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ABSTRACT

Aaron Copland's Piano Quartet of 1950 represents his
first applicatinn of twelve-tnne technique. The fnllawing
analysis attempts ton examine how Copland assimilates various
aspects nf the technique inte his already-defined musical
lanzuage.

An intraductnry chapter cnnsiders such issues as the
general public's and intellectual music circles' perceptions
nf Cnpland; previnus divisinns of Copland's music intn
"style perinds”; Cnpland's musical education and its influence
on his working habits; Nadia Boulanger's influence nn Cnpland
and on compnsition in America; and Copland's relation to
Stravinsky and the aazsthetics nf Schonenberg's twelve-tone
technique.

The secnnd chapter presents a detailed analysis of the
work. This is preceded by an examination nf the prnperties
nf the eleven-note series and an nverview of their applicatinns
throughnut the piece. A detailed description of each of the
three movements is preceded by a formal nutline 2nd concluded
with a2 summary.

The ennclusien nutlines several new develnpments in
Capland's music; the integrationn of the extended harmonic
language nf serialism; a new emphasis nn harmonic texture;

and a transformation of Copland's treatment of rhythm..



Copland's wide popularity with the general public and his
influence #s an impresario, writer, and teacher have long
been acknawledged. However, there have been relatively few
attempts by music scholars to eéﬂluate hig contributinn as a
compnser. The present writer hopes that this paper will con-
tribute tn 2 re;evaluatinn nf Cnpland's importance in the
evolutinn of twentieth-century music. The following conclusion
reached by Bayan lnarthentt in his article "lNotes on Copland at
80" (Musical Times, Nov. 1980) was an importent starting point
far, and was fulfilled by, the results of the analysis: "If,
snmewhat unexpectedly, we are witnessing the emergence of a
new 'common practice' in the handling »f equal temperament -
ts which serialism has nnly been the catalyst - then the com-

pnsitional significance of Copland's unique acuity for the

spacing, duratinn, and colaring of pitches can only increase.”
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CHAPTER ONE - Introduction

As the first systematic applicatinn of twelve-tone tech-
nique by America's foremost "tonalist,” Aaron Copland's
Pirno Quartet of 1950 might emssily be labeled as a’'pivotal
work. In nur pluralistic musical culture, where a composer
can claim style influences as seemingly disparate as Ren-
aissance pnlyphany and rocke-and-roll, Coapland is often as-
gnciated with a kind of mainstream mnderateness, in which harsh
and uncompromising sonnrities nnly nccasinnally interrupt the
easy, innffensive diatonic and mildly pnlytonal harmnnies,
set in the context »f such pnpular devices as dance nstinatos
and jazz rhythms. Such views betray an ignnrance of the enor-
mous breadth of Copland's music, while at the same time over-
emphasizing whatever radical departures his adaptatinn nf
twelve-tane technique nr any nther categorizable musical device
might have had on his style. The present study »of the Piano
Quartet, viewed in the context of Cnpland's entire catalngue
nf works, reveals nnt radical departures, but rather the
"small and unchanging compositional cnncepts"1 which are the
basis of every Conpland piecé.

Why this limiting popular npinisn nf Copland that rele-
gates him to a relatively minor rnle in the evolutinn of

twentieth-century music? The few scholars who have studied

: 4
Bayan Nerthcott: 'Notes nn Cnpland at 80", Musical Times,
Nov. 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" pays tribute to his tireless efforts on behalf of
his fellow composers, and to his importance as an impresario,
writer, and teacher. Through his activities as a conductor in
the conzert hall and on radio and television, it is likely
that more people have been exposed to Copland and his music
than any other "serious" composer in modern times. Yet a

survey of the programming of these concerts shows only a

handful of pieces reperesented: Appalachian Spring, Billy
the Kid, Rodeo, EL Saldn México, the Clarinet Concerto, and
an occasional Third Symphony. The Copland enthusiast can
unhesitantly reel off the names of a dozen more scores: the
Music for a Great City, Copnotations, and Inscape; not to
mention chamber works like Vitebsk, the Violin Sonata, the
Piano Sonata, Piago Variations, Twelve Poems of Emily Dick-

inson, Nonet, and the Piano Quartet. One sees that though
Copland has had maximum exposure, this exposure has dealt with

a minimal amount of his music. Such are the dangcrs of mass

media communication; its influence on the perceptions of the
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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-
archizing of chromatic space” 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 America. Virgil
Thomson once said that "Every American town can boast two
things: a five-and-dime and a Boulanger pupil."3 Though
Thomson's remark is in part an attempt to recoznize the strength
of Boulanger's presence in American music education, it also
hints that the "Boulanger school" had become so all-pe:rvasive
in the American musical scene that its true meaning had become

obscured.

2
Ibid., p. 689

3
Aaron Copland: Copland On 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 that 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 composers 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 "reactionary." Dika Newlin mentions several
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times hnw Schnenberg regarded the Baulanger-Stravinsky axis
as greatly inferinr to his nwn pedagngical methnds, describing
her 2s enconuraging "nnandling" in cnntrast tn his "blnnmi.ng."4
(It is impnrtant tn emph2sizZe here that Schnenberg's methnds
did not include systematic teaching of the twelve-tnne technique,
but rather emphasized thorsnugh study »f the music of the Ger-
man tradition as represented by Bach, Mozart, Haydn, Beethoven,
Brahms, Wagner, Reger, and Mahler. 1In his essay of 1930,
"National Music," he attributed 211 his varinus style charac-
teristics tn these compnsers. Yet the twelve-tnne technique
served as a mnadel far thnusands nf compasers, many nf whom
cnuld nat play ane phrase nf Schonenberg's music by heart, and
whinse music ws written at some distance from any physical
invnlvement with sound., As we ghall see, Cnpland's application
nf the technique was quite different.)

The nrigins of an unfortunate and quite arbitrary divisinn
nf compnsers writing during the fifties, sixties, and early
seventies inte twn groups = thnse concerned with atonality and
serialism as being "progressive,” and those conncerned with
tonality as being "reactisnary" - can partly be traced back
tn these kinds of attitudes. It is interesting teo note that
ag early as the thirties the young compoaser John Cage felt that
there were twn distinect and pnlar oppnsite idenlngies tn chonnse
fram in lanking for a compnsitinn teacher: the reactionary

A

Dika Newlin: Schnenbers Remembered (New York, 1980), p. 225,
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principles of Stravinsky, and the progressive and revolutionary
principles of Schoenberg. He chose Schoenberg.5

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 piané, and enthusias-
tically played the piano music of Debussy, Scriabin, and
Cyril Scott. Two fragments from two songs which Copland wrote
in 191858 show the combination of these composers' influences
and an "economy of means" 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."

