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ABSTRACT

Norwegian folk musid¢ascinaed Edvard Grieg and he wasletermined to preserve
the enchanting sound and character of the Hardanger fiddle dances in his arrangement of
Knut  Dsatlel (Modvegian folk dances) while incorporating harmonic progressions and
formal structures so that the music skdaremmoralitieswith 19"-century European art
music. He prioritized metrical dissonance, motivic structure tlamdse of Lydian mode that
characterizéiGibgens BruremarsahiiNi | s R e k v@&®psingddmrsiefter n g ,
Mollargutten )éandfiSkuldalsbruriGangab as he soughb refine aspects of the music that

were less familiar to classical musicians and audiences. Understanding thalmetric



di ssonance and f o rSktarlillunsnatesbow this woek conmectsGuith e g 6 s
themusicof the Norwegia hardanger fiddlas well aghe procedures he used to join this

folk music with his identity as a Norwegian classical musician and composer.

Comparing the metrical trasts$sSrofegdehasmulda
material, with the piano pieseeveals the ways in which he preserves and exaggerates
metrical dissonance. Thischnique is analyzed usipgocedures outlined by Harald Krebs,
Fred Lerdahland Roy Jackendoff to expose the metriiabonancen three layerstow-
level, the metricalandintermpretive (hypermeter) Simultaneously, Grieg uses harmamd
registerto create highelevel structural organization from the many motivic repetitions heard
in each dancd-e develops tis materialby constructing a harmonic narrative between the
tonic and dominant key aredhroughtonicization, sequences, and his olrsing sections
Griegimbues the source material with formhstructuregamiliar to European art music

including sentences and peripdsdternaryform.
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CHAPTER 1

INTRODUCTION

Edvard Grieg left his imprint on classical muthcough his Norwegian identity, his
borrowing of traits fromNorwegian folk music, and his numerous compositions for the
piano.In the last century, scholars have focused on musicological aspects of loig cata
includingconnections between his late works and Norwegian independencd|ubace of
nature, andhis works as aepresentation dheintersection between Norwegian social
classesnd their languages (DaniahdRiksmdl). Gr i eS§tteérsOp. 72, encapsulatethese
qualities In this work, he arranged dances as transcribed from the playing of the hardanger
fiddler Knut Dahle Opus72 demonstrateanintersectiom f Gr i egds conser vat
with theaural tradition oNorwegianfiddle playersin this thesis| seek to explain how

metrical dissonancand phrase grouping from these two practices intersect in this work.

In 1843 Alexander Griega merchantandGesine Hagerup, a pianist, brought Edvard
Grieg into the worldHis family life in N o r w aippé dassshaped his artistic experiences
throughout his early life. For centuries, foreign powers including Russia, Finland, and
Denmark, ruled Norway. Consequently, the social elite sougtioreign culture, primarily
from Western Europe. Thigractices haped Gr i eg 6 s imwahishhisa l upbrin

concertpianist mother filled the house with the music of prominent, Western European



composers rather than Norwegian mddiallowing in the footsteps of other promising
Norwegian musicians, Grielgft his country to continubis musical education at the Leipzig
Conservatory iri858

His experiences at the conservatory proviedtpl to the development of his
compositional style and approach, as well as the evolution of $tisedies throughout his
career. Grieg once stated that he felt nAdel.
and the musician Ole Bull81080)2Gr i egdés four years at the Co
essential foundation to his musical identéithough he would later have some regrets as he
realized certain bias@sherentin his education. Throughout his career, his mastery of
counterpoint and understanding of German musical aesthetics shaped his compositions
however, Grieg was desperate f@wninspiration upon graduation.

Grieg left Leipzigin 1862with strong impressions of German nationalism through his
study of music by Wagner, Schumann, and Mendelssohn. He set out to find his musical voice
that reflected life in Norwayalthough doing ® presented problems. Norway lackestrong
senseohhat i onal i sm gi ven t heandheknewtakoprénsinert ol oni z e

Norwegiars composing music with similar goals. Consequently, Grieg moved to

! David MonradJohansenEdvard Grieg trans. by Marge Robertson (Princeton, NJ:
Princeton University Press, 1938), 26.

2MonradJohanserEdvardGrieg, 33. Bull became the first internationalknown

Norwegian musician. His early reputation as a violinist and a conductor grew to include
philanthropy and a staunch support for Norwegian independence. He believed the
development of a national Norwegian musidglesas key to fostering an independent
culture in his country and promoted the folk music playeddg®lemenn.

2



Copenhagen where he studied with the Danish composer Nielq GHd90). There, he
also met the slightly younger composer, Rikard Nord(a8k266), a fellow Norwegian.

Al t hough Grieg was thankful for Gadeds fr
littte from t he Dani s hwhchwaé lseavdyynflupncea byiFelix st y | e
MendelssohnOn the other hand, Grieg found inspiration in hearing performances of
No r d r iacaléntalsnusiSigurd SlembandMary Stuart® He later credited Nordraak
with shaving him a pathway toward a new sound tlwasmore closely identified with the
folk music of Norway. NordragkhoweverJackeda firm foundation in compositional
principles thatGrieg learnedil. ei pzi g. Nordraakdéds music was m
simple, butit managed to capture images and a folk style that was more representative of the
Nor wegian peopl e t hanHunbresque®p. Greflacitiois st yl e. Gr
awakening realized from his meetings with Nordraak. The pleo®nstrate asingular
approach to harmony and a refutation of traditional pianistic idioms in a set of-highly
technical piece$The piecehassimilarities to the Norwegian spring dancespringar, but
Grieg hadimited familiarity with this Norwegian style.

Gr i e g @ad aesthetics became more refined in his Second Violin Sonata. The
first theme of this work has clear connectitmthespringar, and the second movement
borrows many rhythms prominent in Norwegian dance music. These works summarize his

early, adventurajand eccentric style. Griegbs style s

3 Monrad-JohanserEdvard Grieg 66.

4 Monrad-Johansen, 70.



with his piano concerto. In this warke returned to a larger form, an orchestra entrenched in
stronger Germanic traditions, and a style that appealed towesternEuropearaudiencs.
This piece served as a transition into his conflicted middle period. During these years, Grieg
struggled with critical reception from Norwegian audiences and both internal and external
pressures to write larggcale works.

During the 1870s, Gag began to familiarize himself witk o r w dolk éhssic
traditions. He began withudvigL i n d e nmAldrenog syere fjelanelodier a collection of
Norwegian folk melodiearrangedn simplg tonalsettings for the pianoIn his
compositions of the faliwing twentyyears, he continued to reference folk idioms and
borrow mel odies from c o®Wbrkstramithis pesiod$ackedithea s L i n
harmonic and rhythmiftair of his earlierHumoresques but r et ai ned Gri ego:
and receive@ graciousreception from audiences.

Gr i sengrksin the 1870s and 188@scorporated explicit programmatic elements
associated with Norwegian culture as he began exploring almpressionistic style.
Bergliot (1871) a melodramaptd the story of Norwgian life with a text by Bjagrnstjerne
Bjarnson(18321910) a cousin of NordraakAround the same time Grieg composed music
to the playSigurd Jorsalfor(1872) honoring the life of King Sigurd (1090-1130)of

Norway. For this work, he looked specifigatb N o r w dolk-8ags, marches, and dances.

® Ludvig Lindemann/Eldre og nyere fielinelodier(Christiania: P.T. Mallings, ¥D).
6 Monrad-JohansenEdvard Grieg 121.

" MonradJohansen, 143.



Concurrently, b also explored incorporating folk influences into his piano music with
Scenes of Country Lif@p. 19, in 1872He referenced different musical styles and events of
Norwegian culture irach otthe three movement¥hese workexemplifya folk-inspired
stylistic trajectoryupon whichPeer Gyn{18745), proved to be a landmark
This suite incorporatetwo dancestyles from Norwegian fiddle practictnehalling
and thespringar, aswellas mo d al had Kiomgy o s idumeas théeltydian
mode, common i n t hWhiewiingReer GyinGriefredlizied hmhad i c .
become disillusioned with city life and was increasingly drawn to nature and folk.music
These elements inspd most of his later worlks
Beginning withAlbum for Mandssandp. 30(18778), Grieg provided explicit
Norwegian references within his compositions. At the same time, he also slowly abandoned
his polyphonic style for a simpler textureroélody and harmonyL i nde mannés wor K
continued to serve as a primary source for national musical material. His book provided
Grieg with the twelve songs and dances heafdpns30, as well a®pus35, a set of
Norwegian Dances for piano duet. It was dgrihis period the Grieg wrote many of his
well-known sets oLyric Piecedor the piangrefining his identity as a Norwegian musician.
His incessant touring throughout western Eurapeput of accessible piano musand the
popularity of his incidentahusig leda French critidocommenin 1889 fA Gr i eg 1 s t h

l'iving, thrillin$ incarnation of Norway. oo

8 MonradJohanserEdvard Grieg 203.

9 Monrad-Johansen, 204.

10 MonradJohansen, 290.



After 1890, Griegeturnedstyles and forms of his early compositions with more
adventurous treatments of harmony and rhythm. Struggles with hik pealed only
temporary setback§ome of his groundbreaking works at the turn of the century included
his Symphonic Dancgd4896-8), Opus64, theHaugtussa Song48958), Opus66, Slatter,
Opus72, andFour Psalms After Old Norwegian Church Melod{@906), Opus74. These
works had direct links to Nwegian folk musid?! By this timg Grieg had progresseqmist
the simplified settings of Lindemann and sought more expressive ways to capture the sound

of Norwegian folk music, including the style and timbrdhaf Hardanger fiddle.

