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ABSTR4.Cr 

A~r~n Cnpland•s Pian~ Quartet l"'lf 1950 represents his 

first applicati('!n nf twelve-tnne technique. The fnlll"lwing 

~n~lysis attempts to examine h,..,w c~pl.and assimilates V<'lrinus 

aspects nf the technique int~ his ~lready - defihed musical 

le ~uage. 

n intr,..,ductnry chapter ct"\nsiders such issues AS the 

generBl public ' s and intellectual music circles' percepti,..,ns 

,..,f C~pl~nd; previ~us divisinns l"'lf Cnpland's music int~ 

11style peri,..,ds''; Cnplartd 1 s musical educatinn and its influence 

,..,n his working h~bits; Nadi~ Bnulanger 1 s influence l"'ln Cnpland 

and ~n c~mp,..,sition in ~me~ica; and Cnpland 1 s relation ti") 

Stravinsky and the i:i .ethetics nf Sch"'enberg ' s twelve-tone 

technique. 

The secnnd ch~pter p~esents a detailed .gnalysis r:,f the 

wnrk. This is preceded by an exarninatinn nf the prnperties 

<'f t'1c elcven-nnte series and ;'!\n nverview of their applicati"'ns 

throughnut the piece . A detAiled descripti~n "f each ~f the 

tl.ree mnvements is preceded by a fnrmal "Utline ~nd C"ncluded 

with a summ;'!\ry. 

The cnnclusi nn nutlines severAl new develnpments in 

c~plAnd ' s music; the integr~tinn l'\f the exte~ded harmonic 

l~nguage !">f seria lism; s new er:lpha sis l')n harmn11ic texture; 

and :3. transf!'\rmatil"ln nf Copland ' s tre~tment nf rhythm. 



Ct"1pland's wide popularity with the gener,:11 public And his 

influence as an impresarii, 1 writer, and teacher hPve lnng 

bean ackn,.,wledged. However, there b;:ive been relatively few 

attempts by music scholarE tn evaluate his cnntributinn ~s a 

cf'lrnpnser. The present writer hf'lpes that this paper will con­

tribute tn 8 re-evaluation ~f Copland's importance in the 

evnlutinn nf twentieth-century music. The f<"llowing cnnclusif'ln 

reached by Bayan :tnrthcntt in his article 0 :ntes n.n C,.,pland at 

8Q!1 (Musicnl Tim~s,, r('lv. 1980) w~s l'ln impnrtant starting point 

f"r, and WAS fulfilled by, the results f'."if the analysis: "If, 

S"mewh~t unexpectedly, we are witnessing the emergence of a 

new 'commnn pr~ctice' in the h~ndling ~f equal temperament• 

ti'\ which seria.lism has only been the c.1ta lyst - then the c,.,m_ 

pnsitinnal signific~nce nf C~pland's uniqu~ acuity fnr the 

sp;:icing, duratil"'ln, and col"'ring rif pitches can only increase. 11 
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~1 PTER rt~ - Intrnducti~n 

As the first system~tic applicatin~ ~f twelve-tnne tech­

nique by America's f"'remost "tnna list," J\aron C,.,pl~nd' s 

PiPn~ Qu~rtAt nf 1950 might ePsily be labeled as A"pivntal 

w,.,rk. In !"!Ur plur~ listic musica 1 culture , where a c,..,mpnser 

c~n cll'lim stylP influences ~s seemingly dispar~te as Ren­

aiss~r.ce pnlyphnny ~nd rnck-~nd-rnll, C,.,pland is nften ~s­

snci~ted with a kine" of mainstream mnderateness, in which harsh 

and u.ncnmprnmising Sr'lnnrities "'nly nccasinna lly interrupt the 

eAsy, innffensive diAtt"lnic And mildly pnlytnnl'll harmnnies, 

set in the cnntext nf such pnpul~r devices as dance nstin~t0s 

and jc1zz rhythms. Such views betray an ignnr;rnce nf the ennr­

tn">US bre:.1dt'1 r,f Cnpll:'nd I s music, while at th<=> s~me time nver­

emph~sizing whatever rAdic~l departures his adaptati"n nf 

tw~lve-t"ne technique nr any nther catet:.nriz8blc musical device 

might hAve had ~n his style . The present study nf the Pian0 

Quartet, viewed in the context nf Cnpland's entire cntal"eue 

"'f unrks , reveals nnt r11 dica l departures, but re.ther the 
1 

"sma 11 and unchanging cnmp,..siti"n;.l l c"ncepts" which ,,.. the 

basis nf every Cnpland piece . 

llhy this limiting pr,pular l"'lpininn ,.,f c,,pland that rele­

gates him to 2 rel~tively min"r rnle in th~ evnluti"n nf 

twentieth-century music? The few sch~lars whn have studied 

1 
Bayan ,·orthcntt; ' Nntes nn c.-.pland ~t 80 11

, Music2l Times, 
N~v. 1980, p. 689. 
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Copland in depth disagree with this classification, but why 

are they so few in number? Fashions change; certainly many 

people can remember a time when Ives, Mahler, or even Haydn 

were not as well-known and revered as they are today. Yet in 

a certain sense. Copland has never gone out of fashion, or at 

least out of the public eye. His title as "dean of American 

composers 0 pays tribute to his tireless efforts on behalf of 

his fellow composer~ and to his importance as an impr es4r.io , 

writer, and teacher. Through his activities as a conductor in 

the con~~rt hall and on radio and television, it is likely 

that more people have been exposed to Copland and his music 

than any other 1'serious 0 composer in modern times. Yet a 

survey of the programming of these concerts shows only a 

handful of pieces reperesented: Appalachian Sprigg, Billy 

the ill, Rodeo. EJ~ Sa 16,n M9xico • the Clarinet Concerto. and 

an occasional Third Symphoey. The Copland enthusiast can 

unhesitantly reel off the names of a dozen more scores; the 

Organ Symphonv. Ilm. Pieces for String Orchestra. Statements, 

Symphonic Ode, Short Symphony, Quiet Q!tt, De.nee Panels, 

Muais for~ Great~, Connotations. and Inscape; not to 

mention chamber works like Yitebsk. the Violin Sonata, the 

Piano Sonata, Piano variation&, Twelv~ Poems gt, Emily~­

inson, Nonet, and the Piano Que.rtet. One sees that though 

Copland has had maximum exposure, this exposure has dealt with 

a minimal amount of his music. Such are the dang .. rs of mass 

media communication; its influence on the perceptions of the 



general public and intellectual music circles cannot be over­

estimated. It is not surprising that Copland's affinities 

with changing fashions (jazz in the twenties, Gebrauchsmusik in 

the thirites and forties, serialism in the fifties and sixties) 

have caused many listeners to overlook the consistency of his 

musical habits and the importance of his role in the "re-hier-
2 

archizl.ng of chromatic space 91 that has occupied composers 

since the time of Debussy. In that sense, our hurried culture's 

tendency to absorb only superficially the ideals and aesthetic 

of any artist's work is nowhere more clearly evidenced than 

in the music of Aaron Copland. 

In further considering Copland's place in history, far 

more complex than the relationship between mass media exposure 

and the general public's and music scholar's perceptions are 

the values and traditions of music education in Am~rica. Virgil 

Thomson once said that nEvery American town can boast two 
3 

things: a five-and-dime and a Boula,nger pupil." Though 

Thomson's remark is in part an attempt to reco J nize the strength 

of Boul8nger•s presence in American music education, it also 

hints that the 0 Boulanger school" had become so all-pe~vasive 

in the American musical scene that its true meaning had become 

obscured. 

2 
Ibid., P• 689 

3 
Aaron Copland: Copland Qn Music (New York, 1960), p. 
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Of course, Copland was Boulanger's first American com­

positon pupil (Melville Smith had studied organ with her 

before Copland first went to Fontainebleau in 1921), and it 

was as a result of his reputation th.at many American composers 

went to Paris and Fontainebleau to study with her. The number 

of her list of pupils is imposing, yet contains relatively 

few "giants": Copland, Piston, . and Carter. The other names 

on the list - Virgil Thomcon, Arthur Berger, David Diamond, 

Elie Siegmeister, Louise Talma, Harold Shapero, Marc Blitz­

stein, Roy Harris, Douglas Moore - together with many of 

Copland's some 400 students at Tanglewood, could be said to 

form a loosely organized American neoclassical school which 

dominated the composition scene in America during the thirties 

and forties, but whose influence has been considerably weaker 

in recent years. Some of these compose r s studied with Bou­

langer longer than Copland; many as briefly as a summer or two. 

Yet her dominating influence was largely the result of her 

ability to provide a kind of solid technical training un­

available in American institutions. 

One can see how the idea that the American Boulanger 

pupil is as easy to find as a dime store relates to the general 

musical public's over-exposure to only a few Copland works. As 

for the circle of music scholars and composers, the large 

representation of the "Boulanger school" has also led to 

generalized value judgements of it as being "square", "de­

rivative", and nreactio.nary." Dika Newlin mentions severs 1 



- s -
ti~e.s hnw Scmenberg regarded th' P.nulanger-Stravinsky axis 

AS greatly infnrinr tn his nwn pedagngical mcthnds , describing 
4 

her as encouraging ' nnd" · ngtt in cnntrast tn his "blnnming . ' 

(It 4 s i~pnrt nt tn emphasize here that Schnenbcrg 1 s rnethnds 

did not include syste.rnatic teaching of the twelve- one technique, 

but rather emphasized thnrnugh study nf tho mu ic of the Ger­

man traditinn as repres nted by Bach , tnz2rt, Haydn , Beethnven, 

Brahms , 'lagner, Reger, And lvtt!!hler . In his essAy of 1930 , 

11rrlti!"\Ml Music," he attributed alt his vari,.,us style chAr~c­

teristics tn t~nse cnmpnsers. Yet the twelve-tnn technique 

served AS e mndel fnr thnusAnds nf cnmpns~rs , mAny ~f whnm 

cnuld nnt plAy ~ne phr se nf Schnenberg's music by he~rt, and 

Wl!"\SC music ~s written Rt snrne distance frn~ any physical 

· nv,.,lvement with snund. .s we sh 11 see , Cnpland ' s application 

nf the technique was quite different.) 

~he nrigins nf an unfnrtunate and quite arb"trary divisinn 

of cnmpnsers writing during the fifties , sixties, and e:arly 

sev nties intn twn grt'.)ups - thnse cnncernod with atone lity nd 

seria lism as b ing 11prngressive , 11 and thnse c-,ncerned with 

tonA tity as be ng "reactionary 11 
- c n partly be tr.1ced back 

to these kinds ~f Attitudes. It is interesting tn nnte that 

as early as the thirties tbe ynung cnmpnscr Jnhn Cage felt that 

there were twn distinct and pnlar oppnsite idenlngies t~ cho~se 

frnm in lnnking fnr a cnmpositinn teacher: the reactinnary 

4 
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principles of Stravinsky, and the progressive and revolutionary 
5 

principles of Schoenberg. He chose Schoenberg. 

