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ABSTRACT 

The Six String Quartets of Paul Cooper? An Analysis and 
Interview with the Composer 

By Elizabeth Bennett 

By analysis, certain aspects of compositional process 

and style are discovered- Cooper’s works have grown from 

the pandiatonic style of his early years to an open style 

characterized by clear structure, however veiled, by lyrical 

themes of eleven or twelve notes, by free twelve-tone and 

contrapuntal techniques, by use of some unusual and effec¬ 

tive textural sonorities, and by a logic, growth and unity 

of ideas throughout each work. 

Interviews with the composer allcry careful questioning 

and cross-examination of his compositional process and his 

aesthetic and philosophical views, as well as provide factual 

data on the background and reasons for writing a particular 

work. In the interview. Cooper reveals that basic structure 

is the initial consideration in his compositional process. 

When he has settled that issue, he can begin to develop the 

melodic motives of the quartet. Sketches are used to work 

out complex contrapuntal passages, but are rarely necessary 

otherwise. Notating a work is relatively rapid once its 

composition is more or less complete in his head. A few 
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notes or markings may change from the original draft to the 

final copy; however, these are usually minor. An exception 

occurs when an intellectual premise may have prevailed over 

musical instincts. In this case, Cooper feels the ear must 

be the final judge. Variation, proportion, and unity are 

important philosophical or psychological concepts that Cooper 

incorporates into his works. More often they figure in the 

composer's instinct rather than in a deliberate or programmed 

manner. In addition, Cooper answered questions on the his¬ 

torical background of each work. 

Studies on works by significant living composers 

present the obvious appeal of personal discussion with the 

composer in an effort to understand his processes and pre¬ 

ferences. Very few composers have made an effort and many 

are reluctant to describe the fundamental aspects of their 

style and the reasons or inputs behind it. While in-depth 

analysis may reveal stylistic qualities, the findings are 

greatly enhanced by responses to the penetrating questions 

that surface in such an analytical study—responses that can 

only be rendered by the composer. Current history and current 

musicology can supply information for present understanding 

and vital resources for future considerations. 
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CHAPTER I 
Introduction 

"...Cooper...has written some of the most original and 
appealing American music of the seventies. He seems 
to heed Debussy's dictum that a composer can better 
spend his time looking at the world than listening to 
the music of other musicians; his works are filled 
with air and light, perceived freshly with the senses 
of a poet...” 

W. L. Taitte in Texas Monthly 
August, 1978, p. 135 

"...Cooper's writing always reflects the long and hon¬ 
ored tradition of the consummate craftsman. His works 
are never slovenly tossed off in either conception or 
execution and they are marked by a comprehensive and 
sensitive understanding of the instruments, the per¬ 
former, and the creative act and how all these come 
together in the performance for musical expression." 

Charles Ward in The Houston 
Chronicle. Fri., Dec. 1, 1978, 
section 3, p. 8 

The works of Paul Cooper, an outstanding contemporary 

American composer, deserve the attention of the musicologist 

as well as the performer and audience. Because he has been 

writing mature compositions for nearly twenty-five years, a 

profile of his work and style is discernible. While he still 

lives and continues to compose, there is an opportunity'to 

interview him and thereby receive special insights for the 

analysis and interpretation of his works today and in the 
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future. Indeed, an organized, systematic study that includes 

a composer's commentary on his influences, inspirations, and 

processes is one possible only in the present and one of 

unquestionable value in understanding and analyzing his works. 

One of the major problems and misfortunes in the study 

of composers from previous centuries and their works is the 

lack of accurate information concerning the process and back¬ 

ground of their compositions. How did a composer write his 

works? Were there any written sketches prior to notating 

the original draft? What were the steps in his compositional 

procedure and what were, in his mind, the deciding factors 

in motivic selection, tonal orientation, structural organiza¬ 

tion? Why did he decide to write a certain piece or to alter 

certain stylistic characteristics in different pieces? 

Of course, a very few composers' ideas, philosophies or 

descriptions of a work's history or process do survive either 

in the form of interviews, correspondence, or personal memoirs 

and sketchbooks. However, more often the historian must rely 

on deductive reasoning and sketchy personal accounts from 

the period in drawing conclusions; and the information does 

not always constitute the answer to the specific questions 

that may arise in studying a particular piece or repertoire. 
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In fact, the information that survives is often colored by 

subjective wording or phrasing and reinterpretation of a 

composer's intent. The exact statements of an earlier com¬ 

poser are not often quoted in any form. And, although some 

may be set down, the opportunity to cross-examine and extend 

a line of thought are now impossible. 