The Hardanger Fiddle and the Slater
Thehardanger fiddlénails fromthe Hardanger and Telemasgions in soutttentral
Norway. Historians traced the first records of the instrument back to thg@#icentury.
This instrument closely resembles the viobntwith a few differences. The body of the
fiddle is slightly smaller and coveredth rosemnaling an ornate flowery design that varied
with the locality where it was built. A shorter neck and flatter bridgteb&acilitate large
leaps and double and triple stops than the vidlrtisans traditionally sculedthe scroll
into a dragon, anchimg the four sounding stringas well as four or five sympathetic strings.
These sympathetic strings contribute resonance to the instrument. Primarily associated with

the mandolinsitar,and hurdygurdy today, sympathetic strings were more common on

11 MonradJohansenEdvard Grieg 263.

12 pandora HopkinsAural Thinking in NorwayNew York: Human Sciences Press, 1986),
63.



instruments 200 and 300 years ago. Instruments such as the Smyatkistharpaand the
Bulgariangadulkaused sympathetic strings, as did the Englista bastarda

Due to efforts to promote th@rdanger fiddle in Norway and abroad, it has become
morefamiliar to audiences across Europe and North Amefibainternational reputation of
thehar danger fiddle grew in the | ate 1800s, | a
instrument and its dance musgicEurope and the United Statétshas become a central
representation of Norwegian musical tradition, although Norwegians in the Northern and
Eastern regions of the country played folk music on the traditional violin or fickeke
throughout Western Europe.

There are limited resoces in the English language that discuss the Hardanger fiddle
and the traditional performance practice of musicians in Ngriuaty®veral authors have
proven especially useful. These include Pandora Hepken  tAwral khinking in Norway
Chris Goertzed Biddling forNorway t he musi col ogy department 6
University of Oslo, and the website of the Hardanger Fiddle Association of Antérica.
Together, these resources provide a thorough
construction, prformance practice, arstatter (therepertoiré as played bypelenenn (the

fiddlers).

13Kjeserud, Eid and Anniken KonstanéeTr adi t i onal Fi ddl e Music o
Fiddle Volumeg accessed Jupugust 2016,
http://www.hf.uio.no/imv/english/research/projects/fiddlevolumesi Bac k gr ound, 0 H
Fiddle Association of Americéttp://hfaa.orgChris GoertzenFiddling for Norway

(Chicago: The University of Chicago Press, 1997



http://www.hf.uio.no/imv/english/research/projects/fiddlevolumes
http://hfaa.org/

Finn Vabg(1931-2017)describs proper fiddling(quoted by Hopkins) as follows:

AYou must have the right bowing and muote ske
h e af Riddlérs came from rural, mountainous areas of Norway where they did not have

access to training in a conservatory system. Instead, young men learned to péagidhger

fiddle through an apprenticeship with the logalemannin this setig they learned tunes,

as well aperformance praite. Students also became versed in more than twenty different

tuning systems. The different scordatura tunings are essential to the harmonic language of the
harmonic fiddleln the most common tuningpowed strings sound A, D, E, A and the

sympathetic strings sourig} E, Fsharp,A. The array of tunings arises frahre association

of dancego different parts of the day, important events, and folk legends.

Having learned thb a r d a n g ehistorf and peifoem@rece practice from the local
spelemannthe student would gradually come into his own as a player and master the
accompanying foestomping patterns and the different styles of ornamentation. It was only
after World War Il that players began to learn tunes from recordings. Despite the existence of
a comprehensive collection of transcriptions created in the 1960s, learnhaydhage
fiddle remains an aural tradition. Vabemmented about the collectiontdo p ki ns, fAThe
music is not thereNorsk Fokemusikkollection]} o' It becomes evident through Hopkins
many interviews of fiddlers that notation alone is ad¢quatéo convey thenuanceseard

in this music.

14 Hopkins,Aural Thinking 70.

15 Hopkins,65.



Hopkinsdescrileshow Norwegian folk music lacks the regularity of the American
and British folkdance styles. She provides a set of criteria that prove helpful in categorizing
a tune beginning with thelance form anflinction. Many slattswere inspired by nature,
legend, oas p e | e rdr@amrbd@ & matter thénspiration eachslatthas an intended
function within awedding.
Hardanger fiddlers play foutancestyles the slowergangarandhalling, the fast
springar, and thebruremarsh; as well adydarslatt fantasialike pieces intended for
listening Variousbruremarger served as processionals to the church and within the
ceremonyA lydarslattmay be heard during the ceremony and a wide array of demced
follow in the ensuing celebratomhes e weddi ng functions determ
style, tempo, mode, and tuning syst@&uath Hopkins and Chris Goetzen discuss the practice
of fiddlers recycling melodic material from short Norwegialk sorgs calledstevs Stevs
containf our | ines of verse in fAnearly id¥€ntical
Lydarslataneregularlyborrowed material frompopular lullabies, antbkk, herding songs.
The style of performance must bensidered as it concerns the region, the performer, and the
performance situation. Fiddlers change their treatment of spontaneous elements such as
ornamentation and stage presence based on the sittfation.
Both the region and the performer determine tiile ®f ornamentation, which

originated fromBaroque fiddling practices. The melody of a dance is never heard without

16 GoertzenFiddling for Norway, 13

17 Hopkins,Aural Thinking,159.



embellishment, as the embellishments are considered just as vital to the music as the melody.
The most common embellishments, the mordeitif,and the grace note, all fall on the beat.
Thelikring, is themostdistinctornament. Hopkins describes this as a trill or mordent so
quick that the listener experiences the embellishment as a vibrato rather than a change of the
note.Fiddlers usé¢hese ornaments to stress the important notes within the line rather than
achieving accents through dynamic chatgenglishlanguage authors have not delved into
the area of embellishment practices enough to define regional differences in the Hardanger
practice. One must also consider that travel and recording technology in the twentieth century
has contributed to a mixing of these regional practices that were more clearly defined in the
18" and 19" centuries.

The steep mautainous terraimf southerrNorway led to distinct regional traditions
amongstpelenenn. Combined with only small tracts of arable land, the geography resulted
in a country with primarily small, sefufficient villages. Too small to support the ftithe
musicians that could be hearndBergen andChristiania fiddlers in rural areas also worked
as farmers, herders, or metalsmiths. Promigesiemenn only become renowned throughout
Norwaydecades intthe 19" century when travel became easier.

Two of the most famous fiddlers came from the Telemark rediorgeir Augundson
(180172), knownasii My | | ar gut en, 0 an-d3)PBythamiédlld"Gi bRen (1

century, these men performed on the Hardanger fiddle across Southern Norway, even making

18 Hopkins,Aural Thinking 171

19 Hopkins,65.

10



appearances elsewhere in Europe. In response to cultural changes brought about by the
Christian revival during the 1880s and 1890s, these musicians were responsible for taking
hardanger performances into concert halls, as evangelicals frowned upon dambieig.
performance style left a permanent mark on performance practice as evidenced bydspkins
in-depth study of the instrument and the written recorslafer, that continusto be

performed today.

