, must listen repeatedly in order to perceive this 

beauty and fullness.”35 Schoenberg’s confession is revealing in that it concerns ideas of musical 

comprehensibility, public acceptance, and subsequent scholarly research. Since Zemlinsky’s 

musical approach deeply influenced Korngold’s works as the latter claimed in “The Exemplar of 

My Youth,” Korngold’s music also bears the complex and “radical” qualities that were criticized 

by audiences.36 

Several scholars notice that Korngold had already created thematic and formal coherence 

through developing variation in his early compositions. For instance, Arne Stollberg observes 

that the first movement of Korngold’s second piano sonata is based on the rhythmic pattern and 

intervallic successions at the beginning (ex. 2.1a). Korngold embellishes the first theme through 

imitative texture and reshaping of the motive (ex. 2.1b). These modifications, Stollberg suggests, 

connect the first theme and second theme (ex. 2.1c).37 

 

35 Schoenberg, “Zemlinsky (1921),” 486-87. 
36 Carroll, 91; 134. See also note 4. 
37 Stollberg, “‘das Muster,’” 110-13. The brackets in ex. 2.1a, b, and c are marked by Stollberg. 
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EXAMPLE 2.1a Piano sonata No. 2, Op. 2, 1st mov., mm. 1-438 

 
Korngold SONATA NO. 2 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
 

EXAMPLE 2.1b Piano sonata No. 2, Op. 2, 1st mov., mm. 9-12 

 
Korngold SONATA NO. 2 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
 

38 Ex. 2.1a, b, and c are excerpted from Korngold, Sonate für das Pianoforte, Op. 2, No. 2, E Dur (Mainz: 
B Schott’s Söhne, 1911), accessed August 9, 2013, International Music Score Library Project, 
http://imslp.org/wiki/Piano_Sonata_No.2,_Op.2_(Korngold,_Erich_Wolfgang). 
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EXAMPLE 2.1c Piano sonata No. 2, Op. 2, 1st mov., mm. 30-31 

 
Korngold SONATA NO. 2 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
 

Miles Goldberg perceives similar types of motivic development in Korngold’s chamber 

music. Furthermore, he notices that Korngold tends to elaborate materials from transitional 

passages or accompaniments. For instance, in the first movement of Korngold’s violin sonata, 

Goldberg finds that the descending chromatic melody in the violin part (m. 4 in ex. 2.2a) derives 

from the piano accompaniment in the previous measure. This melodic elaboration, Goldberg 

proceeds, turns out to be a connecting element between the first theme and the following 

transitional section, where it reappears in a more diatonic form (ex. 2.2b). The accompaniment 

during the transition (ex. 2.2c), Goldberg continues, is later transformed into the second theme 

(ex. 2.2d).39 

 

39 Goldberg, The Piano Chamber Music, 69-72. 
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EXAMPLE 2.2a Violin sonata, Op. 6, 1st mov., mm. 1-440 

 
Korngold SONATA G MAJOR, Op. 6 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
 

EXAMPLE 2.2b Violin sonata, Op. 6, 1st mov., m. 30 

 
Korngold SONATA G MAJOR, Op. 6 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
 

40 Ex. 2.2a, b, c, and d are excerpted from Korngold, Sonata für Violin und Klavier, Op. 6, G Dur (Mainz: 
B Schott’s Söhne, 1913), accessed August 9, 2013, International Music Score Library Project, 
http://imslp.org/wiki/Violin_Sonata,_Op.6_(Korngold,_Erich_Wolfgang). 
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EXAMPLE 2.2c Violin sonata, Op. 6, 1st mov., m. 18 

 
Korngold SONATA G MAJOR, Op. 6 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
 

EXAMPLE 2.2d Violin sonata, Op. 6, 1st mov., m. 43 

 
Korngold SONATA G MAJOR, Op. 6 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
 

Goldberg comments that Korngold treats formal structure more “boldly” while 

maintaining formal coherence by “reinterpreting” the head motive (blocks in ex. 2.3a and b) and 

superimposing motives (ex. 2.3b and c) in the third movement of the Piano Quintet in E major, 