5
John Cage: A Year from Monday (Middletown, 1969), pp. 43-49.

Sa
Reprinted from J. F. Smith: Aaron Copland: His Work and
Contribution to American Music (New York, 1955).



L.1 "My Heart is in the East" (1918)
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In "My Heart is in the East,” the open spaced triads of
the left hand support the simple, mildly dissonaat: 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 the
beginnings of the habit of composing melodies harmonically, as
if guided by a larger harmonic shape in order to create a
kind of harmonic/melodic unity. The striving for this unity
sppears in all of Copland's later works, and it is one of the

outstanding features of the Piano Quartet.
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In "Night," the use of the whole-tone scale shows Debussy's
influence. The suggestion of a 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=-
position of false-related consonances.6

Copland's musical habit of composing, improvising, and
reading scores at the piano certainly encouraged a sensitiv-
ity to the spacing and voicing of sonorities and an inclination

toward composing harmonically. It was 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 Conservatoire 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 The 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
harmony, 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 hammony 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 througl 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-

ing long hours reading through them at the piano with Boulang,er.7
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, while at the same time

taking into account the disadvantages of such a rapidly growing

musical culture. She once commented that "America has the

misfortune of having become an adult without ever having been

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

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

brash 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.

5
Edward T. Cone: 'Conversation with Aaron Copland', Pers ti
of New Musgic, vi/2 (1968), p. 61.
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At this point, it is tempting to make comparisons
between Copland and Stravinsky, whom Boulanger championed
throughout her long teaching career as embodying her credo
of "freedom 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 Saint
Luke Passion, and Xenakis's Nujts.) There are immediate sim-
ilarities: the interest in jazz, in ballet, in serialism in
the late 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 "renewing tonality," and both have spoken of
their tendency to compose "harmonically,” deriving their ideas
from a vertical shape.s Yet some of Copland's gestures predate
Stravinsky; Copland's preoccupation with minor third ostinatos
in the finale of the Organ Symphony (1925) predates Qedipus
Rex by two yaars.g Though Copland made further use of this

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

8

Eric Walter White: ravinsky: The Composer and his Works
(Berkley, 1979), p. .

Phillip Ramey: 'A Talk with Aaron Copland', from Columbia
Record M 32736.

9
Northcott, p. 689.
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Sopata), 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 techﬁique he
"began to hear chords I wouldn't have heard otharwiso."lo
The contrast between the emphasis on canonic techniques in
Canticunm Sacrum (1955) and Threni (1957) with the emphasis
on sonority and harmonic texture in the Piano Fantasy (1957)
and Inscape (1967) is a clear example of the two 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 oifiten 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 Ihree Pieces for Solo Claripet (1919); to

10
Cone, p. 67.
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renew the musical languages of Pergolesi in Pulcinella (1920)
and Tchaikovsky in The Fairy's Kiss (1928); to rediscover
sonata form in the Octet (1923); to work with the problems of
language setting in Oedipus Rex (1928 - Latin), Persephone
(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
for Two 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 Concerfo
(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 German musical tradition. Copland's desire to
produce a "music that would be immediately recognized as
American” led to his use of jazz in Musgic for the Theatre (1925)
and the Piano Concerto (1927). The extra-musical associations
of various facets of American life can be seen in John Henry,
Billy the Kid, and Rodeo (folklore); Qur Town, Music for a
Great City, Quiet City (eity life); The Red Pony, Of lMice
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and Men, and Appalachian Spring (country life). Various
combinations of all these influences are apparent 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 Dance-Scherzo Declamatory
Short Symphony, II ) P 4 o I1

Piano Sonata, III I1 -

Violin Sonata, I 111 Il

Third Symphony, I II IV

Piano Quartet, III II I

These moods are also present in the ABA structure of one-

movement pieces like Quiet City, Our Town, Outdoor Overt H
in works with two-movement forms like the Two Pieces for

String Orchestra, the Piano Concerto, and the Clarinet

Concerto; and in the more complex sectional forms of works
like Symphonic Ode, 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.



w1 i

Inscape, as well as the suite-like forms of Stat ts,
Music for a Great City, Iwelve 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 narrow
categorizations, while at the same time emphasizing the con-
sistency of his musical personality. This knowledge can guide
us in the larger question of the re-evaluation of Copland's
place in twentieth-century music history. Hopefully, a detailed
analysis of one of Copland's works will clarify these issues,
bringing their most salient features into relief for clearer

viewing.



CHAPTER TWO - Analysis
Properties of the series

Arnold Schoenberg wrote concerning his formulation of
the "method of composing with twelve tones™: "I was always
occupied with the aim to base the structure of my music
consciously mma unifying idea, which produced not only
all other ideas but regulated also their accompaniment and
the chords.“13 In keeping with this aesthetic, 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

e
ADAGIO SERIC (J=60) / (b2)

"HA_L 1 1 e
e e % ] H
T | |
I~ 2 3 4 5 6 7 8 9 10 11 {12)
2.2 Matpix
0.1008.'8.5 1 3 8.2 2.9
0 [BbJAb|Gh| Fb[D |B [C#|D#|E#|C |G |Bb!O
2 [T |Bb|AB|Gb|E |CFIDF|E#]|G [D |A [c |2
4 C_|Bb|AbIGb|ELIF |G |A |E [B Ip |4
6 [E |D [c [Bblab|F 16 |A [B |F#t[c#|E_|6
8 [F#FIE |D |C [Bb|G |A [B |C#|c#|D¥#|F#|8
11 A |6 |F [EB|Db|BB|C JJ__C,QF#A 11
9 [G_|F [Eb|Db[B |G B {CuriA [E |G |9
7F"EbDbEbAF%£A# G |D |F |7
SOE:DbeB E_[F#|G#[A#IF | C 5
1 Gb&ﬁca,sc b|F [Ab|10
3 Dblcbla |G [F_|D [E |F EbBbI&{S
O Bb|Ab|GB|Fb|D [B |C#IDFIEFIC |G |BbIO

13
Nill% Reich: Schoenberg: A Critical Biography (New York, 1971),
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Copland has carefully constructed his geries to allow

for maximum flexibility in combination with the tonal gestures

of his already-defined musical language.