Further, some of the analyst's conclusions are really 

inconclusive without the composer's substantiation. While 

some conclusions are self-evident, based on analysis of the 

works, others are merely conjectural assumptions as to the 

psychological or philosophical rationale for a particular 

structural or motivic design. A composer's reaction to these 

assumptions could render them inaccurate or place them in 

relative perspective to the composer's primary goals. It is 

not wrong to offer possible explanations along with observa¬ 

tions; that is the logical and natural step. However, these 

explanations may be debatable. 

On the other hand, while certain perspectives and trends 

of a period are better evaluated at a distance of many years, 

the musicologist of the twentieth century can make a special 

contribution by providing valid accounts from comprehensive 

journalistic interviews with living composers concerning 



their process of composition and some of the otherwise 

unknown historical and philosophical reasons behind their 

style choices and changes. 
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In conducting such a survey, the researcher must deter¬ 

mine what are the central, important questions to ask a 

living composer. Some will be of a general nature, covering 

aesthetic philosophy, stages in the compositional process, 

and usual preferences of vocabulary or medium. Other questions 

will be rather specific, covering the details of a particular 

work, why it was written, and why certain choices were made 

in the compositional process. General queries might well be 

the same as one would want to ask an earlier-period composer, 

if given the opportunity. In any case, the assumptions or 

questions that went unanswered in previous decades can be 

discussed today with the contemporary composer as they relate 

to his works. 

In some respects, the science or endeavor of musicolo- 

gical research is relatively new. While a few notable fore¬ 

runners began systematic historical studies in previous cen¬ 

turies, such historical/analytical pursuits are more common 

in the twentieth century. As in all fields, increased 

specialization allows and promotes more scholarly studies. 



5 

Though the focus of many studies is in the past, the musico¬ 

logist should not ignore the possibilities for study of the 

music and composers of the present day. After all, unless 

current historical and analytical documentation is made, some 

of the same problems the musicologist confronts in studying 

the past will plague future researchers with regard to the 

twentieth century, despite the secondary sources of printed 

reviews, taped performances, and scattered informal interviews 

More penetrating studies in contemporary music obviously 

depend on the quality of analysis and study the researcher 

has done in preparation for direct confrontation with the 

composer. Preparatory analysis will both determine and be 

determined by the focus of an interview. The results of'the 

preparation or analysis and of the confrontation or interview 

are therefore important—each in the evaluation and under¬ 

standing of the other. Thus, the musicologist's role is mani¬ 

fold: to select a composer whose works are of significant 

quality; to analyze those works (or a particular genre there¬ 

of) with an open mind; to develop questions that can serve 

as a basis for interviews; to discuss these questions and 

points of style with the composer himself or herself; and to 

print the documentation of these findings in order to aid 
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other musicians and musicologists of the present and the 

future. 

The Composer and His Works 

Paul Cooper, at age 52 (born May 19, 1926, Victoria, 

Illinois), has been recognized by many as an outstanding 

composer. He has developed his compositional style over many 

years and currently has a sizeable catalog of published works 

(See Appendix B). His works cover many genres and have re¬ 

ceived acclaim, with thirty to forty performances a year" in 

the United States, Europe and Asia, including those by the . 

Los Angeles Philharmonic Orchestra, the Houston Symphony,, 

the Weisberg Ensemble and others. 

Cooper holds three degrees from the University of Southern 

California (B.A. in 1950; M.A. in 1953; D.M.A. in 1956). He 

also has studied at the Conservatoire National with Nadia 

Boulanger (1953-54). He has been the recipient of numerous 

grants and awards including those from the Fulbright Commis¬ 

sion, Horace H. Rackham Foundation, the Guggenheim Foundation, 

the National Endowment for the Arts and others. In 1977, 

Cooper received a citation and award from the American 

Academy and Institute of Arts and Letters. 

In addition to composing, Cooper is currently Composer- 
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in-Residence and head of the Department of Theory and Composi¬ 

tion at the Shepherd School of Music, Rice University. He 

had previously been a professor of music at the University 

of Michigan (1955-68) and at the College-Conservatory of 

Music, University of Cincinnati (1968-74). Besides his 

many compositions and recordings (See Appendix B), Cooper 

has published a textbook entitled Perspectives in Music 

Theory (Dodd, Mead, 1973y 2d ed. Harper & Row, publication 

date 1980) that has been adopted at numerous universities 

and music schools. 