A brief survey of Copland's musical activities in America 

before 1921 shows how the formation of his musical habits was 

already in many ways compatible with both Boulanger's teaching 

approach and the more general influences of French music. He 

had acquired a solid, if not academic, grasp of classical 

harmony, counterpoint, song, variation, and sonata form through 

his studies with Rubin Goldmark (1917-21). He developed 

early the habit of reading scores at the piano, and enthusias­

tically played the piano music of Debussy, Scriabi n , and 

Cyril Scott. 'l't-K> fragments from two songs which Copland wrote 
5a 

in 1918 show the combination of these composers' influences 

and an "economy of means 11 which was instinctive to Copland, 

but was probably nurtured by his technical studies. The 

resulting gestures are early indications of Copland's highly 

personal musical language and its inclination toward the 

French aesthetics of harmony, texture, and "sound for sound's 

sake. 11 

5 
John Cage: 6, Year ll:Qm Monda_y (Middletown, 1969) , PP• 43-49. 

Sa 
Reprinted from J. F. Smith: Aaron Copland: H;§ ~ ~ 
Contribution~ American Music (New York, 1955). 



- 7 -

L l "My Eeart is i n the East" (1918) 

~ li1l [![} ,. O!J rm 
I I j , I I 1' 1'1' I -I - I - . . . # \ r 

' ~ , , -
J I 

, 
I I I I I I ' 

How can I 'OWS and 08 ths re-pay, while .E- don Zi - on holda 

n ' I l I I I I I ... I I i ,, - ~ . - ., # ! ., ,, A,. -I .. - - , [.I • ·, u , .. ., -
~ ~ . . 77::; -:;-,~ ..... r~ ., I I ~ , ' , 

- r 
j R -14- I I , II. , - - ' - ' , - ,.. ' ... 

I ~ , 
~ - -" , - -9--\ =- -e-- " , . 

In "My Heart is in the East," the open spaced triads of 

the left hand support the simple , mildly dissonant two-part 

counterpoint of the right hand and the voice line; the clear 

harmonic progression of I, 16, IV, iv , I with its modal cadence 

on iii is gently challenged by the major seventh and added 

sixth in m. 18, the 7-6 suspension in m. 19, and the triadic 

outlines suggesting a borrowed 1107 and added sixth in m. 20. 

The triadic outline of the voice part in mm. 16-17 shows t he 

beginnings of the habit of comp~sing ~elo di es harmonically, as 

if guided by a larger harmonic shape in order to create a 

kind of harmonic/melodic unity. The striving for this unity 

appears in all of Copland's later works, and it is one of the 

outstanding features of the Piano Quartet. 



" Ni gh t" (1918 ) 
r7,VE R'i s:..o· •AL y 
L:!I ~.!-, 
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My heart _ is pla •ci d as ___ _ t he lake 

In " Night," the use of the whole-tone scale shows Debussy's 

influence. The su ggestion of e major subtonic chord in m. 4, 

the borrowed bVI dominant seventh which serves as the focus of 

the phrase's harmonic tension in m. 6, and the more complex 

eleventh chord in m. 7, with its unusual but clean spacing, are 

all gestures characteristic of Copland's style , which at its 

most harmonically complex can often be reduced to the juxta-
6 

position of false-related consonances . 

Copland's musical habit of composing, improvising, and 

reading scores at the piano certainly encouraged a sensitiv­

ity to the spacin g and voicing of sonorities and an inclination 

toward composing harmonically. It ~s Boulanger who helped 

Copland strengthen the interdependence of these habits. Her 

6 
Northcott, p . 686. 
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concept of technique, based on the long traditions of the 

Paris ~onservatoire and her own special insights, together 

with her unique understanding of the delicate psychology of 

America's emerging musical culture, provided the perfect 

combination of resources for the young Copland. 

In his book Iha New Music, Copland wrote that Boulanger 

had "an encyclopedic knowledge of every phase of music, past 

and present." She had acquired a thorough technique through 

her training at the Paris Conservatoire, winning prizes in 

hannony, composition, and organ. In her teaching, she strove 

to make acquiring technique an active and creative process, 

as opposed to an academic exercise: she regarded technique as 

a union of physical and mental discipline, developed through 

contact with sound. The mind and ear developed together, 

and she was suspicious of any musician who could not sing or 

play his musical ideas. She taught harmony not as formulas to 

be written down, but as distillations of musical gestures 

whose historical evolutions she could instantly demonstrate 

· with musical examples. A simple, four-part hannony exercise 

became a challenge to the development of memory and attention 

by having the student play the bass with the right hand, 

soprano and alto with the left hand, and sing the tenor, while 

modulating th:.:-ougl all keys. Her goal was to strengthen the 

memory, so that in the spontaneous act of improvisation the 
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technique of having absorbed mere formulas would become 

subliminal, the greater skill of aural memory remaining, 

guiding the composer to create relationships between gestures 

experienced within the context of the improvised phrase, sec­

tion, or movement. She used the knowledge of harmonic struc­

ture gained through written harmony in the application of score­

reading. Copland speaks of getting to know scores by spend-
7 

ing long hours reading through them at the piano with Boulanger. 

When put in the context of the void that existed in Amer­

ican musical education, one can see the impact of this kind 

of technical training. Boulanger understood America's enor­

mous potential for musical growth, Yhile at the same time 

taking into account the disadvantages of such a rapidly growing 

musical culture. She once conmented that "America has the 

misfortune of having become an adult without ever having been 

an adolescent or child. 0 She saw the manifestation of this in 

her American pupils, arriving full of enthusiasm and a kind of 

bra.sh optimism for new ideas and free thinking. Her motto 

of "freedom through discipline" acquired through sound techni­

cal training and her reverence for the sacred vocation of the 

artist provided the eclectic American spirit with firm, yet 

flexible guidance. 

7 
Edward T. Cone: 'Conversation with Aaron Copland', Perspectives 
of New Music, vi/2 (1968), p. 61. 
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At this point, it is tempting to make comparisons 

between Copland and Stravinsky, whom Bou~ nger championed 

throughout her long teaching career as embodying her credo 

of flfreedom through discipline" and as the most important 

musical figure in the twentieth century. (In her analysis 

classes of 1975-78 the twentieth century was represented 

exclusively by Stravinsky with the exception of three scores: 

Dutilleux's Second Symphony (Le Double), Penderecki' s S&int 

Luke Passion, and Xenakis's Nuits.) There are immediate siin-

ilarities: the interest in jazz, in ballet, in serialism in 

the lete works; the predilection for careful spacing and 

voicing of vertical sonorities. Their fundamental musical 

habits are also similar; both composed at the piano, both were 

committed to "re_r.ewing tons lity, .. and both have spoken of 

their tendency to compose "harmonically," derivi.n.3 their ideas 
8 

from a vertical shape. Yet some of Copland's gestures predate 

Stravinsky; Copland's preoc:cupa tion with minor third ostinatos 

in the finale of the Organ Symphony (1925) predates Oedipus 
9 

~ by two years. Though Copland made further use of this 

device in several works (Symphonic Ode, Short Symphony, Piano 

8 

9 

Eric 'ilalter White: Stravinsky: The Composer ~ his Works 
(Berkley, 1979), p. 489. 
Phillip Ramey: 1 A Talk with Aaron Copland', from Columbia 
Record M 3~~736. 

Northcott, p. 689. 
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Sonata), Stravinsky's greater preoccupation with ballet and 

the quality of arrested development associated with ballet 

led to his more extensive use of this device. Copland's 

experiments with the application of twelve-tone technique in 

the Piano QUArtet (1950) predate Stravinksy's experiments in 

the Cantata and the Septet by a year. Copland was never as 

interested in the contrapuntal possibilities of serialism; 

his main attraction was that in working with the technique he 
10 

"began to hear chords I wouldn't have heard otherwise." 

The contrast between the emphasis on canonic techniques in 

Canticum Sacrum (1955) and Threni (1957) with the emphasis 

on sonority and harmonic texture in the Piano Fantasy (1957) 

and Inscape (1967) is s clear example of the ~~o composers' 

highly personal applications of twelve-tone technique. 

Both composers were committed to "small and unchanging 

compositional concepts" throughout their work, but the man­

ifestations of this consistency produced very different 

results. Stravinsky often worked from the principle of setting 

new problems for himself with each new piece: to master the 

intricacies of cymbalom technique in Renard (1915-16); to 

cultivate an eclectic international style in L'Histoire, 

Ragtime (1918), and Three Pieces fs.£ ~ Clarinet (1919); to 

10 
Cone, P• 67. 
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renew the musical languages of Pergolesi in Pulcinella (1920) 

and Tchaikovsky in In!. Fairy's Kiu, (1928); to rediscover 

sonata form in the Octet (1923); to work with the problems of 

language setting in Oedipus~ (1928 - Latin), Pe£sephone 

(1933 - French), English in a dramatic context (The Rake's 

Progress, 1951), English in a pure non-dramatic form (Cantata, 

1951-52); to redisover concerto form in the Piano Concerto 

(1924), Capriccio (1929), Violin Concerto (1931), Concerto 

i2£ Ilm, Pianos (1933); to rediscover concertante style in 

Dumbarton Oaks (1938), Danses Concertantes (1942); to produce 

a jazz equivalent of the concerto grosso in the Ebony Concer;o 

(1945). One can find Stravinsky very self-consciously admitting 

the "problem to be solved" in each work. 

Copland's influences are fewer and more central. They 

demonstrate a kind of national unity that is in sharp contrast 

with Stravinsky's "eclectic internationalism" and historical 

self-consciousness, yet they also represent a pluralism in 

sharp contrast to Schoenberg's ethnocentric preoccupation with 

mainstream Gennan musical tradirion. Copland's desire to 

produce a "music that would be immediately recognized as 

American" led to his use of jazz in Music f..2r. the Theatre, (1925) 

and the Piano Concerto (1927). The extra-musical association J 

of various facets of American life can be seen in John Henry, 

Billy the Kid. and Rodeo (folklore); Qy£ 1™, Music !52.: ~ 

Great Qm, Quiet Q1.tt (city life); The Red Pony, Of Hice 
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~ £1.w.l, and Appalachian Spring (country life). Various 

combinations of all these influences are app~rent in Copland's 

remaining "absolute" music, and it is here that his "small 

and unchanging compositional concepts" are most apparent. 

Bayan Northcott has written that "The Symphony for 

Organ and Orchestra (1924) adumbrates three of Copland's 

most charActeristic moods: the pastoral, the extrovert 

dance-scherzo, the declamatory or hymn-like sublime." The 

table below is an attempt to group movements of Copland's 

works into these categories:* 

Pastoral 

Short Symphony, II 
Piano Sonata, III 
Violin Sona.ta, I 
Third Symphony, I 
Piano Quartet, Ill 

Dance-Scherzo 

I, III 
II 
Ill 
II 
II 

Decl~tory 

II 
I 
II 
IV 
I 

These moods are also present in the AM, structure of one­

movement pieces like Quiet .9.1..tt., Our I.2!m, Outdoor Overture; 

in works with two-movement forms like the .IliQ_ Pieces~ 

String Orchestra, the Piano Concerto, and the Clarinet 

Concerto; and in the more complex sectional forms of works 

like SY!!ffihonic Qs.!., the Piano Fantasy, Connotations, and 

* Though the above categorizations are a convenient way of 
representing the general mood of these movements in relation 
to the structure of entire pieces, it is important to acknowledge 
the presence of all the moods in all movements: for example, 
though the general mood of the first movement of the Third 
Symphony is pastoral, the statement of the second theme in 
the trombones is declamatory. 
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Inscape, as well as the suite-like forms of Statements, 

Music iQ;_ ~ G.:eat Q!.tt, Twelve Poems of Emily Dickinson, 

and the ballet suites. 

