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McGowan, James, Harmonic Organization in Aaron Copland's Piano 

Quartet. Master of Music (Theory), August, 1995, 86 pp., 22 examples, 5 

figures, bibliography, 122 titles. 

This thesis presents an analysis of Copland's first major serial work, 

the Quartet for Piano and Strings (1950), using pitch-class set theory and 

tonal analytical techniques. The first chapter introduces Copland's Piano 

Quartet in its historical context and considers major influences on his 

compositional development. The second chapter takes up a pitch-class set 

approach to the work, emphasizing the role played by the eleven-tone row 

in determining salient pc sets. Chapter Three re-examines many of these 

same passages from the viewpoint of tonal referentiality, considering how 

Copland is able to evoke tonal gestures within a structural context governed 

by pc-set relationships. The fourth chapter will reflect on the dialectic that 

is played out in this work between pc-sets and tonal elements, and considers 

the strengths and weaknesses of various analytical approaches to the work. 
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CHAPTER 1 

INTRODUCTION 

The music of Aaron Copland (1900-1990) is often characterized and 

classified within four stylistic periods: French-jazz (1921-29), abstract 

(1929-35), American folk song (1934-62), and serial (1950-68).1 While 

this can be viewed as an over-generalization; as with most composers' style 

periods, these categories exist partly as a result of Copland's seemingly 

abrupt changes in style. His reasons for stylistic changes are well-

documented, as is the perception that Copland was a composer with a split 

personality.2 His decision, though, to adopt twelve-tone technique into his 

compositional process at the age of fifty is difficult to understand, aside 

from the composer's comments that he "wrote a song in 1927. . . , Poet's 

Song, which is quite twelve-tony and shows that [he] was thinking in those 

terms then."3 This thesis does not intend to explain Copland's reasons for 

his switch to serial techniques. Rather, by focusing this study on the 

harmony of Copland's first major serial work, the Quartet for Piano and 

Strings (1950), this thesis shows that both serial and tonally referential 

1 These labels and dates are based on Julia Frances Smith, Aaron Copland: His Work and 
Contribution to American Music (New York: E. P. Dutton, 1955) and Neil Butterworth, 
The Music of Aaron Copland (New York: Universe Books, 1986). 
2 Aaron Copland and Vivian Perlis, Copland: Since 1943 (New York: St. Martin's / 
Marek, 1989), 18. 
3 Edward T. Cone, "Conversation with Aaron Copland," Perspectives on American 
Composers, ed. by Benjamin Boretz and Edward T. Cone (New York: Norton, 1971), 
140. 



organizations are present in the Quartet and that these coexist and even 

complement one another, enriching the work's overall coherence. In 

examining how these strategies manifest themselves in this work, a 

methodology is developed to aid in the study of the harmonic language of 

other pieces from Copland's serial, fourth style period and other 

composers' works that exhibit similar characteristics. 

The first chapter introduces Copland's Piano Quartet in the historical 

context of major influences on his compositional development and posits a 

loose model for the development of his harmonic language that bridges the 

unnecessarily restrictive barriers of the stylistic periods. Although these 

periods are easily distinguishable through obvious surface differences, "the 

works themselves resist rigorous separation into cubby-holes, because they 

are all distinguished by a pervasive and unmistakable individuality."4 

There are several individualistic compositional traits that cross stylistic 

boundaries throughout Copland's body of works. Chapters Two and Three 

discuss perhaps the most significant of these style-defining characteristics: 

the integration of the thematic material into harmonic and formal 

dimensions. Chapter Two focuses on issues in non-tonal harmonic 

organization—serial integration and inter-relation of verticals—while 

Chapter Three focuses on "tonal" organization—set-class and pitch-class 

manipulation of tonal elements in the harmonic formal plan. Chapter Four 

concludes this study, summarizing the information presented in the first 

three chapters, and outlining the employed analytical methodology as it 

may be applicable to future analytical work. 

4 Arthur Berger, Aaron Copland (New York: Oxford University Press, 1953), 37. 



Earlv Development and Influences 

Copland's early musical training came studying the piano and later 

traditional harmony and composition with Rubin Goldmark. He received a 

solid grounding in compositional fundamentals but rebelled against his 

teacher's staunch musical traditionalism. At the same time, Copland was 

developing an interest in twentieth-century advanced musical idioms on his 

own, spurred by an exposure to music of Debussy, Ravel and Scriabin, his 

"particular passion . . . , whose scores were practically unobtainable."5 In 

1918, Copland acquired Scriabin's Vers la flamme (1914) and the Tenth 

Sonata (1913), both of which are atonal compositions that feature the 

"mystic" or "Prometheus" chord (013579) (the same set class as is featured 

in the Quartet).6 By 1921, the year Copland went to study at Fontainebleu, 

he regarded Igor Stravinsky as the foremost modern composer, a view that 

became stronger when he studied with Nadia Boulanger.7 

Copland's early interest in "the luminous, soft lines of French 

impressionism"8 declined as his interest in Stravinsky's dry sound and 

rhythmic power increased. 

There was also much to learn from Stravinsky's bold use of 
dissonance and his unusual instrumental combinations . . . . I 

5 Copland and Perlis, Copland: Since 1943, 29. 
6 Pitch-class set theory is used throughout this thesis to identify and relate pitch 
collections. Please consult Allen Forte, The Structure of Atonal Music (New Haven: Yale 
University Press, 1973), Robert Morris, Composition with Pitch-Classes (New Haven: 
Yale University Press, 1987), John Rahn, Basic Atonal Theory (New York: Longman, 
1980), or Joseph Straus, Introduction to Post-Tonal Theory (Englewood Cliffs: Prentice 
Hall, 1990) for more information about this theory. 
7 See Butterworth, Aaron Copland (New York: Universe Books, 1986), Copland and 
Perlis, Copland: Since 1943, and Copland and Perlis, Copland: 1900-1942, for a 
thorough discussion of biographical information. 
8 Copland and Perlis, Copland: Since 1943, 73. 



was particularly struck by the strong Russian element in his 
music. He borrowed freely from folk materials, and I have no 
doubt that this strongly influenced me to try to find a way to a 
distinctly American music. It was easy to see a parallel 
between Stravinsky's powerful Slavic rhythmic drive and our 
American sense of rhythmic ingenuity.9 

With the guidance of Boulanger, Copland did integrate jazz-like elements 

into his music, incorporating not just rhythmic ideas but melodic and 

harmonic ones as well. These influences, "though entirely American in 

their manifestations, go back, perhaps, more to Milhaud than, as is 

sometimes suggested, to Gershwin . . . . Jazz was in the atmosphere 

and its embodiment in serious music had already been strikingly achieved 

by composers in France."10 Copland's use of jazz-influenced material, as in 

the Piano Concerto (1924), always appeared in the context of concert 

music. "Material is treated canonically with cross-rhythms in contrapuntal 

interplay . . . while the pervading interval of a minor third" is often 

employed "with many bars of vigorous accompaniment and little or no 

melody."11 Perhaps surprisingly, this description aptly describes a large 

body of Copland's total output, not just the music of his so-called French-

jazz period. 

A further step in Copland's compositional development originated 

from the impact of Stravinsky's adoption of a neoclassic style. Works, 

such as the Octet (1923) and Concerto for Piano and Wind Instruments 

(1924), made an impact on Copland with their "dry sonorities and 

9 Ibid., 72-3. 
10 Berger, Aaron Copland, 48. 
11 Butterworth, Aaron Copland, 38, 40. 



classically oriented tunes."12 A performance of the Concerto, with 

Stravinsky at the piano, impressed Copland as Stravinsky . . played his 

instrument in a markedly dry and relentless fashion; one was aware of an 

inner drive that was both irresistible and unforgettable."13 Copland would 

incorporate these impressions into his own music as represented by the 

declamatory style found in his Piano Variations (1930) and other "abstract' 

works. 

Stravinsky continued to impress Copland with his "bold use of 

dissonance" and thus was a major influence in Copland's desire to 

experiment with dissonant and chromatic pitch material. The Variations, 

which appears to be influenced by Stravinsky's Octet (with motivic 

similarity) and Bartok's Piano Sonata,14 clearly shows Copland to have a 

tight control of pitch (and intjervallic) material as he manipulates and 

develops a four-pitch head motive in both linear and vertical domains. 

FIGURE 1: Pc and Ic Content of Piano Variations. Opening Material 

_3_ _3_ 
/ \ / \ 

Linear material, mm. 1-3 {0 3 4 1} 
V- 4 - / 

common tones {034} 

_3_ _3_ 
: / \ / \ 

Vertical material, m. 3 {0 3 4 7} 
\ ~ 4 — / 

12 Copland and Perlis, Copland: Since 1943,73. 
13 Ibid. 
14 Berger, Aaron Copland, 43. 



EXAMPLE 1: Piano Variations, mm. 1-3 

Theme 

i*. - ± 

015+ oW 

Figure I shows a graphic representation of the intervallic material in the 

Variations' opening linear material and the first vertical (as seen in the first 

three measures of the score, shown in Example 1). With the Piano 

Variations, an obsessive manipulation of limited pitch materials becomes 

another characteristic of Copland's permanent style and plays an important 

role in Copland's decision to adopt serial compositional techniques. 

With his publicly admitted decision to write more accessible music in 

1935, Copland composed his most famous scores for the ballet, including 

El Salon Mexico (1936), Rodeo (1942) and Appalachian Spring (1944). 

While the surface differences between these scores and those of his 

"abstract" period are great, there is a traceable consistency of style that 

defies the denunciation of one type of his music over the other. "Even the 

workmanship and depth of substance of what is far too glibly segregated as 

his 'workaday' music do not fall appreciably below the level he maintains 

in his more 'serious' or more 'abstract' works, and in several cases they are 

equal."15 This is the case even with regard to pitch organization. While the 

15 Ibid., 37-8. 
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relative accessibility of a score like Appalachian Spring sounds 

considerably more consonant than the Piano Variations, both scores 

prominently feature thirds and both employ harmonies that directly relate 

to linear thematic material. Comparing mm. 1-3 and m. 21 in Example 2 

from the Variations, vertical pitch-classes and set classes are similar or 

identical to the opening head motive and are used as such in every 

variation. In addition to Figure 1, this example also shows the prevalence 

of interval class 3. 

EXAMPLE 2: Piano Variations, mm. 1-3. 22 

Theme Second Variation 

<?i3f, 

Oli4-

While the harmony in Appalachian Spring is clearly tertian based, the 

opening melodic material strongly emphasizes the first, third, and fifth 

scale degrees as well as the seventh and ninth (see Example 3A). This 

example also shows a tertian harmonic extension, based on successive 

thirds, with the superimposition of dominant harmony over tonic harmony 

(as depicted in Example 3B).16 

16 Russell Todd Rober, "Tonality and Harmonic Motion in Copland's Appalachian 
Spring" (Unpublished Master's Thesis, University of North Texas, 1993), 83. 



EXAMPLE 3: Appalachian Spring 

A: mm. 1-6 B: Referential Set 
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EXAMPLE 4: Appalachian Snrinq. "Shaker" tune, rehearsal 55 
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Melodic material is further connected to the harmony considering the 

familiar Shaker tune in Example 4. The first, third, and fifth scale degrees 

are all given structural weight in the melody (through metric, agogic and 

dynamic accents), as is the second scale degree, corresponding to an "added 



ninth" in much of the supporting harmony used. Both the Piano Variations 

and Appalachian Spring clearly demonstrate Copland's tendency to 

motivically relate thematic material with the harmony. 