Cooper's six String Quartets have been chosen for 

analysis because they represent the entire output to date 

of a single genre of his works, because they were composed 

over a 25-year span of his compositional career, and because 

a composer's craft is clearly exposed in the four-voice linear 

texture of a quartet. The First and Second Quartets date 

from 1953 and 1954, but have been recently revised (1978 and 

1979) to add variety in the articulation and voicing while 

retaining the original structural and thematic concepts. 

The Third and Fourth Quartets date from 1959 and 1964. Both 

have an arch-form. The Third begins to exhibit lyrical 

twelve-note melodies y the Fourth is a modified twelve-tone 
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work. The Fifth and Sixth Quartets date from 1973 and 1977. 

These show a more expansive style with the use of freely- 

determined rhythms along with predetermined ones. The Fifth, 

titled "Umbrae", presents a subtle mingling of musical 

shadows and light. The Sixth combines lyrical melodies and 

their derivatives in a continuous-flowing structure to 

achieve a transcending spirituality and musical elegance. 

Project Methodology and Procedure 

The initial step in the project was the analysis of 

the quartets. Each quartet was analyzed individually and 

prior to any interview. .No rigid analytical system was 

used; rather, the works themselves suggested the most appro¬ 

priate manner of analysis. It is often the case with 

twentieth-century compositions that creative approaches to 

analysis are required, even as new or creative approaches 

to structure, vocabulary, and aesthetics are taken by 

composers. 

The analysis of the quartets took an organic approach 

rather than utilizing systems that can "pigeon-hole" or label 

ideas, but fail to correlate their importance. Where Classical 

or Romantic techniques are used, they are so described; other¬ 

wise the natural process of progression toward events is 
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described as it relates to the structure and themes. This 

procedure of analysis served well to reveal the stylistic 

traits of Cooper's compositions. The researcher's conclu¬ 

sions, questions, and assumptions could then serve as the 

basis for the interview to elicit the composer's responses. 

The interview was taped and later transcribed into a 

logical, categorical sequence of questions and answers 

with editing of some of the tangents and redundancies that 

inevitably arose. Cooper then reviewed the written copy 

for any addenda or rewording of his thoughts. After the 

interview was conducted, a few historical notes were added 

to the body of the analysis. The interview, covering many 

areas of style, appears as Chapter II. More detailed and 

specific comments and responses on each quartet appear as 

"Composer Commentary" in each of the Chapters III-VIII. 

It is hoped that the reader will benefit by reading the 

general interview in advance of the more detailed analyses. 

The analyses will perhaps become more meaningful in light 

of knowledge of the composer's viewpoints. At the same time, 

it was the analyses which preceded and helped to define the 

questions in the interview. And, a deeper acquaintance with 

his works will lead to an extended understanding of the 
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composer ' s comments. 

Significance 

The significance of the present study is three-fold. 

First, it provides a model for other twentieth-century 

musicological projects of a similar type while the opportu¬ 

nity exists to raise and discuss major issues with the 

living composer. Second, it provides analytical comment 

and a basic summary of Cooper's style (1953-79) from both 

subjective and objective perspectives which could be a 

valuable reference to later analysts of other Cooper works. 

Third, it may provide useful information to the performer 

of any of these works. 



CHAPTER II 
An Interview with Paul Cooper 

Prefatory Notes 

An interview with the composer was conducted over a 

period of two weeks (March 21-30), comprising a total of 

five hours. Cooper was articulate, receptive and candid 

in his responses to the many questions about particular and 

general matters. In some cases, he would anticipate a 

question before it was asked or open a new area for discus¬ 

sion. At other times, the discussion would lead to new or 

more specific questions that have been more appropriately 

included in the "Composer Commentary" in each chapter of 

analysis. 

The transcription of the taped conversations that 

appears here in question-and-answer format is edited by 

topic. The conversational style is observed throughout, 

although Cooper personally edited his thoughts for clarity 

or to delete discussions not germane to the six quartets. 

Where a word or sentence is added editorially, it appears in 

brackets? where a thought or sentence has been rephrased, 

that segment appears in parenthesis. In addition, topical 

headings are inserted to guide the reader and to define 
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further areas of style or philosophy discussed by Cooper 

for which no prior question was required. The initials 

I.Q. indicate the interviewer's-question; P.C. indicates 

Paul Cooper's response. 
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The Interview 

I.Q. How does the quartet rank among your favorite types of 

genre in which to compose? 

