








Example 12: Common pitches in the bridge themes of the Violin Concerto’s first
and third movements, **
Similarly, the second themes of both movements utilize the same twelve-tone

row (Example 13).

Example 13: Shared twelve-tone row in the second themes of the outer movements. *’

The same as the , the second themes are repeated — a perfect fourth above in the first
movement, and a perfect fifth below in the third (Example 14). This subsequent
iteration of the second theme uses a different pitch order of the same twelve-tone row,

but this new order remains the same in both movements.

* Nagy, 26.

* Nagy, 26.
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Example 14: The second phrase of the second theme, using a new order of the same
twelve-tone row.*®

Such examples show tight thematic integration and demonstrate the creative
process used in the composition of this concerto. Motivic associations are not
happenstance but result from a well-planned method for achieving cyclic, inter-
movement unity.

On a deeper level than the melodic connections that join the outer movements,
one can find numerous links between elements within the first movement alone. The
opening bass line contains a motivic seed that generates much of the material of the

movement, and by association, much of the third movement as well (Example 15).

* Nagy, 27.
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Allegro non troppo, J = 100
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Example 15: Bartok’s Violin Concerto No.2, first movement, m.1-9, with circled
notes of the motif, introduced by the bass in measure 3, followed by an elaboration of
the same motif in m.7-9 from the solo violin.*’

Apart from the 16" note upbeat that Bartok added as an afterthought (most likely
during his rehearsal with Székely in Paris prior to the premiere), the opening phrase is
clearly an embellishment of the bass line that introduces it. The most direct quotation

of the bass line comes from the solo violin at the beginning of the development

section, this time played on the dominant (Example 16).

47 Schneider, 238.
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