14 



Op. 15 (1921-22). These features, Goldberg remarks, make the piano quintet more advanced in 

comparison with Korngold’s previous works since the formal structure is less clear than before.41 

 

EXAMPLE 2.3a Piano quintet, Op. 15, 3rd mov., rehearsal 4942 

 
Korngold QUINTET, Op. 15 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
 

41 Goldberg, 118; 146-52.  
42 Ex. 2.3a, b, and c are excerpted from Korngold, Quintett, 2 Violinen, Viola, Violoncello und Klavier, 

Opus 15, E Dur (Mainz: B. Schott's Söhne, 1924), accessed August 9, 2013, International Music Score Library 
Project, http://imslp.org/wiki/Piano_Quintet,_Op.15_(Korngold,_Erich_Wolfgang). 
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EXAMPLE 2.3b Piano quintet, Op. 15, 3rd mov., rehearsal 54 

 
Korngold QUINTET, Op. 15 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
 

EXAMPLE 2.3c Piano quintet, Op. 15, 3rd mov., rehearsal 55 

 
Korngold QUINTET, Op. 15 
Used with kind permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
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The techniques discussed previously create an enormously condensed motivic mass in 

Korngold’s piano concerto, which, along with the complicated formal structure and extensive 

orchestration, as Ottner suggests, make it challenging for the audience to recognize and 

remember musical ideas in this piece.43 As a result, Korngold’s piano concerto has left a 

perplexing impression on listeners, who tended to focus on stylistic traits of other composers on 

this piece, as mentioned earlier. Along somewhat different lines, a reviewer for the Wiener 

Zeitung in 1967 even criticized this work for its lack of a “compelling idea” and “brilliant 

creative force” despite its “sophisticated technical calculations.”44 The vicissitudes of its 

reception history in the later twentieth century thus exemplify the inverse relationship between 

the complexity of a musical work and its popularity, as noted by Schoenberg in “Criteria” in a 

striking and poignant manner.45 

43 Ottner, 339. 
44 The reviewer for the Kurier perceived Korngold’s piano concerto as “Talmigold” that strongly reflects 

the influence of Richard Strauss. Both reviews are quoted from Ottner, 349-50. 
45 See note 18. 
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CHAPTER 3 

DEVELOPING VARIATION IN KORNGOLD’S PIANO CONCERTO 

As several scholars point out, Korngold incorporates traditional symphonic movement 

types, including scherzo, dance, and a slow movement, in his piano concerto. This takes place 

within a framework of an extended sonata form in which three contrasting themes (ex. 3.1; 3.2d; 

3.4b) are based on “extremely differentiated” (Ottner’s words) yet latently related motive-forms 

(e.g., motive B and A2 in the exposition).46 Korngold drastically modifies the contour of certain 

motives (e.g., motive A in ex. 3.1, 3.2c, 3.11a, and 3.12); in some cases, there is a large temporal 

gap between a basic motive and its motive-forms (e.g., B1 and B2 in ex. 3.4b and 3.10b).47 These 

features hinder recognition of motivic relationships and comprehensibility. 

In comparison with his ways of proceeding in his violin sonata or piano quintet, however, 

Korngold introduces his basic motives in a simple texture and with reduced orchestration at the 

beginning of the piano concerto. Three basic motives (labeled A, B, and C in ex. 3.1) are 

presented horizontally rather than being superimposed. 

 

46 Truscott, Erich Wolfgang Korngold’s Piano Concerto For Piano, 3; Duchen, Erich Wolfgang Korngold, 
102; Ottner, 339; 344 (review of the Arbeiter-Zeitung). All musical examples from Korngold’s piano concerto, Op. 
17, are typeset by Matias Hansen. See Korngold, Piano Concerto for the Left Hand, Op. 17, accessed August 9, 
2013, International Music Score Library Project, 
http://imslp.org/wiki/Piano_Concerto_for_the_left_hand,_Op.17_(Korngold,_Erich_Wolfgang). 