P.C. I like it enormously.• And, as a body of works, 

needless to say. I think there are two bodies that 

hold up pretty well: the six String Quartets and the 

Triptych—Credo. Cantigas, and Refrains. Those probably, 

as whole groups, include my best pieces. 

I.Q. If you were to rate your quartets, which would you 

consider your best, your least best? 

P.C. One has to be a little careful...if I have six 

children—whom do I love most? Is No. 6 my most beloved, 

CsinceQ we had more practice at making children and 

therefore the sixth turned out the best? One cannot do 

that with compositions. It poses a philosophical 

question. 

We once asked John Cage, "You've had eleven 

performances. Did one or two of your performances go 

better than the other?" 

He said, "No, they were all the same." 

This was the late 50's or early 60's? of course, 
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we were incensed at the time? how is that possible? 

It is not quite fair to ask me to judge No. 6, 

which is the last of the third set, and to compare it 

with the first two because between 1954 and 1959, there 

was an enormous leap. I had finished my studies [1955] ; 

I had been through a dry period in my life where I had 

not written very much; and what there was was all bad. 

I went through a very difficult period, and in fact the 

Third String Quartet really started me writing again. 

I was asked by colleagues... [to write} the Third 

String Quartet... tit] was what I call "lines to a sink¬ 

ing composer," and I was very appreciative. Obviously, 

there is a radical style change. I had moved from 

Southern California, where the 1953 Southern California 

style still persists, to Ann Arbor, in which "twelve- 

tone" was not a dirty word or phrase...But I could not 

just arrive and simply begin to write twelve-tone music; 

I'm not that kind of composer. I had to take a while. 

I had to see examples, particularly from [Ross Lee] 

Finney...and from [Luigi} Dallapiccola... I had to have 

models other than Schoenberg. I was familiar with 

Schoenberg. 
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I needed the models of Dallapiccola and Finney, 

and of possibly a few other colleagues at Ann Arbor, to 

show me that I could have my own aesthetic, because, I 

am sorry to admit, I had confused vocabulary and 

aesthetic, or methodology and aesthetic. I could not 

accept the Expressionist aesthetic; and the way my 

twelve-tone pieces were taught to me, vocabulary and 

aesthetic seemed to be basically part and parcel. I 

could not adopt or espouse an aesthetic that was appro¬ 

priate for Vienna, 1912. I could begin to use. the meth¬ 

od once I saw that I could keep my own aesthetic which 

was strongly American... 

The Third Quartet is moving in the direction of a 

modified twelve-tone; the Fourth Quartet is almost 

analyzable as a twelve-tone; the Fifth no longer is 

£analyzable in twelve-tone terms}. The Sixth...I think 

a music scholar coüld tell, or could at least guess, 

that I had been through twelve-tone discipline, just by 

the lines and avoidance of certain repetitions and the 

amount of variation... 

So you want me to rank them is the question. From 

the top down, No. 6 I think is one of the best pieces 



16 

I've ever written. I can categorically say that. No. 4 

means a great deal to me in an emotional sense. It’s 

the Kennedy requiem. No. 5 I find an attractive atmos¬ 

pheric piece. No. 3 is important for ray personal devel¬ 

opment—I became a different kind of composer. 

For the first years, I simply imitated...I started 

writing when I was eight. I improvised, and was such a 

good improviser that from the time I was fifteen and 

entered the Conservatory, until roughly the Third String 

Quartet, I simply wrote down what my fingers could find. 

With the Third Quartet I completely changed my whole 

process of composing. The piece, the architecture, was 

in my head; I knew what I wanted to do before notating; 

I laid it all out in advance. And from (about age) 

thirty to the present, I'm an entirely different kind 

of composer, because I don't use the piano at all, ex¬ 

cept to check. I could be on a desert island and still 

compose...An example would be the Third Symphony—I had 

no piano around...Before copying, I rented a studio in 

Santa Monica...(and after playing it), I changed only 

two notes. So I hear the way I want to hear. 

I think that both Quartets No. 1 and No. 2 have 
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some decent melodies and a good sense of counterpoint. 

One must remember that I was brought up in an entirely 

different kind of aesthetic...that was essentially neo¬ 

classic. My teachers were fond of Bartok; they were 

fond of Stravinsky; they didn't really like chromati¬ 

cism...And so, to be a part of that particular school, 

I wrote that kind of music. 

I.Q. How do you compose? Which quartets were harder, or 

easier, to write? Which took a longer or shorter time 

to write? What is your process of composition? 