Hopkins helps further analyze the constructiosl@tts with a discussion of Tellef
Kviftebs terms for ¢ ompsdtite nefersothe funetardall ofita s i ¢ .
variations by performers. fkemfgringis the performance of the tune b$pelemanmand
contains 24 sections of equal letly theomgang The performance may also contain a
prelude and a postlude. Eammgangdivides into veks a series that develops from a single
motiv. Thedelmotiy a part of a motivas the smallest unit described by Kvifte. This motivic
development, hedrin everyslatt,is one of the most readily identified traits of the music.
Kvifte wrote that,6 &ldtbieefestra gahtd eveap 006 J tt rou teu If
the tune. This deep structure can be realized in many different ways that reayndigically
but may be éqansehuenyly, theridergity of tiséttis preservedwhile the
character of the fiddler and his region is captured within his approach to developing the
motive.Embellishmentfiave been discussed previoustiie common approaches to motivic

variation include melodic contraction and amplification, and telescopteghaique

20 Goertzn, Fiddling for Norway 17.

21 Hopkins Aural Thinking 169-70. Kvifte is Professor Emeritus of Traditional Art and Folk
Music at the University of @aust-Noreg, Rauland, Norway.
11



described by Hopkinthatpreseresthe beginningand endf the motivewhile abridging
material in the middleseeFigure 1.1 Notice that mm. 186 preserve the A from m. 1 and

the movement from+harp to E in heard in m. 2.
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Figurel. 1 . Motive from Knut Dahl erinsk2fi Gar

telescoping treatment in mm. -15.

The Intersection of Folk Tradition and Classical Music

Hardanger music received little attention from Norwegian classical musicians in the
19" century,as theiraudience was the upper echelon of society. Its practice remained
isolated in the rural communities where it had developagreness of the musical tradition
grew in citieshroughout tle century but theupperclass of society regarded the music as a
curiosity, inferior to music from th&ustro-Germanic tradition. The exotic sound of the
Hardanger fiddle attracted Ole Bull, but$eav greater potential in the ways this tradition

could contribute to the emergence of a national musical style in Norway. He is quoted as

12



saying Norwegian art, fAst oodointheorihyftesnd wai t i

music??

Around 1840, a cohience of events increased the dissemination of Hardanger
music. Ole Bull advocated forsiperformance, while the government provided funding to
composers including Lars Rover(d7761850) Olea Crgger (18055) Magnus Brostrup
Landstad180280), andLudvig Mathias Lindeman (18127),to embark on nationalist
projects®® In the meantime, peasants and farmers had begun leaving their isolated
communities for city life and they brought their fiddles. Around this time;citinial
sentimenprogressed amoridorwegians. The Norwegians had lived under foreign rule for
centuries, but it would be another 60 years before they gained full political independence. In
response, they sought out cultural means of nationalist expression including literature, art,
and msic.

Grieg was drawn into the nationalist sentimémtingthe 1860s, after he met Rikard
Nordraak, but his musical direction moved in a more Germanic stithe ifollowingdecade.

In 1877, he expressed interest in finding new ways to integrate tradliNenwegian styles
into his music. During his summers, Grieg would visit festivals and observe musicians and

dancers perform in the traditional folk styfé$n 1888, thespelemantiKnut Dahle, wrote

22 Daniel Grimley, Grieg: Music, Landscape, and Norwegian Ident®uffolk, UK: Boydell
Press, 2006 38.

23 Grimley, 36.

24 Grimley, 151.
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Grieg asking him to visit and perhaps preserve some aldktsthat he had learned from
Myllarguten and Gibgen.

Grieg replied that he would visit Dahle that fall, explaining his deep love of
ifaut hentic Norwegian musi c him? Dablewerotesagaininhe nev
1901, when Grieg was ill and was struggling with evnit losk. The composeexpressed
his desire to complete the project and referred Dahle to his friend Johan Halvorsen, a violinist
and conductor in Christiania, ndmown asOslo. He felt a violinist would best preserve the
bowing, tuning, fingering, and colwof theslatter.2® Writing to Halvorserregardingthe
project,Griegstatd, fAThe main thing i%ltwahadutrsostamp of at
importance to Grieg that Halvsen preserve the tradition of the Hardanger fiddle in his
transcriptions. Before Dahle made the trip,
transcri pt i on sslatterdor tlhempianm.iHg Roped thdt thigviosld aid their
disseminabn throughout Norway and internationally.

Despite his excitement upon receiving Hal
reservationsn embarking on the piano arrangemefittAt t he moment it f eel

would be a sin to arrange these dancegdoepiano. But sooner or later | no doubt will

25 Finn Benestadzdvard Grieg:Letters to Colleagues and Frienasl. Finn Benestadrans.
William H. HalversonColumbus, OH: Peer Gynt Press, 2000), 203.

26 Edvard Grieg, letter to Knut Dahle, 18 October 1901 ditters to Colleagues arfriends
243

27 Edvard Griegletter toJohan Halvorser23 November 1901n Letters to Colleagues and
Friends 348.
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commit that si rf8Griep felt thasthetingrained béass hisicongervatory
education and lack of familiarity with the fiddle would prevent him from capturing the
character he heard in thardanger fiddle. Grieg began the project in the fall of 1902,

sending his completed work to Henri Hinrichsen at C. F. Peters Music Publishing Co. in
February of 1903. His preface found in the publication of his arrangements offers insight into

his views @ these dances and his objectives for this project.

Those who can appreciate such musiatfei], will be delighted at the originality, the
blending of fine, soft gracefulness with sturdy almost uncouth power and untamed
wildness as regards melody and mparticularly rhythm, contained in them. This
music,- which is handed down to us from an age when the culture of the Norwegian
peasant was isolatediits solitary mountairvalleys from the outer world, to which

fact it owes its whole originality,beas the stamp of an imagination as daring in its
flight as it is peculiar.

My obiject in arranging the music for the piano was to raise these works of the people

to an artistic level, by giving them what | might call a style of musical concord, or

bringing hem under a system of harmony. Naturally, many of the little

embell i shments, characteristic of the pea
bowing, cannot be reproduced on the piano, and had accordingly to be left out. On the
other hand, by virtuef its manifold dynamic and rhythmic qualities, the piano

affords the great advantage of enabling us to avoid a monotonous uniformity, by

varying the harmony of repeated passages or parts. | have endeavored to make myself
clear in the lines set forth, iadt, to obtain a definite forAs.

Grieg appreciated the unique melodies and rhythms of diéser. However, his
| anguage has a patronizing quality in his wus

perceiving the Hardanger tradition on its own merits, he sees faults in the ways that it differs

28 Edvard Grieg, Johan Halvorsen, 6 December 1®@0ietters to Colleagues arfétiends
349.

2% EdvardGrieg,fi P r e fin&Naoneegische Bauerntianze (Slattérgipzig: C.F. Peters,
1903).
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from mainstreanmusical traditions. Grieg saw characteristiathin these works that

attracted him, but alsshowunfulfilled potential. TheNorwegische Bauerntanze (Slattarg
fascinating in the ways in which Grieg facilitated these two desires. He shows an
appreciation for the original melodies and rhythmsi@eé by the Norwegiaspelemanpand

a desire taise harmony tereateforms common in European classical musitle adapting

the music tdhe piano. He had previously incorporated characteristic sounds of Norwegian
folk music into hisHumoresquesPeer GyntHaugatussaand selections from hlsyric

Pieces but Grieg had never embarked on a project that strived to so truthfully preserve the
music of thespelemannThe resultingNorwegische Bauerntanze (Slatters

unprecedentefbr its combination oimetricaland formal traitsn Gr i egds har moni c
textural realization, marking an important contribution to the piano repertoire at the turn
the 2" century.

Inaldt er t o Hinrichsen, Grlyre@ecesBattsall, ATr ue,
hope that the work . . . will emerge victorious, ultimately if not immediately, for it was
created with all £ Rianists ansdudienaes weneyboticstmmma n d . 0
accepting thé&latterinto the repertoire. Grieg did not perform the work until 19086,
coinciding with Norwegian independence. In reviews, critics noted a hollow reception from
mainstreammusic aficionados, while those with inésts in folk music were more intrigued

by Griegbdbs suite. D @pus724ds a sfugplerdetergen thelruaat caigint e r 1 z

30 Edvard Grieg, letter to HenHinrichsen,30 September 1902, Morwegische
Bauerntinze Slatter (Miinchen: G. Henle Verlag, 19943.
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of the peasant dances, and the urbancertmusic style of Gried! The instrumentation

alone characterizes this strugglgrieg had no means to capture certain elements of
hardanger fiddle performance practice including, but not limitetheocomplex timbre of

the sympathetic strings, credsythms created by trepelemané fot-beating patterns

which were absentin Hadvr s e n 6 s t r a ntenalinfleptibns im mtenatioomand r o
the different tuning systems. i@g did attempt to recreate elements of these traits using
crossrhythms between the hands, and usingstistainpedal and harmonic spectrum to elicit
changps in timbre.

The result was much closer to Norwegian tradition, and further removed from the
style of his earlier works with folk inspiration such &®rwegian Dance§l881)and19
Norwegian Folksong€l896) The Norwegische Bauerntanze (Slattegund much more
primitive with their use of the modes, drones, perdtit harmonies, and motivic structure.
The dances did find more receptive audiences in cosmopolitan areas outside of &lwway
captured the attention of younger composers workirtiuimpe at the timencluding Béla
Bartok, Percy Graingerand Maurice RaveThe Slatterinfluenced their own efforts to
incorporate the folk music of their countries into classical mijsic.