One sees that though much has been written about placing 

Copland's music into style periods, there are works in every 

period that contradict the classifications, and a survey shows 

that those features present in the earliest works run through 

all the works, with new resources like jazz, folksong, and 

serialism assimilating themselves through Copland's language 

in each new piece. 

Our introduction has attempted to place the following 

analysis into a broad context. This context has been defined 

by preliminary explorations of such issues as the general 

public's and intellectual music circles' perceptions of Copland; 

Copland's musical education and its influence on his working 

habits; Nadia Boulanger's influence on Copland and on com­

position in America; and Copland's relation to Stravinsky and 

the aesthetics of Schoenberg's twelve-tone technique. 

Our brief survey of Copland's catalogue of works affirms 

his breadth and diversity of style at the expense of ne.rro w 

cate gorizations, while at the same tim e emphasizing the co n­

sistency of his musical personality. This knowledge c~n guide 

us in the larger question of the re-evaluation of Copland's 

place in twentieth-c entury music history. Hopefully, a detailed 

analysis of one of Copland'o works will clarify these issues, 

bringin g th e ir most salient fe8tures into relief for clearer 

viewing. 



CH!\ T R T - nalysis 
rnp rties nf t' erie 

Arnold Schoenberg wrote concerning his formulation of 

the "method of composing with twelve tones": 11 1 was a tways 

occupied wit h the aim to base the structure of my music 

consciou sl y m a unifying idea, which produced not only 

all other ideas but re gulated also their accompaniment and 
13 

the chords." In keeping with this a~sthetic , a study of 

the properties of the eleven-note theme that opens the 

Piano Quartet demonstrates how thoroughly all aspects of the 

piece are based on this single idea . 

2. 1 

A-VA C:,10 SERIO ( J: 60) 

[&cf ::iJ .J 1.J,q,J•ij' l1 rowr*r f 
n• > 

l'~T I l 1 

1 2 3 4 5 6 7 8 9 10 ll (12) 

2. 2 Matrix 

13 
Willi Reich: Schoenberg:~ Criti cal Biography (New York, 1971), 
p . 131 . 

- 16 -
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Copland has carefully constructed his series to allow 

for maximum flexibility in combination with the tonal gestures 

of his already-defined musical language. The whole-tone impli­

cations of t he series provide an easy transition into chro• 

maticism, yet the fact that the series uses only eleven 

different notes and that each statement in the first movement's 

fugal exposition is rounded off by the first note of the series 

places this chromaticism into a static context , whi ch, as we 

shall see, demands the contrast of diatonic modulatory passages. 

When pitches 1-9 are combined in step-wise order, they 

form an extended B melodic minor ascending scale containing 

the TI\Ajnr third and Lydian f~urth. 

2 . 3 Melodic mil'lor implicatioo.a of the aeries 

8 9 543216789 
b melodic minor scale 

tlhen these pitches are considered in the context of Ab minor, 

the split third which results (Q and Cb) produces sonorities 

typical of Coplandw 

2.4 Chords derived from melodic minor implications of the series 
I r-, 

~ L. -
~ -- ~,, ., ,., r I 

V - --J -fr ei- · - . 
Mvt . I , m. 86 5 4 3 2 1 6 7 8 9 

.. o /i.b~ \ 
ab melodic mino r sca l e 

- I .... 0 -
I ' , - \ n a - , 

' 
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The interval properties of the series suggest both 

whole-tone and diatonic vertical sonorities. 

2.5 

lihole-tone Prnpgpties 

Pitches 1-4 
" 6-9 

Diatonic Properties 

Pitches 
fl 

" II 

1-3 
4-6 
7-9 
9-12 

Pitches 1-4 and 6-9 produce the following chord forms : 

2.6 Chord• derived from pitches 1-4 a~d 6-9 off 

I -. ., 
I 

. 
I - ,,_ . ., n 

i I .J -bG 
Mvt. 1, m. 55 Mvt. 11, m.ss 

' . 
I 

, ~ - n ' 
l ,tl' v- -

C: 

These sonorities provide a subtle contrast with those derived 

from the diatonic implications of pitches 1-3 and 7-9. 

2.7 Chords derived from pitches 1-3 off 
~ b \i. i2 '2. 2. b~t!: ... i-

b~ 1,,'b ~ 
~ b= ~ , I lo\- I 

' 
r .. 

( 
v-= 

r: 

' I 

Mvt. I, m.57 m.58 m.63 m.90 Mvt. Ill, m.4 

\,'v-,,,9-
m. l 

("\ I l"I 

: - , ., . ,_ 
, -- ' . 

,A ",,. L. . - / 
y - ·~ 

u . - w - r, 

.J b,.,... b'9~c::. I 
., 
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The interval properties of pitches 4-6 and 9-12 suggest 

vertical relationships that could be found in any of Copland's 

ear 1 ier works. 

2.8 Chord• derived trom pitches 4-6 off 
Pitch 1 4-

m.63 m.94 Mvt. Ill, Mvt. l, 
m.9 m. 25 

The rhythmic structure and Copland's phrase markings 

show a clear division of the eleven-note theme in t o two hexa­

chords (hereafter refered to as hexachord X and hexachord y.) 

Each hexachord is built with alternating and overlapping 

whole-tone and diatonic segments. 
2,9 He::uchord, whole-cone and diatonic formation• of the series 

~ hex.achord Y he::ucnord 

~& &J r 
( l,~ j 

;F oJ I bj Jc~r I * :# r $a I 'F ! ~) F l 
w ---r 

J) 
W•T 

I) 

Copland fully exploits this property of the theme, freely 

combining X and Y hexach.ords from various row forms in order 

to obtains wider range of contrapuntal and harmonic possibilities. 

I4-

I. 9 
Mvt. l, m. 82 

P3 
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The whole-tone implications of the X hexachords result 

in many pitch duplications when both the original and inverted 

forms of hexachords related by a major second are combined. 
a,.1i 

J:~ 
p" ~ PP~ b. b b. b 

€ 1= t= ~ ·~ 
b --. ·~ b9- L __ 

I\ -
l tJ 4 . .. 

cqlli .... l:c;l.~ pespr ess. I -'- ~#d ~i ~~ I 
PO ···-... -.. J '"'~ 

; (P ) _J -L- L ' 

p -- _/ -

It is worth noting that many of the most obvious features 

of the over-all formal construction of the Piano Quartet 

can be traced back to one of Copland's first large-scale 

* pieces, the Organ Sy:mphoey (1924). As was shown by the above 

chart which categorized some of Copland's movements into three 

moods (the pastoral, dance-scherzo, and declamatory), the 

three-movement, slow-fast-slow forms of both pieces contain 

all three of these moods, although the order of the out_r 

movements is reversed . 

Organ Symphony 
Piano Quartet 

I 
pastoral 
dee lama tory 

II 
dance 
dance 

III 
dee lama tory 
pastoral 

In the first movements of ooth pieces, the declamatory 

mood is established in part through a fugal expositi on -

a somewhat self-consciously explanatory device which is rare 

in Copland. In these movements, the device suggest both 

tentativeness and boldness. In an early work like the 

* !lot including the Dance Symphony, which was begun earlier 
but not completed until 1929. 
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Organ Symphon! and in a transitional work like the Piano 

Quartet, one can understand how the tentative exploration 

of pitch organization might have led to a reliance on 

stylized formal procedures. Yet the solid construction of the 

themes of both wo-rks allows them to be combined with themselves 

in a tightly controlled contrapWltal context. This is a bold 

demonstration of compositional technique; it also embodies a 

principle which is evident in every Copland piece, i.e. the 

principle of horizont a l/vertic8l unity, or the co nstruction 

of themes that can accompany themselves, 

Another striking similarity between both works is the 

cyclical quotation of themes. In the Organ S:ymphony, the 

minor triad serves as a motto which appears in each movement 

in various guises ~nd st important structural points. In the 

Piano Qusrtet, the eleven-note theme of the first movement plays 

a simil8r role, not only in that much of the piece's material 

is derived from it, but in that it also makes cyclical 

appearances in the second and third movements. 

2.12 - Hvt. II , m. 97 

7 .± r 
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Mvt. III, m. 113 t ~ 

Much subtler is the cyclica 1 quotation of texture and melodic 

shape in · the following passages: 

2.13 - Mvt. I, m. 59 

~@ ): j ,.~gi ~ £1 J. 
r 3-, 

8--------------------------
, l\ -::9-: .~ "". . ?~: -:::- _,.. 

'I ~ . ~ = 
w ., ~ 

I 
.... I 

Mvt. I, m, 95 
I I) ,.9-. ..... ""· - "!''9--: .. ... ,.. . 
\ 

,. ~- I - L - . - = ,c • 

V 

, ~ 

\ " I 

. ! I.~~ .,.9- \., ,.- l .. 
I 

,_ 
' I - . -
.... 

) Mvt. II, m. 2,9 
) 

I /1-. \ ,.. ~ - n • ) ~. -_-
' - - : ' 

"I 

9-- ----- -- ------------ 1 I~ --fi- + ,.._ .. ..,... 
I I 

n • 
' I -, , V n ··~ 

I A -., 
✓ T 

Mvt. III, ,~9 j_ l'\ ~ j J J I I 

ft = - -
~~ 

~ - - . 
'I -J I I I 7 I -I I I l 
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0 I I I 
) . I -

L 
, --. , 

I 
H , , 

.J ~- V - I -v --
l 

Mvt. 94 I, n. 
. , 

L - , -: , ---------" ,,...., ,, ' . , -~ 
~ 

) I l I I 

A' -fr • 9-· -Ir • ) . - ~ 

~ ~ = ~ 

~ - ~ , -
I 

) 

. 
J l I 

Mvt. II 
' 

m. lf. 
I 

_,_ 
' .f- f: 

, u ~ - - - c 

, ... , 
~ V I I I I 

..,.r--. I I 
~ , ,, --~. 
✓ v- . 

~ V' .. ~ 
Mvt. 111 m. 94 

\in 
-- ~- ~ 

I 

l 
I 1 I 

D ,:2 
9-A t l>.p.. - ~ ,-

, , . . 
I 

Cyclical quotations of themes are nd::unique to these works; 

Copland uses this device in a similar way in the Third 

Symphony, Piano Sonata, and Violin Sonata . In terms of form, 

these four pieces have more in common with each other than 

with other Copland pieces, for though all of Copland's work 

is characterized by a rigid motivic unity, the cyclical 
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quotation of themes used in these five pieces is quite 

different from, for example, the organic development of the 

single five-note phrase of the Symphonic~ or the four­

note cell of the Piano Variations~ 

First Hi,vement 

The formal outline of the first movement is shown below. 