47 Schoenberg states that “the more the characteristics of the motive are altered…the more difficult it will 
be to grasp the coherence, and hence the idea.” This can describe the transformation of motive A in this piece. He 
also expresses that “components that create coherence” can achieve comprehensibility; however, in the case of B1 
and B2, the large temporal gap makes it challenging to “grasp the coherence.” See Schoenberg, The Musical Idea, 
137; 139. 
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EXAMPLE 3.1 First theme, piano part, mm. 1-5 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
 

Motive A consists of two short-long patterns (blocks in ex. 3.2a) and three intervals: an 

upward perfect fifth, downward major second, and upward augmented third. This motive retains 

its rhythmic shape and its melodic contour with numerous intervallic combinations in this piece. 

The middle interval of its variants is either a downward major or minor second in the exposition, 

except in the variant A2 from the second theme. Korngold intensely iterates a modified form A1 

(ex. 3.2b), an upward perfect fifth-downward minor second-upward major third, in the “episode” 

before the second theme.48 A1 mostly appears in transitional sections, including the end of the 

exposition (ex. 3.2c) and the retransition before the recapitulation. 

48 Kim-Park, Paul Wittgenstein, 115. 
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EXAMPLE 3.2a Motive A in the piano part, m. 1 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

EXAMPLE 3.2b A1 in the piano part, mm. 47-48 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
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EXAMPLE 3.2c Motive A, A1, and A3, mm. 157-61 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

Korngold modulates to B flat major at the end of the exposition, generating a new type of 

motive A (labeled A3 in ex. 3.2c). A3 is more like the original motive A. It retains the upward 

perfect fifth and downward major second of motive A while the upward major third (notated as a 

diminished fourth, F sharp-B flat in ex. 3.2c) is shared with A1. A3 will appear much later during 

21 



the recapitulation in C major (ex. 3.12), a key that was implied at the beginning of the 

exposition.49 

Motive A2 in the second theme (ex. 3.2d) is different from the earlier versions of motive 

A because the middle interval, previously a major or minor second, is replaced with a perfect 

fourth (F sharp-C sharp ex. 3.2d). Rhythmically, A2 contains three shorter notes, followed by a 

long note. This pattern also makes A2 distinct from other motive A forms. Korngold temporarily 

modulates from B major to B flat major in the restatement of the second theme. This harmonic 

deviation has a profound impact in the rest of the exposition as mentioned earlier, namely, the 

formation of A3. 

 

EXAMPLE 3.2d Second theme, piano part, mm. 54-58 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
 

49 Truscott, 4; Kim-Park, 114. 
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The chromatic motive B in the first theme resembles motive A regarding its crooked 

melodic shape. Rhythmically, motive B contains one long note, followed by four relatively short 

notes. This pattern can also be seen as a rhythmically reversed version of A2. Korngold 

elaborates a form of motive B, labeled B1 (ex. 3.3a), in the transition before the restatement of 

the first theme. The rhythmic relationship between motive B and B1 make the connection 

recognizable; nevertheless, B1 does not retain the melodic contour of motive B, though the 

descending chromatic pattern remains. Korngold reshapes B1 more diatonically with thinner 

texture in the following episode (ex. 3.3b and c) and in the second theme (ex. 3.2d). 

 

EXAMPLE 3.3a B1 in the piano part, mm. 19-20 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
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EXAMPLE 3.3b B1 in the orchestral part, mm. 35-36 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

EXAMPLE 3.3c B1 in the orchestral part, mm. 39-41 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

Motive B and C overlap in the first theme and create a contour similar to motive A. 

Motive C is a rhythmically smooth pattern based on three pairs of ascending minor seconds. 

Korngold slightly modifies motive C in the second part of the first theme (m. 4 in ex. 3.1). 

Korngold brings back motive B in the transition after the second theme (ex. 3.4a); 

nonetheless, motive B here rhythmically connects with motive A2 in the second theme rather than 

retaining its original rhythmic pattern. The perfect fifth pedal point (blocks in ex. 3.4a) and 

breaking chords (circles in ex. 3.4a) in the piano part derive from the cadential passages of the 

second theme (mm. 89-91 in ex. 3.4a). Korngold once again emphasizes the tonal conflict 
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between B flat and B natural by superimposing the B flat pedal point and motive B (m. 92 in ex. 