Slatte marks adeparture foprominentEuropean composers satjiasideAustro-

Germanidnspirationin efforts to better presenceont r asting traits of

31 Grimley, Norwegian Identity156.

32 Grimley, 148
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music.Barttk cr edi t eadmoQwg etgh easf,i rist who ¥*Batdktd sof f t
own collection ofteachingpiecesfor Children borrowed fronSlavic and Romanian folk
traditions.Vera Lamperinquiredwhether Barbk recognized the similarity between the
motivic structure of thelatter and Romanian folk mustbathe transcribd Her research
foundthatDag Schjelderwizbbediscorerede d i t i o n s Ballafle,ofs 24i,Nergedpian
Songs and Dancesp. 17, andlatter, op. 72 inthe BudapesBartok Archives, as well as a
receipt from their puttase in 1910Lampertalso unearthedecords oBartok performing
Gri egds c odtpaching theimbtime Academy of Music in Budapet.

Percy Graingdr documentshowthathedid connectaspec of Norwegian folk
music withEnglish folk songsHe wrotet hat Gr i eg, #fAj oined Bach, B
the firmament of my hebeggnstsdyingdNorwegian Felksengss , 0 wh
around 1899As Gr ai nger -mpioareiss t si@riiretgudbosesds @ ldiothep i an o
time he began incorporati theminto his performance repertoifeGraingermet Grieg
when the Norwegianisited London in 190@nd the two became friendde thenvisited the

composer in Norwathe following summerGriegwrote in his personal diariéeow muchhe

$Vera LampertfiGriegHasToBe Taken Seriously: The I nfluer
Bartok 6Fer Children 6 paper p GregiethetEardpeam Context anference,
Berlin, Germany, May 2009.

34 Lampert,iGriegHasTo Be TakenSeriouslyd

3 percy Grainger, 8 Dec 1938, Tine Nordic Inspiration: Percy Grainger (188®861) and
Edvard Grieg (1843.907)exhibit catalog from the Grainger Museum (19938, 4ccessed
29 June 2019,

https://grainger.unimelb.edu.au/__data/assets/pdf file/0088664/Nordic_Inspiration_cat

alogue.pdf
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admired the way in which Graingembodiel the characteof the Sktter, as well ashis
ability topreserequalitesofEn gl i sh f ol k svatedjtotheHezet ofdtie t hen f
mirroring Gr i &%Tous,Go wagt@rgety its imprimtrontwo composers of
the next generatioas they pursueithterpretations of folk music.

| have explainetiow Griegnegotiatecpreserving the character of thiétter while
incorporatingharmonic and formal elements from his conservatory trajm@imd howhis
approachimpacted these later composévly. analyes  @ibgeriis BruremarsahiiNils
Re k v e 6 s ofspairigdansdefger Mollargutten )éandiiSkuldalsbruri Gangad will
compare the impact of metrical dissonance and phrase structure betwelernv or s en 6 s
transcr i ptdatena nodf raihe geédssThasewoaspegcts bestompase.
theaesthetics between Griégg a r r aamdhie soerce imaterial.his methodoffers
insightinto the traits of these Norwegian dances that Gaégnost important tpreserve
and the strategies that he employedetine phrase structusand bridge thetylistic divide

bet ween his countryds. folk music and concert

3¢ Edvard Grieg, letter to Percy Grainger, 11 Aug 19T etters to Colleagues arfetiends
269.
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CHAPTER2
ANALYTICAL PROCEDURE

In this chapter, | will outline my approach for the analysimetfrical and phrase
structurein Griegd arrangenentsofi Gi b°ens Bruremabschiadl i Nigl ®
ASpringtans (efter &M°I1 | arognhis$later asjranseribedn d i Sk
by Johan Halvorsen from the playing of #§pelemaniKnut DahleScor es t o Hal vor
transcripti ons a npadalyged inthe gndwng chapterarefauedrime nt s
Appendix B and Appendix@Gr i egds determination to preser.\
the melody and accent patterméiileseeking o fiavoi d monotelaboatas uni f
onthefisyst em of areatefindcerfyi n,ddisengufstothedlatter from hisLyric
Pieceg(1866:1901) Identifying the notabletraits of these hybrid dances, derived from folk
mel odi es combined with Griegbds own formal ae
examination of meteandphrase groupingrhis analysis will unveil the ways in which
Griegbs arrangements diverge from Halvorseno
European musical characteristics through his treatment of metrical dissonance and use of

harmony.

! Edvard Grieg, preface tdorwegische BauerntanzgMunicht Henle, 1994)Lyrical

melodiesnfluenced by, and borveed from, Norwegian folk music distinguishet popular

volumes ofLyric PiecesGr i egbs approach to these pieces
Br a h iHsngasan Dance®s r Ant o n 2 Slavobiv@aScEsk 6 s
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Hal vosr steenabnscr i ptions are the only notate
of these dances. Axplainedn ChapterOne Gr i eg asked Hal vorsen t
playing and inGr i eettels $0 Halvorsen, he notes his excitement upon receiving the
manuscript. Grieg also comments upon his past frustrations in attempts to transcribe similar
dancesand thus one may infer th@rieg regarded this manuscrpasitivelyfor its
accuracy The transcriptionsvere publs hed i n a si ngl Slaterion 1903ne wi t I
As Grieg described in his preface to the original volume, as msitldoved this
native music of Norway, he decided to® firaise
At the time Norwegian society divided into two classpengesamfunnete public
officials, industrialists, owners of large properties, and tradeis thebondesamfunngthe
farmers? As part of thepengesamfunneGrieg spent his entire life amongbke upper
echelon whb performed and listened to the poputancet music of Europe. He describes
simultaneously being attracténlthe slatter by their originalityand wondering about their
peculiarities The reliance on motivic development, the use eflthdian mode, shifting

hypermeter, and the presenceradtrical dissonancare the most notable traits, beyond the

physical quirks of the hardanger fiddle.

2 Edvard Grieg letter toJohann Halvorsen, 6 December 190IEdvard Grieg: Letters to
Colleagues and Frieng849.

3 EdvardGrieg, preface tdNorwegische Bauerntiaaz

“Tak Chan and Elizabeth BirkelEuwopean et . al .,
Sociological Revie7, no. 4 (2011): 4, https://doi.org/10.2307/41236608.
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Adapting Hardanger fiddldances to the piano required Griegaddress some
idiomatic issues in tuning and ornamentation. The restrictions of notation and the set tuning
of the piano prevented the use of microtonessaoddatura Also, limitations of the hand
prevenedthe preservation of certain ornamentatioaard amongsipelenenn. But Grieg
went further in his arrangements; while accommodating these challGegesdified
harmony, metermndphrasegroupingthusimpacingt h e | iespecttorsraidds

experience when one compares the piano arrangeioédtits | vor sendés transcr i |

Using methods described by Fred Lerdahl and Ray JackenddfGienerative
Theoryof TonalMusi@ | ong wi t h [FaatasyPRiedes:Wetecal Bissenance in
the Music of Robert Schumarann d Wi | | i a PhraReoRhyinsin TnahMusic
provide a basis for understanding phrase grouping and meter in these Yaheeguidelines
found in Lerdahl and Jackendoffdés text il l us
and hypermeter. Just as this text served aaradftion for the later texts of Rothstein and

Krebs, it provides initial insight into the

The | atter texts assist in applying Lerda
tunes and Gri eg0s arrmanic gfasis)epetitivse uselofisltolt f eat ur e
motives, phrase expansion, and shifting metr
interpretation of phrase grouping and expansion on higher levels, while offering more insight

into the hearing of subphrases and phsa His analysis of the harmonic traits of Johann

® Ray Jackendoff and Fred LerdahlGenerative Theory of Tonal Mugicambridge, MA:
The MIT Press]1983); Harald Krebg;antasy Piece@New York: Oxford University Press,
1999); William RothsteinPhrase Rhythm in Tonal Mugiann Arbor: Musicalia Press,
2007).
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Strausslb s 1A Bl uevaDéaz u b e dnazirkas are apmied to better understand the
dance transcriptions of Halvorsen, and Griedg
To guide my analysis, | supplemenfed t h s ileasregaddsigsentenceand
periosswith Wi | | i a m Classipal Fornfdnghe analysis, these two structures emerge
through Griegbs harmonic organization of mot
expands on Lerdahl and Jackendoffds discussi
application of their idas to this music.
Krebs focuses on the natignment of pulses and juxtaposition of miXedgth
groupings, which he ternmetrical dissonancéletrical dissonances one identifying trait of
the Jatter that Grieg both enhances and refinesinhisarraegss Gr i egds har moni
rhythmic choices combined with the motivic structure of the dances impact both the phrase
grouping and metric structure. Chaptérr ee wi | | di scuss the dance:

more depth, as well as the distinctive traitthe dance styles.

