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During Aaron Copland's long and productive life, he has 

written many compositions of distinction; among his piano 

compositions are the Passacaglia, Piano Variations, and Four 

Piano Blues. These three piano works were composed during a 

span of over twenty years and reflect many different influences 

in the composer's musical life. The Passacaglia, an early 

work, was written under the direction of Copland's teacher, 

Nadia Boulanger. It was strongly influenced by her and the 

French neoclassic school. The influence of jazz is most 

prominent in the Four Piano Blues, whereas the Piano Varia-

tions were influenced by Arnold Schoenberg and other com-

posers of the twelve-tone school. 

This study contains an examination of each of three 

piano pieces mentioned, with emphasis upon aspects of thematic 

development, harmony, rhythm, and sonority; then a comparison 

between the pieces is made. 

There are striking similarities between the Passacaglia, 

Piano Variations, and Four Piano Blues. They all use 



polytonal chords and show a preference for the same intervals. 

They all show Copland's predilection for short, compact themes 

which can be constantly varied. 

The main differences in style are in the areas of tex-

ture and sonority. The percussive abrasiveness of the 

Variations is far removed from the majestic fullness of the 

Passacaglia or the jaunty sensuousness of the Four Blues. 

The separate notes of the theme are torn apart in wide octave 

displacements in the Variations. In the Passacaglia and Four 

Blues, however, the themes are much less strident and usually 

stay within the traditional confines of melodic construction. 



Tape recordings of all performances submitted as dis-

sertation requirements are on deposit in the North Texas 

State University Library. 
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A STYLISTIC COMPARISON OF AARON COPLAND'S PASSACAGLIA, 

PIANO VARIATIONS, AND FOUR PIANO BLUES 

Introduction 

Aaron Copland became a composer more in spite of his 

early environment than because of it. He was born on 

November 14, 1900, into a lower middle-class family, the 

youngest of five children. Aaron's parents were Russian 

Jewish immigrants with little understanding of or patience 

with the esthetic sensitivities of their youngest son. To 

them the practical necessities of providing for their large 

family left little time for art or music. 

Aaron's father, Harris Copland, owned a department store 

in Brooklyn, and the family lived in a few crowded rooms 

above the store. Although Aaron's older brother and sister 

did study violin and piano for a while, neither proved to 

have the talent or inclination to be a professional musician. 

Not wanting to waste any more money on music lessons, Aaron's 

parents refused to let him study piano until the age of 

twelve, when he was finally able to convince them of his 

sincerity. 

He studied piano first with Leopold Wolfsohn and later 

harmony and composition with Rubin Goldmark. After completing 

high school Copland finally persuaded his reluctant parents 

to assist him financially while he pursued his musical 



studies. He was extremely fortunate to receive one of nine 

scholarships for the first session of the School of Music for 

Americans at Fontainebleau, France, in 1921. Here he fell 

under the spell of the famous Nadia Boulanger. 

Copland believes his study with Boulanger to be the most 

important musical event of his life. With her he studied 

composition, orchestration, and score-reading. His admira-

tion for her is evident from this description: 

Nadia Boulanger knew everything there was to know 
about music; she knew the oldest and the latest music, 
pre-Bach and post-Stravinsky, and knew it cold. All 
technical know-how was at her fingertips . . . but 
more important to the budding composer than Mme. 
Boulanger's technical knowledge was her way of surround-
ing him with an air of confidence.^ 

Without the influence and encouragement of Boulanger, 

Copland's musical career might have been much more difficult. 

She persuaded Copland to write a large work for organ and 

orchestra which she could use for her American concert debut, 

despite the fact that he had little knowledge of the organ's 

capabilities or much experience as an orchestrator. He 

writes, "I had written only one work in extended form before 

then, had only a passing acquaintance with the organ as an 

instrument, and had never heard a note of my own orchestra-

tion." The Symphony for Organ and Orchestra received its 

premiere performance by Boulanger on January 1, 1925, under 

the baton of Walter Damrosch with the Hew York Symphony 

Orchestra. 

1Aaron Copland, Copland on Music (New York, 1944) , 
pp. 87-88. 