3.4a). The music intensifies with a series of simplified versions of motive B and finally reaches 

the third theme in B major (ex. 3.4b, marked “Burlesk”), which emphasizes the chromatic 

sonorities of B1 and another motive B variant, labeled B2. Rhythmically, the third theme 

combines the short-long pattern from motive A, the rhythmically reversed motive B (aka A2), 

and the smooth flow of motive C. The restatement of the third theme remains nearly identical in 

length except for a short extension at the end. Harmonically, there are several local modulations, 

which, however, have no effect on the main key of B major. 
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EXAMPLE 3.4a Motive B and B1, mm. 89-93 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
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EXAMPLE 3.4b Third theme, orchestral part, mm. 102-3 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

 “When everything is weird… nothing stands out.”50 In this statement, Truscott is 

referring to the idiosyncratic development section of Korngold’s piano concerto. Tellingly, his 

comment might also describe the unorthodox nature of the exposition. The protean motive A 

group creates unpredictable harmonic progressions throughout the exposition. B major in the 

second theme appears to be a random outcome of motivic development.51 The persisting tonal 

conflict between B major and B flat major in the exposition refers vaguely to that between the 

never-realized C major and the short-lived C sharp major-minor in the opening of this piece. In 

addition, Korngold demonstrates a motivic economy so extreme that a seemingly trivial musical 

event turns out to be significant later. For instance, the brief motive B at the beginning and B1 in 

the transition becomes quite prominent in the second and third theme. Korngold clarifies the 

tonal issue in the development section, albeit in a highly refined manner. 

Schoenberg considers “development” (Durchführung) to be a “misnomer” since no new 

material occurs in this section. All of the musical materials in the development section have 

50 Truscott, 7. 
51 Truscott states that B major “is not so strange as it may appear, for any sense of C sharp has long been 

lost.” See Truscott, 5. 
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already appeared in the exposition.52 Korngold, however, continues “developing” his motives 

along with advanced presentations, creating an incredibly intricate fabric in this section. In 

addition, the development section is based on a quasi-symmetrical structure. This structure 

makes recognizing and remembering the motives more challenging because musical coherence 

between two similar passages is disrupted.53 It starts with a “transitional stage” that is tonally 

connected to the exposition.54 Two similar “scherzo” sections follow the transition but are 

separated by a “waltz” section, “Reigen,” and a slow section that Truscott considers to be a 

“slow movement” in this “large symphony.”55 The retransition after the second scherzo 

motivically corresponds to the end of the exposition, featuring motive A, A1, and A3. 

The musical disjunction also happens in the transition. It consists of five subdivisions 

(mm. 165-172; 172-184; 184-189; 189-199; 199-210).56 The first and third subdivisions are 

based on a modified motive A, labeled A4 (ex. 3.5a), which Truscott considers to be distinct from 

motive A.57 A4, in fact, resembles the melodic contour in mm. 2-3 (ex. 3.1). A4 consists of a 

downward minor seventh, upward minor seventh, upward major second, and downward minor 

third. A4 remains intervallically fixed except for its reappearance as a diminished form to 

conclude the first and third subdivisions (ex. 3.5b). 

52 Schoenberg, Fundamentals, 200; 206. 
53 See note 47. 
54 Ottner, 330. 
55 Truscott, 3. 
56 Truscott and Kim-Park distinguish the cadenza (mm. 199-210) from the preceding transition (mm. 165-

99). See Truscott, 7; Kim-Park, 118-19. 
57 Truscott, 6. 
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EXAMPLE 3.5a A4 in the orchestral part, mm. 167-68 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

EXAMPLE 3.5b A4 in the orchestral part, mm. 187-89 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

In the second subdivision of the transition, Korngold modifies motive C (ex. 3.6a) as a 

3+3+3 pattern (ex. 3.6b), which is quite distinct in terms of melodic contour.58 In fact, this 

modified form more resembles B1 because of the descending progression. The first three notes of 

this modified pattern (C1 in ex. 3.6b) are the inversion of the first half of motive C. The 

remaining six notes (C2 in ex. 3.6b) are the inversion and retrograde of the second half of motive 

58 Kim-Park marks this pattern (ex. 3.6b) as a “new double-stop figure.” See Kim-Park, 118. 
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C.59 In general, C1 and C2 are intervallically fixed and rhythmically smooth; nonetheless, the 

order of C1 and C2 frequently changes. 