Section A,: 

Section g: 

Section_!!: 

Section C: 

Section A2: 

Section~: 

Section Cl: 

mm. 1-16; (Adagio serio, J = 60) 
Fugal exposition with 1st theme on :fQ, ~' P5 , 1?.2, 

mm. 17-28 
Imitative entries of X hexachords from 
12, !!Q., f.2., 16 

mm. 29-54; (;'oco pi~ mosso, J = 80) 
2nd theme derived from R7; imitative entries of 
B2., M., Bl 

mm. 55-66; (Pi~ deliberamante, J= 66) 
First appearance of contrasting textures for 
piano and strings; verticalization of the series 

mm. 67-81; (Pi U mos so, J = 76) 
~ hexachords of ~' IS, Pl, 14, 12.t P8 
First appearance of 16th notes 

mm. 82-89; (Pi~ largamente, J = 66) 
Simultaneous statements of ll, 14, ~ , PO, f.2 
with transposit:ions at mid-point to PO, fl, ll, 
P9 , P2; return tn Tempo I at m. 86 with simultan­
eous statements of .fl, ll: with transpositions 
at mid-point to PlO , E?. 

mm. 90.-102 
Return of the contrasting textures of section Q; 
diatonic writing foreshadows section A4 of mvt. II 
and section~ of mvt~ III 

Section Mt_: mm. 103-7 
complete statement of first theme on f2 
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The outline of -this movement shows Copland's tendency to 

organize his forms around variant structures, or "mosaic 
14 

sequences of various restatements of his basic ideas." 

Each of the eight sections is based on the eleven-note theme 

in some way, showing the operation of Copland's principle 

of variant structure on a macro-level. As we shall see, 

the micro-level considerations of phrase structure and 

motivic development also are guided by this principle. 

Section A consists of a sixteen-bar fugal exposition 

of four entries of the eleven-note theme. The first pitches 

of these entries form a half-diminished seventh chord, a 

sonority which is evocAtive of the static quality of this 

section. '!his static quality is also partly attributable 

to the stream of unrelated, pure consonances which result from 

the vertical combinations of the four series forms. These 

harmonies are oddly reminiscent of the chord successions 

of Renaissance music, while at the same time pointing ahead 

to the dyadic writing in the instrumental litanies of 

Inscape (1967). 

14 
Northcott, p. 686. 
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2.l4 Chord aucceasiona in tb• fugal e,q,osition 

b ,;;a.. ~ l ~~ :f: --- ,_ 
t: ~ + --j" - .. -- • - ~ -

;; - , . 
-

..J . 
m. l3 

r I I I I I 
I/ ~ u 1! ~ A . 0 - - LJ -.. - - - -

~ -r h- o· ... 
~ r 1fr . r I I r I 

i -r bf .... 
~ 

t .!. • .... -., , . -. • 
# - -, 

, I ' - -
2.lS Dyad succession• in Inscape(l967) 

----. ~ 

The countersubjects in the fugal exposition are similar 

to each other only in thet they retain the same rhythmic 

shape, and in that their melodic construction is based on 

free combinations of fragments of the series. 

2.l6 Countersubject 

b - r~t*f ~r 
Pi rc. H ES 7 -.11. 

F I f I f 
m.5 



- 27 -

On the whole, these first sixteen measures are charac­

terized by a de-emphasis on harmonic rhythm. The effect is 

typically Coplandesque, in that the section's sense of for­

ward motion comes from the restatements of a single theme over 

an extremely slow-moving harmonic background. 

At section .al, the piano introduces the X hexachords of 

the inversion (12), imitating and continui..ng the linear 

texture extablished by the strings in section A. There is 

a strong feeling of a Q tonal center here; the piano's entry 

on~ at m. 17 has been set up by the previous section'• 

entries of descending thirds and is further reinforced by 

the C major triad in the strings. 

The first seven measures of this section consist of 

statements of X hexachords from series forms ll, fQ, n. 
and 16. An examination of the pitches of these hexachords 

shows many comm~n notes. (12. and!§. are notsted backwards.) 

2.17 

PO -
P2 • C 
12 -
16 • Eb C 

Bb Ab Gb E D B 
Bb Ab Gb Fb Db 
B G# F# E D C 
Bb Ab Gb Fb 

The entries of these hexachords also contribute to the 

establishment of£ as a tonal center: ten of the fourteen 

entries begin on Q; two on E (or Fb); and two on Bb. 

This passage is followed by five measures of a chain 

of superimposed fourth chords built on the Db major scale 

in the piano, with foreign tones resulting from the sequen­

tial tetrachords in the strings. This progression, underlined 
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by the descending thirds in the left hand of the piano in 

mm. 27-28, leads to a cadence on F which Peter Evans has 

described as demonstrating "a suavity that derives from 
, 15 

Faure." 
2.1 8 

Section~ is marked by a slightly faster temp o (Poeo 

pi"u mos sot j = 60) and the entrance of the second theme 

derived from the retrograde form of the series and stated in 

canon in the cello and pi~no. This two-part canonic pa8sage 

is extended by a sequenti~l spinning-out of the last five 

notes of the 1:heme in the cello. 

2.19 Sequence witb. tile last five notes ot fa 

~ 

15 
Peter Evans: 'Thematic Technique in Coplanti*s Recent Works', 
Tempo 51 (1959), P• 7. 
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The static quality of the previous two sections now is 

contrasted by a sequence of diatonic modulatory passages which 

will l ead to section C's dramatic change of mood and texture. 

Beginrting at m. 41, incomplete statements of the theme in 

the viola and piano (filt) and violin (!i2,) with common pitches 

!, 1, Q, Q, and E are combined wi t h an ostinato built on 

thirds and sixths in the right hand of the piano over an 

A pedal in the left hand. At m. 45, the last five notes of 

the second theme are again sequentially spun out , continuing 

through tom. 48 over an i pedal in the piano. At mm. 52-53, 

the cello makes one last statement of the second theme, accom­

panied by the continUAtion of the five - note motive in the 

strings and the piano•s ostinato, with pitches L gjj_, '911., 

f.t, and gji. over an Et peda 1. 

2.20 

---, ::,, . . -
"'/ mp 

tJ ..., I 1 

• 

Section Q is marked by a change in tempo ttnd character 

(Piu deliberamente,J = 66) and the movement's first forte. 
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For the first time, the piano and strings have contrasting 

textures' the linear , rhythmically contrapuntal texture of 

the previous three sections is replaced with the u~ison 

rhythm of the strings and the marcato chords of the piano. 

In this section Copland explores the vertical possibil• 

ities of the series. The piano chords at mm. 55-58 are de­

rived from pitches 1-4 and 1-3. 

2 21 Chords derived from pitches l-4 of~ . -, 
J -- < ,. - - -, _,, , L ,_ -, - , 
-

' I 
., 

m.55 T fl,UtAG. 

-;:-
L L 

L -'!f II <1 '>ff'~ 

The interval structure of the string chords in mm. 55-59 is 

derived from a rearrangement of pitches 4-6. 

2.22 Chord• derived from pitches 4-6 oft 
r 3 1 

The chords at mm. 59-62, like the string chords of nm. 55-62, 

are derived from pitches 4-6, with added notes to strengthen 

the feeling of a £ major tonality. A harmonic analysis of 
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mm. 59-62 shows how Copland uses his eleven-note series to 

produce the two streams of false-related consonances in the 

m~nner of his earlier works . 

2.23 Fal••-rel.ated consonance• r .3--. 

C: 11 m q ;~ 

I 

, 
\ .,,. 

,-.J , ..,,~ p'?'" 

bo l ~ . ~ 
I • [l(J -,, 

--

The string parts in this section foreshadow the diatonic, 

hymn-like mood of the opening of the third movement (see ex. 

2.13). 

The juxtaposition of whole-tone and diatonic elements 

which pervades the entire work is demonstrated by the sonorities 

of rrrn. 63-66. Here the string chords are derived from the 

interval properties of pitches 1-4 and the piano chords from 

pitches 1-3 and 4-6. 
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Section il is marked by a change in tempo (Piu mosso , 

J = 76) ands return to th e linear texture of sections~. 

ti, and~ . A composite rhythm of constan t sixteenth notes is 

es tab l ished (th e fi.rst occurr ence of rhythmic va l ues smaller 

th.An eighth no t es) . However , the harmonic rhythm remains 

unchi!tnged. 

2,2 5 Harmonic rhythm of Section U 

b.J-.l ll J_,......,.......~J--l J]l ..,p J.. :J ) :l - - ---- -,, .. , ,. ~ - ~ ,. . r 

..J I I I I 

I. .. • ~ ~ L ~-t:" .. -, r r r ,,, ,. • -, . - ~ 
/ , ,.. 

... m. (,8 

i ... b~ 
,_ 

b .. -p, -
~ - - .. . 
... ~ 
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Mm. 74•76 consist of statements of the 4 hexachords of 

row forms f!t and 1§,, whose combined pitches form an~ minor 

scsl e : 

2.26 

~r· b. 18 
• , , .. 

11 
b, &• , • k. i , & • I , 

eb mi ~or b 

The~ minor tonality is further reinforced by the sequential 

spinning-out of diatonic tetrachords in the strings in mm. 

72-75. reminiscent of the tetrachords in the J& major passage 

in section M. (see ex. 2.18). 

7 

"7 ------
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Statements of! hexachords from.!§., li, U, lQ., ll, and 

.fQ. continue through mm. 73-81. Common pitches in this passage's 

hexachords are shown below. 

2.28 

18 - F D C A{} Gil Ft} 
14 - Bb Ab FIi E D 
P2 • C Bb Ab Gb Fb Db 
IO A F# E D C Bb 
12 • B Gfl Ff} E D C 
PO - Bb Ab Gb Fb D B 

The ambiguous tonal center that results from the duplication 

of whole-tone interval relationahips is lessened by an emphasis 

on Qin the left hand of the piano in mm. 74, 76, and 78. 

The expectancy of the 6 hexachord statements of sections 

~. ~l, and~ and the incomplete statements of the second theme 

in the strings in section~ is fulfilled by a complete si:ate­

ment of the series at m. 78. 

Section a,:! is marked by another tempo change (Piu 

largamente, = 66) and a return to the more vertical texture 

of section C. Piano and strings state various forms of the 

series and its inversion in rhythmic unison, with trans­

positions at mid-point over a ID! pedal in mm. 82-85 and a~ 

pedal in mm. 86-89 (see ex. 2.10). The return to Tempo I 

at m. 86 is maintained through the remaining ewenty-two 

measures of the movement. 

Section 9,1 marks a retur n to the dual string~piano tex­

ture of section£. with its vertical sonorities again derived 

from pitches 1•3 and 4-6 (see ex. 2.7 and 2.8). The chord 

structures and melodic and rhythmic shape of mm. 94-97 
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foreshadow the third movement and the coda of the second 

movement (see ex. 2.13). 

Section~ consists of a final complete statement of the 

eleven-note theme in the simple manner with which the movement 

began. 