The use of American folk tunes in his ballet scores has its origin in 

Copland's interest in Stravinsky's manipulation of folk tunes in his famous 

works like Petrushka (1911) and The Rite of Spring (1913). With his 

abandonment of his "Russian" stylistic period in favor of neoclassicism, 

Stravinsky also stopped using folk elements as a focal point in his 

compositions. Stravinsky's music did not stop sounding "Russian," 

however, just because he no longer quoted Russian folk tunes. Similarity, 

when Copland returned to an "abstract" style with his adoption of serialism 

in 1950, he did not quote American folk tunes but still sounded 

"American." If one views Copland's various style periods as different 

manifestations of one compositional language, then the Piano Quartet is 

only unique in its surface details, taken in the perspective of his whole 

output. With the adoption and neglect of various compositional techniques 

and idioms throughout his compositional career, Copland retained several 

general characteristics that can be used to describe the bulk of his music. 

Stylistic Consistency 

In Copland's music, formal organization consistently includes highly 

contrasting elements in several domains. In both multi-movement and 

single-movement sectional works, there are fast, rhythmically dynamic 

sections (as in the second movement in the Quartet) pitted against slow, 
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elegiac, static sections (like the Quartet's opening to the third movement).17 

Copland often groups the movements slow-fast-slow, as he does in the 

Quartet. There are sections that have sparse, sometimes pointillistic 

textures, while others, particularly closing sections, have grand and 

expressive climaxes. Copland writes sections of dedicated polyphony, often 

using canonic or even fugal techniques, while other sections are strictly 

homophonic. The Quartet's first movement begins contrapuntally, in the 

manner of a fugue, while the closing sections of the first and second half in 

the second movement are strictly chordal. 

By the time Copland wrote the Piano Variations, he had established a 

leanness in his compositional language. This economy of means is a 

pronounced aspect of his style, and his music tends to avoid scales, 

arpeggios, and merely filler sonorities. This directness gives his music a 

special significance in that single lines carry an important weight. 

Melodies are frequently motivic in nature and are often short, germinal 

cells connected together. Off-beat accents and octave displacements are 

frequently employed. 

In his pitch material, Copland tends to emphasize third relationships 

(particularly minor thirds) and diatonic collections. Linear material is 

usually based on triadic patterns with stepwise and chromatic elements. -

When modulations occur, they frequently span key areas of a third. A 

characteristic of Copland's pitch style, particularly relevant to this thesis, is 

the close relationship evident between linear motives and harmonic 

gestures. In his more "tonal" works, Copland's "use of the triad 

17 The Piano Quartet's formal outline is explained in Figure 2. 
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melodically is only a by-product of its increased use in vertical harmony. 

This aspect is demonstrated in Examples 3 and 4, from Appalachian 

Spring, and Example 5, from El Salon Mexico, where a prominent triadic 

figure is excerpted from a Mexican folk tune used in its entirety elsewhere 

in this work. 

18 

EXAMPLE 5: El Salon Mexico 

Excerpt: mm. 3-4 El Palo Verde: rehearsal 7 

i f 0 1 WL ... T '1 _iH 
#1 

i f f f 4 J j P P •" •J 
1 4 j J P ' f t ' 1 1 

In the more "atonal" works, however, the relationship between linear 

progressions and verticals is not rooted in triads inasmuch as they are 

related by the cellular manipulation of pitch class (pc) sets and intervallic 

patterns. The similarity of content between horizontal and vertical pitch 

collections is the result of Copland's concentrated control of ideas and his 

meticulous directedness of expression. 

The previous three paragraphs outline Copland's musical 

individuality and, to a lesser degree, his development. What is interesting, 

however, is not so much how he changes his compositional goals for each 

particular piece, but rather how he adapts his musical integrity and style to 

suit the criteria of the piece at hand. The Piano Quartet is unique at a 

18 Berger, Aaron Copland, 67. 
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surface level, in the context of his essentially non-serial oeuvre to that 

point, yet manages to retain a degree of stylistic consistency in many ways. 

When Copland was planning the Piano Quartet, he undoubtedly chose 

to use a twelve-tone technique for a number of reasons. The influence of 

Arnold Schoenberg was enormous in the development of serialism in the 

United States; as a result many composers, such as Roger Sessions, Arthur 

Berger and George Rochberg, were turning to serialism as the accepted 

and established norm. This even affected Stravinsky, who also began to 

compose with the serial method, using his own unique approach.19 Copland 

had been exposed to and closely involved with serialism early in his career 

as a lecturer and writer about new music. He was always an active 

promoter of new musical idioms, including twelve-tone music, but had 

personal reservations about the German, late Romantic aesthetic associated 

with the technique. Further, Copland's method of "moving around notes" 

with a head motive technique, as in the Piano Variations, had already 

become a feature in his compositional process; in this respect, the move to 

serialism was not that drastic. Copland points out "I was developing 

certain principles of serial treatment with which I had already come to 

grips."20 

Perhaps the most compelling aspect of his use of serialism is a 

revitalization of familiar ideas from a different organizational perspective. 

The attraction of the method for me was that I began to hear 
chords that I wouldn't have heard otherwise. Heretofore I had 
been thinking tonally, but this was a new way of moving tones 

19 Eric Salzman, Twentieth-Century Music: An Introduction, second edition (Prentice 
Hall: Englewood Cliffs, 1974), 121-2. 
2 0 Copland and Perlis, Copland: Since 1943, 152. 
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about. It freshened up one's techniques and one's approach. 

To this very day that remains its main attraction for me.21 

While he adapted twelve-tone technique from the composers of the "Second 

Viennese School," his "use of the twelve-tone method in the Piano Quartet 

did not adhere strictly to the rules, particularly as regards repetition of the 

row . . . . [He] chose to use an eleven-note one that would lend itself to 

development and flexibility . . . . Also, the feeling of tonality or of tonal 

center is rarely missing."22 Further distancing himself from the established 

technique, Copland said "It was not the contrapuntal possibilities that 

interested me in serialism, but the opportunity it gave to hear chords in a 

different way."23 He used the row, or thematic material, as a motivic 

source for the Quartet, especially in the formation and use of verticals-the 

harmonic building blocks of the work. 

Copland's harmonic language in the Quartet, analytically discussed in 

the next two chapters, is based on two dominating principles: one, vertical 

set classes are functional and inherently related to the thematic material, 

and two, verticals relate to each other within a pitch centric and tonally 

referential organization. These principles are consistently applicable to the 

body of Copland's music as governing factors of harmonic use, although 

understandably vary from piece to piece. The generally accepted style 

periods offer some information regarding how the Piano Quartet works, 

but ultimately do not provide the valuable insight that can relate this work 

21 Cone, "Conversation," 141. 
2 2 Copland and Perlis, Copland: Since 1943, 151. 
2 3 Ibid. 
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to others based on a variety of stylistic criteria, including harmonic 

language. 

In the two chapters that follow, we will make two passes over 

Copland's Quartet: the first pass (Chapter 2) will focus on a pc-set analysis 

of important passages; the second pass will consider the elements of tonal 

referentiality and centricity present in the work. I will argue that either 

approach in isolation fails to capture the richness of Copland's musical 

language, but that together they complement one another and bring out the 

sometimes contradictory nature of the material. Throughout the analysis I 

will be concerned with how serialism and tonal reference interact; in the 

following chapters, however, I will separate these two dimensions from 

one another for purposes of explication. 



CHAPTER 2 

THE VERTICALIZATION AND USE OF SET CLASSES 

Having introduced some of the general historical and conceptual 

issues concerning the Piano Quartet, we now turn our attention to a 

discussion of harmonic organization. Here it is necessary to examine the 

relationship of verticals with regard to one another and within the serial 

context of the work as a whole. Copland employs the row as a source of 

pitch and intervallic material to create verticals. In fact, important 

segments of the row are feature^ as chords at climactic moments in the 

work, creating a referential set to which other verticals can be related. 

Significant chords used throughput the work are not just related to the 

referential set, but are hierarchically related to one another, creating a 

deeper level of harmonic organisation. These organizational processes are 

discussed in this chapter to introduce the reader to the structural issues at 

work here rather than to provide a chronological exposition of all the facts. 

The use of verticals is viewed ih general terms in order to understand the 

deeper structure in this work.24 

In order to consider the harmony, verticals are segmented from the 

composition in such a way that tjhe "parsing of the musical surface is the 

2 4 Copland's individualistic approach 
considerably to his unique compositio 
explored here, however, in order to foe 
class relationships within a harmonic c 

to chord voicing (and instrumentation) adds 
hal style and aural identity. These issues will not be 
us more specifically on pitch-class and interval-
ontext. 

I 5 
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basic process of grouping events as intelligible entities".25 Grouping 

individual pitches together into sets, these verticals are then classified using 

a uniformly applied system of nomenclature. Pitch-class set theory, as 

developed by Allen Forte, is adopted here for the purpose of labelling and 

interrelating these verticals. In this analysis, set class comparisons are 

generally favored over other set types and is treated as the standard tool in 

relating sets to each other. The main reason for this is due to Copland's 

method of working out motivic ideas with preferred interval classes, for 

example, featuring interval class 3 (as an ordered pitch-class interval of 3 

or 9) as opposed to interval class 6. While set classes' inversional 

equivalency provides a convenient and effective avenue for relating sets, 

sometimes less abstract relationships are more likely to show insightful 

analytical observations. These particularities, that account for pitch-class 

and/or inversional details, are invoked where appropriate to further 

strengthen similarity relationships, since a "mere compilation of set types 

'discovered in' a piece of music can never be a satisfactory analysis."26 

In this discussion, the terms chord, simultaneity and vertical apply to 

a group of pitches, sounding at the same time. Whereas the term chord 

suggests functionality within a harmonic progression, simultaneity suggests 

a non-functional harmonic context. The term vertical is the general term 

of which both chord and simultaneity are members.27 

2 5 Andrew Mead, "The State of Research in Twelve-Tone and Atonal Theory" (Music 
Theory Spectrum, XI / 1: Spring 1989), 40-8. 
2 6 John Rahn, Basic Atonal Theory (New York: Schirmer Books, 1980), 77 
2 7 These definitions are adapted from Nachum Schoffman, From Chords to 
Simultaneities: Chordal Indeterminacy and the Failure ofSerialism (New York: 
Greenwood Press, 1990), xv, xvi. 
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Prior to embarking on a pc set analysis, it is helpful to understand 

the general formal outline of the work. Figures 2A-C graphically depict 

the formal layout of the three movements with regard to thematic and 

textural divisions. The first movement begins in the manner of a fugue 

where each instrument introduces a statement of the row. Contrapuntal 

activity makes up the majority of this movement but is offset by harmonic 

blocks at climactic C sections. The row is employed primarily in prime 

form with the B section in retrograde. Frequently only the first six tones, 

or other segmentation of the row, are used in place of all eleven tones. 