T h e Symphony was generally well-received, and Damrosch 

shared the applause with the young composer seated in an 

upper box. The conductor signaled the audience for silence 

and then he spoke. "Ladies and gentlemen! It seems evident 

that when the gifted young American who wrote this Symphony 

can compose at the age of twenty-three, a work like this one," 

here he paused and the audience expectantly awaited his pro-

clamation of a new genius, but Damrosch smilingly continued, 

"it seems evident that in five years he will be ready to 

commit murder!"2 Apparently, some of Copland's harmonies were 

a little too dissonant for the conductor's conservative ears. 

After such an auspicious beginning, the composer's career 

flourished. He received the first Guggenheim Fellowship in 

musical composition in 1925, and it was renewed for the 

following year. This provided a stipend of $2,500 a year, 

which Copland needed badly. The League of Composers com-

missioned him to write a new work for the Boston Symphony and 

its adventurous conductor, Serge Koussevitsky. This composi-? 

tion, Music for the Theater, marked the beginning of Copland's 

first mature style period and his preoccupation with the 

jazz idiom. Koussevitsky himself commissioned Copland to 

write a piano concerto for the Boston Symphony. Copland 

appeared as guest pianist in the premiere performance of the 

2Julia Smith, Aaron Copland (New York, 1955), pp. 
75-76. 



Concerto for Piano and Orchestra. The concerto proved to be 

the climax of his jazz period. 

The Great Depression signaled a change, both in Copland's 

financial condition and in his compositional style. Because 

of the severe economic situation, the demand for lecture 

concerts and commissions for new compositions dwindled to 

almost nothing. Consequently, Copland had the time to 

develop a new musical direction. He sensed that the jazz 

idiom had been fully exploited by him, and he began to write 

in a more abstract manner, characteristic of his second 

stylistic period after 1929. 

The Piano Variations began as an experiment. Copland 

wanted to see how far he could go using only a four-note 

motive. The resulting composition, published in 19 32, 

proved to be one of his most controversial and best-known 

compositions. The piece shows an affinity to Bartok's piano 

style and to the thematic treatment of Schoenberg. Other 

important piano compositions in the abstract style are the 

Piano Fantasy and the Piano Sonata, although both of these 

pieces were written considerably later. 

Copland's third style period includes much functional 

music. He wrote several orchestral pieces intended for high 

school, and an operetta for young people called The Second 

Hurricane, in 19 35. He also wrote many radio, movie, 

and theater works, and a series of educational piano pieces. 



He has written eleven commissioned ballets, among them Billy 

t h e Kidf Rodeo, and Appalachian Spring. Several of these 

ballets were commissioned for Martha Graham's American Ballet 

Theater. For Appalachian Spring Copland received the Pulitzer 

Prize for Music in 1945 and the award of the Music Critics' 

Circle of New York. 

In this third period, beginning around 1935, there are 

many patriotic pieces which use folk elements, as well as a 

few abstact works of importance. Some of the important 

patriotic compositions are the Lincoln Portrait, Preamble for 

a Solemn Occasion, Fanfare for the Common Man, Canticle of 

Freedom, and the opera, The Tender Land. The abstract works 

include the Piano Sonata, Sonata for Violin and Piano, the 

Third Symphony, and the Concerto for Clarinet and String 

Orchestra.3 

Passacaglia for Piano 

The Passacaglia for Piano is an early work dating from 

1922. It was written while Copland was a student of Nadia 

Boulanger. Not surprisingly, it shows the influence of the 

French school, including Franck and Faure' as well as a cer-

tain folk flavor. This neoclassic work has the same grandeur 

and expansiveness found in many of Copland's orchestral 

pieces of his first period. 

3Arthur Berger, Aaron Copland (New York, 1953), p. 197. 



A passacaglia is a type of continuous variation which 

began to appear in the early seventeenth century. It is 

built over a ground bass pattern of four or eight bars and is 

in triple meter. Copland's Passacaglia for Piano differs 

from most, however, by being in common time. Its ground bass 

is eight bars long, although many statements of the theme 

are truncated. 

The theme is a model of symmetry and compactness. The 

ground can be easily divided into two rhythmically identical 

four-measure phrases, each of which will also divide into 

another two-measure motive. The first two measures delineate 

the entire theme. A falling perfect fourth is followed by a 

rising diminished fifth on the pitches G^"down to D*#", then 

up to A. This A then descends a half step to G T h e s e 

three intervals, the perfect fourth, tritone, and half step 

are prominently featured in the variations to come. 

Although written in G^minor, no tonal center is estab-

lished at the beginning. The theme ends ambiguously in mea-

sures seven and eight with a falling half step figure. 