 

EXAMPLE 3.6a Motive C in the piano part, mm. 1 

  
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

EXAMPLE 3.6b C1 and C2 in the piano part, mm. 172 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

Korngold elaborates motive C in a different way in the orchestral part (C3, ex. 3.6c). C3 is 

rhythmically more embellished than motive C; still, it possesses the characteristic ascending 

59 These analyses refer to the top voice only. 
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shape of motive C. The modified C3 in the first scherzo (ex. 3.6d) leads to a motive A variant, 

labeled A6 (ex. 3.7). A6 develops further in the “Reigen” section after the first scherzo. 

 

EXAMPLE 3.6c C3 in the orchestral part, mm. 174-75 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

EXAMPLE 3.6d C3 in the piano part, mm. 219-23 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
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EXAMPLE 3.7 First scherzo, mm. 227-28 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

Korngold introduces another motive A form, A5, in the fourth subdivision of the 

transition (ex. 3.8a), while C1 and C2 serve as accompaniment.60 A5 combines characteristics of 

motive A and C. The large intervallic leap and the descending minor third (notated as an 

augmented second, B-A flat in m. 190, ex. 3.8a) relate to the second half of A4 while the 

ascending minor second at the beginning of A5 is shared with C3. The second half of A5 retains 

the ascending minor second and major sixth (C natural in m. 190 and A natural in m. 191 in ex. 

3.8a) from the first half (notated as a diminished seventh in ex. 3.8a, B natural in m. 189 and A 

flat in m. 190). A5 is more extended than other motive A forms; nevertheless, Korngold 

frequently iterates or transposes only the first half of A5 to create musical intensity in the rest of 

the transition and in the scherzo sections (ex. 3.8b). 

 

60 Truscott refers to A5 as a “new theme.” Kim-Park does not recognize A5 until it reappears at the end of 
the following cadenza section played by flutes (m. 204), though she notices the relationship between A5 and the first 
theme in the exposition. See Truscott, 6; Kim-Park, 118-19. 
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EXAMPLE 3.8a A5, C1, and C2 in the piano part, mm. 189-91 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
 

EXAMPLE 3.8b A5 and B2, mm. 400-4 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
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The following piano cadenza (ex. 3.9) is based on C1 and C2. Korngold increasingly 

emphasizes the downward minor second (circles in the example). This pattern subsequently 

expands into a descending chromatic scale, which causes it to take on the contour of B1. 

 

EXAMPLE 3.9 Cadenza, mm. 201-2 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

Korngold then presents the aforementioned motives in a faster scherzo section (ex. 3.6d 

and 3.7). In general, all the motives remain intervallically fixed, though Korngold modifies 

motive A5 and C3 as mentioned earlier. A transposed scherzo (minor second higher) returns at m. 

362 (after “Reigen” and the “slow movement”), in which Korngold distributes A4 and A5 to the 

orchestra and the motive C group to the piano solo. 

The main features of “Reigen” are A6 and B1 (ex. 3.10a). B1 remains “sporadic” in the 

development section (replaced with C1 and C2) while A6 previously appears as accompaniment. 

The melodic elaboration in “Reigen” (ex. 3.10b) synthesizes a rhythmically embellished form of 

A6, which can also be seen as a simplified form of motive B, and the melody of the third theme 
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in the exposition (ex. 3.4b). These motivic modifications create a contrasting effect in 

comparison with the preceding scherzo section to a degree that Ottner considers it to be 

“surprisingly plain.” Burkhard Schmilgun even criticizes “Reigen” as the “weakest part” of 

Korngold’s piano concerto due to its “colorless thematic work” despite the fact that “Reigen” is 

based on previously heard motives.61 

61 Ottner, 334; Schmilgun, “Erich Wolfgang Korngold: A Composer Between the Times,” liner note to 
Orchestral Works, Vol.2, Steven de Groote, pianist; Nordwestdeutsche Philharmonie, con. Werner Andreas Albert, 
digital disc, CPO: CPO999 046-2, 1991. See also note 47. 
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EXAMPLE 3.10a “Reigen,” mm. 244-50 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
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EXAMPLE 3.10b “Reigen,” mm. 279-82 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

Korngold brings back motive A (ex. 3.11a), interpreting it as the dominant of C sharp 

major in the following “slow movement” section, though it is dissimilar to its original contour. 