The second movement can be described as "a long sonata-ish Allegro,"28 or 

"in the form of a scherzo having sonata-form implications"29 This 

movement, which uses three retrograde-inversion adaptations of the row, is 

primarily fast and rhythmically agile except for a stately climactic closing 

theme (indicated as B and B'), that occurs at the end of the so-called 

exposition (A) and development (A'). The third movement's form is 

sectional and ternary-like, with a variety of contrasting textures. The row 

is only employed loosely here in this primarily diatonic context. The strict 

employment of the original row is, in fact, not only uncommon in the third 

movement. When the full row is presented in the Quartet, however, it 

enters at structural points. All three movements, regardless of their formal 

label, have clear sectional divisions and include at least three principal 

theme groups. 

28 Peter Evans, "The Thematic Technique in Copland's Recent Works" (Tempo, LI: 
Spring-Summer 1959), 8. 
2 9 Smith, Aaron Copland, 259. 
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FIGURE 2A: Formal Plan of Piano Quartet. First Movement: 

Tempo: 

Adagio Serio 

Section (m. #): 

A (mm. 1-28) 

B (mm. 29-54) 

C (mm. 55-66) 

A' (mm. 67-81) Piumosso 

A" (mm. 82-89) Piu largamente 

C' (mm. 90-107) Tempo I 

Texture Description; Strict Row Use: 

Contrapuntal entries; fragmented row 

entries at P10, P6, P3 and P0 

Poco piu mosso Contrapuntal; row at R5 and R0 

Piu deliberamente Homophonic, antiphonal-like; 

complete row is not present 

Counterpoint with hexachord; P6 

Homophonic with counterpoint, 

dense; P10 

Homophonic, antiphonal-like; P3 row 

with twelfth pc at very end 

FIGURE 2B: Formal Plan of Piano Quartet. Second Movement 

Section (m. #): Tempo: 

A a (mm. 1-18) Allegro giusto 

b (mm. 19-37) 

a' (mm. 38-66) 

b' (mm; 67-88) 

B (mm. 89-96) Meno mosso 

C b" (mm. 97-114) Tempo I 

Texture Description; Strict Row Use: 

Unison and contrapuntal, main theme 

is retrograde-inversion of row, 

theme b is altered from main 

theme; theme a occurs most 

frequently at RI10 & RI11 

Homophonic and climactic tutti; 

complete row not present 

Transition; b theme is developed 

further; no complete row in C 
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c (mm. 115-158) 

d (mm. 159-171) 

d' (mm. 172-193) " 

A' a" (mm. 194-216) (Tempo I) 

b" ' (mm. 217-237) " 

B' (mm. 238-248) Meno mosso 

D (mm. 249-266) Quasi Tempo I 

Homophonic/contrapuntal 

development 

Motivic development over ostinato 

Same over different ostinato 

Main theme returns, more 

contrapuntal; row as in A 

Intensity crescendo within b material 

Homophonic and climactic tutti; 

complete row not present 

Coda: motivic fragments over 

"climactic" homophonic, 

antiphonal material; complete row 

not present throughout D 

FIGURE 2C: Formal Plan of Piano Quartet. Third Movement 

Section (m. #): 

A (mm. 1-22) 

Tempo: Texture Description; Strict Row Use: 

Non troppo lento Homophonic, hymn-like, in strings; 

only flexible ordering of row 

throughout 3rd mvt. 

B (mm. 23-40) Molto meno mosso Chromatic new theme, repeated row 

motive 

A' (mm. 41-50) 

C (mm. 51-78) 

Piii lento 

Tempo primo 

A" (mm. 79-97) Lento assai 

Transition, A theme altered, in piano 

Motives from A' in new context 

Material from C over return of 

theme A 
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B' (mm. 98-117) Molto lento Altered B theme; row hexachord 

returns at end 

The Row and its Impact on Harmony 

The first movement, Adagio Serio, opens with the main theme stated 

without accompaniment in the violin (see Example 6). This row, P10, is 

phrased in two halves: the first six notes form an antecedent phrase in the 

first two measures, and the second six notes (comprising of the row's last 

five pes plus the repeat of the first pc) form a consequent phrase in the next 

three measures. 

EXAMPLE 6: Piano Quartet. 1st mvt.. mm. 1-5. violin 

o 135 7"l 021S7 1 

This phrasing of hexachords becomes a structural feature at the first break 

in the highly contrapuntal texture, at m. 55. This new antiphonal-like 

texture (see Example 7), the first intently harmonic section of the piece, 

". . . appears at the point where serial manipulation gives way to a freer-

ranging theme."30 This section prominently features hexachord (013579), 

the same set class as the first segmented hexachord from the row. 

3 0 Evans, "Thematic Technique," 6. 
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EXAMPLE 7: Piano Quartet. 1st mvt.. mm. 55-6 

oii$7l 357<\ 

02Mb 

EXAMPLE 8: Piano Quartet, 1st mvt.. pc similarities in mm. 1-2. m. 55 

07-4 L> OZ4(e 

The two sets, at m.l and m.55, are related by four pes {2468}, found in 

both collections, which contribute whole tone scale characteristics to each 

(see Example 8). The connection is strengthened when one considers that 

this hexachordal verticalization of the row retains the row's original 

trichordal subsets, (024) and (025). These occur in the first and second 

groups of three pes in the row and correspond to the division between the 

strings and the piano (aside from the analytically redundant duplication of 

pc 2). The fact that (013579) appears as a vertical from the addition of the 

two trichords helps to establish the dominance of sets of cardinality three as 

the primary building block in the harmonic language. 
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The similarities between the linear (contrapuntal) material in the 

first and second theme groups, mm. 1-54, and the vertical sets of the 

following twelve measures are actually heightened by the differences of 

textures. This apparent paradox is especially evident when one considers 

other musical factors such as the increase or intensification of dynamics, 

tempo, range, harmonic density, instrumental interplay and articulations. 

These factors distinguish this section at m. 55 as an important new idea and 

provide the first climactic section of the movement. The set class 

relationship between the row and the first climactic vertical in m. 55 

clearly identifies the compositional strategy that ties linear qualities directly 

with the harmony. This section reappears in varied form in the next two 

movements, each time providing a formal climax and emphasizing the 

recurrent intervallic and pitch material of the row. 

EXAMPLE 9: Piano Quartet. 2nd mvt.. mm. 89-90 
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The hexachord of set class (013579) occurs again as the first sonority in the 

quiet yet intense closing section of the first movement at m. 90. The use of 

the referential set at the outset of this antiphonal homophonic section gives 

the opening chord added structural weight. Interestingly, sets inclusively 

related to (013579) are used to lead off "climactic" sections in the second 

and third movements as well. In the second movement, the homophonic 

texture is used at the halfway point and near the end (m. 89 and m. 241), 

both at climactic points, and both times opening with a (0123579) sonority 

(see Example 9). The referential hexachord is clearly audible both in 

overall sound and in the way the piano and string subsets combine together: 

(0246) and (0257) are both frequently used set classes in the work and are 

easily derivable from the row. Also the specific pes involved, {2468} and 

{9E24}, correspond directly with the row's original pitch level <T8642E> 

while the added pc 9 simply contributes the missing twelfth tone of the 

row. When the climactic section occurs in the final movement (m. 98), it 

is varied considerably, as is the nature of the employment of serial 

techniques in this movement. Nevertheless, the referential collection is still 

featured as the first chord of this section, now represented in the piano by a 

prominent tetrachordal subset (0157) (see Example 10). 

EXAMPLE 10: Piano Quartet. 3rd mvt.. m. 101. piano 

[/. L ii 

t?lS f 
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The referential hexachord is highlighted at the beginning of these sections 

but is also used as harmonic material throughout these sections: Example 

11 indicates superset (0134579) and subset (01357) formed by segmenting 

a pedal-sustained broken chord in the piano part. It will become apparent 

in this chapter that set class (013579) is the referential key to understanding 

this work's harmonic organization. 

EXAMPLE 11: Piano Quartet. 1st mvt.. m. 59 

oi34S7<? 

The appearance of a homophonic texture at climactic sections, in the 

first two movements in particular, suggests that Copland's conception of 

formal organization is deeply rooted in harmonic gestures. This reliance 

on harmonic elements has a pronounced impact on the listener's perception 

of the Quartet, as much of the work's texture is contrapuntal while 

structural focal points are homophonic, as illustrated above. While voice 

leading would likely be the dominant technique in a strictly contrapuntal 

piece, the formal significance of the homophonically-driven sections 
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clearly dictates the importance of verticals to the overall conception of this 

work. 

The control in which Copland exhibits over the harmonic usage 

suggests the importance of verticals to the organization of the Quartet. Not 

only are specific set classes used at structural points, but sets that are 

directly related to the row are used most frequently throughout the whole 

work. Appendices 2-4 list all the set classes in each movement used as 

verticals, whether they function as chords or appear as non-functional 

simultaneities.31 The listings of set classes fall within the six distinct formal 

or textural divisions in each movement, as depicted in Figure 2, indicated 

by their measure numbers in the chart (Columns 3 and 6 in Appendix 2, 2 

and 5 in Appendix 3, and 6 in Appendix 4 correspond to the antiphonal 

climactic sections). Although each section emphasizes different verticals, 

some overall trends in harmonic usage can be deduced by considering the 

most common verticals used in the Quartet. 

The data in Appendix 1 shows the most frequently used verticals in 

the work as a whole but also singles out those with particularly high usage. 

(013579), for instance, with eighteen occurrences, is by far the most used 

six-or-more note vertical in the Quartet. This hexachord has already been 

31 Set classes axe segmented if two or more different pes sound simultaneously. When 
the same chord with the same voicing is repeated, it is reported only once. When pedal is 
indicated for the piano, the sustained notes are included in the next vertical segment unless 
the sustained notes do not make a significant aural impact on the resultant vertical. Notes 
of very short duration (such as grace notes) that appear in a context of notes of longer 
duration are not included in the identified vertical. Repeated arpeggiations (such as the 
string patterns of mm. 238-9 in the 2nd mvt.) are included as full chords. Two 
simultaneous yet completely unrelated textural strands (such as the coda, m. 249, of the 
2nd mvt.) are segmented separately. 
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shown to be the same set class as the first six notes of the row. It has a 

further connection with the row that is observed in Figure 3. 

FIGURE 3: Segmentations of Row (TIP) 

Row ordinal with Pitch Classes: 

0-T, 1 -8, 2-6, 3 -4,4-2, 5 - E; 

6-1,7-3,8-5,9-0,10-1,11 -(9) 

Within first hexachord (0-5): 

Prime 2 3 4 5 6 Retro 5 4 3 2 

02 024 0246 02468 013579 02469 0247 025 03 

Within second hexachord A(6-ll): 

Prime 2 3 4 5 6 Retro 5 4 3 2 

02 024 0135 01357 013579 02469 0247 025 02 

Within second hexachord B (6-10 & 0): 

Prime 2 3 4 5 6 Retro 5 4 3 2 

02 024 0135 01357 023579 02479 0257 025 03 

Within second pentachord (6-10): 

Retro 5 4 3 2 

01357 0247 027 05 

Other segmentations: 

Ordinals: (1-6) (2-6) (3-6) (4-6) (5-6) 

023579 02357 0235 013 02 



27 

When the missing twelfth tone is considered, the second six row ordinals 

also form (013579). While this is the case with all self-complementary 

hexachords, the ensuing similarities are not irrelevant as they unify the 

symmetrical division of the row. In many linear statements of a row and 

in all instances where the row is verticalized, only half the row is used. 