Metrical Dissonance

Theregularity and clarity of pulse in these Norwegian dances is not as predictable as
19"-centuryEuropean dance music such as the ballets of Tchaikovsky, the waltzes of
Strauss, and the mazurkas of Chopin. Theeseposers organized pulse in recurring
groupings of 2, 4, 8, 16, 32 beats and so on, often creating symmetry in the musical structure,
Grieg capitalizesonthe p e | e mpraatice 6f sindermining this regularity through

syncopation, phrase expansion, ¢apfelision, odd numbers of repetition, and disrupting

¢ william Caplin, Classical Form(New York: Oxford University Press, 1998).
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hypermeterThe presence ahetrical dissonancand interruptions of the hypermeter

contribute to thearticularsound of theSktter.

The use of Lerdahl and Jac hkgahethteracioos A met r
between layers of pulse and hypermeter illustrates these complexities when combined with
Krebsds concept. D e s ¢ A GdnerativeiTmeory ofi TonasMusibe n d ¢ h a
authors use dots to show the pulse at each level ofi¢trecal hierarchy, beginning at the
subdivision of the beat and culminating with the largest evident hyperfiétgrne 2.1
shows the hierarchy of the metrical grid in 4/4 time and Figure 2.2 illustrates the levels

present between the eightbte andth&b eat | ayer in Griegbs #ANil s

12341234

8- beat

Figure 2.1Pulses in metrical hierarchy in Lerdahl and Jackendoff's "metrical grid."

Every layer aligns in Figure 2.2, illustrating the structure of the meter at theVelv
(eighthrnotes), primary level (the pulse or tactus = quarter notes), metric lelvel(2
groups), and the interpretive layer or hypermetdoddt, and &eat). Krebs goes further than

Lerdahl and Jackendoff by seeking to explain

" Lerdahl and dckendoff,Generative Theory20.
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and/or rhythmic patterns can disrupt this alignmergating interprieve layers most often
occurring in the middle metric layers. Krebs describes each layerdariiality, the

regular grouping of pulses in each layer as determined by phenomenal &édefnis.
consonance continues as long as the interpretive layayears align with the pulse structure

of the meter? Metrical dissonanceesults when a change to the phenomenal accents shifts
the interpretive layer or layers out of alignment with the established metrical structure. The
secondchapter oKrebsbook ddinestwo primary types of metrical dissonaricgrouping
anddisplacementlissonancé and explains their use as direct or indirféct.

Both types ofmetrical dissonancean occur from superimposed layelgéct
dissonancgor chronologically through the juxtaposition of dissonant layadiréct
dissonancg To explain this rore clearly, polymeter can be one type of direct dissonance
and mixed meter is a type of indirect dissonance. Both manifestations of dissonance may
occur at any level within the metric structure, but it is most noticeable at the primary and
metrical levelsas is found in th&atter. Spelemenimcorporated indirect dissonanicethe
low-level, primary, and interpretivayers, whilegrouping dissonancies most easily heard in

its indirect form, at the lovlevel and primary layer in the fiddle transcription.

8 Lerdahl and Jackendof§enerative Theoryi, 7 . AAny event at the mus
gives emphasis or stress to a moment in the

% Krebs,Fantasy Piece€3.

0 Krebs,Fantasy Piece2-62.
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Figure2.2 Metrical grid applied tdsrieg "Nils Rekve's Halling' mm. 310.

Grouping dissonanceccurs when the cardinality of two simultaneous layers are not
factors or multiples of each other, as explained by Ktebsr instance, the cardinality of an
interpretative layer will conflict with the cardinality of the metric layer, see Figur&2.3.

Krebs labels grouping dissonar@e/y, wherex andy represent the cardinalities of the

11 Krebs,Fantasy Pieces31.

21n his text, Krebs provides an example of grouping dissonance in m&2 @BRobert
Schumanéa b uh @Garnavalo m
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conflicting layers. The point of alignment between the dissonant layers may be calculated by
multiplying x andy. In a less common examplegtrical dissonancaay derive from

conflicting interpretive layers in the absence of thériméyer, calledsubliminal grouping
dissonanceAlthough polyphonic limitations of the hardanger fiddle prevented wide use of

direct grouping dissonance, indirect grouping dissoeartcurs often. Grieg preserves this
metrical characteristic from Halvorsenodés tr a

the pianist to add direct grouping dissonance to his arrangements.

XXXXXXXXXXXXX
X X X X X X

X X X X

Figure 2.3. Grouping dissonance: G3/.

Displacement dissonangdie other type of metrical dissonance, oseufnen
interpretive layers share the same cardinality but the layers do not align, as shown in Figure
2.4. Krebs labels this typ# dissonanceDxta. In this labelkk=cardinality, the + of
indicates if the displacement occurs in a forward or backward directiom=aiplacement
index, the number of-l pyksedUnikegpdugngdi ng t he 0
dissonance, the cdidting layers never align during a period of displacement dissonance.
Krebs also describes the occurrence of displacement dissonance in the sudden absence of the

notated meter.

13 Krebs,Fantasy Piecgs34-5. The author referstomm. 248 of Robert Schumat
APapi |l | anaval. f r om
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Subliminaldisplacementlissonanceccurs when the musical features establish one
interpretive layer, apart from and in the absence of the metric(est@bli®ied bymusical
context andime signature)For example, the composer may begin a new section of a waltz
by placing the dowabeat on the third beat of the notated meter, rather than reinforcing the
metric accent of the notated metéAnalysis reveals suiphinal displacement dissonance as
the most prevalent type of metrical dissonance usegpélgmenma nd hear d i n Grie

arrangements.

XXXXXXXXXXXXX
X X X X
X X X X X

Figure 2.4. Displacement dissonance: D3

Recordingof fiddlers performingslatter reveal placesvherethe motive shifts by a
beat, separating the interpretivedayjrom the metrical lay¢Hal vor seno6s not at i
capture this effedully, which is also difficult to see in the score due to the tendency of
phrases to both begin and end on quarter notes, often the same pitch. With the exception of
ASkudal s br Halvorsen cA@sa agsmgle, nieter for each dance. Had he notated the
dance later in the 20 century, he might have used mixed meter to ensure that the metric

accent of the motive receives equal emphasis as it shifts within the metrical context, as heard

14 Krebs, 45.

151 recommend listening to fiddler Knut Buen and pianist Einar Sanl eber gos reco
Edvard Grieg: Sdtter / Norwegian Peasant Dance3p. 72 on Simax Classics; ardgrid
Breie Nyhus and Ashi Edard&rieg Shder, Qpusv2andtee r ecor di
Knut Dahle Sitter on Simax Classics.
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in hardanger fiddle performance practice. At times, Grieg preservessghlaagiment

dissonance and other times it is omitted from the piano adaptation, although other types of

metrical dissonancare heard including direct and indirect grouping dissonance.
Indirectgroupingdissonance exists in all of thardanger dances in the ldevel

layer, occurring between duple and triple subdivisions, seen in the top voice of Figure 2.5. In

the fiddle practice, this juxtaposition is a mixed result of the dance sigltha

ornamentation style of the fiddler. Griegos

times he omitted it in favor of an exact repetition of the previous phrase group. At other

times, he added this type of dissonance, suggesting that heitfooite a prominent trait of

the style.
= > >3 > > > 3
20 . N [ N
O F T | e o T, R .
) Y # \ R —— ! S — . % |
[N ) % R ,\k\
8 z = 3 & g g =

Figure2.5.Grieg, "Springdans (efteMdllargutten™), mm. 2e24.

Other types of metrical dissonance heard in the hardanger dances include subliminal
dissonance, occurring when the active interpretative layers of the music contradict the time
signature, and grouping dissonandiéferent and simultaneous groupings of the pulse.

Subl i mi nal di ssonan@kadalshsuri mGahgar paobaocedt i al
in other dances when a beat is added or dropped. Figure 2.5 illustrates subliminal

displacement dissonance asganeved by Grieg from the original transcription. The downbeat
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of the motive is heard on the second beat of the measure. Due to the requirement of multiple
voices for grouping dissonance, it is difficult to accomplish while playing double stops on the
Hardanger fiddle however Grieg uses the metrical technique prominently throughout the
piano arrangements of these four danGesuping dissonance is strongest in the

ASkudal sbrand"iS.prGanngglasiiticd a(r egfudt & re n@® )

Unusual aspects of hypermeter also appear in the dances, with shifts betvdeen 2
4-,and8ar groupings. Il n Hal vorsends transcript
motivic repetition. For the most part, Griagheres to the motivic use hearddalv or s en 6 s
transcriptonsMy anal ysi s will show how Griegds use
dynamics, register, and harmony result in modifications to the original hypersteicture.