The whole-tone impli-

cations of the 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, which, 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 major third and Lyvdian fourth.

2.3 Melodic minor implications of the series major 3rd lydian 4th
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b melodic minor scale

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

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

typical of Copland.

2.4 Chords derived from melodic minor implications of the series
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The interval properties of the series suggest both

whole-tone and diatonic vertical sonorities.

2.5
Whole-tone Properties Diatonic Properties
Pitches l-4 Pitches 1-3
» 6=9 " 4-6
- 7=9
» 9-12

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

2.6 Chords derived from pitches l-4 and 6-9 of P
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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 of P
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The interval properties of pitches 4-6 and 9-12 suggest

- 19 =

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

earlier works.

2.8 Chords derived from pitches 4=6 of P ba # o Pitches 9-1.
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The rhythmic structure and Copland's phrase markings

show a clear division of the eleven-note theme into two hexa-

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

Each hexachord is built with alternating and overlapping

whole~tone and diatonic Segments.

2,9 Hexachord, whole-tone and diatonic formations of the series
X hexachord

Y hexachord
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Cepland fully exploits this property of the theme, freely

combining X and Y hexachords from various row forms in order

te obtain a wider range of contrapuntal and harmonic possibilities.
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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.
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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 Qrgan Symphony (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 outsr

movements is reversed.

1 I1 III
Organ Symphony pastoral dance declamatory
Piano Quartet declamatory dance pastoral

In the first movements of Dboth pieces, the declamatory
mood is established in part through a fugal exposition =
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

*Not including the Dance Symphony, which was begun earlier
but not completed until 1929.
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Organ Symphony 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 works allows them to be combined with themselves
in a tightly controlled contrapuntal 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 horizontal/vertical unity, or the construction

of themes that can accompany themselves.

Another striking similarity between both works is the
cyclical quotation of themes. In the Organ Symphony, the
minor triad serves as a motto which appears in each movement
in various guises and at important structural points. 1In the
Fiano Quartet, the eleven-note theme of the first movement plays
a similar 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.
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Much subtler is the cyclical quotation of texture and melodic

shape in the following passages
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Cyclical quotations of themes are nd unique to these works;
Copland uses this device in a similar way in the Ihird

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



%

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 Ode or the four-

note cell of the Piano Variations.

dedkdkhddenh®

First Movement
The formal outline of the first movement is shown below.

Section A:

Section Al:

Section B:

ection C:

mm. 1-16;(Adagio seri.o,.l— 60)
Fugal exposition with lst theme on PO, P8, PS5, P2

mme 7""‘)8
Imitative entries of X hexachords from

12, EO, E2, 16

mm, 29-54; (Poco pia mosso, J: 80)
2nd theme derived from R7; imitative entries of
R9, R4, R1

N\
mm, 55-66; (Piu deliberamante, J= 66)
First appearance of contrasting textures for
piano and strings; verticalization of the series

mm. 67-81; (Pid mosaoéJ = 76)

X hexachords of P4, » P2, 14, 12, ES
First appearance of 1l6th notes

N
mm. 82-89; (Piu 1ar3amente,-’= 66)
Simultaneous statements of 11, 14, P9 PO gi“
with transpositions at mid-point to P
P9, P2; return to Tempo I at m. 86 with simultan-
eous statements of Pl, 12 with transpositions
at mid-point to ELl0, EZ

: mm. 90-~102

Return of the contrasting textures of section C;
diatonic writing foreshadows section A4 of mvt. II
and section A of mvt. III

MM e 103 -7
complete statement of first theme on E3
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The outline of this movement shows Copland's tendency to

organize his forms around variant structures, or "mosaic

sequences of various restatements of his basic ideas."l4

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. This 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.



2.14 Chord successions in the fugal exposition
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The countersubjects in the fugal exposition are similar

to each other only in that they retain the same rhythmic

shape, and in that their melodic construction is based on

free combinations of fragments of the series.

PITLHES 7-42
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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 (I12), imitating and continuing the linear
texture extablished by the strings in section A. There is
a strong feeling of a C tonal center here; the piano's entry
on C at m. 17 has been set up by the previous section's
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 12, PO, P2,
and 16. An examination of the pitches of these hexachords
shows many commen notes. (I2 and 16 are notated backwards.)

2.17

PO - Bb AbGb E D B
P2 - C Bb Ab Gb Fb Db
12 - B G#FF#E D €

16 = Eb C Bb Ab Gb Fb
The entries of these hexachords also contribute to the
establishment of C as a tonal center: ten of the fourteen
entries begin on G; 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
Fauré. "
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Section B is marked by a slightly faster tempo (Poco
piﬁ mosso,'l= 60) and the entrance of the second theme
derived from the retrograde form of the series and stated in
canon in the cello and pianoe. This two-part canonic passage
is extended by a sequential spinning-out of the last five

notes of the theme in the cello.

2,19 Sequence with the last five notes of R

7 #2 >
E=EE===——_=Er — %
15

Peter Evans: 'Thematic Technique in Copland's Recent Works',
Tempo 51 (1959), pe 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 lead to section C's dramatic change of mood and texture.
Beginning at m. 41, incomplete statements of the theme in

the viola and piano (R4) and violin (R9) with common pitches
A, B, G, D, and E are combined with 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 to m. 48 over an E pedal in the piano. At mm.: 52-533,

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 B, C#, D#,

F{, and Gf over an Fi pedal.
2.20

g
&l

Section C is marked by a change in tempo and 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 unison
rhythm of the strings and the marcate chords of the piano.
In this section Copland explores the vertical possibil-
ities of the series. The piano chords gf mm. 55=58 are de=-

rived from pitches l-4 and 1-3,

2.21 Chords derived from pitches l-4 of P
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The interval structure of the string chords in mm. 55-59 is
derived from a rearrangement of pitches 4-6.

2,22 Chords derived from pttch-sr}-& of B
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The chords at mm. 59-62, like the string chords of mm. 55-62,
are derived from pitches 4-6, with added notes to strengthen

the feeling of a C 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

manner of his earlier works.