Also, as the work progresses, row ordering becomes a less significant 

organizing force, further emphasizing the formal importance of the 

referential (013579) set class as a representative of both halves of the row 

(see column 3 in Figure 2). 

It is apparent that many subsets of the referential collection are used 

frequently (those indicated with an asterisk in Appendix 1). This 

connection becomes even stronger for many of these sets when they are 

also present as a segment of either the prime or retrograde form of the 

twelve-tone row (see Figure 3). While this relationship accounts for some 

of the prominent sets, two of the most frequently used larger sets, (023579) 

and (02479), cannot be closely related to the referential collection. They 

are associated, however, with the row's second hexachord, if the twelfth 

tone is not used and the first tone is repeated. The eleven-tone version of 

the row is used far more frequently in the Quartet, and the use of set 

(023579) and its subsets (those indicated by a cross in Appendix 1) is 

therefore also directly related to the row. Further, (013579) and (023579) 

are closely related sets with prevalent whole-tone configurations: they are 

related via subset (02469). Appendices 1-4 and Figure 3 show that the 

most frequently employed verticals are directly derived from the 

referential collection, which is in turn closely connected with the row. 
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Function and Hierarchy of Vertical Constellations 

While Appendix 1 identifies frequent, thematically related sets, it 

also highlights the significance of certain sets that appear as the most 

numerous verticals. These sets, including particularly (013579), (02479), 

(0257), (024), (037), and (025), are featured much more than others and 

are used as a cornerstone of the Quartet's harmony. Appendix 1 also 

indicates that trichords and dyads are used far more frequently than sets of 

larger cardinality. Of the most used sets, set class (025), with its 111 

occurrences, is used almost twice as much as any other trichord.32 In a 

work where pitch motivic manipulation is the dominant compositional 

mode, any chord used this much must be a predominant vertical 

constellation and have a contextually stable quality to it. The following 

discussion describes some interesting examples of verticals that function as 

chords in a particular harmonic context, as well as how they relate to other 

verticals in a loose hierarchical system. 

In considering the harmonic language, dyads provide less insight 

than larger vertical sets. Some sections in the Quartet consist of primarily 

dyadic streams, such as in Example 12 from the second movement's second 

theme, that do not provide any contextual harmonic coherence. What is 

analytically significant, however, is the prominent use of specific interval 

classes in verticals. Example 12 clearly shows a preference for (02), (03) 

and (05) set classes. 

3 2 Considering inversion, set class (025) is most often represented by {025} which is 
used almost twice as frequently as {035}. While the first movement has a closer formal 
connection with the original row than the third movement, {035}, which is a prominent 
trichordal subset in the row (see Example 6), is used more frequently whereas within the 
third movement, {025} is used nine times more often than {035}. 
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EXAMPLE 12: Piano Quartet. 2nd mvt.. mm. 101-2. piano 

$ mm 3 

o *-
03 

1 V *P % ~r 
oS o 3 o S o"1 o 3 

03 

These sets are, interestingly, the only ones derivable from any two 

sequential ordinals in the row (see Figure 3). Appendix 1 shows that dyad 

(04) is also well used in the Quartet, easily heard as a prominent derivative 

of the row's first trichord subset (024). 

EXAMPLE 13: Piano Quartet. 2nd mvt.. mm. 67-71. piano 

0 000 0 

These four significant dyads also appear at important structural 

points. (02), for example, is featured in the piano accompaniment in th& 

second movement's second subject (see Example 13) (mm. 67-71), and (05) 

is the first vertical heard at some phrase divisions in the second theme of 

the first movement (see Example 14A below) (mm.41-49). The infrequent 

use of (01) and (06) set classes as verticals is also evident in the absence of 

these interval classes in the interval vectors of the most prominent verticals 

(025), (024), and (037), as well as others observable in Appendix 1. 
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In the first movement, the trichord (025) is employed more 

frequently than any other vertical, while the unstable contrapuntal sections 

see a lessening of its relative importance (see Figure 3). Moreover, its 

frequent use in the still contrapuntal second theme group (the retrograde 

theme as indicated in column 2) suggests that there is a distinct lessening of 

harmonic tension in this section with greater repetition of the more stable 

(025), its subset (05), and its supersets (0247) and (0257) as compared with 

more chromatic sets of the previous section. 

EXAMPLE 14: Piano Quartet. lstmvt. 

A: mm. 37-42 B: m. 48 

& 

M w u ; 

The frequent appearance of (025) could also indicate that this 

contrapuntal section could also be harmonically described. The four sets 

related to (025) are featured at every cadential arrival and structural point 

(such as those shown in Examples 14A and B) and are often preceded by a 

more dissonant, unstable vertical, simulating a resolution of tension into a 

consonance. Another harmonic aspect of this section comes in the form of 
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broken-chord gestures in the piano (also shown in Example 14). When 

segmented as harmonic ideas, these sets increase the frequency of (025) 

incidents, as well as other consonances like (024) and (03). These aspects 

of harmonic intent help to prepare for the abrupt textural change of the 

next section. The harmonic ideas of the second theme group will be 

interpreted retrospectively as a transitional feature to the primarily 

homophonic climactic section that follows. The extensive functional use of 

(025) and its set class cousins establishes the sonority as a stable harmonic 

entity in relation to its vertical neighbors. 

As just described, set class (025) functions as a relatively stable 

sonority throughout the work, especially at structural dividing points. The 

closing section of the first movement (mm. 90-107) begins by alternating 

(024) and (025) set classes, discussed previously as forming the referential 

hexachord (013579). While the dynamics in this section fade to a piano 

pianissimo, the strings pause on an (025), with pes {257}. The strings 

"resolve" down a tone to pc set {035} and sustain the chord as a pedal to 

the last linear statement of the row in the piano (see example 15). While 

this chord is the last harmony heard in the strings, the piano presents one 

more vertical in the upper register of the piano, as a harmonization of the 

previously missing twelfth pitch class in the row.33 This tone, pc 2, is 

3 3 This pc is the only note not present in the original row and is used here for the first time 
in the work. While this use of aggregate completion does not function like its application in 
the music of the "Second-Viennese Serialists," it does indicate that Copland was aware of 
this technique of aggregate withholding, even if it is used just to give the last chord an extra 
emphasis. It could be argued that the completion of the aggregate wraps up the movement 
thematically and formally so that the remaining movements can explore other dimensions of 
serial composition from a fresh start. Alternatively, it could be postulated that Copland 
created a sense of finality by using a new element in the final sonority to differentiate the 
ending from the rest of the movement. 
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harmonized with (0235) in the piano, a chord which had also been 

essentially unused. This set is added to the sustained sound of (025) in the 

strings to produce set class (023568), another previously unused vertical. 

Although when combined a seemingly unrelated vertical is created, taken 

individually as two instrumentally independent strands, the two sets are 

common and stable sonorities if the piano vertical (0235) is considered to 

be set class (025) with an added pc 0. This added pc is merely repeated 

from the sounding pc set in the strings, and is heard as a simple coloristic 

doubling. (025) functions as a functionally stable sonority in the hierarchy 

of chords, whether it is heard on its own or pitted against another to create 

a larger vertical. 

EXAMPLE 15: Piano Quartet. 1st mvt.. mm. 90-107 

1 Xxr 

O X Z S u 
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Set class (024) is also used as a functional vertical but is used 

noticeably less than (025). It has a featured role in a number of primarily 

homophonic sections including those in the first movement (see columns 2, 

3 and 6 in Appendix 2), the coda of the second movement (see column 6 in 

Appendix 3), and in the main thematic sections of the third movement (see 
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columns 1 and 4 in Appendix 4). The so-called development section of the 

second movement, mm. 97-193, has an especially high count of (024) sets, 

along with the similarly whole-tone-like (026). Between measures 119 and 

151, (024) and (026) set classes are highly featured, making a close whole-

tone connection with the work's row material. In the first part of this 

section, the two sets are presented exclusively, in various voicings, as pc 

sets {8T0} and {8T2}, respectively (see Example 16). 

EXAMPLE 16: Piano Quartet. 2nd mvt., mm. 126-31 

i 7 & 33= n 7 h i i H n r i h * 

i 11.J) i u r i i,j) 11 j T i \ & 
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The second part features a similar context, this time as pc sets {135} and 

{137}, transposed up a perfect fourth (on a Db "tonal" level). In 

juxtaposition of this idea, the piano projects a linear presentation of the 

row in inversion such that the first four notes correspond to the four notes 

involved in the two featured sets. This pc connection relates the 

unharmonized solo pes of the piano line together with the repeated 

harmonic gestures to give these whole-tone scale subsets (024) and (026) a 

contextual stability of pervasive intervallic relationships. 



34 

As suggested with the above-mentioned trichords, repetition is a 

significant factor in the creation of contextually stable verticals in the 

Quartet. Once established as a relative consonance, a vertical will usually 

remain so throughout the rest of the work, although its harmonic stability 

will slightly vary from episode to episode depending upon the other 

verticals in its proximity. 

The last section of the development section (mm. 160 to 193), 

provides a good example of the use of set repetition as a factor in 

establishing stability. This section is unified by an ostinato figure in the 

piano while the strings imitatively present contrasting material. The piano 

alternates (015) and (016) sets in the right hand over an ascending fifth 

figure in the left hand (see Example 17). 

EXAMPLE 17: Piano Quartet. 2nd mvt.. mm. 160-71 

Repeat five times Repeat two times 

m 
§ 

The right hand pitches are later altered and the whole pattern is disrupted 

by the establishment of a second ostinato over a bass figure outlining (027). 

Sets (015) and (016) are continually repeated giving these verticals a 

prominent role in this section. Their use is more accompanimental and, in 
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fact, rhythmic, but while the same set classes and pes keep returning, they 

provide a harmonic stability. 

Within the collection of repeated chords, there is a hierarchical 

order that would not be justifiable in isolation from the context created 

within the work as a whole. The second movement has very few chordal 

entities, since it is quite contrapuntal and most of the verticals appear 

merely as simultaneities. Set class (015) is an exception since, as can be 

seen from Appendix 3, it is used quite frequently. More importantly, 

however, it comes as a short inteijectory chord every time that it occurs, 

often articulating the many entrances of the second movement's main theme 

(which is essentially the original row in retrograde) (see Example 18). 

EXAMPLE 18: Piano Quartet. 2ndmvt.. mm. 1-2 

i;i . J 
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(015) is further singled out as the most used independent vertical in this 

section, of only three homophonically present verticals: (015), (01468), 

and (037). These verticals become harmonically important when they are 

repeated extensively as chords, since harmonic reference points are so few 

and far between. 
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Set class (015) is heard in the ostinato figure as a consonance in 

contrast to its partner (016). (015) is not only used more often than (016) 

but when it is used at the beginning of this movement, it appears as ordered 

pc set <918>, the same as in this section. The common-tone connection 

provides a strong link between its context here and the first occurrence as a 

harmonic gesture at the beginning of the movement. As the string texture 

thickens in this section, the less stable (016) is replaced by verticals (024) 

and (025) that have been firmly established as consonances by this point in 

the work. (015), however, is still more stable than (024) and (025) here 

because it has been used the most frequently in the local context of this 

section—its occurrence simply continues a pre-existing pattern (see 

Example 17). 