Instead of resolving on a final as the ear expects, the 

final note is E (figure 1). 
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The ascending chromatic line in the first variation is 

made by inverting the falling half step pattern at the end 

of the theme. The ground itself is an exact repetition of 

the preceding eight measures (figure 2). The following 

variation is a continuation of the same ascending chromatic 

line but expanded now to octaves. The bass pattern has been 

transposed up a fifth to begin on (figure 3). 

At measure forty-one the ground is given in octaves in 

the bass and forms a canon with the upper voice. Since the 

bass voice finishes first, it repeats the first four notes 

of the theme while the upper part is completing its state-

ment . 
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At measure fifty-one there is a key change to minor. 

The theme in diminution and retrograde is presented in the 

left hand against full chords, which outline the opening 

intervals of the theme (figure 4}. There is a steady increase 

Dopplo movlmento) 

P 

Fig. 4—Copland, Passacaqlia, mm. 51-54 

in rhythmic motion as the theme is broken apart, first into 

four notes, then three, then two. The ground is again heard 

in retrograde, but this time against a triplet pattern in 

parallel fourths based on the first two measures of the 

theme. Instead of the theme ending ambiguously as it did 

before, there is a strong cadence on (figure 5). 
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Beginning with measure seventy—three there is a return 

to the key signature of G#minor. The theme is heard as the 

bottom of a rolled chord pattern. Against this is set a 

new J 3 pattern (figure 6). 
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the ground is given in whole notes against the sixteenth-

note background (figure 7}. 
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Diminution of the entire theme in eighth notes is heard 

against a pattern built on rising and falling 

seconds (figure 8). Both ideas continue but are reinforced 

J I r ' p j J w 
}/z> 

i *=9 

Fig. 8—Copland, Passacaglia, mm. 109-110 

with octaves and chords. As the piece builds to a climax, 

the theme is presented in full chords surrounded by the 

chromatic triplet figure used before at measure sixty-six 

and the pattern from measure one hundred-nine 

on the bottom (figure 9). The tension builds over a pedal 

point to a climax on a huge tone cluster. This cluster 

is made up of all the intervals present in the theme 

(figure 10). The entire theme is given in octave triplets 

for the last time, and there is a resounding conclusion on a 
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Pig. 10—Copland, Passacaglia, mm. 130-131 
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fortissimo G#minor chord, firmly establishing the key, once 

and for all (figure ll).4 

Trds Tite 

1 
I 

Fig. 11—Copland, Passacaglia, mm. 135-138 

Piano Variations 

T h e Piano Variations, written in 1930, is a work from 

Copland's second, more abstract period. It differs from 

pieces of the earlier period in its austerity and sharper 

^Arnold Schoenberg, Structural Functions of Harmony 
(New York, 1954), p. 74. 
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dissonances. Serial principles and polytonal relationships 

are important elements in the construction. The theme itself 

is used pointillistically, with octave displacements often 

occurring, thus highlighting the extreme ranges of the 

piano. The texture is transparent and sparse. 

The theme of the Variations is ten measures long but is 

made up of two equal phrases, which in turn can be divided. 

The beginning four notes provide the kernel of the theme. 

This motive is E C D # C # The other motives of the theme 

are actually an elaboration of this kernel. The intervals of 

the third and second are emphasized. The percussive motives 

are punctuated with sforzando tone clusters and polytonal 

chords. The pianist is asked at two places in the theme to 

depress a <3#* silently, causing sympathetic vibrations of the 

piano strings (figure 12). 
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Fig. 12—Copland, Piano Variations, mm. 1-10 
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Following the theme are twenty variations beginning with 

eleven slow ones and then nine fast ones, ending with a slow, 

dramatic coda. All but five of the variations begin with the 

main four-note motive in original, transposed, or permutated 

form. Variations one through six, fourteen through eighteen, 

and the coda will be discussed, since these portions demon-

strate the most interesting uses of the theme. 

The first variation is a canon at the octave. The top 

voice states the entire theme, but the lower voice uses only 

the first four measures of the theme. The theme, instead of 

entering on an upbeat, as in the original statement, begins 

on the downbeat (figure 13). Variations four and five form 

(J - tu) 

P i SSÎ Sii 
molto e*pre*§. 