P.C. Well, again there is a difference between 1959 and 

works before that. The process varies a little bit, 

depending on the piece. I have to have a certain aural 

imagery. And, that aural imagery may be sparked by a 

number of factors. It can be sparked by a non-musical 

item; it can be sparked by a musical situation. It can 

be sparked—the "lightbulb" syndrome—where the archi¬ 

tecture is concerned. I remember Stravinsky commenting 

about Requiem Canticles...(with) the idea of interludes— 

one for winds, another one for strings, and another one 

for bells—then the whole architecture fell in mind and 

he wrote the piece. Very often there is a problem some- 
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how to be solved. One wrestles sometimes a long time, 

sometimes years, solving that particular problem. And, 

as soon as one solves the problem, then the work proceeds. 

So, sometimes I sit very quietly, maybe in a quasi¬ 

meditation. . .and "of course, that's the solution." 

Then, I have to know what instruments I'm writing 

for...I even like to know...who*11 be playing. Ideally, 

I like to know what hall it will be played in, because 

I'm an acoustical writer. Then, when I have all of 

that in mind, I must know how long a piece it will be. 

...I have to know what the time span is, because obviously 

a two-minute piece is going to have an entirely different 

set of gestures than a thirty-five minute piece. Yes¬ 

terday, in class, (we looked at) the Prelude of Tristan 

£by Wagner]]. Well anybody should know that that piece 

is going to take several hours after the first full bar. 

...Since I'm very concerned about the pacing of where 

things happen, then I have to know how long it [.the work} 

is... 

If I'm going from here to there, I have to know 

the ending. I have to know what this piece is about, 

because that's what the ending is about. The audience 
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may not know.. .but the composer better know what the 

philosophical tenets are at the end of the piece. Is 

this a quiet "downer"? Is this a quiet "upper"? Is 

this a rambunctious "I'll sock it to 'em! Take that!" 

Where are we? Look at nineteenth-century cadences— 

V-I, V-I, V-I; loud, loud, loud. Isn't that philoso¬ 

phical? 

I have to know where I'm going. Then, I plan the 

internal events. I divide the time span...I have to 

have some changes. I can't ramble on twenty-one minutes 

without having some major internal divisions. I'm a 

very Classical composer in that sense. I have "slows" 

and "fasts"...I have to know how I'm going to plan— 

four minutes of slow, five minutes of fast...Talking 

about Landscape [Symphony No. 4~)... it ' s twenty-one 

minutes D-n length!. Why twenty-one minutes? Well, 

it's a Fibonacci number...but (joking!) it's also one 

side of a record! 

Twenty-one minutes is a kind of comfortable time 

span for me to handle today. Twenty-one minutes of the 

Third String Quartet would have been uncomfortable, 

because it is much more compressed. I would have been 
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pushing; I would have been pushing the form itself... 

It is so dissonant that I am not sure that twenty-one 

minutes are needed. My style has now become more mellow, 

more spacious, easier on the ears. (So, I can have a 

longer time span.) I am, hopefully, very sensitive to 

matter versus time. Which weighs more—a pound of 

feathers or a pound of gold? ...Today I feel very comfort¬ 

able around twenty-one minutes for most of my pieces. 

I would not feel comfortable writing twice that long. 

Also, there is a certain attitude towards brevity 

that is my nature...It is also one of the tenets of 

Boulanger's teaching. It's like a letter—say what1 

you're going to say, and be done with it. I've never 

forgotten that lesson; that is one of the better lessons, 

one of the great lessons, from her...If the aural points 

have been made—then to the next event...Don't keep 

repeating yourself. On the other hand, you can go too 

far and have events occur too rapidly; then the impres¬ 

sions are not understood by your audience. 

So, I have to know time span, then the divisions. 

Am I going to write an arch-form, like so many pieces 

of the 60's—a Bartokian arch? Or am I going to divide 
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it Cthe time span]] into three movements, which I did 

for a while in the early 70's—the Fourth Symphony, 

Antiphons...In a few compositions, including the Sixth 

Quartet, I wrote a very long first movement and subse¬ 

quent movements of decreasing proportions. In the Sixth 

Quartet, the first movement is thirteen minutes long; 

the second movement, five minutes long; the third move¬ 

ment, three minutes long. (He is amazed that the 

recording of the Sixth Quartet has an actual duration 

of 20’ 55" which is close to the Fibonacci number" 21.) 