2.23 False-related consonances ~ 3=
. J D | b
~ D ‘,..-—-—... - ¢ a ——— F
= R e —7
o s 2 (2] & o e 7
~ 4. *h ol S — .4_’ =
o “IADDED L] ',m wi ADpEp §1h T b
D IBP' ﬁ lb
!f‘ ; g, - a F = ";. D &.
== i b | 7 7§ |
7 173 | ) 'y T
-~ 3» v p 5. v
m. 59 J b. b‘%
— - - T | - S | |
. Vo NI ] - = Lor ) _}
7 T 7 : 7 £
L = ¢} v}
- b %: g. b 34 :GE
o 2 9 W 1
¢ vt i b T Vs
v
r L L
7 )
113 5 T
L | 1
3t VE |
! I
bo ' e |
= o) T e
) B 7 L4 :
Z — T
I =6

The string parts in this section foreshadow the diatonié,
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 mm. 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 A2 is marked by a change in tempo (Piu mosso,
J = 76) and a return to the linear texture of sections A,
Al, and B« A composite rhythm of constant sixteenth notes is
established (the first occurrence of rhythmic values smaller

than eighth notes). However, the harmonic rhythm remains

unchanged.

1.25 Harmonic rhythm of Section A2
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Mm. 74-76 consist of statements of the X hexachords of
row forms P4 and ]8, whose combined pitches form an eb minor

scale:

2.26
~ P4 I 18 eb minor I
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The gb 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 Db major passage

in section Al (see ex. 2.18).

0.9 | |
H 2he s 22 2 | |
T EE'T tftt rzrr bt tlbprere , -
! — iT- e T — ! —
5 - 1
r—
J
|
= )
T i —F el
i F A S SR . 4
T = J
=
- !! 1 i 7. ——
- .
g b 12t
— — l'\‘ o b"' -r--'-r--r s - -
_"\_-h“l"_“"' r I S A 1 i ] 1 % =]
7 == ¢ ——— —1
‘\w ! ———




- 36w

Statements of X hexachords from 18, 14, P2, 10, 12, and
PO continue through mm. 73-8l. Common pitches in this passage's

hexachords are shown below.

2.28

18 = F D C A# G# F#

14 - Bb Ab F# E D

P2 - C Bb Ab Gb Fb Db
10 - A F# E D C Bb

I2-B GF#F#E D C

PO - Bb Ab Gb Fb D B

The ambiguous tonal center that results frem the duplication
of whole-tone interval relationships is lessened by an emphasis
on C in the left hand of the piano in mm. 74, 76, and 78.

The expectancy of the X hexachord statements of sections
A, Al, and A2 and the incomplete statements of the second theme
in the strings in section B is fulfilled by a complete state-
ment of the series at m. 78.

Section A3 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 Bb pedal in mm. 82-85 and a B
pedal in mm. 86-89 (see ex. 2.10). The return to Tempo I
at m. 86 is maintained through the remaining twenty-two
measures of the movement.

Section Cl marks & return to the dual string=-piano tex-
ture of section C, 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. 9497



foreshadow the third movement and the coda of the second
movement (see ex. 2.13).

Section A4 consists of a final complete statement of the
eleven-note theme in the simple manner with which the movement

began.

FedkeRvekdkkiok
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Copland's treatment of rhythm in this movement is
consistent with its declamatory modd. The predominance of
even quartet notes and the absence of faster note values
and dotted rhythms are also characteristic of the declamatory
passages of the Symphonic Ode, the Piano Variations, and the
Piano Sopata. Even the visual lay-out of the page in these
pieces seems vertical, emphasizing Copland's reliance on the
voicing and spacing of sonorities in building his forms.

Copland's tendency toward 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 A,

mm. 67=79) produces no change in the steady quarter-note
harmonic rhythm established in the fugal exposition (see

ex. 2.25).



s 36 =

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
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The only meter changes in the first movement occur in the two
C 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 repetition through meter changes 2
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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
1) Variation of the unit within the bar

Violin Sonata(1943) PR '
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Piano Sopata(1941)
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Piano Fantasv(1957)
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2) Re-groupings over the bar 8

"Lento" from Iwo Pieces for String Orchostra(1928)
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The first movement demonstrates the Piano Quartet's fusion of
traditional and serial techniques, The four-bar phrase
structure of the series, its organization inte whole~tone

and diatonic units, and these units' organization into two
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complemetary hexachords suggest the kinds of symmetries
associated with ton=2l music. The duplication of sets of
pitches which results from the vertical combination of differ-
ent forms of the series makes possible the organizing of sec~-
tions around tonal centers.

The preoccupation with pitch organization results in a
de-emphasis on other parameters. Coplnad's characteristically
lean textures are even more so (a dual conception of piano/
string texture does hot occur until section C), and the har-
monic complexity of the eleven-néte series précludes any
elaborate rhythmic variation.

Fededede Rk

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) requires a stricter organization. An
over-all view of the sections reveals a kind of sonata-

allegro form.
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mm. 1=20; (Allegro giusto, = 138)

1st theme from RI on A

mm . 21"30

2nd theme derived from dyad groups of interval
classes 2,3, and 5 from R6

Bridge: mm. 13-37

Introduction of i.c.'s 4 and 6 in melodic sequence

Section Al: mm. 33<66
lst theme on Bb, C, A, Bb, C
Section Bl: mm, 67-88 ( = 132)
2nd theme dyad groups from B% over piano ostinato
Section C: mm. 89-104; (Meno mosso, 4)
Verticalization of PO
Bridge: mm. 97-100
Reference to section A, lst mvt. with P7, Pll, and P3

E? 0
F.

o E
A

Development

Section BJ: mm. 101«12; (Tempo I, poco meno, = 126)
2nd theme dyad groups frem R8; irregular phrase
lengths - 4,6,6,12,4,16 mm,
Bridge: mm., 113-14
i c.ss 4 a?d 6 )
Section D: mm. 115«59; (Con humore
1 on Ab; canons with motive from pitches 4<6 of P
SQCELQ!I Eo mm, 1 «93
Motives derived from g, R, and 1 over piano ostinato;
complete statement of R leading to recapitulation

Recapitulation

Section A2: mm. 194-216
lst theme on A, Bb, and C
Sectiopn B3: mm, 21740
2nd theme dyad groups from RO; augmantad phrase
groups punctuated by rests =« 4,4,8,16 mm.
Section Cl: mm. 241-48; (Meno mosso, = 104)
Vbrticalization of P2
Section A3: mm., 249«66; (Quasi tempo I)
Motives derived from P, R, and RI with texture
of section Cl from mvt. 1
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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
Firgst movement = A Al B | A2 A3 A4
Second movement = A B Al Bl B2 D E A2 B3|IC] 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 way that 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 .
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Two components of the first theme are developed through-
out the movement. 1) Octave displacement of pitches 9-11
of Rl, punctuated by rests. This forms a cadential gesture

(hereafter labeled as cadential gesture X) which recurs with
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2.34 Cadential gesture X
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2) Frur repeated sixteenth nntes (hereafter labeled as caden=-

tial gesture Y) generate various rhythmic groupings.