Fig. 13—Copland, Piano Variations, mm. 12-15 

a pair because of the use of parallel thirds in the right 

hand and ninths in the left hand. In variation six the four-

note motive is transposed for the first time and used three 

different ways: with the motive divided between the hands in 

its original form, in rearranged order in each hand, and in 
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vertical combination. The sixteenth-note figures which 

punctuate the variation are also based on the opening motive 

(figure 14). 
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Fig. 14—Copland, Piano Variations, mm. 57-60 

Variations fifteen through eighteen form a group because 

of their formal design. Instead of being in two equal parts, 

they are in three, forming an A B A structure. In variation 

fifteen the theme is given in eighth notes, but the ending 

note of each group also outlines the theme in quarter notes 
C 

(figure 15). 
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Fig. 15-—Copland, Piano Variations, mm. 166-170 

Mary Kay Higginbotham, "A Comparison of the Variation 
Technique Employed by Beethoven and Copland," unpublished 
master's thesis, School of Music, North Texas State Univer-
sity, Denton, Texas, 1964, pp. 47-73. 
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The coda is in three progressively slower sections, made 

up of material from preceding variations, primarily four, 

five, and sixteen. The second section of the coda, with its 

wide octave transpositions, is like variation three. The 

final statement of the motive in the top voice is heard over 

a low C^"pedal. The piece ends with three polytonal chords. 

The last chord telescbpes the theme because it contains two 

pairs of half steps (figure 16). 
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Fig. 16—Copland, Piano Variations, mm. 365-36 8 

Although many of the variations are strikingly different, 

there are rhythmic, chordal, and tonal elements which unify 

the Variations. The rhythmic pattern I ? is heard in 

three variations and the coda. The opening rhythm of the 

theme, A U . occurs in five variations and the last half 

of the coda. A strict quarter note rhythm appears in eight 



19 

variations. The major chord before the cadence in the theme 

is a recurring idea in many of the variations. The tonal 

center for most of the piece is C&f although there is no 

strong feeling of key. 

Variety is achieved through tempo and meter changes. 

In variation fourteen there is a meter change in each bar 

for twenty-four measures (figure 17). 

(w) Allegro con brio (J = i7«) 
23* I > « 

r? 
-tf"*"'* I, 11, 

Fig. 17—Copland, Piano Variations, mm. 140-144 

Four Piano Blues 

Although the Four Piano Blues was published in 1948, 

the pieces themselves were written over a span of more than 

twenty years. Each is dedicated to a contemporary composer 

or famous pianist of the twentieth century. The first piece, 

written in 1947, is dedicated to Leo Smit, an American 

pianist and composer from Philadelphia. The second piece 

dates from 19 34 and is dedicated to the Hungarian pianist 

Andor Foldes. Number three is the only piece which was 

actually written during the year of publication, 1948, and 
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is dedicated to William Kapell, the famous American pianist 

who died in a plane crash in 1953. Piece number four is 

actually the earliest of the group, composed in 1926, and 

dedicated to John Kirkpatrick. Kirkpatrick, like Kapell, did 

much to promote American music. He and Copland were fellow 

students of Nadia Boulanger. Kirkpatrick was the first 

pianist to perform Charles Ives" Concord Sonata from memory. 

The performance of the sonata took place in a 1939 concert in 

New York City. It made Kirkpatrick an overnight sensation. 

At least to some extent, most contemporary composers 

have been influenced by jazz; Aaron Copland is no exception. 

Copland's first mature style was strongly influenced by the 

jazz idiom. Therefore, it is important to understand the 

origins of jazz and especially Copland's use of it. 

Jazz originated as a relatively unsophisticated folk 

music developed in large part from African musical tra-

ditions. It combines simplified African rhythmic patterns 

with traditional European harmonies. The result is a syn-

thesis, a child so like, yet so different from its parents. 

The "democratization" of rhythm is an important feature 

of jazz. All beats become more equal in importance as weak 

beats are no longer suppressed. Instead, these weak beats 

are sometimes exaggerated, creating syncopation. Rhythm 

becomes just as important as melody, if not more so. Jazz 

often exploits polyrhythmic and polymetric time relationships, 
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as well as cross rhythms. The overall structure is one of 

perpetual rhythmic variation over a regular beat. 

The blues is a type of jazz closely associated with the 

Negro spiritual. The typical blues song is in three-part 

form. It has a rhythmic and inflective freedom not found in 

faster types of jazz, such as ragtime. It also has a long 

harmonic rhythm, unlike ragtime. It uses a call and response 

pattern and a basic I-IV-I-V-I harmonic progression. The 

blues scale is made up of two tetrachords and includes a 

flatted third and flatted seventh. Many of the blues songs 

are improvised, and usually accompanied by a banjo or guitar. 