Perhaps the most interesting case of a functional vertical in this work 

is that of set class (037), which corresponds to a major or minor chord in 

common-practice tonality. Because of this relationship, its role as a non-

tonal yet functional vertical is unique and somewhat complicated. It is a 

difficult task to sort out how much (037) functions as a tonal triad or as a 

non-tonal vertical that exhibits triadic qualities. While (037) does sound 

like a tonally functional triad, its use in this serial work generally only 

provides a reference to tonality since other organizational factors, as 

described above, demonstrate that a non-tonal pitch organization is at 

work. Certainly, it is the chord's particular context that provides the 

critical determining factor for its explanation (and is discussed further in 

Chapter 3). 



37 

The appendices that list set frequency show that (037) is used a great 

deal. Although this fact is hardly alarming when one considers that it is was 

written by the composer of such triad dominated pieces as are Copland's 

ballets, it does highlight the trichord as a quantitatively significant vertical 

amidst a highly contrapuntal texture. Its role is brought out further by 

recognizing its prominent appearance at structural points. In the first 

movement's opening section (column one of Figure 3), a major or minor 

chord is featured at the beginning of each new four measure phrase as well 

as many other locations (see Example 19). The use of the (037) vertical is 

made to be a more stable chord via of its high frequency and prominent 

occurrences at structural points. 

EXAMPLE 19: Piano Quartet. 1st mvt.. mm. 9-13 
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Summary 

The repeated use of verticals plays a major role in the establishment 

of particular set classes as functionally significant chords. Set classes like 

(024), (025), (037), (0257), (02479), and (013579) are used extensively as 

well as a number of dyads, (02), (03), (04), and (05), that conspicuously do 
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not include (01) and (06). These sets, in addition to providing contextual 

harmonic stability, are in general, directly related to the eleven- or twelve-

tone versions of the row (consult Figure 3). When the sets are not as 

closely related to the row or the derived referential collection, they tend to 

provide less stability in harmonic contexts. (037) is an exception to this 

model and its considerable use is justified via tonal references, elaborated 

in the next chapter. Verticals which are used extensively in a given section, 

particularly at structural points, have a greater harmonic stability and are 

therefore considered relatively consonant. 

Verticals are found in a loose hierarchy of contextual consonance 

and dissonance based on set class distinctions. Factors which determine this 

hierarchy include: frequency of use at a macro and micro level, use at 

structural points (including at cadential points or as the first verticals of 

sections), and intervallic similarities of chords with referential collection 

and/or row. Copland's craftsmanship is evident in that significant verticals 

are predominant in several capacities simultaneously. Further components 

in this characterization of the Quartet's harmonic language, discussed in the 

upcoming chapter, are based on issues of pc centricity, references to tonal 

structures, formal considerations. 

Without the present inclusion of these details, the following 

observations can be made about a set class hierarchy in verticals. Sets that 

feature interval class 2, the first and foremost interval class in the row's 

whole-tone design, are more stable than sets that feature interval class 1. 

Sets including interval classes 3, 5 and, to a lesser degree, 4 are also 

relatively stable compared with sets that feature interval class 6. (025) and 
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(024) are prominent subsets from the row and primary verticals of this 

work. These two chords combine to create the prominent hexachord 

(013579), which is used as a referential collection, yet the two trichords 

remain distinct as the strings and piano often present (024) and (025) 

antiphonally. (037) is also used as a harmonically stable vertical; its 

stability comes as much from references to tonality as it does the result of 

its extensive use. Some supersets to these trichords, such as (0247), (0257), 

(02357), and (02479), are also well used and contextually stable, especially 

when they are part of the diatonic collection, emphasizing a perfect fifth 

interval (pc interval 7). The stability of chords that feature prominent 

whole-tone elements are a factor of their relation to the first five whole 

tones of the row, and are particularly subject to their harmonic context. 

Less stable are the verticals with a semitonal element, that are subsets or 

supersets of prominent segmentations of the row including: (013), (015), 

(016), (0135), and (01468). The least stable harmonies are those that do 

not fit into the above categories such as (012), (014), (0126), and (0369), 

to name just a few. Within this hierarchical scheme, trichords are the 

fundamental cardinal type, as they are used in the harmonic organization of 

this work much like triads are used in the organization of a tonal work. 
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TONAL REFERENCES AND HARMONIC MOTION 

Pitch organization in the Piano Quartet is constructed in two 

dimensions: intervallic manipulation of serial elements, and pitch-class 

manipulation of tonal elements. Copland's adaptation of twelve-tone 

technique is the result of his technical development in manipulating 

intervallic material from pieces he wrote early in his compositional career. 

While his use of serial techniques did not drastically change his 

employment of thematically influenced verticals, neither did it drastically 

change his use of a tonally referential harmonic language. Both of these 

points have been fairly consistent elements in his music of every stylistic 

period (especially since his "abstract" period). As a serial work, this work 

is surprisingly centric in organization and, like many of his earlier pieces, 

exhibits many references to traditional tonality. These factors directly 

influence pc set choices in chords and give a deeper level of organization to 

textural and harmonic formal divisions. 

In that the work is serial, the row provides the majority of basic 

material for the work. While this chapter shows that the work's 

organization is also based on the principles of tonal allusions and centricity, 

it stands to reason that the germinal material of the row itself is designed 

within the parameters of serial principles. Aspects of tonality as well as 

serialism are active determining factors for both the work's local events 

40 
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and for deeper structural levels. As an integrated, well-crafted work, it is 

very difficult to determine whether a specific event is more tonally or 

serially conceived. This distinction is, in fact, unnecessarily academic since 

the two dimensions are seamlessly unified. 

Aspects of Tonality in the Row and Chord Use 

The nature of the eleven-tone row itself creates both a non-tonal 

effect—eleven sequentially different pitches with whole-tone tendencies— 

and simultaneously a "tonal" one—the twelfth tone repeats the first, 

emphasizing the importance of Bb to the shape of the phrase. Changes in 

the row's melodic contour occur on the D, F (actually E#), C, and then on 

Bb, corresponding to the mediant, dominant, supertonic, and tonic of Bb 

respectively, or when superimposed, a Bb major triad with an added ninth, 

set class (0247). Further tonal implications can be derived by partitioning 

agogically accented tones in the opening presentation of the row; Bb, B-

natural, C (chromatic voice-leading from the tonic to the supertonic), F 

and G (scale degrees five and six) are half notes, twice as long as the other 

notes (see Example 20). 

EXAMPLE 20: Piano Quartet. 1st mvt.. mm. 1-5. violin 
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The two opening whole tone scalar patterns initially destabilize a 

possible tonal effect of the row. While these patterns do not create a tonal 

impression, neither do they contradict the tonal references created by other 

aspects of the row. In fact, the appearance of multiple sequential whole 

tones does little more than emphasize smooth step-wise motion and 

promote a germinal phrase construction demarking departure and arrival 

points. These "tonal" compositional ideas are fundamental to the formal 

design of much of this work. In covering nine pitches of the eleven-tone 

row as part of the descending and ascending whole-tone scales, the span of 

Bb to F, a perfect fifth, is outlined. Further, the departure and arrival 

points within both whole-tone segments include the notes Bb, D, B, and F, 

corresponding to a major chord with an added chromatic pitch (0147). 

Interestingly, this vertical sonority is essentially avoided until the final 

chord of the whole work. 

The interval classes that appear between sequential tones in the row 

are 2, 3, and 5. Interval class 2 obviously appears sequentially in the 

whole-tone patterns. This step-wise progression is not that far removed 

from the principle of diatonicism, another major operating force, 

particularly in the third movement. Further indication of a diatonic 

connection is evident in the prominent hexachord (023579) that includes 

whole-tone components and is a subset of the diatonic set (resembling a 

dorian mode in prime form). Interval class 3 is featured as the fifth to six 

and eleventh to twelfth ordinals in the theme. These positions also 

correspond to the penultimate and final pitches of both the antecedent and 
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consequent phrases, creating a cadential model for the rest of the work 

with movement by a third (see Figure 4). 

FIGURE 4: Phrase Model 
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Interval class 5 introduces movement by fourth or fifth, simulating the 

effect of a circle of fifths. The appearance of this intervallic pattern makes 

a tonal allusion of a dominant-tonic relationship, without stating it, and 

introduces the interval class as a motive to be used at significant points in 

the score. The use of each of these interval classes in the row is consistent 

with Copland's tonally referential pitch language in this work and others. 

Reference has already been made to the dominance of Bb to structure 

of the row's pitch domain. The repeat of the Bb, however, as the already-

mentioned crucial first and last notes of the opening theme, creates a focal 

center on pc 10. The withholding of pc 9 in the row draws attention to its 

absence, especially since it would be the leading tone in the key of Bb. 

With all the allusions to a Bb tonality present in this row, the noticeably 

missing A does not negate this sense of tonality, but merely alters its 

qualities. The row's Bb centricity invokes tonality without a leading tone 

by intervallic relationships that imply triadic structures, and pitch class 

relationships that dictate a tonal hierarchy. 
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As mentioned in Chapter two, the row's intervallic characteristics 

are used to create the most prominent verticals in the work. The tonal 

references of the row are transplanted into these verticals. As the high 

frequency of (037) chords indicates an allegiance to triadically based 

harmony, so do the predominance of (024) and (025) chords. (024) is 

often employed in a manner that suggests a major chord with an added 

ninth, especially in the third movement's main theme (see Example 21). 

EXAMPLE 2-1: Piano Quartet. 3rd mvt.. mm. 1-10 
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(025), on the other hand, has a few tonal references that can be implied 

from various voicings. Depending on its contextual appearance, this set 

could be interpreted as a minor-minor seventh chord (without the fifth), a 

major-minor seventh chord(without the third), or even an implied major 

chord with an added ninth and sixth, such as the last chord in the strings in 
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the first movement (see Example 15). Figure 5 outlines these possible 

tonal interpretations. 

FIGURE 5: (025) Tonal Possibilities based on C: 

{03T} = C-Eb-Bb = C minor-minor seventh 

{07T} = C-G-Bb = C major-minor seventh 

{092} = C-A-D = C major, added sixth and ninth 

These chords, in addition to occurring individually, are frequently 

combined with other chords of hierarchical import to create larger added-

note verticals. These superset chords, including the important referential 

hexachord (013579), are used frequently as verticals, especially at 

significant structural points. As in the case of Appalachian Spring,34 the 

denser chords tend to have less of a functionally harmonic role since the 

hierarchical relationship of the two combined chords are negated when 

superimposed. The effect of a leading tone, critical to the perception of 

tonal function in tonal music, sounds simultaneously with its resolution 

thereby eliminating semitonal directionality. 

Harmonic Progressions and Formal Plans 

A phrase structure model, discussed above, plays a fundamental role 

in the formal plans of each movement. Central to the model are 

harmonically defined points of departure and arrival separating primarily 

linear material. Harmonic motion by thirds also plays an important role in 

34 Rober, "Copland's Appalachian Spring," 83. 
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progressions, particularly at cadences. As previously mentioned, there are 

definite preferences in harmonic choices of the resultant simultaneities of 

the filler contrapuntal material. These preferences are far outweighed, 

however, by the distinct, tonally referential harmonic entities of the 

model's structural focal points. In addition to vertical set class choices, 

pitch-class distinctions are also significant in these focal points as to how 

they tie the work's overall key scheme and tonal conception together. 