Summary 

Copland's treatment of rhythm in this movement is 

consistent with its declarMtory mood. The predominance of 

even quartet no~es and the absence of faster note values 

and dotted rhythms are also characteristic of ~he declamatory 

passages of the Svmphonic ~' the Piano Yarietions, and the 

Pian~ Sonata. E'ven the visual lay-out of the page in these 

pieces seems vertic8l, emphasizing Copland's reliance on the 

voicing and spacing of sonorities in building his forms. 

Copland's tendency towsrd a rhythmic unison of voice 

parts and the resulting steady harmonic rhythm is even more 

pronounced in the Piano Quartet, almost in compensation for 

the complex pitch organization. It is notable that the first 

movement's most rhythmically active passage (section !2., 

mm. 67-79) produces no ch~nge in the steady quarter-note 

harmonic rhythm established in the fugal exposition (see 

ex. 2. 25). 
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The emphasis on pitch organization also partly explains 

the four-bar squareness of the eleven-note theme, which re• 

sults in a predominance of four-bar phrases. Copland rarely 

works with such a long thematic unit, preferring instead to 

spin his material out of short motives. This often results 

in frequent meter changes. 

2.29 

l •••:, Vtrft:'31930) J :r c r ¾ . r 1 : , 
m. 12 

f 13 "'F .,J. 
The only meter changes in the first movement occur in the two 

~ sections, where the material is based on the diatonic prop­

erties of pitches 4-6 of the series (see ex. 216). The 

insertion of a single 3/4 bar in a four•bar phrase shows 

Copland's use of rhythmically varied repetitions of a single 

idea. (This device is also used in the opening of the third 

movement. ) 
2.30 Variation of motive repetitioA through meter change• 

[ ¥ i $r r mt t r I r- P r , 1 r 



, 
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Many of Copland's works open with this kind of phrase variation, 

establishing the use of sequences of varied repetitions through­

out the rest of the piece. 

2.31 Techniques of rhythmic variation of single motives 
l) Variation of the unit within the bar 

Violin Sonata(l943) ➔ 
1 

l 
~ & !i i; r I r r I J. r · 1 c J: _ 1 , 1 £ z , r 1 - r I c " 

m. l 

llu2. sonata< 1941} ' 

2=J~jc I J. -'· 1 F 
m. 26 
~ Fantasy\ 1957) 

t'\ I 

' r n _, ,,, . 
I\ 

J ;)_ b ,,- 3 -r,-. 

~ m. l d-
i - . . 
) ,, 

I 

(,ii b"?r (,ii. ,'#. 
2) Re- gr oupings over the bar 

"Lento" from~ Pieces m String Ors;hestra(l928) 
8 

m. l 

r I a * r jl'J · 

The first movement demonstrates the Piano Quartet's fusion of 

traditional and serial techniques. The four-bar phrase 

structure of the series 1 its organization into whole-tone 

and diatonic units, and these units' organization into two 
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complemetary hexachords suggest the kinds of symmetries 

associated with ton4l music. The duplication of sets of 

pitches which results from the vertical combination of ditfer­

ent forms of the series makes possible the organizing of sec­

tions around tonal centers. 

The preoccupat1on with pitch organization results in a 

de-emphasis on other parameters. Coplnsd's characteristically 

lean textures are even more so (a dual conception of piano/ 

string texture does not occur until section~), and the har­

monic complexity of the eleven-note series precludes any 

elaborate rhythmic variation. 

Second Movement 

Like the first movement, the form of the second move­

ment is built of sections which are variants of each other. 

However, its longer length (267 bars compared with 107 in 

the first movement) ~equti:81 a stricter organization. An 

over-all view of the sections reveals a kind of sonata­

allegro form. 
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Exposition 

Section ti: mm. 1-20; (Allegro giusto, = 138) 
1st theme from fil on! 

Section~: mm. 21-30 
2nd theme derived from dyad groups of interval 
classes 2,3, and 5 from M 

Bridge: mm. 13-37 
Introduction of i.c.•s 4 and 6 in melodic sequence 

Section M: nm. 33-66 
1st theme on ~. £ ~. lt?,, Q 

§ection Bl: mm. 67-88 ( = 132~ 
2nd theme dyad groups from RQ. over piano ostiMto 

Section~: nm. 89-104; (Meno mosso, = 104) 
Verticalization of!!£ 

3ridge: nm. 97-100 
Reference to section A., 1st mvt. with !!Z., ill, and U 

Development 

Section B2: mm. 101-12; (Tempo I, poco meno, = 126) 
2nd theme dyad groups from R§.; irregular phrase 
lengths - 4,6,6,12,4,16 mm. 

Bridge: mm. 113-14 
i. c.•s 4 and 6 

Section Q: mm. 115-59; (Con humore) 
l on Ab; canons with motive from pitches 4-6 off 

Section I: mm. 160-93 
Motives derived from f, R, and lover piano ostinato; 
complete statement of R leading to recapitulation 

Recapitulation 

Section !2,: 

section IU,: 

Section~= 

Section 61: 

nm. 194-216 
1st theme on~. ID?., and~ 
mm. 217-40 
2nd theme dyad groups from .BQ; 4ugmented phrase 
groups punctuated by rests - 4,4,8,16 mm. 
nm. 241-48; (Meno mosso, = 104) 
Verticalization of E2, 
mm. 249•66; (Quasi tempo I) 
Motives derived from P, R, and Ill with texture 
of section Cl from mvt. I 
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The A and B section, though related, are based on contrasting 

ideas which take the shape of first and second themes. As 

in the first movement, section C is characterized by a con­

trasting block-chord texture and serves as a rallying point 

at the end of large sectional divisions . 

2.32 

First movement• 
Second movement• A 

A 
B 

Al B (ID 
Al Bl l£j B2 D E 

A2 A3 lfil A4 
A2 B3@ A 

The first theme is based on the retrograde-inversion of 

the original series, except for the first note (which corre­

sponds to the last note in the original series). The sub­

stitution of A for Bb prevents this theme from sounding like 

too closed a statement. This is in character with the ex• 

troverted dance-scherzo mood of this movement, much in the 

same 'W'B.Y tMt rounding off the first theme of the first move­

ment with the first note of the series contributes to its 

static, declamatory character. 

2.33 First theme ----- j 
I;,. 

[®c r;Jbtrl ]. Ihct '1 p I~ 7 ~ 1± j' 

;~ 4 5 6 ( l) 7 8 9 10 ll 

Two components of the first theme are developed through-

out the movement. 1) Octave displacement of pitches 9-ll 

of RI, punctuated by rests . This forms a cadential gesture 

(hereafter labeled as cadential gesture I) which recurs with 
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2.34 
' Cadectial gesture A 

9µJ:-L1 
9 LO ll 
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ACine, dyn~mics, ~nd mAlodic c"ntnur. 

J OU xteenth notes (hercaft c label d as caden-

C'!tur ) on r v rious r ythmic rnupings. 

2.35 Cade ntial gesture :i 

~i 1 1 J r· J J J J 
d v ln m nt nf th ~t ri~l in they s ctinns de -

mnnstrates Copland I s m"st syst me tic P.pplicatir,n nf twelv -

tnne technique. The sec~nd th e is gen rat d bye r up of 

fo 1r dyads derived frnm R5 (see matrix, ex . 2 . ·:) . The in­

terval cl~sses represented by these dyads are' , 3, and 5. 

2.36 Dyad groupa from~ section• 

[$ .. J3*A B ,tp I 
i. c. 3 5 2 3 

Consequent mntive ~rnups ere fnrmed by a renrdering of the 

int rv l class s nf th 

2. 37 

dyads . 

[& J1 J1 n JO 1 .fJ n .. m '□ 
i. c.3 5 2 3 5 3 3 2 
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These motive groups are alternated and varied to build 

phrases. All variant B sections are textural and rhythmic 

vsriations of the dyad-based procedure. Interval classes 

4 and 6 are introduced in transition sections. 

The restatement of the first theme at various trans­

position levels gives the movement a quasi-tonal architec­

ture, centered around~. 

Sections 
Transpositions 

A 
X 

Al il 
Bb, Bb, C, A, A, Bb, B A, Bb 

Section A consists of five varied statements of RI. 

The variation techniques used in this opening section are 

applied throughout the entire movement. 

M 
A 

1) 
2) 

m. 1: Rl in striI13s, cadential gesture I in piano and strings 
R! with octave displacement in strings, cadential m. 5: 

3) 
gesture X with octave displacement in piano 

m. 9: RI in strings and piano; phrase extension through 

4) 
repetition of dyads {pitches 5 and 6 of ll) 

m. 13: M with octave displacement, augmentation, aoo 
phrase extension through dyad repetition; strings 

5) m. 16: 
8nd piano in canon 
ll in piano, cadential gesture~ in strings 

The concentration on the motivic variation of a limited 

number of pitches (in this case, those of RI) results in a 

thin, heterophonic texture. Some meter changes result from the 

rhythmic variation of motives. The traditioMl technique of 

tonsl sequence occurs in m. 13 in the piano. This writing 

is not unlike the sequences of the first movement (see ex. 

2.18 and 2.19). 
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The first statement of the second theme at m. 19 serves 

as a bridge to section!, which begins with the re-establish­

ment of the steady Alleg~ giust2..-tenmo at m. 21. This 

section consists of five two-bar units built from the coupling 

of the dyad groups shown in example 2.37. The grid below 

shows the vertical alignment of these dyads. (Each dyad is 

labeled with a small-case letter . ) 

2.38 

l) m. 21: piano ... ab C: d e f g h 
violin • a ab c f f e g 
::z:la.1 vc - ! b e f g 

2) m. 23: piano • a b C d e f g h 
violin • a a b c: f e f g 
!lAa x, ... " 1? l e f g 

3) m. 25: piano - a b C d e f g h 
violin - a b C d 
vla 1 J, • A b 1 d 

4) m. 27: piano - d C b a e f g h 
violin - e f g h 
vla 1 vc: - e f g b 

3) m. 29: piano ... a b C d e f g h 
violin - a b C d e f g h 
vla, vc - a b c d 

The piano maintains the original order (abcdefgh) with 

the exception of one retrograde in the fourth phrase. In 

the first two phrases the violin repeats the first dyad, 

forming the beginnings of a canon with the piano. followed 

by free reorderings and repetitions of the dyads. Starting 

with the third phrase, the violin states the dyads in aug­

mentation. The viola and cello also state the dyads in 

augmentation, at times playing only one pitch of the dyad. 
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The harmonic result is a constant shifting of vertical 

relationships between the eigb.t dyade. A sense of regular 

he rmonic rhythm is c::hoi ed through the vertical a ligmnent 

of the same dyads at the beginnings of phrases. 

2.39 Harmonies reeultiD3 from vertical alignment of dyad groupe 

~n 

m. 

This emphasis on an elaborate pitch organization again 

results in a regular quarter-note harmonic rhytrun with few 

meter changes (the 5/4 at m. 22 ia to accolllllodate a quarter 

reat between the first and second phrases). The heterophonic 

texture of section 6_ is continued in tho piano, as each 

dyad forms its own off-beat accompaniment. 
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The introduction of interval classes 4 and 6 in the piano 

at m. 31 form the piece's first twelve-tone row. 