I aim at general things; you know that. Similarly, 

if my climax is off a little bit, and it feels comfort¬ 

able to my ear, I let it stand. One plans a piece 

intellectually, with aural imagery. Then the execution 

must be aural...For example, the Sixth Quartet (on) the 

second page—when it becomes rhythmic (with) the bells... 

It £the quartet's opening]had been in a state of flux; 

I felt the necessity of something measured. It had been 

thin-textured, kind of a strange counterpoint—imitations 

at different rates. I felt the need for something formal, 

for something harmonic, of density, of a strong dynamic. 

In the original plan on that (in moving from the 
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ambiguous to the specific) , as I recall I had something 

like 11/8, 10/8, 9/8, 8/8, 7/8, and so on down to 3/8. 

Well, it sounds good enough intellectually, doesn't it? 

It was disastrous. I completely reworked that page. 

That page took probably as much time to write as the 

whole quartet. It was not right in its concept, and I 

was guilty of an intellectual execution when I actually 

wrote it—instead of using my ears...It did not feel 

comfortable? it was not paced right...it was rewritten 

two or three times. Now I think I have it. Those bells 

seem very comfortable. They have their own pacing, not 

my pacing, and they determine if it is a f block follow¬ 

ed by a £ block followed by a .f block, etc.? and it's 

all right that they have the idea of getting faster and 

faster. 

All my initial intellectual decisions about that 

page were fine. It was the initial execution that was 

wrong. And, I see an awful lot of poetry being written, 

of music being written, and paintings in which the cre¬ 

ative process doesn't switch. Therefore, you have 

academic paintings or academic music or academic poems... 

I learned a very important lesson...When I find something 
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doesn't aurally work, I...do a rewrite. 

The architecture, the smaller time spans, the 

events? then I want as much of the detail in my head 

as I can possibly carry. That's why composing takes 

me a long time and the notation goes very rapidly. 

That's why some of my colleagues see me go home on a 

weekend (without) a String Quartet? I come back on 

Monday with a String Quartet. But that's because it's 

in my head. After all, how long does it take to write 

it down? I'm not composing at that time? I'm just 

notating. 

So, the notating goes very rapidly. Then, I try 

to leave it for as much as a month. I'll play it every 

day...add little polishes. If the structure is right, 

then everything will be all right...but if the structure 

is wrong, the poem or the composition will never right 

itself. So some of the pieces that I've notated fairly 

rapidly have taken me a year to compose? Credo took me 

five years to write. 

I.Q. Why do you not notate little bits at a time? or on the 

other hand, why not carry the whole composition in your 

head until completely set? 
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P.C. I can't always do that. First of all, I don't have 

the luxury of time; I have too many distractions. If I 

did not have distractions...if I could live in a kind of 

vacuum, under no pressure of time whatsoever, I think I 

could carry the whole piece in my head. I can't carry 

a whole piece in technological Houston, with teaching, 

etc... (But) I will know tempo and time. Now I think of 

a piece of music as a canvas...If I were going to paint 

a mural, maybe in one part of the mural I want an intri¬ 

cate set of details. I'd go to my sketchpad, render 

those, then take them up on the actual canvas...Let's 

say I have a very involved canonic passage—I’ll sketch 

that and then put it into the piece. 

I.Q. Do you make these sketches in your head or on paper? 

P.C. No, I'll use paper...Some kinds of technical detail 

like the Finney canon^- in the Fifth Quartet (are so 

involved) I can't carry that in my head. The idea of 

the swirl, the general concept, is carried in my head, 

(but the details have to be worked out on paper). No, 

I'm not a Mozart. He could have carried that in his 

^See Composer Commentary in Chapter VII for a his¬ 
tory of this canon. 
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head. I wonder if even he didn't work out a few things, 

particularly his contrapuntal music! 

I.Q. At some time, you commented that you carry 80% of a 

composition in your head before you ever notate. Is 

that in general or for a specific quartet? 

P.C. I would prefer that amount, yes. Now that 80% 

might be (without) some of the working-out or details; 

but I do know at what point in time I want a highly 

contrapuntal passage...I will have some very general 

ideas for that {passage} even if it lacks specificity. 

The amount of...detail is a variable, however. 

I.Q. Do you feel that you are always in control of the 

structure? 

P.C. Yes, I do. 

I.Q. Do you deliberately veil the edges (of sections, etc.)? 

P.C. Yes, surely. And particularly in later years: in 

1964, but not quite as much as a couple of years later. 