In addition to his approach of increasing variation in riépas, Grieg added introductions

and codas, as well as alidithe number ofotivic repetitions to create symmetry. While

some these decisions appear to have been aesthetic, as Grieg desired more variety in texture
and timbren this repetitive folk musi, otherchangeslefinephrase groupings to create

largermusicalstructures.

Phrase Grouping
Analyzing Halvorsends transcriptions of K
the dances often do not adhere to traits of functional tonality f@&ige can be attributed to
factors including their origin as folk music, the motivic structure, the qualities of the
hardanger fiddle and its sympathetic strings, the prevalence of the Lydian mode, and double

stops with ambiguous harmonic implications Allteése factors compound the difficulty of
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analyzing the phrase grouping using methods derived for functional tonat hwsever,
the melodic structure and the use of tonal centers provide anchors to approach this music
with the guidance of Lerdahland Bae n d o f R@tsh awoeki n 0 s
Gr i &gtersliverge by using the melodic, harmonic, rhythmic, and expressive
qualities often found in #8century art music with its motivic structure creating clear lewer
level phrase groupings. Lerdahl and Jackehdofs appr oach hi ghlights t
as revealed by the musicdéds rhythmic and mel o
relationships between multiple grouping levdlsis provides initial insight into the motivic
construction of th&latter, butfails to describe phrase expansiansl other alterations in
grouping patterndMore specifically, the simple and sometimes static harmony, motivic
repetition, and asymmetry pose challenges in making sense of the leigtlgshrase

groupingbecause ofhese differences from functional tonal music.

Like Lerdahl and Jackendoff, Rothstein focuses on the relationship of phrase and
harmonic rhythmbut he also examines the consequences of departing from symmetrical
structuret® The underlying hypeneter and use of motivic expansion in 8iéttermakes this
approach insightful in understanding the grouping structure of the dances and the procedures
undetaken by Grieg to clarify phrase grouping in his arrangements. This proves a useful
additontoler dahl and Jackendoffés analytical tool

fulfill the definition of phrase set forth by Rothstein.

16 RothsteinPhrase Rhythpil2-15.
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Il n his book, Rot hstein argues that a phr a
one tonal entity [harmonicand/o mel odi ¢c] to another, 0 cont ain
an end. He is adamant that, dif there is no
i mplications of his definiti owaltz Aithoaghthenal y s
theme & the Strauss contains febar groups, Rothstein explains the absence of tonal motion
in any single segment relegates each grouping to a subphrase. The entirety of the phrase
stretches sixteen measur es tloTheenmotviostystars s a ¢ o
foundinHal vor seno6s theShtesares spnilariteswsth tleefreqgular, but
slowwhar moni c rhythm t hat Ruwdlthkmdedionsofworksushst r at e
as ANils Rekveds Hal | i nhythmicall alterhated letwdeatwvono ny i

harmonies, failing to fulfill the harmonic motion describedPhrase RhythriFigure 2.6.

o4 % “ﬂh j i i ,;h j Q i !
7 T Ej » — H\_:/ # —
N— ~—— ==

Tonic expansion

Figure2.6. Harmonic stasis during motivic repetition, Halvorsen, "Nils Rekve's Hallin
mm. 1-3.

Griegbs modification and accel eastmabj on of
pedal tones, anekgisterchangesenliven the motivic repetition and define larger phrase
groupings thathoseheard in the original fiddle transcriptions. These chaatges

accomplish his goal of avoiding monotony by creating harmonic tension through long

17 Rothstein, 9.
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duration pedal toneand the anticipation of resolutiartdowever, his pursuit of larger
grouping organization also entails melodic and rhythmic modifications tleatladt motivic
relationships between small groups such as will be discusge®@ik ul dar sbruri . Ga
Incorporating his harmonic vision for these dances at the piano, he chose to modify the
intervals found in the f i abtptomidestwhkohebl e st ops
substitutes a consonant third interval for the dissonance of the perfect or augmented fourth.

I n other examples, Griegds motivic change
repetition of a subphrase to preserve symmetry, asasélie creation of brief introductory
segments and closing sections in each of the dances to be diséidsesk changes
facilitate higheflevel phrase groupings and will require the consideration of larger
conventional formal structures such as the sexeperiod, and ternary.

This process of creating more formal organization out of unconventional music
requiresthe theoristo question the minimum requirementsao$entence, a period, and larger
forms such as binary and ternary. During his schoolingipzig, Grieg studied workisom
which characteristics of these structural elements emerge in his arrangemenslatténe
with occasionatoncessionsgue to the folk music conteXtRot hst ei nds obser va:
phrase st r uc Classical Fermprbvidé a lpasis far dissussion of these more
conventional European formetharacteristics thaesultf r om Gr i egds har moni c

modifications to the dance music.

18 The terms subphrase and phrase segment will be used interchangeably.

YEdvard Grieg, A MgvardrGriegs Diarie€s,Adides, Speecbes.iFimn
Benestad, trans. William Halverson (Columbus, OH: Peer Gynt Press, 20@&B. 80
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My analysis oimetrical dissonancand phrase groupingiGi b°® ense mBr sch, 0
ANi |l s Rekvebds Halling, o0 ASpringtans (efter 0
thuswill show how themotivic structure and metrical dissonamdehe hardanger fiddle
tradition intersects with mainstream aspects of harmony and pinasgeing.Grieg
embraced and exaggeratech ut D a loflmetivis vanatsor andanetrical dissonance
While showcasing the melodic traits of the dantes composeused harmony and

symmetry to define clearer formal organization through the creatilanger phrase

grouping
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CHAPTER 3

SLATTER FORM

Slatterrefer to the entire collection of folk dances played by Norwegian fiddlers and
includegammeldarar, the dance styles heard on the vioflatfele)and throughout Europe,
andbygdedansemlayed o the hardanger fiddl&his chapter will identify the discerning
traitsamongthe four common types tsygdedanserbruremarsjer, gangars, springars
hallings Pandora Hopkins advocates $pelemanriinn Valdd ocategorization of the four
dances by tempo and beat subdivisibme gangarandbruremarsjhave slower temposvith
theuneven beats of ttgangardescribecssa n el a st i cbrgemarsjnaevewhi | e t
pulse! Thehalling hasa constant pulsat amoderate tempo, and tpringarhas quick,
uneven beats in groupings of three. Musicologist Tellef Kvifte has formalized structural
terminology in his bookWhat to Listen for in Norwegian Folk Muskdis approach helps to

illustrate the sections heardeach dance.

Norwegiangefer to eaclindividual performancef aslatt (fiddle tune)as a
fremfaring. This is due to the characteristic use of variation and improvisation, although the
degree to which apelemanwaries his performance of a tune is jp&i@ matterA series of
motives are the heart of easltt Kvifte quotes his hardanger fiddle teacher when

describing the approximate form of a dance:

! Pandora HopkingAural Thinking 1545.
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more. Then you play the next motif the same way. When lgutbrough the whole tune,

you pl ay i?6ee this biearchabstrueturé below, in Figure 3.1.

Slatt(fiddle tune)
Fremfaring (specific performance)

Omgang ;||
/ | \
Vek 1 Vek 2 Vek 3
Motive 1 Motive 1 Motive 2 Motive 2 Motive 3 Motive 3

Figure 3.1. Hierarchal structure ofkt. Source: KvifteWhat to Listen for51.

The spelemanmepeats each motive as he or she sees fit, usually between two and
eight times. The number of repeats often depends on whom they learned the tune from and
the performance situation. More repetiti@msplayed for dancers thdor an audience of
listeners The repetitions of a motive form a section calle@gla The number ofeksvary by
dance andifferentiatingbetween them becomes difficult because the player might fuse

consequential motives before presenting the new idea in its entirety. The player performs

2 Tellef Kvifte, What to Listen for in Navegian Folk Musi¢Oslo: Taragot Sounds, 2008),
51.
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everyvek completing th@mgang(round), and then repeats the entire thing to finish the
fremfaring.
A number of variables occur in each performance, most importantly in treatment of
the motive. The techniques of variation heard in a performance originate from the teacher of
the performer and the regional p rfaepetitiorc e . Ho p

and variation as the followirty:

Exact repetition

Repetition at the perfect fifth interval

Melodic contraction or amplification

Rhythmic diminution or augmentation

Telescoping (removing or compressing middle material)
Retrograde motion

= =4 -4 -4 4 -9

Johanth | vor senés transcription of ANil 6s Rekve:q
repetition, variation, and ornamentation of motives, and the senekge Figure 3.2.