They maintain a unique simplicity, the melodies being more 

like sung speech than an actual song.® 

Copland's Four Piano Blues have some of the basic charac-

teristics of these early blues songs but are more sophisti-

cated. The first piece uses two motive fragments that Copland 

discarded from the Piano Concerto. The first motive is made 

up of an ascending third and an octave. The second motive 

seems to answer the first, and is made up of ascending ninths 

and seconds. The first motive and its answer are heard 

three times, but each time in a more extended version 

(figure 18). The time signatures change constantly, creating 

much rhythmic flexibility and many shifting accents. The 

piece is definitely in the key of C major. The final cadence 

6Gunther Schuller, The History of Jazz, Its Roots and 
Musical Development, 2 vols. (New York, 1968) ,~l7 3-«50,. 
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Fig. 18—Copland, Four Piano Blues, No. 1, mm. 1-12 
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is a dominant seventh chord similar to cadences found in 

Latin American music (figure 19) . 

.'.jCN 

— 2 

Fig. 19—Copland, Four Piano Blues, No. 1, mm. 44-46 

The second blues piece is similar to the first one 

because of the use of thirds and the grace note figure. 

Unlike number one the rhythm is regular, and the meter is 

common time throughout. The form is A B A with the middle 

section written in a key signature of five flats. However, 

there is no real key center in any of the sections. In the 

return of the A section, the main themes of both A and B 

sections are combined (figure 20). 

J p ^ -3 

mark the bass melody 

Figure 20—Copland, Four Piano Blues, No. 2, mm. 40-42 

7Julia Smith, Aaron Copland (New York, 1955), p, 90. 
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There are many polytonal chords throughout and quartal 

harmonies. A syncopated dotted rhythm JT ̂  5 3 ^outlines 

the same major chords as the beginning, but gives a sudden 

lighthearted, jazzy quality (figure 21). The final chord is 

P a *emP° 
trifle faster (J =vto) 

8" ~ 

PP iO 

mp te* k ft 'M 
I 

F f ftf 

Fig. 21—Copland, Four Piano Blues, No. 2, mm. 18-22 

D major, but any feeling of a firm resolution is destroyed 

by a final superimposed snatch of the theme from the B section 

(figure 22). 
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Fig. 22—Copland, Four Piano Blues, No. 2, mm. 56-57 
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Except for the syncopated rhythmic section at measure 

eighteen, the overall mood is dreamy and melancholy, much 

like the first piece. 

The third blues has elements in common with the first 

two. It opens with parallel fifths in the bass, as does 

the second blues. There are some changing time signatures, 

but the rhythmic pulse is more regular than in the first 

piece. There are many syncopated patterns and chords built 

on extended thirds, also like number one. The form ia A A' 

with a transition area between the A sections. The opening 

chords are broken apart and expanded to make the codetta at 

the end (figures 23 and 24). The mood of the third blues 

is languid and sensuous, like the first two pieces. Although 

written in four flats, there is no sense of a definite key. 

Muted and sensuous (J .es) 

m - mr*-•-*. mr. t* 

mfsonorous 

i vm J 

Fig. 23—Copland, Four Piano Blues, No. 3, mm. 1-3 
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Fig. 24—Copland, Four Piano Blues, No. 3, mm. 39-41 

The fourth piece is the only one which has a jaunty, 

carefree mood throughout. It has the syncopations and 

shifts of accent seen in the other blues, especially the 

first one. The rhythm of the theme is altered upon its 

return by the addition of two eighth rests. These rests 

further exaggerate the hesitation written in each measures 

(figures 25 and 26). 
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Fig. 25—Copland, Four Piano Blues, No. 4, mm. 1-3 
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Tempo I (is tea) ^ -

>4 i- ^ 'û  •"i ifsTs ^ 
tlJEf rvFt legato 

— — - g ; f^l 

Fig. 26—Copland, Four Piano Blues, No. 4, mm. 23-25 

The bass chords at the beginning of the fourth piece are 

identical to the opening bass line of the second piece. 