2.35 Cadential gesture Y
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The development of the material

manstrates Copland's most systematic application of twelve-

tone technique., The second theme is generated by a group nf
four dvads derived from RS (see matrix, ex. 2.2) The in-
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terval classes represented by these dyads are 25 35

2.36 Dyad groups from B sections
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interval classes of these dyads.
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These motive groups are alternated and varied to build
phrases. All variant B sections are textural and rhythmic
variations 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 A.

Sections A Al Al A3
Transpositio A Bb, Bb, C, A, A, Bb, B A, Bb A

Section A consists of five varied statements of RI.
The variation techniques used in this opening section are
applied throughout the entire movement.
1) m¢ 1: RI in strings, cadential gesture X in piano and strings
2) me 5¢ RI with octave displacement in strings, cadential
gesture X with octave displacement in piano
3) me 9: RI in strings and piano; phrase extension through
repetition of dyads (pitches 5 and 6 of RI)
4) m. 13: RI with octave displacement, augmentation, and
phrase extension through dyad repetition; strings
and piano in canon
5) m« 16: RIL in piano, cadential gesture X in strings
The concentration on the motivic variation of a limited
number of pitches (in this case, those of Rl) results in a
thin, heterophonic texture. Some meter changes result from the
rhythmic variation of motives. The traditional technique of
tonal 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).



The first statement of the second theme at m. 19 serves
as a bridge to section B, which begins with the re-establish-
ment of the steady Allegro giusto tempo 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 a2 small-case letter.)

2.38
1) me 21: piano <~ abcdefgh
violin =2 abecffeg
v ~-a b e f 2
2) m, 23: piano ~-~abcdefgh
violin «=aabcfefg
3.)___5_11.5.._25-& S X A
me 25! pianeo ~-abecdefgh
violin - a b ¢ d
A4 - : - S
4) m, 2/7: piano = g c E aefgh
violin =~ e f g h
via, ve -~ e f 2 h
Me : pilano =-abecdefgh
violin = abcdefgh
via, ve - a b < d

The piano maintains the original order (abecdefgh) with
the exception of one retrograde in the fourth phrase. In
the first twoe 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 coenstant shifting of vertical
relationships between the eight dyads. A sense of regulag
harmonic rhythm is scheived through the vertical alignment
of the same dyads at the beginnings of phrases.

2.39 Harmonies resulting from vertical alignment of dyad groups
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This emphasis on an elaborate piteh organization again
results in a regular quarter-note harmonic rhythm with few
meter changes (the 5/4 at m. 22 is to accommodate a quarter
rest between the first and second phrases)., The heterophonic
texture of section A is continued in the piano, as each

dyad forms its owh 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
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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 Al 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: RI in strings on Bb; rhythmic, dynamic, and textural
variation of cadential gesture X in piano and strings

2) me 43: RI on Bb with octave displacement in strings

3) m. 47: Rl on C with phrase extension through dyad rep-
etition (pitches 5 and 6 of RI) in strings

4) me 51: RI on A with octave displacement, augmentation,
phrases extension through dyad repetition; strings
and piano in canon

5) me 54: RI on A in piano, cadential gesture Y in strings

6) m. 57: RI on Bb in strings, cadential gesture X with
interval expansion, transposition, and rhythmic
variation in piano and strings

7) m. 62: Rl on B 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 X in the sixth and seventh
statements of the first theme. The melodic contour is ex~
panded, transposed and rhythmically varied in such a way that
the last piteh of the seventh statement (in this case C)

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

2.41 Expansion of cadential gesture, X i‘:: be
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Section Bl 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
rhythmie shape, first isolated by rests and later overlapping,
forming a contrapuntal web of varying phrase lengths. The
left hand of the piano articulates a pedal A, 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 rhythmie shape

of cadential gesture Y. Harmonic and rhythmic tension is



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. 2.42 represent eighthenote beats.)

2.42
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The exposition is rounded off by section C, which is
marked by a2 new tempo at m. 89 (Meno mosso, J= 104). The
block=chord texture of this section sets it apart from the
rest of the music in this movement and gives it a monelithic
quality as a point of focus for the exposition. The chords
are a verticalization of the series.

2.43 Verticalization of the series #J
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The harmonic density of these sonorities, articulated with a

triple-forte dynamic, 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 ancora, rl = 92) and a new character (pesante).
This passage alludes to the contrapuntal texture of the first
movement, with imitative entries on P7, Pll, and P3.

A quasi-development section is formed by the next three

sections.

Section B2: mm. 10l-14; (Poco meno, J - 126)
2nd theme of four dyad groups
Section D: mm. 115-59; (Con humore§
New material derived from 110

Section E: mm., 160-93

Motives derived from P, R, and 1 over piano ostinato

Section B2 begins with the re-establishment of Tempo I.
The four dyads which generate the second theme are stated
here with a new rhythmi¢ shape ( ﬂ ,U ffj fj becomes
D ﬂ J—,’ j"7). The rounding-off of the dyad -groups with a
rest becomes the basis for a string of phrases of varying
lengths. The two dyad groups alternate in a pattern similar

to the phrase structure of section B (see ex. 2.38).
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2.44 « m, 101 (Each dyad is labeled with a small-case letter.)

lst phra - beat a2nd phrase - 4 beats
a c d [ f g h

3rd phrase - 6 beats 4th phrase -
B VA IR § & L fl mw i

6 beats Sth phrase = 12 beats
i 3 k L e f g h

6th se = 4 beal 1th se = bea

i 3 k 1 a f g h

m n ) q r

P
(i. c.'s 4 and 6)

The difference here is that all voices have the same dyads
on any given beat, producing a clearer harmonic rhythm. The
vinlin and éelln mnove in steady eighths; the vinla plays a
slight rhythmic variation; and the piann plays an off-beat
dyad aceompaniment which expands tn steady sixteenth nntes
at m. 109, reminiscent of the compnsite rhythm of secinn A2
in the first mnvement (see ex. 2.25). Another similarity to
sectinn B is the intrnductinn of interval classes 4 and 6 in
the transition sectinn (mm. 111-14).