Many sections from the first and last movements in particular, 

featuring rhythmically consistent polyphonic textures, follow the phrase 

model from above. In the first theme group of the first movement, as seen 

in Example 19, every entrance of the subject material occurs on a {037} 

vertical. Further, every statement of the row cadences up a third to a 

(037) chord. Each time this occurs, the (037) chord is shifted down a third 

outlining Bb, G, Eb, and C. While these pitches present a minor-minor 

seventh chord, it is more relevant to recognize "third-related key areas as 

an outgrowth of the stacked thirds that comprise many of the prominent 

tonalities."35 Harmonic motion by thirds implies tertian harmony and 

increase the significance of (037) set classes to the work's vertical 

structures. 

The second theme group, m. 29, also follows the phrase model. In 

discussing Example 14, (025) chords were singled out as having a 

contextual stability through their frequent appearance at important 

structural points. This stability also comes about through the interpretation 

of (025) verticals as tonally referential chords. Measure 48, as seen in 

35 Ibid., 86. The solid applicability of this statement regarding Appalachian Spring to the 
Piano Quartet is further shows a stylistic consistency in Copland's varied idioms. 
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Example 14B, demonstrates the use of an (025) chord as an E minor-minor 

seventh chord. Although it does not function in the traditionally tonal 

manner, its presence at a phrase's established focal point gives it a close 

relationship with the clear tonal references of (037) chords in the first 

movement's opening section. 

The opening to the third movement also demonstrates the application 

of the phrase model, this time in the context of a Db tonality as indicated 

by the use of a key signature (as seen in Example 21). This new pseudo-

tonal context gives credence to the model by strengthening the {135} chord 

at the beginning and ending of the first phrase. With the Db major-added 

ninth chords at either end of this phrase, a consonant stability is established 

to which the less stable chords in the middle can relate. The final chord of 

this phrase is approached by thirds in the violin and cello, notably a minor 

third in the violin. This progression strengthens the cadence, thereby 

conforming to the model presented in Figure 4. At the end of the first 

period, consisting of primarily of Db diatonicism, there is a harmonic 

move to a key area resembling Fb. This harmonic move up a minor third 

is not unexpected within the established context of this work or other 

compositions by Copland. 

While the establishment of movement by a third at cadences and in 

modulations is expected in the music of Copland, it too is connected with 

the opening thematic material. As previously discussed, interval class 3 is 

featured at cadential points within the row which correspond to the phrase 

design in much of the work, particularly in the first and third movements. 

Harmonic motion by interval class 2 is also frequently found in the work 
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and it has a close connection with the descending whole-tone scale of the 

row. 

There are many examples of harmonic motion that moves down a 

whole step. Example 15 shows the strings planing down a second while 

Example 7 shows the same progression within the climactic sections. In the 

third movement, just before the return of the principal material, in mm. 

51-69, the bass line of the piano part descends by whole steps Gb-Fb-D-C-

Bb; at this point the main theme returns in Db, finishing the harmonic 

pattern by the movement of a third. These "descending chord sequences 

. . . create forward motion without common-practice progressions or 

cadences."36 The harmonic directionality that is created in this case is the 

result of an established precedent for movement that is set with the opening 

descending whole steps in the row. There are also other examples of the 

formal application of interval class 2. In the second movement at m. 89, 

for instance, the climactic material appears at a P10 transposition level (as 

shown in example 9), but at m. 241 it appears at PO which then has to be 

"resolved" to a vertical P10 in the coda, m. 249. In another example, the 

third movement has the final statement of the row on Ab instead of the 

original Bb, increasing the significance of interval class 2 in the formal 

plans. 

In addition to harmonic progressions, references to tonality are 

evident in pitch class structures centered around an opening "tonality." 

The implication of Bb as a pitch class center in the opening row statement 

is confirmed over and over throughout the rest of the first and second 

3 6 Ibid., 85. 
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movements. The third movement breaks from this pc centricity with 

extended sections in a quasi-Db tonality. While this deviation could seem 

out of place in a different context, the movement of a minor third up to the 

third movement is consistent with the harmonic plans within the first two 

movements and Copland's general stylistic traits. 

EXAMPLE 22: Piano Quartet. 1st mvt.. mm. 82-5 

feafc: V 

The first presentation of the row makes tonal references to Bb major 

without actually committing to a tonal language. These Bb tonal references 

are brought back as verticals in a number of noteworthy places. Example 

7, at m. 55, creates a Bb tonal focus from "added-note chords and an 

unambiguous B flat melodic centre that Copland uses as a rallying point in 
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each movement."37 Example 22 shows a texturally and dynamically altered 

representation of the opening row at m. 82 in the first movement. Its 

linear presentation here, just before the return of the verticalized P10 

antiphonal-like closing section, only confirms the importance of the 

original Bb statement. It is supported with very dissonant verticals that 

would only slightly imply Bb harmonies if it were not for accented Bb 

pedal articulations in the piano. 

The pervasiveness of a Bb centricity in the first movement is also 

present in the second. Example 18 shows the retrograde adaptation of the 

original row used in the second movement and also demonstrates the 

emphasis on A, the first pitch which is also repeated twice, and Bb, the last 

pitch of the opening gesture. This semitone connection, motivically 

derived from Bb to B-natural strand in the original row, plays an 

important role in the use of interval class 1 in second movement verticals 

and in rehabilitating a semi-functional leading tone. When the extended 

referential collection shows up as a vertical at the climactic sections, m. 89 

(see Example 9), it is approached by a half step from below. In addition to 

simulating a leading tone to tonic resolution, this move emphasizes the 

arrival on Bb of the PI0 hexachord at a pivotal structural moment. 

37 Evans, "Thematic Technique," 7. 



CHAPTER 4 

ANALYTICAL AND METHODOLOGICAL CONCLUSIONS 

Having now studied the Piano Quartet to some degree through non-

tonal and tonal-referential perspectives, we can begin to make 

generalizations about the work, its compositional context, and an analytical 

methodology used to acquire such results. Within this chapter, I will 

explain some of the reasons for making specific analytical choices in the 

study of the Quartet and make progress towards developing a flexible 

methodology applicable to compositions that exhibit similar characteristics. 

Composers of the early twentieth century, including Debussy, 

Scriabin, Bartok, Schoenberg, Berg and Stravinsky (to name but a few of 

the more influential), challenged the language of traditional tonality, 

including its elements of voice leading and harmonic directionality, the two 

foremost tonality-defining criteria.38 The "rejection of tonality by no 

means occasioned a rejection of all the concepts and procedures associated 

with tonal music, and early atonality often relies heavily upon the retention 

of such traditional features to give it form and coherence."39 While the 

music of this century may have originated from the development of new 

techniques within an expanded tonal framework, any analytical work on 

3 8 See Straus, Post-Tonal Theory x Chapter 4. 
3 9 Jim Samson, Music in Transition: A Study of Tonal Expansion and Atonality, 1900-
1920 (New York: W. W. Norton, 1977), 155. 
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post-tonal music of this century should acknowledge the breakdown of 

tonal organizational systems and offer alternative analytical methods. 

In choosing appropriate analytical methodology, one must consider 

what the prominent features of the composition imply about how the 

piece's deeper structure works. Penetrating the musical surface to acquire 

any musical insight into the composition's inner workings "is by no means 

a simple problem although it is possible to get a great deal of analytical 

mileage by using common sense."40 It is indeed our musical intuition that 

directs our perception of details and categorizes the constituent elements 

into varying degrees of importance. In our common-sense understanding 

of the music, we can impose a preliminary model of the composition's 

organization based on our previous experiences and formulate our own 

views of which factors give the composition meaning. 

Since the final goal in this thesis is an analytical understanding of the 

Piano Quartet, our intuitive impressions of the music should be 

substantiated and refined by primary and secondary source study. 

Knowing what the composer's compositional intentions were at the time of 

creation is difficult to determine and inevitably pointless to prove. In fact, 

sometimes even knowing this information can be limiting or distracting to 

more relevant insights. Nevertheless, the study of the music and the 

composer's writings on the music is valuable to the analyst's accurate 

perception of the piece. Studying other critical, biographical and analytical 

work is also recommended to appreciate the piece of music fully in the 

larger context of the composer's role and impact on and within the larger 

4() Mead, "State of Research," 40. 
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musical community. Further contextual insight into the work will come 

about through the study of similar compositions in a given repertory by 

this composer and others. With this preparatory study, there is enough 

information to decide which analytical tools are necessary to probe into the 

music's deeper levels. The Piano Quartet presents a unique analytical 

challenge, however, that is resolved only when a methodology is employed 

that accomodates the "double historical focus"41 evident in this work. 

These two contrasting elements of serial and "tonal" organizations are 

discussed at length in Chapters Two and Three in the understanding that the 

two dimensions exist together in a symbiotic relationship. These issues are 

characterized further below to flesh out this argument in more wide-

reaching, general terms. 

Serialism 

The Quartet is clearly serial in that Copland uses an eleven-tone row, 

"announced in an outright manner at the start of the piece by the violin."42 

In his application of the "twelve-tone method in the Piano Quartet, [he] did 

not adhere strictly to the rules, particularly as regards repetition of the 

row.. . [and in using] an eleven-note one that would lend itself to 

development and flexibility."43 Since the work is serial, employment of 

serial analytical techniques seems appropriate, especially as to how the 

verticals relate to the row. The use of serial analysis, however, should be 

4 1 Anthony Pople, Skryabin and Stravinsky 1908-1914: Studies in Theory and Analysis 
(New York: Garland Publishing, 1989), 292. 
4 2 Copland and Perlis, Copland: Since 1943, 151. 
4 3 Ibid. 
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applied cautiously, especially in using more 'complicated' applications. As 

Copland says, "I've never made any extensive study of current methods 

(such as combinatoriality, derivations, etc.), and I'm vague as to how they 

all work. . . . I haven't been through the Babbitt school: I haven't that 

kind of brain. I feel lucky enough if I can add properly. . . . No, I am 

interested in the simple outlines of the theory, and in adapting them to my 

own purposes."44 For this reason, serial analysis will only be beneficial if 

it is applied loosely for general purposes consistent with the composer's 

statements. 

While Copland adapts twelve-tone composition to suit his own style 

and temperament, it is important to see which serial techniques he does use 

and how he makes use of them. In an interview with Copland, Edward 

Cone asks if he chooses "a series ahead of time, or . . . thinks up a theme 

and develops [the] series from it." To this Copland replies, "I'm very much 

in the Schoenberg line: I always think of a theme. It wouldn't occur to me 

to pick a series deliberately and then build a theme out of it."45 In this 

respect, "the 'series' (as used in the Quartet), is little more than a first 

subject, capable of yielding a contrasted theme in retrograde and of 

dividing into generative segments."46 

Typically the row or theme may undergo the basic transformations 

of transposition, inversion, and retrogression; this work is no exception. 

"Schoenberg's custom of presenting a linear statement of the set as a theme 

and placing that theme at the beginning of the work is a crucial feature of 

4 4 Cone, "Conversation," 142. 
4 5 Ibid. 
4 6 Evans, "Thematic Technique," 8. 
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the developmental process in his compositions,"47 as it is in Copland's 

Quartet as well. The use of "this fundamental referential idea . . . 

establishes a focus for subsequent developments."48 In the first movement 

especially, the row is developed in this manner while "the descending and 

ascending whole-tone lines make the row easily recognisable by ear, even 

in elaborate transformation."49 

The most important transformation of the row is the segmentation of 

the series into verticals or chords. While a close relationship is effected 

between the harmonic structure and the referential series in the creation of 

vertical structures from segments of the row, many critics claim that the 

composer has little rational control over this dimension. 