2 . 40 

i. e. 4 5 5 6 4 6 

This row becomes the basis of the bridge material that follows. 

The strings echo the piano with an augmentation of the last 

four notes of the row, stated in two rising sequences, the 

second of which is shortened. 

Section il is marked by a return of the first theme in 

m. 38. This section consists of seven different statements 

of the first theme on different pitch levels. 

1) m. 38: R! in strings on~; rhythmic, dynamic, and textural 

2) 
variation of cadential gesture I in piano and strings 

m. 43: Rl on a with octave displacement in strings 
3) m. 47: !ll. on~ with phrase extension through dyad rep-

4) 
etition (pitches 5 and 6 of fil.) in strings 

m. 51: ll on~ with octave displacement, augmentation, 
phrase •1 extension through dyad repetition; strings 

5) 
and piano in canon 

m. 54: fil on~ in piano, cadential gesture l in strings 
6) m. 57: fil. on fil2. in strings, cadential gesture i with 

intervAl expansion, transposition, and rhythmic 

7) 
variation in piano and strings 

m. 62: !U. on~ with octave displacement in strings, C 
bass in piano 
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The most outstanding feature of this section is the manip-

ulation of cadential gesture l in the sixth and seveneh 

statements of the first theme. The melodic contour is ex• 

panded, transposed and rhythmically varied in such a way that 

the last pitch of the seventh statement (irt this case C} 

sounds like a tonic instead of a phrygian super-tonic. 

9 ~ J 1 I 

Section ll begins with a new tempo at m. 67( J = 132). 

The second theme of four dyads now takes on the quality of a 

motive, as it appears in the new textural guise of successive 

entries in the strings, played at the frog, over a piano 

ostinato. These entries are varied in melodic contour and 

rhythmic shape, first isolated by rests and later overlapping, 

forming a contrapuntal web of varying phrase leng'ths. The 

left hand of the piano articul~tes a pedal~, punctuated 

by rests in a manner that suggests the rhythmic shape of 

cadential gesture X. The right hand quotes the head of the 

first theme from the first movement with the rhythmic shape 

of cadential gesture Y. &rmonic and rhythmic tension is 
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increased with the introduction of interval classes 4 and 6 

at m. 78 and the piling up of motive entrances in mm. 85-88. 

(The numbers in ex. 2.4 2 represent eighth•note beats.) 

2.42 

• 
Jf imarc.l 

• 
// cmarc.• 

The exposition is rounded off by section C, which is 

marked by a new tempo at m. 89 (Meno mosso, ) = 104). The 

block-chord texture of this section sets it &part from the 

rest of the music in this movement and gives it a monolithic 

quality as a point of focus for the exposition. The chords 

are a verticalization of the series. 

2.43 

6.J 1- 1 ~ *~ Pll ~ - ... b1: p. 
Jr,, ) - l - :31 .. .._;':! 

~ 

Verticalization of the •eriea J 
■ , ~ _, : .. -
~ - - - -" - - . -

V - J~ .J .., n 
...J ...... L0-9-

3 ~ o -

1- -1 J ~llJ J m. 89 l 1 J I l - I 
I - • ><n D ,._ , .... , r, ~ . 

' -

The harmonic density of these sonorities, articulated with a 

triple-forte dynamic 1 harmonics in the strings. and sforzandos 
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in the piano is balanced by the clear phrase structure of two 

four-bar phrases. 

A short bridge passage is marked by a slower tempo at 

m. 97 (Meno mosso e.ncora, ,I= 92) and a new character (pesante). 

This passage alludes to the contrapuntal texture of the first 

movement, with imitative entries on fl, Pll, and fl,. 

A quasi-development section is formed by the next three 

sections. 

Section D.2,.: 

section~= 

Section ~.: 

mm. 101-14; (Poco meno, ) • 126) 
2nd theme of four dyad groups 
mm. 115-59; (Con hwnore} 
New material derived from llQ. 
mm. 160-93 
Motives derived from f, R, and! over piano ostinato 

Section ll begins with the re-establishment of Tempo I. 

The four dyads which generate the second theme are stated 

here with a new rh yt hmic ahape ( n IJ n fl becomes 

n n )-; ) 7 ). The rounding-off of the dy4d groups with a 

rest becomes the basis for a string of phrases of varying 

lengths. The t-wo dyad groups alternate in a pattern similar 

to the phrase structure of section i (see ex. 2.38). 
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'L 44 .. m. 10 1 (Each dyad is labeled with t!! sm-.., 11-case latter.) 

1st 2hra se - 4 bAl'ltS '>nd efrr;a SP. - 4 beats 
;:i b C d e f g h 

3rd Qhrl'! se - 6 be-9 ts 4th ohr~se -i j k 1 e f g h 

6 be~ts 5th 12hr.q se - 12 beats 
i j k 1 e f g h 

§.th ,2hr;:\se - 4 be-" ts Z.tt! Qhrase . 10 beAtS 
i j k 1 e f g h 

m n r'I p q r 
(i. C • 

1 
S 4 and 6) 

Tho difference here is that all vnices have the same dyads 

nn any given be;:i t, producing ~ clearer harm..,nic rhythm. The 

vi~lin ~nd cell~ move in staAdy eighths; the vi~la plays~ 

slight rhythmic vari~ti"n; and the piann pla y s A!:i nff-be~ t 

dy.<!d acc"mpaniment which expRnds tn steady sixteenth nf'ltes 

At m. 10°, reminiscent of the cnmpnsite rhythm nf secinr A'! 

in thf.. first m~vel!\ent (see ex. '!.:!S). Annther similarity tC' 

secti~n Bis the introductinn nf interval clRsses 4 ~nd 6 in 

the transitinn section (m~. 111-14). 

The intrnducti"n ~f new m~tives ~nd themes in the next 

twn secti~ns warrants the new letter classifications cf D 

2.nd K, even th~ugh the texture r-,f section~ is similar to 

that nf sectinn A and the texture ~f secti~n Eis similar t~ 

th~t nf section Bl . Secti~n D intr~duces the inversi~n nf 



- 50 -

,.,r· in l ri in th pin n with nctav di plac 

n punctuate with rest. The strings nswer wit1 passa e 

nf 11n,.,nch lent dia tr,nic 11 16 ( this s ctin i rked 11c,,n 

hu -r-ir "). The t,., ref rences nf this sectinn are fore-

h d,.,wed in the RE, m jnr pRndiatnnic pass ee inc ctinn _!:. 

nd th diatn ic ,, 

first ~r,vement ( 

tf")ry pA ssa s in 

xx . ' , 18 and 'L?O). 

nf the 

h di.c1.tr'lnic tet-

r c nrd writin in nm. 131·36 is d rived from pitches 7-10 

r,f th r 

2.45 Tetrachord• derived trom pitch•• 7-lO ot f 

(~ 
~ 

• • I, .. • 
II @ F f I bf i[J , 

7 8 9 lO m. 133 

This leP.ds t,., nnther st tenent nf the inversir,n .,t m. 137, 

this tirn nri _, n mntive derived frf") 

nt 

the r trograde-inversif")n of a rearr ngement nf pitche 4-6 nf 

the seri s And tat dine rhythmic end t xtur l context 

d riv d n • 5-8 nf ctinn ( 

2.46 Moti ve derived from retrograde-inversion ot pitches 4-6 off 

" • 

5 4 6 

16 
Ihid ., p . 9 . 
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The strings make a reference tn Db maj~r at m. 1'7, and the 

m~tive derived frnm pitches 4-6 is cnmbined inc nnnic 

sequences nf descending majnr thirds with a second mntive 

derived from pitch s 1, 2, nd 4 ~f th series. 

2.47 Motive derived from pitcfes 1,2, and 4 off 

In sectinn E beginning at m. 160, the strings state 

mntives derived fr~m P, R, and l, and section C nver a piano 

nstinatn wh~sc regular rhythm and square harmonic outlines 

sug est dance mnvements fr~m CcplAnd's popular ~llet. 

2.48 Motive~ 12£ Section i 
I NoAJ v10AA-'T'O -- -

a) derived 
m,162 

from P 
0 

j 
0 

rlr I 

7 

derived from string writing st Section~ 
m. 172 

n n n n ~n n 

c) 

m GJ+\1 
derived from I > 

m. 176 - > b- -.--. --.- --._ 

7 D frfr rrrrrrrr1I 1 

d) derived 
m. 180 

e) derived 
m. 181 

from R 

\7 n n 

EJ 
from R 

n n i , 
:J 

n - n 

I E ? t 7 

7 

-
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In mm. 161- 7L, th pian~ osti atl") is centered on a. The 

pri ary mclndic !!V!terial in this passage is th head nf f, 

stated in canon and in a new rh th.mic hap , with alternating 

esprcssiv~ nd nl")n-vibratn articul tions. The cen~nic entries 

at the minnr ninth sug~ st the c~mic half-step juxt positions 

/_ ·en . The 1st twn nntes nf th ~ntive d veloped 

ins ction C (s e ex. ~.46) are state with vamp- ike rhyth s 

th~t suppnrt the pienl") ostinatc. In mm. 171-93, the pienn 

nstinat ~ shifts up tn __e, cnntinuing a regular vamp pAttern . 

In this passage the strings state 1) a mntive reminiscent nf 

the strin ,-rit"ng in fifths in section£; 2) veriati ns n 

R with hocket-like distribution nf voices in mm. 74-75 , and in 

various rhythmic shapes ln mm. 180 - 85; 3) ~ mntiv derived 

fr~m l in mm. 176- 77, 186- 87, And 192 , This sect·on culmi tes 

cnmplete statement of Rat m. 190 . 

In SQl'lti~ rizi ~ the effec t nf section ...l, D 3nd _ s ~ 

"dev lopm nt cec ti on" of t is snnAto - llegrl") nve.'1lent, nno i 

f ccd ·t1itn the difficulty of perceiving the true contrr. st of 

these secti"ns. The c0l!lic relief ( ~s evidenced by t he "con 

hu.more 11 narking , diatonic refe r ence s, squ r piann nstinatos, 

and simultaneous stntements nf motives a half-step apart) 

providos snm contrast, but these devices are "non - devel -
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npmentP1 1', reaffirmins Copland's affinity for the gestures 

of dance-drama . However, what is even mf"ll."e strikingly re­

affirmed is Cop1 nd's tendency t~ build large fn~s with variant 

structures, as the many secti(')nS nf this mn•1ement are all re­

l;ited tn each nther in sl"jme fundemental way. In this sense, 

Cnpland's Francf"I-Russian musical herit~ge is also reaffirned, 

AS his habit ~f mono-thematic generation of sections is much 

different fr.om the cl"jncept nf thematic opposition nf the 

essentially Germen sondta-ellegrn fnrm. 