Korngold reorders the notes of motive A, transposed (D sharp-A sharp-G sharp-C sharp), 

incorporating it into the melodic contour of motive C. The modified B2 and B1 (ex. 3.11b) also fit 

in with the key of C sharp major. Although “Reigen” and the “slow movement” make the 

development section proportionally much longer than corresponding sections in Korngold’s 

other sonata-allegro movements, F sharp major and C sharp major clarify the seemingly arbitrary 

B major in the exposition.62 

 

62 For the discussion of the development section in Korngold sonata form movements, see Wood, The 
Piano Sonatas of Erich Wolfgang Korngold, 29-30. B major in the exposition is more distant from C sharp major 
than F sharp major in the quartal series. 
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EXAMPLE 3.11a Motive A in the piano part, mm. 319-20 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
 

EXAMPLE 3.11b “Slow movement,” piano part, mm. 328-32 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
 

The retransition, following the second scherzo, is based on motive A variants. Korngold 

increasingly stresses the sonorities of a G dominant seventh and D flat major triad from motive 

A1 and then uses the original four notes of motive A as the dominant of C major, which becomes 

tangible through the progression of A3 (ex. 3.12).63 

 

  63 It seems that “the call from the distance” of the head motive to which Josef Reitler of the Neue Freie 
Presse referred is in fact A3 instead of motive A, which loses its melodic contour in the recapitulation. Quoted from 
Ottner, 346. 
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EXAMPLE 3.12 Recapitulation, mm. 455-60 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

Through this investigation, one can discern motivic coherence that connects the 

exposition and the development section. A4 and A5 in the development section are connected to 

the first theme in the exposition while “Reigen” retains the “dancing” character of “Burlesk” 

with B1 and B2.64  Furthermore, Korngold stresses the tonal conflict between C sharp major and 

64 Tempo, in fact, greatly affects motivic recognition in this piece. Kim-Park recognizes the relationship 
between the second scherzo (ex. 3.8b) and “Burlesk” (ex. 3.4b) that feature the “dancing” B2; she does not, however, 
notice motivic connections between “Burlesk” and the slow sections in the development (“Reigen” and “slow 
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C major more emphatically than in the exposition, using motive A as the dominant chord in the 

“slow movement” and in the retransition. 

Korngold continues modifying his motives in the recapitulation as he swings between C 

major and C sharp major. This tonal conflict subsequently reshapes three themes in the 

recapitulation, though they remain recognizable and appear in the same order as in the 

exposition. For instance, Korngold reinforces C sharp major by iterating motive B (ex. 3.13a) 

without immediately transposing it as he did in the exposition (mm. 92-93 in ex. 3.4a) and by 

gradually emphasizing the G sharp sonority from a transposed A1 before the entrance of the third 

theme. Yet, the first statement of the third theme concludes with G major instead of C sharp 

major, leading to an additional transitional section before the restatement of the third theme. 

Furthermore, Korngold introduces another cadenza in C major, interpreting F sharp from A1 as 

an appoggiatura (bracket in ex. 3.13b). 

 

EXAMPLE 3.13a Motive B and B1 in the orchestral part, mm. 531-32 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

movement”) even though these two sections are temporally closer to “Burlesk.” See Kim-Park, 119-21; Schoenberg, 
The Musical Idea, 133; note 47.  
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EXAMPLE 3.13b A1 in the piano part, mm. 594-95 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 
 

There are other thematic elaborations based on previously examined motives. Korngold 

modifies C3 in the first theme in the recapitulation (ex. 3.14a) instead of bringing back motive 

B.65 The second half of the first theme starts with A1, transposed, following a B dominant 

seventh (ex. 3.14b) instead of a G sharp dominant seventh as in the exposition (m. 4 in ex. 3.1). 

These changes lead to a more elaborate harmonic course than that in the exposition. 