There is a stacking of one chord on top of another, as in 

the other three blues. The skipping rhythm found in the 

fourth piece is almost identical to the rhythm pattern 

found in the second one (figures 27 and 28). 

r-C 
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Fig. 27—Copland, Four Piano Blues, No. 4, mm. 21-22 
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dorit hurry 

=S=2:=$3^. 

tti/ non legato 

Fig. 28—Copland, Four Piano Blues, No. 2, mm. 23-24 

The same skipping rhythm is again heard at the end of the 

last piece, followed by a dominant seventh chord on F 

(figure 29). This ending is very similar to the one at the 

A 

Fig. 29—Copland, Four Piano Blues, No. 4, mm. 39-41 

close of the first blues. Although F seems to serve as a 

tonal center for the last piece, it is not really in a key, 

The only one which firmly establishes a key is the first 

blues in C major. 
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throughout both pieces. Particularly significant is the fact 

that both sets of variations build to a climax on a chord 

cluster which contains all the intervals of the main motive. 

Both also use a pedal point at the end. 

Most of the differences between the Passacaglia and the 

Variations lie in the area of texture and sonority. The 

Passacaglia has a full, elegant texture of many polytonal 

chords and running, chromatic scale passages. There is 

much simultaneous use of quartal and quintal harmony, unlike 

the Variations. The Variations is a much more percussive 

piece, with a sparse texture. The notes of the theme are 

used pointillistically, exploiting the extreme ranges of the 

keyboard. Although there are many places where the spacing 

is quite wide in the Passacaglia, there are not many of the 

wide leaps typical of the Variations. The Variations is 

extremely disconnected with many rests. The Passacaglia 

flows smoothly with few interruptions. Although there are 

many dissonances in the Passacaglia, they are much less 

abrasive than the constant clashes in the Variations. The 

Variations calls for the pianist to create sympathetic 

vibrations by depressing notes silently, unlike the Passa-

caglia. The Passacaglia is written within the framework of 

a key center and is in neo-classic style. The Variations 

is not written in a key, and its style is firmly planted in 

the tradition of early twentieth—century atonality. 
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Treatment of the themes is also different. The theme of 

the Passacaglia is subjected to the same kinds of manipulation 

that a Baroque composer would use, including inversion and 

cancrizan. In the Variations, however, Copland chooses to 

manipulate the theme primarily through different permutations 

of the separate notes of the theme. 

The Four Piano Blues has features in common with both 

t h e Passacaglia and the Variations. The same variation tech-

niques are used in it as well as in the other two composi-

tions . The main themes of the Four Piano Blues are never 

repeated in exactly the same way twice. The rhythmic dis-

placement of the main theme of the first blues piece is 

similar to the rhythmic displacement of the theme in the 

canon of the Variations. This same shifting of accents is 

also present in the coda of the Variations and the fourth 

blues. The constant meter changes in the first blues piece 

are like those found in the Variations. 

The Four Piano Blues favors the interval of the third 

and second. These intervals are also prominent in the 

Passacaglia and the Variations. All three pieces use poly-

tonal chord clusters as well. The lush, elegant textures of 

parts of the Passacaglia are also present in the Four Piano 

Blues, especially in the second and third ones. 

In some ways the Four Piano Blues is unlike either the 

Passacaglia or the Variations. Although there are rhythmic 

displacements in both the Four Piano Blues and the Variations, 
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this is not a feature of the Passacaglia. Even when these 

rhythmic shifts occur in the Variations, they do not set up 

a syncopated rhythmic swing as they do in the blues pieces. 

The textures and sonorities of the Four Piano Blues are quite 

different from those of the Variations. The Variations uses 

its theme pointillistically. The notes of the theme itself 

are often rearranged in serial-like permutations. The Four 

Piano Blues has neither of these features. The Variations 

is percussive, extremely fragmented, and dissonant. The 

Four Piano Blues are less abstract and far more melodic. 

In a 1956 interview with Milton Bauer, Aaron Copland 

said this about a composer's style: 

When you listen to a composer's creation, you are 
listening to a man, to a particular individual, with 
his own special personality. Whatever personality a 
composer may have is expressed within the framework 
of his own period. It is the interreaction of per-
sonality and period that results in the formation of 
a composer's style. 8. 

The Four Piano Blues, Piano Variations, and the Passacaglia 

are all unique pieces, and they are also uniquely Copland. 

Although different in so many ways, they all carry the stamp 

of his individual musical personality. 

®Marion Bauer, "Aaron Copland," The Book of Modern 
Composers (New York, 1956), p. 471. ~ 
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