The introductinn of new mntives and themes in the next
two sections warrants the new letter classifications of D
and E, even though the texture of section D is similar to
that of section A and the texture nf section E is similar to

that of section Bl. Sectinn D intrnduces the inversinn of
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the nrigin2l series in the plano on® with actave displacement

and punctuated with rests. The strings answer with passages
6

nf "nonchalant diatnnicsm" (this section is marked “eon
humnre"”), The tnr2l references of this sectinn are fore-
shadowed in the Db major pandiatnniec passage in section Al
and the diatonic mndulatnry passages in sectisn B of the
first mavement (see exx. 2.18 and 2.20)., The diatonic tet=-
rachord writing in mm. 131=36 is derived from pitches 7-10
nf the series.

2.45 Tetrachords derived from pitches 7-10 of P
>
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7 & 3 14 _ m, 133

This leads tn annther statement of the inversinn at m. 137,
this time nn B, and the intrnductinn of a motive derived from
the retragrade-inversinn »nf a rearrangement nf pitches 4-6 nf
the series and stated in a rhythmic and textural context

derived from mm. 85-88 af sectinn B (see ex. 2.42).

2.46 Motive derived from retrograde-inversion of pitches 4=6 of P
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[he strings make reference to Db major at m. 147, and the
motive derived from pitches 4-6 is ecnmbined in nonic
sequences of descending me jor thirds with a secnnd mntive
derived from pitches 1, 2, and 4 of the series.

9.47 Motive derived from pitcgen 1,2, and 4 of P
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In sectinn beginning at m. 160, the strings state

mntives derived from P, R, and I, and section C osver a piano
nstinato whnse regular rhythm and square harmonic nutlin

suggest dance movements from Cnpland's popular ballets.
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In mm, 161~ 71, the pian» nstinato is centered on A. The
primary melodic meterial in this passage is the head of P,
stated in canon and in a new rhythmic shape, with alternating
espressiva and non-vibrats articulatinns. The cannnic entries
at the minor ninth suggest the comic half-step juxtapnsitions
in passages of Billy the Kid, "Jingn" from Statemcnts, and E1
§glﬁg Mégigg. The last two notes of the motive daveloped

in sectinn C (see ex. 2.46) are stated with vamp-like rhythms
that support the piann nstinato. In mm. 171-93;, the piann
ostinato shifts up to Bb, continuing a regular vamp pattern.

In this passage the strings state: 1) a motive reminiscent of
the string writing in fifthe in section C; 2) variations of

R with hocket-like distribution of voices in mm. 174-75, and in
various rhythmic shapes in mm. 180-85; 3) 2 motive derived

from I in mm. 176-77, 186-87, and 192. This section culminates
with a complete statement of R at m. 190,

In summarizing the effect nf sections Bl, D and E as a2
"develnpment section™ of this sonatn-allegro movement, one is
faced with the difficulty of perceiving the true contrast of
these sectinne. The comic relief (as evidenced by the "con
humore'" marking, diatonic references, square piann ostinatos,
and simultanéoua statements of motives a half-step apart)

provides some contrast, but these devices are "non-devel-



opmental”, reaffirming Copland's affinity for the gestures

of dance-drama. However, what is even more strikingly re=-
affirmed is Copland's tendency to build large frnrms with variant
structures, as the many sectionns of this movement 2re all re-
lated to each other in some fundemental wey. In this sense,
Copland's Franco=-Russian musical heritage is also reaffirmed,

as his habit of mono-thematic generation of sections is much
different from the concept nf thematic opposition of the
essentially German gnnata=-allegrn form,

The recapitulation presents the material of the expnsitisn
in denser form; both the first and second themes are developed
and transformed in their respective A and B sections, with
those variations of rhythm and texture found in the expo~-
gition, culminating in a restatement of section C. The movement
ends with motivic references to P and R with the texture and

melndic shape of section C of the first movement.

Sectjon A2: mm. 194-2156

let theme
Section B2: mm, 217-40
2nd theme

Section Cl: mm, 241-48
Verticalization of the series
Section A4: mm., 249-66
Motives from P and R with texture of
section C nf lst movement
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There are three statements nf the first theme in sectinn
A2.
1) m. 194: BRI on A in strings and pians, head of Rl in canon
2) m. 205: RI on Bb in strings and piann in canon
3) m. 213: RI on C in piann, cadential gesture Y in strings

Section B3 states the twn dyad groups (a,b,c,d and e,f,z,h)
in four symmetrically augmented phrase lengths of four, four,
eight, and sixteen beats, separated by rests. (This phrase
structure is similar to that nf section B2; sece ex. 2.44). The
pitches of the dyad groups are the same as thnse in sectinn Bl.
A comparison with the dyad grid of sectien B shows some subtle

diythmléc and textural variations (see ex. 2.38).

2.49
1) me 217: vln, vla =abecdefgh
ve ~aabec efg _
piano =abecdlabadeup a halfestep)
2) me 219: vin, vla ~-abc def g h
ve - abe e fg
2 piann =aabec(abdbc d-up a halfestep)
3) m. 221: vin, via ~abcde f g h
ve - abe efgh
iann LA @ L.
4) m, 223: vin, via ~dcbaef g h
ve = dcbacfgh
piann e Do a 4 &
5) me 228: %ipn, vla -a becdabedabed
we ~-abecdefghabed
iano - a b def habed
: vviny, vla - ef g hetg!
ve ~efghefgh
piano -efghefgeh

Beginning at m, 225,

aligned, producing a

the dyads in all parts are vertically -

steady harmonic rhythm., The faster

composite rhythm of steady sixteenth notes brings the section



to a2 climax in mm. 238-40, preparing for return to the d

1aticec textural cnntrast nf the verticalizatinn of the sar
L

at section C (m. 241).