While Hopkins provides a general understanding of the techniques encountered in

Halvor sends transcriptions of Knut Dahl e, Kvi f
detail inHow to Listen to Norwegian Musand his boolOn Variability on the Performance

of Hardingfele Tuneé and Paradigms in Ethnomusicological Reseaibth source

provide more insight into this aspect of the performance practice. In summary, a set of

motives lies at the heart of each tune on which the fiddler imparts his own ornamentation, a

3 Hopkins,Aural Listening 16970.

4 Hopkins, 168.
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product of his teachers and geographic region, while his use of rapatitiovariation is

dictated by the mood of the performance situation.

® Tellef Kvifte, On Variability on the Performance of Hardingfele Tunesd Paradigms in
Ethnomusicological Resear¢®slo: Taragot Sounds, 20048. The author notes that
spelemeniperform shorter versions of tunes for musicologists because in this situation they
are not performing for dancers.
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Nils Rekve's Halling

Motive A - repetition

=111

(s 1 1 =3 r?;n-:_lr_.

&
i ¥

- repetition

Motive B

Edition Petars

fiHSEA ke, Frangfurtd C.A. Peters, 1910), 12.

Figure 3.2. Motives andeks Halvorser'Nils Rekve's Hallind'
Ha |l vRoerksveend, s

Johan
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BygdedanseArranged by Grieg

Johann Halvorsen transcribed Knut Dahl eds
seventeen dance transcriptions threebl i shed wi't
bruremarger, four gangars five springars,and fivehallings. The following section

describes the traits of each style. A deeper analysis of the metrical organization and grouping

structure iMGi b°ens Bruremarsch, 0 ANils Rekvebds Hal
OM° Il |l arguttend), o awillbe foBkiruthedodowiagchapters. . Gangar
Bruremarch®

The bridal march is one of the simpler dances transcribed by Halvorsen in its metric
and grouping structure. It is the only dance oflihgdedanseto use a symmetrical and even
beat structuré Thedancewastrad t i onal |l y associated with the
through the village to the church, although it could have been heard at other times. In
comparison with the othatylesof slatter, the majotkey harmony and even treatment of the
beats makes this dancentras. It is identified by its moderate tempo of-80 bpm and
symmetrical phrase structure. Characteristically, sbmeemarsjershift the metrical accent
adding a beat at some poi@enerally, the fiddler does not obfuscate the movement between

the veksof thebruremarschasobservedn fiGiboensBruremarsch

® Spelling varies by source, Norwegians speliremarschor Bruremarsj Both the C.F.
Peters and the kée editions call the danceBaautmarsch.

"Hopkins,Aural Thinking 178.
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Ganga®

During the wedding celebration, those with ceremonial roles would dance with the
bride during thegangar.The name is derived frogangme ani ng YWhitethisal k. 0
dance has a similar tempo to threiremarschits motivic material does not align withet
notatedmeter so neatly. Anniken Konstance and Eid Kjeserud refer to this quality as an
Afel astic gait, o which is further emphasized
rolling quality 1° Althoughtypically notated in 2/4 or 6/8 time, Konste and Kjeserud,
Hopkins, and Kvifteall argue for the use of 1/4 or 3/8, as the two beats lack hierarchy. The
dance steps are identical whether the subdivision of the beat is even or uneven, with only

slight changes.

Kvifte illustrates the common rhythmic grouping for this dance 3+2+1+2+2+2, which
may begin on any part of the bés¢eFigure 3.3 The groupings of two create a hemiola.
Krebs refers to this juxtaposition of the altemg@igroupings of eightinotes in the ralodic

line as indirect lowlevel metrical dissonan¢®ccurring faster than the pulseThe

8 Thegangarmay also be referred to as thieidegangaior brudeslat. The Henle edition
refers to this dance asGetretener Tanz.

° Hopkins,Aural Thinking 175.

VEidKj eserud and Anni ken Konstance, fATraditio
Fi ddI| e \hopt/mwwehfsuio.oo/imv/english/research/projects/fiddlevolumes

11 Kvifte, What to Listerfor, 46.

12 Krebs,Fantasy Pieces}5.
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alternating groupings also create dinedtrical dissonanceith the duple foobeating

patterns-3

@ ser

e o o o
]
7

Figure3.3 Rhythmic grouping in thgangar.

Thegangarstemsfrom a single motive that undergoes successive transformations
and additionsHopkins describes the motivic developmenwhagrei ne wé el ement s ar
added successively to old material from the preceding phrase in dchakne f o4 mat i on.
Over e course of the dancespelemannvill drop a beat, or add one, shifting the
pl acement of the rhythmic pattern in the met
transcriptions show that Knut Dahle begais k u | d al s b withthé 2+2+Bangar 0
groupirg . Later in the transcription, Hal vor sen
with the addition of 3/8 bars. Thspelemana 8exibility with his placement of the rhythmic
group and the addition of beats impacts both meter and phrase groupisgrifigaroften
uses similar motivic material to tlgangar, but differentiates itself through rhythmic traits

and differenimethod of development.

13 Hopkins,Aural Listening 175.

4 Hopkins, 179.
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Springar*®

Thespringaris a large and diverse genre of dance with a high degree of variability in
its regianal characteristics. The dance magnifies the elastic traits heardgartharwith its
uneven division of the beat and uneven division of the measure. Fiddlers perform the
springarabout 50% faster than tigangar, around 130 bpm.

Kvifte identifies twoprimary styles of thepringar. symmetrical (emphasis on all
three beats, danced in three) and asymmetrical (emphasis on two beats, dancetf in two).
While the dance is commonly notated in 3/4, this time signature fails to illustrate the varying
beat length of the asymmetric style that Knut Dahle performed for Halvorsen. The uneven
treatment of the three beats is the most unusual aspect of this dance. A number of Norwegian
musicologists have worked to measure the relationships of the uneven beats in the
pefformances of differerapeleman and found that they fell in the vicinity of 8:7:6 or
5:4:31 This is one of the most identifiable traits of the dance and most difficult for Western
trained musicians to master, as Einar Stdekleberg humorously sharedtwh Ho p ki n s,
nearly fell off the piano stool, when Knut showed me how the Telesmankgarshould

really Be played. o

B¥I'n the C.F. Peters edition of pritgdangandisen 6 s
the Henle editionSpringtanz.

16 Kvifte, Whatto Listenfor, 41.

YEid Kjeserud and Anni ken Konstance, ATradi

FiddleVol umes . 0O

18 Hopkins,Aural Listening 96.
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One of the difficulties lies in identifying a beat pattern. Areas in the North and East
play the dance with a short beat one, whileimass in the South and West play a short beat
three. Kvifte directs listeners to identify the short beat by the placement of the triplet

rhythm1® The accented beat is more difficult to identify. Knut Dahle accented the second

beat, in the practice identfe d wi t h Tel emar k and shown by

transcription. This emphasis continues throughout the dance, shifting to beat one when the

motive moves in relation to the written meter.
Thespringarusesthe structure of motivesgks,andomgangseen in Figure 3.1

Like thebruremarschthespringarhas several sections with contrasting tonal centers. Each
section contains several iterations of a motive of at least six beats repeated several times.
Elisions occasionallgbscure the transibn betweerveks the last note of the phrase
overlapping with the beginning of the new one. Unlikeghrgar, opening material may

reappear later in thgpringarand undergo new transformations.

Halling

The lastup-tempo dance, thiealling, lacks the rhythmic complexities heard in the
springarand thegangar. Thehalling is an acrobatic dance by males, characterized by high
kicks and leap£ It stands out for its consistent use of duple rhythms and groupinghén ei

6/8 or 2/4 meter, with eightmotes at the end of each bar carrying momentum forward.

19 Kvifte, What to Listen for41.

20 Thehalling received a moment in the spotlight when the Belardsianwvegian singer and
fiddler Al exander Rybak won the Euroybdsi
pop song incorporating the dance style.
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Spelemennse separated articulations to exaggerate this momentum at the end of motives.

Crossing beats with slurs gives the dance a syncopated, light, and atrdesicter.

Thehalling is the most repetitiveounding dance of the foslatter, often using the
quarternote, two eightimotes rhythm throughout the dan&pelemenadd variation to a
motivic repetition by changing the bowing. They may introduce ametive through
elision, resulting in an entire section during which the metrical accent of the music is
syncopated with the foot beats. Traditionally, the dance ended as soon as the dancer kicked a
hat off a pole, @ feet in the air; the ending is left the fiddler when performing aloré.
ANi | s Rekvebs Hallingd embodies these traits
consonance before using elision to disrupt the expected accent patterns. Like the
bruremarschthe established metrical consonam@gnifies the impact of this sudden

metrical dissonance on the listener.