The possible verticalizations that may be derived from a 
general set are unsystematic and largely, from a harmonic 
point of view, fortuitous, and therefore do not lend themselves 
to any coherent overall control of the harmonic material.50 

In defense of Schoenberg's mature style, Haimo rebuts: 

He states simultaneously only those forms that are IH-
combinatorially related and does so exclusively by the 
association of order corresponding hexachords of I-related 
forms. This has important ramifications for the harmonic 
structure. By combining sets only in this way Schoenberg 
ensures that throughout the work there will be one, and only 
one, all-encompassing harmonic profile, and its properties are 
determined by the structure of the set.51 

4 7 Ethan Haimo, Schoenberg's Serial Odyssey: The Evolution of his Twelve-Tone 
Method 1914-1928 (London: Oxford University Press, 1990), 15. 
4 8 Ibid. 
4 9 Butterworth, Aaron Copland, 134-5. 
5 0 George Perle, Serial Composition and Atonality, 5th. ed. rev. (Berkeley: University of 
California Press, 1977), 23. 
5 1 Haimo, Schoenberg's Serial Odyssey, 33. 
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While Copland does not organize his serial music this way (and would, one 

suspects, heartily object to anyone who tried to analyze his music in this 

manner), he is still able to relate his chord choices to the row (as is 

explained in the two previous chapters). This substantiated connection is in 

contradiction to Peter Evans who claims that an "obvious melodic-

harmonic homogeneity.. . is sometimes lacking in the Piano Quartet... 

[and its] chords still cannot be traced back to a melodic source with the 

orthodox serialises precision."52 Since Copland does not rigorously adhere 

to the controlling nature of the series, more freedom can result in the 

segmentation of pitch classes for the harmonic domain. Schoenberg, in his 

seminal article "Composition with Twelve Tones" (1941), says: 

One could perhaps tolerate a slight digression from this order. 
. . in the later part of the work, when the set had already 
become familiar to the ear. However, one would not thus 
digress at the beginning of a piece.53 

The Quartet, considerably expanding upon this qualification, exhibits a 

"considerable flexibility in the pitch ordering of row material" as the piece 

progresses and this flexibility "is typical of Copland's serial works."54 This 

is especially evident in the opening of the third movement where "the 

eleven-tone row material is employed with remarkable fluidity here with 

respect to the internal ordering of pitches."55 

Copland does not rigorously connect every pitch-domain detail to the 

row; instead, he often employs the row as he would a theme or head-

5 2 Evans, "Thematic Technique," 10. 
53 Leonard Stein, ed., Style and Idea: Selected Writings of Arnold Schoenberg (New 
York: St. Martin's Press, 1975), 226. 
5 4 Lawrence Starr, "Copland's Style" (Perspectives of New Music, XIX: 1980), 85. 
5 5 Ibid. 
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motive in a non-serial work. The tight control of intervallic relationships 

make it evident that "the Piano Quartet is more nearly related to the Piano 

Variations (1930), with its four-note row, than to any other of the 

composer's work (up to 1950)."56 In both works, the emphasis on pitch 

relationships in the thematic material, or row, is tightly manipulated 

suggesting a dedication to the systematic exploration of intervallic 

possibilities. This quality, although rooted in serial manipulation, can be 

best illuminated through an analytical system which can account for 

intervallic and pitch-class relationships among segments, with the flexibility 

to include or exclude transformational criteria, such as inversion and 

transposition, as needed. 

Pitch-class (pc) set theory provides this modus operandi, while also 

supplying a number of other techniques which have varying degrees of 

applicability in the analysis of the Quartet. It should be noted that the 

usefulness of pc set theory as an analytical tool goes beyond its immediate 

qualities. Babbitt recognized "that twelve-tone rows array the twelve 

unordered pitch classes against twelve unpitched order numbers, both 

domains having identical abstract properties, so that virtually all of the 

taxonomic properties of unordered pitch-class collection theory are 

directly incorporated in twelve-tone taxonomy."57 Set theory has the added 

flexibility of being able to represent chordal entities, as defined in the 

realm of tonal harmonic analysis, in the form of pc sets and set classes.58 

5 6 Smith, Aaron Copland, 258. 
5 7 Mead, "State of Research," 41. 

See Rahn, Basic Atonal Theory or Morris, Composition with Pitch-Classes for a 
discussion of Tn-types and Tn/Tnl-types to deal with inversion. 



5 8 

In representing the verticals present in a work as set classes, one can relate 

verticals to each other and tabulate large-scale trends. This method, used 

by James Baker in his study of Scriabin, is also employed here as evidenced 

by the vertical frequency tables in the appendices and their corresponding 

discussion. Set theory can act as a taxonomic connector between serial and 

tonal descriptive data, in as much as necessary, while it is able to account 

for transformative processes along the way. 

"Tonality" and Multiplicity 

Having various analytical systems at one's disposal can often be 

helpful to provide valuable insight into determining theoretical properties 

of a composition. In fact, many analyses of post-tonal music are created 

exclusively with just one.59 Choices of analytical techniques, however, 

should not be made solely on the basis that a post-tonal work is not tonal 

and thus be best understood via set theory. While pieces from the same 

composer, composition school, or even country of origin will have certain 

characteristics in common with each other, each composition is unique and 

should be studied on its own terms. It is expected that an analyst will have 

predetermined opinions on what analytical methodology will be used, and 

with much post-tonal music, set theory will undoubtedly provide useful 

insight. But "to assume that because a piece exhibits a strong atonal 

structure it may not also depend upon tonal direction for some part of its 

coherence, runs the risk of doing an injustice both to the flexibility of 

5 9 See the analysis in Allen Forte, The Harmonic Organization of The Rite of Spring 
(New Haven: Yale University Press, 1978) as an example. 
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musical art and to the subtlety of the minds that create it."60 Clearly many 

post-tonal works, including the Piano Quartet are best served when "tonal" 

elements are also considered as well as atonal ones. Copland himself 

believed that "the ultimate hope may be for tonality to survive revitalized 

'by a fusion' with twelve-note technique: for tonal implications and 

directions to emerge from twelve-note writing."61 

It should be clear to the reader by this point that tonality in this sense 

is not meant to imply that the Quartet's pitch organization functions like 

that of common-practice period music. According to Roy Travis, "music 

is tonal when its motion unfolds through time a particular tone, interval, or 

chord. It is this tone, interval, or chord, called the tonic, which identifies 

the tonality."62 While "Travis finds it difficult to convert this theory into 

analytical practice,"63 he was able to expand the concepts associated with 

tonality previously reserved exclusively for traditionally tonal works. 

Although there are some advantages to Travis' definition of the term 

tonality, it may be wiser, as Joseph Straus suggests, to adopt new terms and 

strategies to approach post-tonal music "on its own terms, rather than drag 

it onto the Procrustean bed of our tonal assumptions."64 Although tonality 

must have functional harmony, where "different harmonies have specific, 

consistent roles to play in relation to each other," and traditional voice 

leading, "based on certain well-known norms of dissonance treatment," a 

6 0 Christopher Lewis, "Tonal Focus in Atonal Music: Berg's op. 5/3" (Music Theory 
Spectrum, III: 1981), 97. 
61 Arnold Whittall, Music Since the First World War (London: J. M. Dent, 1977), 92. 
6 2 Roy Travis, "Towards a New Concept of Tonality" (Journal of Music Theory, III: 
1959), 261. 
6 3 Pople, Skryabin and Stravinsky, 20. 
6 4 Straus, Post-Tonal Theory, 89. 
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post-tonal work may exhibit traits of tonality but not be best defined by 

that label.65 If, on one hand, the piece has one or more examples of the 

above stated criteria within the context of non-tonal organization, it can be 

said that the music in question is referentially tonal. If the piece is 

organized around specific pitches, pitch classes, or pc sets, then the piece is 

centric. While centricity is used more to describe large-scale pitch 

organization and referential tonality to describe a specific incident of 

apparent tonality, both terms can and should be used at various times to 

describe organization in the Quartet. In the previous chapter, "tonal" 

elements in the row design were discussed to show how first, specific 

pitches are partitioned creating tonal references, and second, the repeated 

Bb is the first of many indications that the work is organized centrically. 

The recognition of tonal references in the Quartet's first few 

measures is likely perceived within a governing non-tonal context. 

Certainly, this piece sounds unusual within the context of his third style 

period. "The opening phrase of the work, by basing itself on the whole-

tone scale, automatically precluded the kind of tonal underpinning which 

had been a sine qua non of his recent language."66 If the piece is to be 

understood less in a 'tonal' context and more as an atonal composition, then 

we return to pc set theory as the most appropriate analytical system. In 

discussing the piano piece Jimbo's Lullaby by Debussy, Richard Parks 

states, " . . . considering the absence of any event resembling dominant-

tonic closure or linear arrival on Bb, the tonal path. . . while easily traced, 

65 Ibid. 
6 6 Norman Kay, "Aspects of Copland's Development" (Tempo, XCY: Winter 1970-1), 
28-9. 
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seems secondary in importance to pc set relations."67 Douglass Green, 

however, critical of this view, offers a rebuttal that is just as relevant to the 

music of Copland as it is Debussy: "How Debussy's music is perceived is a 

knotty problem that is not helped by ignoring tonal associations in his 

works. By concentrating so fully on pc sets, Parks runs the risk of 

presenting a false picture of the music."68 The Piano Quartet clearly exists 

within a repertory situated both in motivic, post-tonal organization, and 

tonally-referential, aural expectations. 

Many theorists disagree on how to approach music that is not 

explicitly tonal (such as Mozart) nor atonal (such as Babbitt). It is 

precisely this definitional uncertainty that the Quartet exhibits. To account 

for the contrasting forces at work here, as outlined in this thesis, the 

analysis of this work will best be served by a multiplicity of perspectives 

and, therefore, techniques. It is through this methodological process that 

the inner conflict of apparently contradictory components in the Quartet is 

resolved. While this approach will help us understand this work's deep-

level organization better, it can also help us relate it to and among a 

multitude of pieces within several repertories. In this manner, we will try 

to "come up with those broad strokes which unify individual works, those 

underlying conceptions in terms of which the intricacies of the surface 

either take on added meaning or recede into insignificance."69 While the 

67 Richard Parks, The Music of Claude Debussy (New Haven: Yale University Press, 
1989), 73-4. 
6 8 Douglass M. Green "Review" of The Music of Claude Debussy by Richard Parks, 
(Music Theory Spectrum XIV / 2: Fall 1992), 217-8. 
6 9 William Benjamin, "Ideas of Order in Motivic Music" (Music Theory Spectrum, I: 
1979), 33. 
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challenges that this suggests could be deemed unfeasible, musical common 

sense dictates to each of us when we are headed in the right direction or if 

we have taken a wrong turn. 



MO 
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MOST FREQUENTLY USED VERTICALS IN THE QUARTET 

This list contains only those sets that have at least 25 with a 

cardinal of two or three, 10 with a cardinal of four, and 4 with a cardinal 

of five, six, seven or eight. Sets with an asterisk (*) are subsets of 013579 

and sets with a cross (+) are subsets of 023579. All of the two and three 

cardinal sets are subsets of both hexachords. 