[he movement's coda, beginning with the "Quasi Tempn
at me. “’-E-J?! is 2 quiet and understated summation of all the
masiec that has come befnre: motives derived from F, R, and
dential gesture Y, combined with the texture and melodic sha
of sectinon C. from the first movement. The result is a2 "gl
af luminnus sound” 17 yhich pravides the perfect transitio
to the diatonie, hymn-like sublimity of the third movement.
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Third Movement

The series' predominance of adjacent major seconds and its
trichnrd and hexachord combinatorial features have thus far
enabled Copland to adapt the twelve=tone technique to his
already-defined tenal morphnlogy. His twelve-tone usage creates
no new forms, as his series often retains the properties of a
theme, Many of the sectinns' proportiens are formed through
varied restatements of themes nrganized around tonal centers:
for example, the combinations of hexachords to produce dupli-
cations of pitches in the first movement (see ex. 2.12) and
the quasi-tonal architecture created by thematic statements
on varisus pitech levels in the secnnd movement,

The diatonic properties of the seriez snd their appli~
catinns in the first and second movements reach a synthesis in
the third movement., This movement has a sectional-form based
on restatements of the npening theme, not merely on various pitech
levels, but in various tonalities as indicated by key signatures.
An overall' view of the sectinns shows a2 simple ABA snng forn.
Section A: mm. 1-23; (Nen troppn lentn, J:SO) —_l

lst theme in strings, Db majnr
Sectinn B: mm. 24-32; (Molts menn mnsso, J = 63) A
Motive X in piann, motive Y in strings l

bridge: mm. 34«49; (Tempn I)
Motive Y in imitative conunterponint; strings
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Section Al: mm. 41-50; (?13 lentn)
lst theme in piann, Eb major
Section A2: mm., 51-70; (Tempn 1)
lst theme in vinlaj mntive group from lst theme
in vinlin and piann, Gb major
bridge: mm. 7178
lst theme in mndulating sequence

Section A3: mm. 79-98; (Lentn assai,J = 60)
lst theme in piano and strings, Db major
textural variation of A2 J
Sectiop Bl: mm, 99-117; (Mnltn calmate e molto lento,# = 5
Motive X in vinla and celln; motive Y
in piano and vinlin; textural variation of 3;
incomplete statement nof ariginal series over Ab
major triad in strings

8)

The pitchas and contaurs of the themes in the third
movemant are derived from the series, although less strictly
than the themes in the first and second movements. The first
theme can be divided intn three motive groups. The manner in
which this melndy is spun-out to form a twenty-tws measure
paragraph is similar te the self-generating melody that apens

the Third symphony.,

2.51 First Theme
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In place of the usual contrasting second theme there are
two motives also derived from the series (hereafter labeled

mrtive X and motive I.)

2.52 :Fé 4 J

[:’—h 7 7 a_-
U 1 I
Motive X- derived 'from pitches l-3 of P

e e R

% L
Motive Y- derived from 2 m9ths a M3rd apart
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The use of a minor ninth as a motive building=block is new;
admittedly its derivation from pitches 1-3 is tenuous., loy-
ever, it is totally assimilated into the language of the
Quartet through its juxtaposition with motive X and its devel-
opment through imitative entry. Its newness is also linked
with its accurence in the Quartet'g most subtle and interesting
textures,

What this mavement lacks in motivic ingenuity and thematic
development is compensated for by textural variety. For the
first time, there is a kind of a textural rhythm, established
by the alternatinn of various combinatinns of piano and strings

and the wida variety nof stiing effects.

Section A = strings sul tasto

Section B « piano with "glassy tone;" strings con sord.
bridge - gtrings poecn sul pnnticelln

Section Al - piano

section AJ - piano and strings
bridge = = strings

Section A3 - piano and strings

Section BT - piano with "glassy tone;" strings con sord. e

poen sul ponticella
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The simplicity of pitch organization and the manipulation
of motive groups instead of single themes resulte in the
Quartet's most frequent meter changes (the first movement
iz 107 bars long with nnly four meter changes; the second move-
mant 266 bars with sixty-four meter changes, and the third move~
ment 117 bars with fifty meter changes).

Thus, though the thifd movement lacks the ¢ontrapuntal
elaboration of the first movement and the motive variation of
the second movement, its pure, simple, hymn-like mood reveals
the essence of the Quartet's language - a2 language which has
emerged through the careful and systematic exploration of the
limits of the original series.

Section A consists of two main ideas for strings alone:
the first theme, stated in mm, 1-8 in rhythmic unisen chords;
and a2 harmnnic gsequence from mm. 9-22 whose melondic shepe
is derived from sectioh £ in the first movement (2.13, 2,23).

- e @ in

The chords in this section are derived from the series.

2:53 Chords derived from tha series
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A Roman numeral ' analysis of the harmonic sequence reveals a
tonic=subtonic progression typical nf Copland and present in

his earliest works.



2:54 Chord reduction of mm. 9-22

= s & i
Fye—s e ﬁ o1

b - i 2 -~
cb: 1 biwn c:' 1 '%vir ab: 1 bV

Chord reduction of "Lento” from Jwo Pleces for String Orchestra(1928)

!

A

m. 1

Fm——
:131
-
T

y

¥

F#: 1 bVI1 1

the Lydian feurth in the cells suggests the whole-tone formations

inity by recalling

the whole~tone writing 6f the first and second movements. The
frequent voice~crassing in this section produces angular melodic
lines which are typically Coplandesque,

% subtle change of mond is established at section £ through
a tempn change to Molte mens masso (J-z 63) and the inter-
ruption of the Db major tonality by a sonority 2lluding tn the
parallel minor in m. 23. The pianeo develops motive X sequentially

while the strings state motive L in imitative entries. The spin-

first theme,
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Spinning-out of motive Y, m. 27
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The bridge section from mm. 34-40 develops motive X in
imitative entries and diminution.

Section Al is a fourth species (i. e., syncopated) varias
tion of the first theme for piann in Eb major, A common=tone
modulation results in a e¢onsequent phrase in Gb major, setting
up the tonality of section Al.

Section A2 develops mntive group II of the first theme
(see ex. 2.51) in the piano while the strings state the first
theme in the texture of section A. The gesture to a harmony
built on Fb in m. 58 suggests a phrase enlargement of the tonic-
subtonic gesture in the harmonic sequence of section A (see
ex. 2.54)., After a modulation to d minor, motive group II is
spun out in the first violin with supporting: syncopated
rhythms in the vinla and cello reminiscent of the rhythms in
mm. 63=66 in the first movement. The piano texture in this
passage, with its wide leaps of single accented notes, is

reminiscent of the Piano Variations (1230) and the Iwelve

Poems of Emily Dickingon (1950) and points zhead to the Piano
Fantasy (1957).
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The bridge leading back tn the recapitulation of the
first theme in Db major is built from a rhythmic variation of
the first theme in modulating sequence (mm. 71-78). Measures
75=-78 are a direct quote of the harmonies of mm. 94-97 in the
first movement (see ex. 2.13).