Establishing this background in thlétters hows how Gr i egbds musi caé
embody the character of each dance, or alter, or omit identifying traits that would be heard in
a fidde performanceChapterdour andfivewi | | anal yz e diétenabikebyyt Dahl
thesefeaturesof form and meter in thieruremarschhalling, gangar, andspringar. Metrical
dissonancevi | | be explained as it is heard in Hal
which Grieg adapts the material for the pianoally, t he i mpact of Gri egb

decisions on phrase grouping will be analyzed.

21 GoertzenFiddling for Norway 151.
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CHAPTER 4

ASPECTS ORMMETER

This chapter investigates the presence of hypermeter and metrical dissonance in one
example of thdruremarsj halling, springar, andgangarfrom theSlater. Each analysis
begins byrecognizinghese metricastructures n Hal vor s e sliysdentifyingnscr i pt
metric and phenomenal accerdaad analyzing how the metric layers align or conflitie
same procedurs followedwi t h  Gr i e g G®r sake of comppesamdia grocess
unveils metrical aspects that Grieg chose to preserveghlight from the Norwegian
dances, as well as strategies he used to increase organization and symmetry in his

arrangements of these dances.

AGIi b°ens Br ur e mahlestrarfs.dohényHalnsemt D a
Hal vorsendés transcription begins with con
expected when comparing thisuremarscho other European and American march styles.
The march has regular accents on beats one anddhcebypermetric segmentationtafo,
four, eight, and sixteen measures. As the dance develabscal dissonancmanifests as
the hypermetri¢ayersunravel resulting in displacement dissonance, subliminal dissonance,

and indirect grouping dissonance.

The firstvekof the dance intragtes the foumeasure motive A, seen in Figure 4.1.

This motive repeats four times, resulting fn £, 8-, and 16bar hypermeters. This

!Johan Ha libbemsBs aim e mia Glater (Fradkfuit: 6.F. Peters, 1910), 5.
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conventionahypermetric structurestablishes expectations which are soon challenged. In
the firstvek metrical dissnance only occurs at the ldevel as the ornamentation shifts

between duple and triple subdivision.

: &b i s i >
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Figure 4.1. Indirect grouping dissonance in opening of Halvofs&hj b ° ens Bir

The beginning of theekB disrupts multiplanetrical layersat m. 11 Althoughthe
new &beat motive fits within therganization of the previousek the downbeat of the
metric and hypermetric layers shifts backward one beat causing subliminal displacement
dissonance, D&. This dissonance is sutiinal because the musical traits are united in
contrasting with the previously established metrical Idyre subliminal displacement also
causes indirect dissonance to occur as the |
of the metrical acas.

Motive B, also disrupts the-deat metrical layer with indirect grouping dissonance, as
the hypermetric structure gradually dissolves. Unlike the openbay 4notive, this new

motive lacks an even division of theb®at pattern; instead, the listegeoups the pattern

2 Krebs,Fantasy Piece3. Low-level metrical dissonance occurs between rajrises.

3 Krebs, 48.
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into 3+2+3 based on the rhythagseen in Figure 4.2. Motive B is heard four times,

reinforcing the &ar hypermeter.

= >
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Figure 4.2. Unequal metric division of motive B, HalvorserGi b°® ens Bor |

The hypermetric structure gi@s to weaken in m. 19 when the motive begins-on F
sharp rather than repeating a second time on B. The motivic rhythm and repeated lower voice
preserve the-bar hypermeasure through m. 20, butdhange oflisplacement in m. 23
interrupts both the-harand 8bar hypermeter. Thishift eliminates the subliminal

dissonanceseen in Figure 4.&lthough the 8and 16bar hypermetric segments fail to

return

displaced . .aligned wgl; meter ‘
s 1S o7
gz ? J 2 T == B L A N A= ! A
[ [ 1 1 \\I . I [1 1 1 1 I 1 I\‘I 1
& 1 = -Jr' He W‘ : — = ‘ ar
bl e | V ) - l'\-._/ J Lj V

Figure43Resol ution of subliminal dGibdgns a c ¢
Bruremarsch mm. 2123.

The 2bar motivc segmaet realigns the metrical accent with the notated barlines,

reestablishes adeat metridayer, and its repetition creates a nevbdr hypermeasure.
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When the motive begins a third time in m. 25, it ewith a onemeasure expansion rather
than repeating again to complete aba8 group. As was traditional for some fiddlers in the
bruremarschm. 27 is inserted to expand the motive to three bars (mm),2Bsulting in
indirect grouping dissonance in thédar hypermeter. This indirect dissonance is more

jarring than the melodic shifts between duple and triple subdivisions.

The 2bar and 4bar hypermeters resume with motivei€m. 28 The rhythm and
meter of the final motive mirror motive A. Motive C isbérs long with a4beat metrical
layer and Zbar hypermeter. The exact repetition of the motive marks the return dban 8
group. Althaigh the last ®&ar group ended in m. 16, the persistence of thar4group
throughout the march and the repetition of the motive are sufficient to comprehend this larger

hypermetric segment.

The dance closes with abér codetta in which the two voice®ate displacement
dissonance, D2+1. The upparice pedal A emphasizes beats 1 and 3, while the trills in the
lower voice create syncopation by stressing beats 2 and 4, resulting in a perceptible change in
the metrical layer from four beats to two beaise fiddler resolves this dissonance with

heavy emphasis on the first three beats in the final bar.

In summaryJow-level grouping dissonance characterizes thdléids ornamentatio,
anddisplacementand grouping dissonanaevekB and Cdisrupt theestablished
hypermetric layersGrieg maintains the integrity of the original meladyiGiboers
Bruremarsclo but he increaseabe presence of syncopation and indirect dissonance in his
arrangementHis alterations to motivic repetitiofscrease the regaitity of the hypermeter

at multiple levels.
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AGibdens Bruremarsch ©®p. 72, no. 1, arr. Edvard Grieg

Grieg characterizes the firgtkof his arrangement ¢iGibéers Br ur ewittar s c h 0
syncopation from a-Beat ostinato in the bass. Starting piece alone, the ostinato creates
subliminal dissonance. The pulse heard is notated on the upbeats, but the absence of context
does not reveal this metrical dissonance until motive A enters on the downbeat of m. 3,
producing syncopation through displacetnendi ssonance. Using Krebs?o
phenomenon, the RH operates as the natager (aligning with the meter) and the LH is
the antimetrical layer; the irony lies in these roles reversed. While one may hear the RH
melody emphasize the upbeatsligns with the beat in the score. The syncopation causes a
metric displacement of one eightiote between the voices. £14(1=8") describes this
displacement, as the LH ostinato has a-b&at cycle and the RH anticipates the beginning
of the ostinto byoneeightmot e, a fibackwahdol dssphacémeper
the displacement changes when Grieg alters the ostinato in m. 11. Twice as long as the
previous pattern, D8 (1=8") now describes the continuing syncopation between the dH an

RH.

Grieg omits the indirect dissonance heard in mm. 4 and 6, a trademark of the
hardangepractice, andblursthe division between theruremarschand the dottedhythms
popular in marches at the turn of thd'20e nt ury. He r epl fahebest Dahl e 6

into three parts with a sixteenth note and dedigghth. Although Grieg neglects to include

4 Krebs,Fantasy Piecgs34-5.
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the indirect grouping dissonance of duple and triplets in the fiddle transcription, the
unrelentingsyncopation has a more visceral effect.

Grieg intensifies the syncopation in m. 13 by compounding it at the guati2and
the eighthnote level, seen in Figure44 . The accented top voice highlights the continuing
guarternote displacement dissonance with the left hand, while the sixtaetéhline creates
dissonance at the eighttote level. This intensification of the rhythmic activity leads to a
resolution of tle eighthnote dissonance in m. 14 and the quant#e dissonance in m. 15,

when the hands play motive A in unison.

13 ‘J J

d \:ﬁ \' \. I' \. = = 1
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Figure4.4. Displacement dissonance and resolutiém i e gge n GiBly ur e
mm. 13-15.

Grieg provides one instance of the indirect grouping dissonance that inflected Knut
Da h | e &ekaftérithe resolution of the displanent dissonance. Grieg lessens the effect
of this dissonance by placing the triplet on the metrieathak beat two and surrounds it
with quarter notesvhen compared to the juxtaposition of duple and triple subdivisions in
Hal vor sends t erthedsplacemernt dissamance M@ the gnouping dissonance

affects the hypermetric structure.
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