Forte: Set: Total Forte: Set: T 

2-2 02 58 5-23 02357+ 13 
2-3 03 88 5-24 01357+* 4 
2-4 04 56 5-25 02358+ 5 
2-5 05 76 5-27 01358 8 

5-29 01368+ 7 
3-2 013 40 5-30 01468 * 14 
3-4 015 29 5-34 02469+* 4 
3-6 024 57 5-35 02479+ 18 
3-7 025 111 
3-8 026 30 6-21 023468 4 
3-9 027 43 6-Z25 013568 4 
3-11 037 61 6-32 024579 4 

6-33 023579+ 8 
4-11 0135+* 25 6-34 013579 * 18 
4-12 0236 * 12 6-Z41 012368 4 
4-13 0136+ 10 
4-21 0246+* 11 
4-22 0247+* 25 
4-23 0257+ 54 
4-26 0358+ 19 
4-27 0258+* 12 
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Forte: Set: mm. 1-28 29-54 55-66 67-81 82-9 90-107 
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Total 

2-1 01 1 1 2 
2-2 02 1 2 - 2 - - 5 
2-3 03 4 1 - 3 - - 8 
2-4 04 10 2 - - - - 12 
2-5 05 1 7 - 1 - - 9 
2-6 06 4 - - 4 - - 8 

3-1 012 2 2 
3-2 013 - 1 - 4 - - 5 
3-3 014 1 - - 1 - - 2 
3-4 015 3 3 1 1 - - 8 
3-5 016 3 1 - 2 - - 6 
3-6 024 2 5 5 - - 4 16 
3-7 025 2 15 10 4 - 7 38 
3-8 026 3 1 - 12 - - 15 
3-9 027 1 5 - 2 - - 8 
3-10 036 2 1 - 2 - - 5 
3-11 037 11 9 - 1 3 - 24 
3-12 048 - - - 1 - - 1 

4-4 0125 _ «. 1 1 
4-7 0145 - - - - 1 - 1 
4-9 0167 - 1 - - - - 1 
4-10 0235 1 - - - - - 1 
4-11 0135 - 3 - - - 3 6 
4-12 0236 2 - - 1 - - 3 
4-13 0136 - 1 1 - 1 1 4 
4-14 0237 - 3 - - - . 3 
4-Z15 0146 - - - 1 - 1 2 
4-16 0157 - - - 1 - - 1 
4-17 0347 - - - - 2 - 2 
4-19 0148 1 - - - - - 1 
4-21 0246 - 1 - - - 1 
4-22 0247 1 7 - 3 1 1 13 
4-23 0257 2 8 - 1 - 1 12 
4-24 0248 2 - - - - _ 2 
4-25 0268 - - - 1 - - 1 
4-26 0358 1 4 4 - - 1 10 
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Forte: Set: mm. 1-28 29-54 55-66 67-81 8 M 90-107 Total 

4-27 0258 2 1 - 1 1 1 6 

5-6 01256 - - - 1 - - 1 
5-10 01346 1 - - - - - 1 
5-11 02347 - - - 1 - - 1 
5-Z17 01348 - - - - 1 - 1 
5-19 01367 - - - - 1 - 1 
5-20 01568 1 - - - - - 1 
5-21 01458 - - - - 2 - 2 
5-23 02357 3 - 1 - - 3 7 
5-24 01357 - - - 1 - - 1 
5-25 02358 2 - - - 2 - 4 
5-27 01358 2 3 1 - - - 6 
5-28 02368 - - - 1 1 - 2 
5-29 01368 2 - - 2 - - 4 
5-30 01468 2 - - 2 - - 4 
5-34 02469 1 - - - - - 1 
5-35 02479 3 2 2 4 - 1 12 

6-15 012458 _ - - - 1 - 1 
6-16 014568 - - 1 - - - 1 
6-20 014589 - - - - 1 - 1 
6-21 023468 - - - - - 4 4 
6-Z23 023568 - - - - - 1 1 
6-Z25 013568 2 - 1 - - - 3 
6-Z26 013578 - - 2 - - - 2 
6-32 024579 2 - 1 - - - 3 
6-33 023579 1 - 1 - - 3 5 
6-34 013579 1 - 4 - - 5 10 
6-Z39 023458 - - - - - 2 2 
6-Z44 012569 - - - - 1 - 1 
6-Z46 012469 - - 1 - - - 1 

7-11 0134568 - - 1 - - - 1 
7-Z18 0145679 - - 1 - - - 1 
7-21 0124589 - - - - 2 -

7-23 0234579 - - 1 - - - 1 
7-26 0134579 - - 1 - - - 1 
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Forte: Set: mm. 1-28 29-54 55-66 67-81 82-9 90-107 Total 

7-29 0124679 1 - 1 

8-7 01234589 1 - - - 1 
8-11 01234579 1 - 1 - 2 
8-27 0124578T 1 - 1 
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Forte: Set: mm. 1-89 90-6 97-193 194-237 238-48 249-66 Total 

2-1 01 1 - 8 2 - - 11 
2-2 02 9 - 15 22 - - 46 
2-3 03 12 - 29 18 - - 59 
2-4 04 9 - 15 6 2 - 32 
2-5 05 11 2 29 12 - - 54 
2-6 06 1 - 7 3 - - 11 

3-1 012 _ 1 _ - - 1 
3-2 013 6 - 1 9 - - 16 
3-3 014 2 - 5 7 - - 14 
3-4 015 9 - 6 2 - - 17 

3-5 016 1 7 4 - - 12 
3-6 024 3 - 11 4 - 5 23 
3-7 025 9 2 8 9 2 5 35 
3-8 026 - - 10 4 - - 14 
3-9 027 5 - 6 8 1 - 20 
3-10 036 2 - 3 1 - - 6 
3-11 037 7 - 7 6 - - 20 
3-12 048 - - 1 1 - - 2 

4-1 0123 1 - _ 1 
4-2 0124 1 - - 3 - - 4 
4-3 0134 1 - - - - - 1 
4-4 0125 - - 2 2 - - 4 
4-5 0126 - - - 1 - - 1 
4-6 0127 - - 1 - - - 1 
4-8 0156 - - 4 - - - 4 
4-10 0235 - - - 3 - - 3 
4-11 0135 2 2 3 1 2 2 12 
4-12 0236 2 - - 4 - - 6 
4-13 0136 1 - 1 - - - 2 
4-14 0237 2 - - - - - 2 
4-Z15 0146 - - - 1 - - 1 
4-16 0157 1 - 1 - - - 2 
4-19 0148 - - 1 2 - - 3 
4-20 0158 - - 1 2 - - 3 
4-21 0246 - 2 1 1 2 - 6 



Forte: Set: mm. 1-89 90-6 97-193 194-237 238-48 249-66 

7 1 

Total 

4-23 0257 3 2 3 13 4 25 
4-24 0248 - - 1 4 - - 5 
4-25 0268 - - 1 1 - - 2 
4-26 0358 - - 2 3 - - 5 
4-27 0258 - - 1 2 - - 3 
4-Z29 0137 - - 1 1 - - 2 

5-6 01256 „ 2 «. - 2 
5-7 01267 - - 1 - - - 1 
5-8 02346 1 - 1 - - - 2 
5-9 01246 - - 1 1 - - 2 
5-10 01346 - - 1 - - - 1 
5-23 02357 - - - - - 3 3 
5-26 02458 - - - 2 - - 2 
5-30 01468 6 - - 1 1 - 8 
5-35 02479 1 - - - - - 1 
5-Z36 01247 1 - - - - - 1 
5-Z38 01258 - - 1 - - - 1 

6-22 012468 1 1 
6-31 014579 2 - - - - - 2 
6-33 023579 - 2 - - - - 2 
6-34 013579 1 - - - - 6 7 
6-Z41 012368 - - - - 4 - 4 

7-24 0123579 2 - 2 4 
7-32 0134689 1 2 - - - - 3 
7-35 013568T - - - - 2 - 2 

8-10 02345679 _ _ _ _ 3 3 
8-26 0134578T - 2 - - - - 2 
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Forte: Set: mm. 1-22 23-40 41-50 51-78 79-97 98-117 

73 

Total 

2-1 01 3 3 1 7 
2-2 02 - 2 4 1 - - 7 
2-3 03 - 7 5 - - 9 21 
2-4 04 - 6 1 3 - 2 12 
2-5 05 - 2 7 3 - 1 13 
2-6 06 - - 1 - - - 1 

3-1 012 2 _ _ 2 
3-2 013 3 3 - 9 4 - 19 
3-3 014 - 1 - - - 1 2 
3-4 015 - 1 - 3 - - 4 
3-6 024 9 2 - 6 1 - 18 
3-7 025 18 2 - 10 8 - 38 
3-8 026 - 1 - - - - 1 
3-9 027 7 - - 5 3 - 15 
3-10 036 - 2 - - - - 2 
3-11 037 5 4 1 2 1 4 17 
3-12 048 - - - 1 - - 1 

4-7 0145 _ _ 1 1 
4-10 0235 - - - 3 1 - 4 
4-11 0135 - - - 2 5 - 7 
4-12 0236 - 2 - 1 - - 3 
4-13 0136 - - - 1 1 2 4 
4-14 0237 - 2 - 1 1 - 4 
4-16 0157 - - - - - 1 1 
4-18 0147 - 1 - - - 2 3 
4-19 0148 - 2 - - - - 2 
4-20 0158 - 2 - - - - 2 
4-21 0246 - - - 4 - - 4 
4-22 0247 - 1 1 4 6 - 12 
4-23 0257 - - - 7 10 - 17 
4-26 0358 - - - 2 2 - 4 
4-27 0258 - - - 2 1 - 3 
4-28 0369 - 1 - - - - 1 
5-Z12 01356 - - - 1 - - 1 
5-14 01257 - - - - - 2 2 
5-Z18 01457 - 1 - - - 1 2 
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Forte: Set: mm. 1-22 23-40 41-50 51-78 79-97 98-117 Total 

5-23 02357 1 2 3 
5-24 01357 1 - 1 1 3 
5-25 02358 - 1 - - 1 
5-26 02458 - 1 - - 1 
5-27 01358 1 - 1 - 2 
5-28 02368 1 - - - 1 
5-29 01368 - - 2 1 3 
5-30 01468 - - - 2 2 
5-31 01369 - 3 - - 3 
5-32 01469 2 - - - 2 
5-34 02469 2 - 1 - 3 
5-35 02479 - 1 4 - 5 

6-5 012367 — — _ 2 2 
6-Z6 012567 - - - 1 1 
6-Z11 012457 - - - 1 1 
6-Z12 012467 - - - 1 1 
6-Z17 012478 - - - 1 1 
6-18 012578 - - - 1 1 
6-Z25 013568 - - 1 1 
6-31 014579 - - - 1 1 
6-32 024579 - - 1 1 
6-33 023579 - - - 1 1 
6-34 013579 - - - 1 1 
6-Z38 012378 - - - 1 1 
6-Z43 012568 - - -

6-Z48 012579 - - - 1 1 

7-7 012-3678 - _ ... . 1 1 
7-14 0123578 - - - . 1 1 
7-15 0124678 - - - - 1 1 
7-Z18 0145679 - - - -

7-29 0124679 - - - - 1 1 
7-Z38 0124578 - - - - 1 1 
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