Section A3 is a textural inversion of section Al with the
first theme in the piano and motive group II develaped in canon
in the strings. The harmonic sequence of tonice-subtenic
chords is shortened by one bar.

Section Bl is a textural variation of section B, with
motive X in the viola and celln and motive ¥ in the violin
and piann, The bell-like articulation nf an accented chord
derived from pitches 1-4 of Rl (see 2.33) suggests the block-
chord textures of the C sectinns of the first movement and
the cnda of the second movement.

In the work's closing bars, motive X is extended into an

incomplete statement of the original series under an Ab major

triad in the strings.



CHAPTER THREE = Cnnclusian

The foregning analysis nf the Plann Quartet has demnn-
strated how Copland assimilates twelve-tane technique into his
nwn musical language. Brief discussinns of pieces from
Copland's catalogue of works have helped tn place the
Pians Quartet in perspective, and have reaffirmed Copland's
stylistic unity. But though the Piano Quartet looks back tn
the hallmarks of style which have resulted from Cnpland's
uniquely American reinterpretationn of a largely Franco-Russian
musical heritage, it als» pnints ahead to developments and
extensions of that heritage. The stylistic hallmarks of var-
iant structure, slowy harmonic change, the formatinn of dis~
sonances through the juxtapnstion nf false-related cnnsnnances,
nstinaton and dance rhythms, nnn-develnpmental forms, and an
emphasis nn sonority, are all present in the Piano Quartet.
Furthermore, one sees the beginnings of new developments: an
integration nf the extended harmonic language »f serialism
which is later reslized in works like the Twelve Poems of
Emily Dickinson (1950) and Duo for Flute and Biagn (1972);

a new emphasis on harmonic texture tn build large=-scale wnrks
like the Piano Fantasgy (1957) and Insgape (1967); the systematic
explnratinon nf contrasting multiple interval doublings in
Emblems (1964); the variety of spacing and voicing of chords
in Music for a Great City (1964) and Night Thoughts (1972);
the extended diatonicism of lNonet (1960); and a more highly-
evalved chromaticism in Connotations (1964). Viewed in this
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light, the Piano Quartef shnws the beginninge of the even
greater emphasis on harmonic organizatinn which characterizes
Copland's wnrks since 1950,

As we have seen, the complexity of serial pitch organ-
ization results in a simplificatinn aof other parameters. Cop-
land's use of his series not only as a source of raw material,
but as a long thematic unit which generates phrases, sections,
and movements, insures a greater harmonic complexity. The
length of the thematic unit, which includes nearly or all
twelve chromatic pitches in a work like the Piano Quartet,
contrastes greatly with the short, twn=- and three-note motives
that characterize the pre- 1935 scorcs. This results in a trans-
formatinn of Copland's earlier habit nf creating variation
within phrases nf{ exceptinnally slnaw harmonic change through
various combinatinns of rhythmic groupings of twns and threes
with frequent meter changes., In the Piano Quartet, meter changes
always nccur in conjunctinsn with rhythmiec variations nf short
motives. For example, in the first movement, where each section
is built nn statements of the long first theme, Copland's
characteristically frequent meter changes are conspicunusly
ebsent. The eomplex pitch organizatinn alss results in the sim-
plificatinns of texture characterized by the heterophnnic
texture in the second movement, much in the same way that the
lessening of dissonance in Copland's popular scores resulted

in an even zreater attention tn the spacing and voicing of



18
simple triads.

Copland's emphasis on harmnnic organization is hardly
surprising when one remembers that his earliest musical
habits were formed as a pianist and improviser. Like
Stravinsky, he has always been inclined to compnse from a
larger harmnnic shape. And if a clearer understanding of the
Piano Quartet helps us both to trace the beginnhings of a new
harmonic complexity in Cepland's later works, and to ac-
knowledge itsstylistic unity with hie earlier works, above
all it demonstrates howlthe evolutinn of his musical language
has alweys been an empirical one.

In sharp contrast with so many serial works which seem
to spring from a more theoretical conception, the Piano
Quartet has many qualities of imprnvisation: the extended
passages based nn limited pitch-class sets in the first
movement; the vamp-like nstinatns of the second movement;
and the quality of continuous variation in the third movement,
These mnvements' fnrmg seem tn be realized through improvised
sections which fix on quasi-tonal areas as goals which are mnved
through, to, and from. An organic development of the three
movements, which igs affirmed by the dates of their compneition
(first movement, 8/31/50; second and third movements, 10/20/50),
giveé some evidence for Cnpland's habit of developing the
morphology of each new piece through a pushing forward of
ideas, and through trial and error.

18
Northeott, p. 687.
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This in part explains why to some listeners the Piano
Quartet snunds n» more dissonant than non-serial works like
the Symphonic Ode, Statements, and the Pians Vapiatijons., Sim-
ilarly, many listeners might have difficulty in distinguishing
between Schoenberg's atonal works like Erwartuns, Pierrot Lun-
aire, Five Orchestral Piecgs, and strict twelve-tone pieces
like the Fourth Strioe Quartet and the Piano Concerto. But

major similarities between the twelve-tone aesthetics of the twn
compnsers end there. Schoenberg's tendency to create a feeling
nf cadence through the linear shape nf each voice is cnntrasted
by Copland's use of vertical sonority to form hierarchical
relationships. Copland may use all twalve tones within a single
phrase (though rarely in the Piano Quartet) but only in srder

to extend his fundamentally diatenic language.

Thoaugh serialism developed step by step from some of the
most traditional features of western music - motivic develop-
ment, mativie variation, and principal and subnrdinate voices =
the applications of these principles are often derived from
such a strong theoretical point of view that they are dif-
ficult for the ear to comprehend. A large part of Copland's
success in modifying these applications can be accounted for
by his absnrption of the rhythmie procedures nf popular and
folk music: ostinatoe, regular syncopation, repetition af
larger sub-phrase units, accompaniment textures, and regular

harmnnic rhythm,.
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Copland's use of serial technique is not an attempt to
attain a kind of multi-dimensinnal aesthetic. His tendency
to avoid multi-dimensionality aceounts for the plainness of
his materials and their treatment. This "nakedness of device"
makes his creative expression painfully human, somehow reflect-
ing an inevitable incompleteness. Though ather compasers
have made attempts to evolve an all-encompassing aesthetic,
this is teo haughty a pursuit for Copland. Rather, his more
defined, if limited, musical language has produced a boady
of work in striking contrast te other artists' approximateness

19
nf expression,

19
Ibid.,; p« 689,
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