After the premiere of the Violin Variations, a very 
« 

prestigious musicologist, who was interested in me as 

a composer but who had never analyzed my works... said, 

"You're a Burgundian composer"... 
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I was very impressed, because she did not know that 

I was reading and listening to a great deal of early 

music at- the time. I was beginning my studies of the 

2 evolution of Tertian harmony for Perspectives♦... 

This [."Burgundian" process! has gone on, once I 

was aware of it...Cover your cadences; don't stop unless 

you want to; don't have introductions—just begin...To 

me, holes are terrible. When someone misses a note and 

there's a hole I haven't intended, to me it's worse than 

a wrong note. I'd rather you'd play a wrong note than 

just leave it blank, because I don't like any hole in 

the fabric unless I decide there should be a rest there, 

or a pause. I tend to overlap movements by one sound 

hanging on... 

Already at this time—1964-65 with the Concerto for 

Orchestra (to be renamed Symphony No. 1)—I liked very 

much the idea of orchestral masses moving through each 

other. It's a very "Ivesian" sound by the time I get 

done. I like that enormously. I get such a charge with 

his [ives'J brass bands moving through each other—and 

with such a god-awful mess in the middle!... 

^Paul Cooper, Perspectives in Music Theory, An 
Historical-Analytical Approach. Dodd, Mead & Co., N.Y.,1974. 
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(The veiling) is intentional. I would hope there 

was enough real differentiation, whether sections or 

movements, slows and fasts...I know it is a little dif¬ 

fuse. • 

I could make a case that the first movement of the 

Fourth Symphony is a sonata principle; and yet listening 

to it the other day with some students, £l felt"} it just 

flowed. It's without any sharp barriers at all; (it 

doesn't) come to a strong cadence...Yet, when I was 

writing it, I was aware of coming back to Classical 

principles, modified...It is without strong contrast 

internally. I save the contrast for between movements. 

Then, when the second movement comes, it is an enormous 

contrast... 

I don't think I obscure; but I do veil. This comes 

about with my interest in growth and in movement and non¬ 

stoppage. I don't like "stop and start"; I like constant 

flow. 

I.Q. Which is more important to you in a composition or in 

the compositional process—the structure or the sound? 

Does one take priority? 

P.C. They're both important, obviously. But in the 



28 

conceptual £stage], I plan the architecture typically 

first, before planning the specific sounds. Although, 

even in the Sixth Quartet, architecture or structure 

and sound go hand in hand. Sometimes they're almost 

simultaneous. I had this aural imagery almost from the 

beginning? I had just one sound to start with—just bells 

3 
circulating in the Rothko Chapel. Then, I wanted to 

continue an architectural line of thinking (started in 

the Cello Concerto) of the very long first movement, 

then half of that, and half of that [length in later 

movements]. So, I really didn't have to "think up" the 

architecture of about four pieces. I'm perfectly con¬ 

tent to write (with a patterned format), as a Classical 

composer would have been to write an Allegro, a middle 

Andante, and a last fast rondo? that doesn't bother me 

at all. In fact, I espouse it philosophically—that a 

composer should not have to invent a whole new vocabu¬ 

lary, nor particularly a new architecture, every morning 

he wakes up or every time he goes to write a new piece. 

The architecture will be different? it will be different 

3 
Rothko Chapel is located in Houston, Texas, and 

houses several paintings by Mark Rothko. See Composer 
Commentary in Chapter VIII for the background of the 
Sixth Quartet. 
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because of the medium. 

It doesn't even bother me that I could take a 

specific idea and use it several different times, pro¬ 

vided the instruments are different. For example, the 

Concert for Three for the Montagnana Trio and Coram 

Morte start identically, with the same note and the same 

modified B-A-C-H ^figure} descending...I was fully aware 

of it. I didn't look at the trio and copy it out, but 

I was fully aware that it was the identical thing—but 

with ten instruments and synthesizer and voice it will 

be a larger and different sound than the trio [Concert 

for ThreeJ and it will go farther because it's a 

longer piece... 

So, the architecture of the Sixth Quartet was pretty 

well set...It's a different situation than in the Third 

String Quartet which is arch-form, as is indeed the 

Fourth...I had to do much more conscious structuring in 

those works? I didn't have the form ready-made. 

In the first quartets, the sound would have come 

first perhaps. I think the musical ideas, definitely, 

were what I started with. I would have a theme, and 

then I would work for some kind of structure. Since I 
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was trained classically...1 think the structures are 

clear. 