The recPpitul~ti~n presents the material of the exp~sit~~n 

in denser form; bnth the first and sec!')nd themes .:1.rc developed 

~ud transfnrmed in their respective land B sections, with 

those variations of rhyth.i. and texture found in the expo­

sition , culmir.ating in a restatement of section Q. The movement 

ends with motivic references tn E and B. with the texture and 

melodic shape of section C nf the first mova~ent . 

Sect inn A'> .. ~- rn..-n. 194-216 
1st theme 

Section L: mm. :n7-40 
2nd theme 

Sgction 9.1: mm. 2u:1 .. 4s 
Verticalization of the series 

":ectinn A4: mm. 249-66 
l1ntives frnm !: ~nd Ji with texture C'lf 
sectinn Q nf 1st movement 
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There ar thre otatements nf th fir~t theme in section 

l) m. 194: RI on in strings And pian!"\, he d nf _!_ in canon . ) m. 205: iu "n Bb in strings end piann in canr,n 
3) m. ') 13: n1 nn g, in piannt cadentiA 1 sture Y in striru::s 

ecti"'n -1 st --es the twn dyad groups (a , b,c,d end e , f, 

in fr,ur sy:nmetric~lly augmented phrase len~ths cf fnur, four, 

eight, and sixte n beats, separBted by r~st~. (Tis phrase 

,h) 

structure is simil~r tn ~hat nf section '' · s e ex , _, 2 . 44). Ihe 

pitches ~f the dyad grnups are the same as those in sectinn _i. 

cn:nparisnn vith the dyad grid nf section shows snme subtle 

rliythnic arid textural variations (see ex . '>. 38) . 

'L49 

1) m. "17: vln, vla - e b C d e f g h 
VC - a a b C e f g 
Pi no - ,'! b C d(-;t b A d-up ll hs lf--step) ·n m. 219: vl 

' 
vla • A b C d e f 8 h 

vc a b C G f g 
PiAni, - A A b c(A b c d - up a half -st ep) 

3) • 221: vln, vla - a b C d e f g h 
VC a b c e f g 11 
Qi?.n"' - .q b C g 

4) m. 2 ?3: vln, vla - d c b A e f g h 
VC d c b C f g h 
niR n'"I b .q d ~ 5) m. '.:?8: ~in, vla - a 0 C l:l 8 b c d a b c d 
vc b c d e f g h a b C 

---2,. ia nr, - A b c d e f e h a b C d 
6) m. •>· 8 · vln vlc .. e rgh e f g ' 1 .... . , 

VC - e f g h e f g h 
ni~nr, - e f g h e f r h 

Beginning At ffi, '>25, the dya s in ell parts a.re vertically 

aligned, producing a st dy harm~nic rhythm. The faster 

comp(')site rhythm nf steady sixteenth nntes brings the secti".>n 
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to a climax in mm. 138-40, preparing for a return to the ru:a-

1natic textural c"ntrast of the vertic lization of the s ri s 

at section Q (m. 241) . 

Tt movement ' s coda, beginning w' th the "Quasi Tempo 

at m. '?49, is a qui t and understAted summation of all the 

mus · c th t has c~me bcfnre: mntives derived from P , B, end ca­

dential gesture Y, cnmbined with the t xture And melod i c shape 

of section Q frr,m the firs t move:nent. Th result is t1 "glow 

"f uminous sound" l7 which pr"'vides the per.cect transi t ion 

o t di t ni c , hymn-lik e ublioity of th t hird mov cnt. 

2.50 Motive~~ section il 

[a: ,J.1 £1 J I 
a) derived from~ 

m. 254 

b) derived from cadential gesture l 
m. 255 t ve 1>4-t,'t 

c) derived from f 
m. 255 -----------....-

d) derived from f. 
..-... 

f 

7 

[2' i f tJ I . ; @ 
e) derived from! [] 

m. 257 ,,. L ,,.. 

PIZ.2 v III 
~113 bu = i 

f) derived from pitches 4-6 off 
m. 260 

17 
Ibid . 

! 
$a 

7 t 1 I 

J) o/ 
F 1 

p 
b~ 1 ? 7 ~, I 
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Third 1nvAment 

Th serie~• preQO~inance of adjacent ~jnr secnnds and its 

tric'1nrd and hexach()rd combinatorial features have thus far 

en b ed Copland t" dapt the twelve-tone t chniqu tn his 

"'lre:idy-defined tt').nal m~rp':inlogy . His tw lve-t(')ne usage cre~tes 

non u fnrms, e.s hi ies often ret ins the pr~perti so 

.... em • 1 lany nf the s ct inns' prop,.,rtio.ns are frn:med tnrnu h 

varied rcst~tc~ nts of themes organize· a nund tonal center 

for xample , th combinations nf hexechC'lr s tn prt')duc dupli-

catit')n~ nf p·tch sin t e first movemnnt (s 

the quasi - to!lf!l archit cture created by t 

on v rif"IUS pitc'1 l vc ls i the s cnnd ,.,,, 

The <liatonic pro rti s of the s ri 

ex. ·~. 12) an 

tic tate nt 

and th ir ~ppli-

catinns in thE' first ,., 1d sec nd ffil)V nts _ 38Ch n synthesi 

t'1e third rn()v<: nt . rr1is mo"eM nt hn ctinn,..1 fnrm ba 

n 

d 

nn r statements of t np ning thcr:t , ot erely on various pitch 

lev s , but 

n overall 

ecti,,n . -

bridge : 

i varinu~ tnnalities as inc·c t d b k y sign tures. 

vi , I") .r. ti-- sectinns shnws t'I imple 

mm. 1-23; ( nn trt1ppo 1 nto, J =30) 
1st thome in strin°s, Db mejl")r1 
m.11. '4-33; (.tnltn men"' "J('I sn, i - 63) 

,..A 

Mntiv ·n pian~ , m~tiv Yi strings 
m.~. 34-4~; (Tempn I) 

l")ng 

Mntive Yin imita tiv e cnunterp~int; strings 

f r.irm. 

7 

J 
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\ 
rtl!':l . 41-50; ( entn) 

st th m in ni nr,, _!2, majnr 
51- 70; ( mp~ ) 

1st th in viola; mntive roup f om 1st th m 
in violin and pia n, Gb major 

bridg: • 71 - 78 
1st th in mndul tings qu nc 

rru • 79 - 98; (L ntn assai , J - 60) 
l t th~ in piann and tri s , ill2, jnr 
t xtur l vari tion of -2. I 

M. 99-117; ( nltn c lm to molt~ l nto, ~ = 58) 
ntiv in vinl~ nd celln; ~tive X 

in piano ond violin; textural variatinn 
incomoletc statement nf originals rics 
maJnr triad in strings 

The pi tc' and cnnt~urs nf th t hemes in th third 

m" e~ nt ar derived from th seri lth"u 

than the themes in th first d second ,·w 
s strictly 

nts. Th first 

t' me can be div i ded intn three mot ive r ups . The mann r i 

whic t 1 is melndy is spun ou t tn form a t, nty - two mensur 

paragraph is simi l ar to the self - generAti 

the Third Symohnny . 

2.51 Fl~st Tneme 

r f I [ r· ij@,V, C 
Motive group 

m. l 
I deriv ed from pitchea 

q T ( f I r 

1$ 
l0-12 of .f. 

f f 
Motive group 

m. 5 
II derived from pitch•• l-4 off 

f 

I e 

melody th t npens 

I - -
I r r 1e 

f ii' f 
e-------------------------, 

~~ ~ :f: ~@, b\ += 
Motive group 

m. 9 

I I F r 1$ r r I J 
Ill derived from pitches l0-12 off 
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In place of tho usu 1 cnntr tin,: ec,,n them there re 

two r.lr>tiv s also riv d from the seri s (hcreP,ft r lb led 

c,,tiv 

2.52 

nd r,tiv 

l 

. ) 

~ r r ~ II 
Motive ~- derived ffrom pitches l - 3 of l 

...-M°'-, f 

f 'r "r S-11 
i.---M'3 

Motive I- derived from 2 m9tha a !Ord apart 

The u~e of a innr nintl as motive bui "ing-block is net; 

admittedly it derivation from pitch 1-'3 is t nuous. I') -

ever, it is tot lly a"similatod intn tho langua o of tho 

Qul!l.,::tet through its juxtapositil")n with motive A and its devel-

opm nt thrnugh L~itativ ntry . Its wn ss i a lsn link d 

with its occurenc in the Qu~rtet ' s most subtle nd int resting 

textu• "'S. 

fuat this mnv ct lacks in m,,tivic · uity and th tic 

dev topment is compens ted fnr by t tural variety . For the 

first time, there is kind of a textural rhythm, established 

by the altern:-tinn of vori,,us combinations nf pian~ nd strings 

nd the id v rioty ~f string eff ct~. 

Scctinn 
Sectinn fr 
bridge 

Scctinn l 
~ection ];2'° 
bridg 

Section A3 
secb.on 1rr 

- strings sul taste 
- piano with "glassy tnne; 11 strings cnn ord. 
- strines pnco sul pontic llo 
- piano 

· ano a tri.ng s 
- r-trings 
- piano and strings 
- piano ith "glassy tr, t ings con sord . e 

pnco sul po~ticell 
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he simplicity of pitch organization And th manipulation 

of motive grnups instead of singlet emes results in tho 

QUF1rtet '£- m...,st frequent meter changes (th first movement 

i ~ 07 bars long uith on y four m ter chnnges; th second rrvwe­

m nt "66 bars w.5 th Jixty-fnur meter c'Vln es, and the t'~ird rnr,v -

ment 117 bars with fifty meter changes) . 

Thus, th~ugh th third rnov cnt lacks the c~ntr~puntal 

elaboration of tho first ov ~ent and tho motive variation of 

the second mov~ent, ·cs pure, simple , yi -lik 1nnd reveals 

the ssence nf the u~rtei; '.§. language - a L., .ngue which has 

emer d throue,'1 the careful And systematic xplnr tinn of th 

lim · to of tl1e nrigin"' 1 s rie • 

ction /:;_ Cl"lnsiots nt two main ideas fl")r strings alnn : 

the first theme, stat d ir. mm. 1-8 in rhythmic unison chord, 

and a rmnnic sequence from mm. 9- 2'~ whose melodic shepe 

is derived frnm sectin C in the first movement (' .13, · . • ':3). 

he c nrds int' is sccti~n are derived fro the s ries. 