 

EXAMPLE 3.14a Motive C and C3 in the piano part, mm. 461-62 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

65 Kim-Park marks this pattern as “the 32nd [notes] of the first theme in double extended tempo.” See Kim-
Park, 122. 
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EXAMPLE 3.14b First theme, orchestral part, mm. 466-70 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

In addition, Kim-Park notices that the second theme in the recapitulation (ex. 3.15) 

combines the intervallic leaps of the first theme with its original melody (A2), creating what 

Truscott calls a “welcome surprise.”66 

 

66 Kim-Park, 122; Truscott, 9.  
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EXAMPLE 3.15 Second theme, mm. 488-89 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

 

Korngold also incorporates a transposed motive A into the third theme (ex. 3.16). While 

Carroll suggests that this thematic disjunction “remind[s] us where we are going—to the grand 

return of the opening,” here motive A fits in with the key of C sharp major instead of C major.67 

Motivic arrangements up to this point exemplify the teleological quality of developing variation 

in that the music aims for what Truscott calls an “assertive triumph” as opposed to a “tragic” 

opening as Carroll comments.68 Although the complex musical features in Korngold’s piano 

concerto caused difficulty in understanding, Korngold managed to create contrasting 

“expressions and moods” through developing variation, which moved many contemporary 

67 Carroll, liner note to The Romantic Piano Concerto, 18, Marc-André Hamelin, pianist; BBC Scottish 
Symphony Orchestra, con. Osmo Vänskä, digital disc, Hyperion: CDA66990, 1997. 

68 Dahlhaus, “What Is Developing Variation,” 132-33; Truscott, 10; Carroll, The Last Prodigy, 165. 
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listeners.69 In the end, Korngold achieved one kind of musical comprehensibility in his piano 

concerto.70 

 

EXAMPLE 3.16 Motive A in the piano part, mm. 580-81 

 
Korngold KLAVIERKONZERT IN Cis, Op. 17 
Copyright © 1923 by Schott Music GmbH & Co. KG 
Copyright © renewed 
All Rights Reserved. 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for Schott 
Music GmbH & Co. KG 

69 For instance, Decsey proclaimed that Wittgenstein overcame physical adversity by playing Korngold’s 
piano concerto. Quoted from Ottner, 347. See also chapter 2 (note 20) concerning the function of developing 
variation. 

70 Several recent studies cover related issues that are helpful to explain why the audiences during the 1920’s 
responded to Korngold’s piano concerto in such a positive manner. See Harald Haslmayr, “‘…es träumt sich 
zurück…’ Die Tote Stadt im Licht der österreichen Nachkriegskrisen,” in Erich Wolfgang Korngold: Wunderkind 
der Moderne oder letzter Romantiker? : Bericht über das internationale Symposion Bern 2007, ed. Arne Stollberg 
(Munich: ET+K, Edition Text + Kritik, 2008), 173-86; Blake Howe, “Paul Wittgenstein and the Performance of 
Disability,” The Journal of Musicology, 27/ 2 (Spring 2010), 135-180; William Cheng, “Opera en abyme: The 
Prodigious Ritual of Korngold's Die tote Stadt,” Cambridge Opera Journal, 22/2 (July 2010), 115-146. See also 
note 44. 
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CHAPTER 4 

CONCLUSION 

Korngold creates thematic and formal coherence in his piano concerto through 

developing variation in such a sophisticated manner that many critics and scholars often rely on 

stylistic references to other composers to follow Korngold’s piano concerto. The interpretations 

of this work as eclectic, Ottner suggests, have had a negative impact on its reception.71 

One can, however, perceive musical unity in Korngold’s piano concerto after examining 

motivic development and connections. In addition, Korngold carefully treats his materials by 

introducing new motives in a simple texture or at a slow tempo. When he introduces motives in 

tonally ambiguous passages, he repeats these motives to make them memorable. These features 

not only help listeners to understand Korngold’s piano concerto but also elucidate Korngold’s 

idea of modernity as he expresses in “The Exemplar of My Youth.”72 

Korngold once said, “I was never and I am not today, a reactionary or an old-fashioned 

composer.” This study shows Korngold to be one of the most enduring “progressives” of his 

time.73

71 See note 7 and 14. 
72 See note 4 and 31. 
73 Quoted from Carroll, 329. See also Schoenberg’s definition of “progressive” in chapter 2. 
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