2:53 Chord• derived frr,m th• aeries Jb~ 

[@ ~2~ ! ') ,i~~ 
12 11"1- i~r 7 ;; II l ~~ i; II II !I !~ ~q~ s - 10 i, 9 

m. l 3 b;: m.2 m.2 m.2 m. 7 m.9 

Rnman numeral: analy 1s of the har. "'nic sequenc reve~l a 

tnnic•subtonic progressi~n typical nf C~pl nd and present in 

his earliest uorks. 
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2:54 Chord reduction of mm. 9-22 

Ab: I bVll 

Chord reduction of 'Lento" from Il:m, Piece, !or String Orcbeatra(l9~8) 

II 
Fl: 1 bVll 1 

he ydi n fourth in th callo sug<>est t Wt,t') l -ton fo tion .. 

t')f th series d h lps tn est bl. sty1·.,. C "ty by r c 11 

tho hnl -tt>n rriting of the firc-t a d c~ d nts. h 

fr qu .nt voic -crossing in this section produces ngul rm ll")dic 

line" which ar typic lly C()plandesqu. 

subtle cl A.!1£C nf nnd is estebli l • at E ctinn _ throu..,h 

a t mpn chan° to • olto no ffit')SSO ( J = 63) and th inter-

ruption of th b major tonality bye st>nority -lludi tn th 

par llel rninnr in • ?3. Tho piano ·evelops mot·ve sequ tia lly 

while the strings stat ,otiv Yin imitativ e tries. Th spi -

ning out nf mntive X produces contours irnilar to tho.- of the 

first them. 
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2.55 

[8 v\\ c F f I f ! 14 r r II 
First theme, m.l 

-f r F Ir r r , r r v 11 

Spinning-out of motive X., ~. 27 

The bridge section from mm. 34-40 develops motive X in 

imitative entries And dimi ution . 

Scctinn il is a fnurth species (i . e ., syncopated) varia • 

tion ~f the first t' me for piann in~ m~jor . c m.-non-tone 

mndulrition results in a consequent p':irase in Gb major, setting 

up tho tonality of secti n ~. 

ection A'! develops m~tive group II ~f the first them 

(see ex. 1 . 51) in tho piann while tho strings state t.e first 

theme in the texture of sectinn _. The gesture to a harmony 

built on Fb in m. 58 suzgests a phrase enlargement of the tor.ic­

subtonic gestu e in the harmonic sequence of sect:on ~ (see 

ex . 2.54) . After a modulation to 4 minor, m~tive grnup II is 

spun ~ut in the firot violin with supporting syncopated 

rhythms in the vi~la and cello reminiscent of the rhythras in 

mz,1. 63 - 66 in the first ml')vement. T 1e piano texture in this 

passage , wi hits wide le ps ~f single accented n~tes , is 

reminiscent of the Pi, :in Yari1.tions ( 1930) and the .Lwelve 

P~ems of Emily Mickin§on (1950) and p~ints ahead tn the Pinnn 

F~ntasv (1957). 
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The bridge leading back t~ the rec~pitulation nf the 

first th~~e in Db majnr is built frnm a rhythmic variatinn of 

the first theme in modulating sequenco (mm. 71-78). Measures 

75-78 are a direct quote of the .he.~nnios of mm. 94-97 in the 

first mnvement (soe ex. 2.13) . 

Section~ is a textural inversion o section AZ. with the 

first theme in the piann and mntive gr~up II developed in canon 

in the strings . The harmnnic sequence of tonic-subtonic 

chnrds is shnrtenod by ~no bar. 

Sect ion fil is a tcxtura l variation of section ~, with 

motive A in the vi la and cell~ and motive Yin the vi~lin 

and piano. T1e bell-like articulati~n ~fan accrnted chord 

derived fr~m pitches 1-4 ~f Bl (see 2.33) suggests the block­

chnrd textures of the C sections of the first mnvement and 

the cndc1 of the sect'\nd movenent . 

In the w'"'rk' s closing b rs , motive I is extended intn an 

incomplete sta t ement cf the nrigi~al serieo un<ler an~ IMjor 

triad in the strings , 



CHAPTER THREE - c~nclusi~n 

The f nregning analysis nf the Pian,., :1uartet ht'ls demnn­

strated hnw Copland nssimiletes twelve-tnne technique intn his 

own musical language. Brief discussions of pieces from 

Cnpland 1 s catalogue of wnrks have helped to place the 

Fiann Quartet in perspective, and h~ve reaffirmed C~pland 1 s 

stylistic unity. But though the fiann Quartot lnnks back tn 

the hallmarks nf style which have resulted frnm Copl~nd's 

u~iquely rnericon reinterprctRtinn nf a largely Fr2ncn-Russi~n 

musical heritage , it als,., ?nints ahead tn develnpments and 

extensi~ns nf that heritage. Tho stylistic hallmarks nf var­

iant structure, slnw harrnnnic chAnge, the fnrmatinn nf dis­

snr..ances thrnugh the juxt~pnstinn nf false-related cnnsonances, 

nstinatn and dance rhythms, rinn•develnpmental fl"lrms, and an 

emphasis nn snnority, arc all present in the Pil!_M Qu~rtet. 

rur thermnre, one sees the beginnings of new developments: an 

integration nf the extended harmnnic language~& serialism 

which is le ter reA lized in works like the Twe lye . ,.,ems g,f_ 

Emily Dickinsnn (1950) ard Du~~ Flute am! fi&~ {L-07~); 

a new emphasis nn harmnnic texture to build larre-scale wnrks 

like t'1e Pi::inn FAntar.v {1957) and IrscApe (1967); the systematic 

explnratinn nf contrasting mnltiple inter•JPl dr)ublings in 

Emblems (1964); the vnricty nf soAcing nd voicirs ~f chords 

in {usic fnr ~ GreP t City (1964) and Nieht Thnu 0 bts (1972); 

the extended diatnnicism of N~net (1960); and a mnre highly­

ev~lved chr!")tna.ticism in ~nntatinns (1964). Viewed in this 

- 63 -
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light, the Pian() Qu1:1rtet shows the beginnings of tho even 

greater emphasis on harmonic ~rg nizatinn which charncterizes 

C,.,plard 1 ~ ·mrks since 1950. 

s we have seen, the cnmplexity of serial pitch organ­

izatinn results i e simplifica:inn of nthor parameters. Cop­

land's use of his series nl'\t nnly as a source <!')f raw lllJ!terial, 

but as e long thematic unit which generates phrases, sections, 

and movements, insures a greater hArmnnic cnmplexity. The 

length of the thematic unit, which includes nearly nr all 

twelve chrnmatic pitches in a w"rk like the :E]Jtno Qu~rtet. 

contrasts greatly with the short, two- and three-note motives 

that characterize the pre-1935 scor s. This results in a tr~ns­

formatinn nf Copland I s earlier :1abit r,f creatirig variation 

within phrases nf cxceptin~al~y slnw harm~nic chang thrl")ueh 

various cnmbinBti~ns of rhythmic grnupings of twos and threes 

with frequent meter changes. In the Piann Qu.qrtet, meter changes 

;o1lw;,iys "'Ccur in conjunctinn ·c-1ith rhythmic w,ri~til")ns r,f shl"'lrt 

mntivos. fl")r cxAmple, in the first ~ovement, where each section 

is built "'n stRternentc of the long first theme, Copland's 

charactnristic~lly frequent meter changes are conspicuously 

c'lbsent. ..,he complex pitch nrganiza tir,n also results in the sim­

plificati~ns of texture chnracterized by the heterophonic 

texture in the secnnd mnva~ent, much in the same way that the 

lessening of dissonance in Copland's populnr scnr r ulted 

in an even greater attention t~ the spacing and voicing of 
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18 

Cnpland's ~~phasis nn h~rmnnic organiz~tinn is hardly 

surprising when ("\ne remembers tha. t his earliest musica 1 

h~bits were formed as c1 pianis t and improviser . Like 

StrPvinsky, he has always been inclined to compose frr,m ~ 

larger ha.r:n~nic shape. And if~ clearer understanding of the 

p·~nc Qu~r.tnt help~ us both to trace the beginnings of a new 

ha1.-mnnic comp .. exity in Copland's later wr,rks, and tt") ac­

knowledge itsstylistic unity with his earlier works, ab~ve 

all it demt'\nstrAtes how the evolution of his musical language 

has alw::iys been an c!llpirical nne. 

In sharp c~ntrast with sn m~ny serial Wt'rks which seem 

tq spring from a more theoretical concepti~n, tho Pian~ 

Quertet has many ql18lities of imprnvisatinn: the extended 

passages based nn limited pitch-clAss sets in the first 

movement; the vamp-like ~stinat~s nf the second m~vement; 

and t~e quality nf c~ntinunus v~ri ~ti~n in the thir<l movement. 

Th0sc ra~vements' f~r:ns seem tn be realized t:rnugh imprnvised 

secti"ns which fix ~n qu"'si-t~nal areas as goals which are lV"'l\ed 

thrnugh, to, ~nd from . An ~rganic development nf the three 

m~vements, which is affirmed by the dates nf their c~mpositicn 

(firs t movement, 8/31/50; second and third mnvements, lO/ ;W/50), 

gives sn~e evidence for c~pland's habit ~f developing the 

mnrphology of each new piece thrnugh ~ pushing forward i,f 

ideas, and thrnugh trial and error . 

18 
Nnrthcntt, p. 687 . 
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This in part explains why to snme listeners the Pi:inri 

Qut'trtet sounds n,., more dissnnant thAn non-serie ,_ ,.,rks like 

the Symohr.>nic Oa(,!, St11toments, and the P i::in " ~"'riati " ns. Sim­

ilnrly, m~ny listenc 4 might have difficulty in distinguishing 

between Sch oenberg's n tonal works like 't"p~;:tung, Pierrnt Lun• 

~ire, Five OrchestrAl nieces, and strict twelve-tone pieces 

like the Fnurth Strl g Quartet aad the Pi~n,., Cnnc0.rt~ . But 

major si milarities between the twelve-tnne acst ~etics of the twr.> 

cnrnpnsers end there. Schoenberg 1 s tendency to create a feoling 

of cadence thr~ugh the linear shape nf each voico is contrasted 

by Copland's us e t"Jf vertical sonority to form hierarchical 

r latinnships. Cnpl.c!nc1 rn:iy use a 11 tw-,,:ve tones within a single 

phrase (though r~rely in the Pian~ Quartet) but only in order 

t~ ex t end' is fundamentally diatnnic language. 

T1nugh serialism developed step by otep frnm snme of the 

mnst traditi"nal fe~tures of western music• mntivic develop­

ment, m~-ivic variP.tinn, and principal and subnrdinate v~ices -

the applicP.tions nf these principles are often derived frcm 

such a strong theoretical point nf view that they are dif­

ficult fnr the car to comprehend. A large part of Copland's 

success in modifying those applicetinns can be accounted for 

by his abs~rption of the rhythmic pr~cedures nf popular and 

fnlk music: ostinato, regular syncopation, repetitin ~ nf 

larger sub-phrase units, accomp, niment te xtures, and re gul r 

har1!\nnic rhythm . 



Copland ' s usa nf serial technique is nt an at t empt to 

atta.i,n a kind nf multi - dimensional aesthetic . His tendency 

to avoid multi - dimensiona l ity accnunts fnr the plainness nf 

his materials and their treatmen t~ This ''nakedness n£ device~• 

m:=!kes his creative ex.pr ssion painfully h1.unan, snmchow ref lee t ­

ing en inevitable incompleteness . Though ~ther cnmp~sers 

have made attempts to evo l ve ~n all - enccmpassin° aesthetic , 

this is tn-, haughty a pur s uit: for Ct,pland. R.Ather , his more 

defined, if l i~ited , musical l ~nguage has produced a body 

nf ·work in striking con;;·-ast tn other a::-tists ' a.pprn ximateness 
19 

"'f expression . 

19 
Ibid ., p . 689 . 
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