I.Q. Which of the quartets would you consider to be twelve- 

tone pieces? 

P.C. The only one that you might be able to make any 

sense out of with a tw.elve-tone analysis would be No. 4, 

but you'll have trouble counting numbers because I 

don't write that way. I never did. I've never made a 

grid or a matrix in my life. I'm working with ideas. 

Certainly if I start out with natural harmonics [in No. 4] 

that already throws you off...No. 3...is moving in that 

direction, but it's really built on a scale. 

I.Q. When the cello enters in pizzicato in the Third Quartet, 

its motive looks like a twelve-tone row. 

P.C. Does it? That's why I say I'm moving (in that 

direction). 

I.Q. In the Third Quartet, how did you see the relationship 

between that twelve-tone motive and the scale? 

P.C. I don't recall...I think I'm accurate in recalling 

that the Third is much less close to real twelve-tone 

than the Fourth, and the latter is surrounded by other 
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twelve-tone pieces...As late as 1967, I was still 

writing twelve-tone music, but the Violin Concerto 

has "big holes in the twelve-tone wall." From then on, 

it loosened up. But even today, any experienced ear 

could tell, I'm sure, that I went through it...In the 

Sixth...there is only a residue. 

Cooper's Early Chromaticism 

I don't know if I ever said in the interview that 

actually...I was far more chromatic by inclination in 

my college days than the music will show. Chromaticism 

was simply frowned upon at U.S.C. In order to please, 

I became more diatonic. I look back and I was actually 

writing fairly chromatic music, but not twelve-tone. 

In other words, the richness of inflection has appealed 

to me for a long time. I somehow tempered it to join 

the temporary establishment. I wish my teachers hadn't 

crossed out every accidental. It took me a long time 

to recover from that. 

I.Q. Why did you choose to use a modified twelve-tone design 

in the Fourth Quartet? 

P.C You mean why was I attracted to twelve-tone? 
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Dallapiccola and Finney. I was in a twelve-tone environ¬ 

ment. I was at a very dry period in my life because I 

had used up everything that I knew how to wring out of 

the vocabulary that I had used for many years. I just 

didn't want to say anything more...I just didn't have 

anything more to say with the pandiatonicism or whatever 

it was I was using, with a little chromatic inflection 

here and there. 

I.Q. What advantage did it have? 

P.C. Oh, it taught me a great deal. It taught me to 

really control pitch; it made me a much more thoughtful 

composer, and a much more controlled composer...It 

increased my vocabulary, my melodic vocabulary. It 

gave me combinations that I had never dreamed of, that 

my fingers couldn't find. 

If I composed a melodic row that I liked, and I 

always worked melodically, then I would check it, two 

notes at a time, then three and four and five and six 

(for harmony and counterpoint) to see what kind of pro¬ 

gression I could get. Out of the melody, what kind of 

harmony could I get? After all, which came first in the 

Classical period? Was it the triad as a harmonic basis 
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from which the tunes were derived, or was it triadic 

melody into which the harmony slipped?...Harmony, melody, 

rhythm, and structure—the basic elements are...in 

agreement with each other in the Classical period. 

That's why it's such a satisfying period. I think that 

the elements, the paramenters of music, ought to be in 

agreement with each other. 

I.Q. How do you go about finding your motive or row? 

P.C. Well, I don't use a row any longer. It's a combi¬ 

nation of sitting down with a piece of paper, trying out- 

a few things, checking them, and polishing. How do I 

write a row? Certain intervals I know I like better 

than others...This afternoon, if you (asked me to write 

a row that I liked), I would probably start with a M2? 

that's my mood this afternoon. I hear a P4 also, fol¬ 

lowed by a m6. I have six notes already...I'11 work 

with that. Is that a transposable hexachord or isn't it? 

I generally would have trouble with fnotes no.*] 11 

and 12, but I was writing a natural eleven-tone music 

and I finally kicked in (the twelfth note). Even the 

best of twelve-tone composers, and by the best I mean 

the strictest of twelve-tone composers, will admit that 
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there are "throw-away" notes—notes that you "wish under 

the table"—but not Webern, of course...They are really 

kind of wrong notes, so you put them as grace notes or 

something I I never used them; if I didn't like the note, 

I wouldn't use it. I don't care if Cnote3 no. 11 is 

coming up. If I don't like no. 11 and it doesn't fit 

aurally, omit it. 

I.Q. I noticed that you do that a lot. Is your decision 

always an aural one? 

P.C. Absolutely. 

I.Q. You vary the motive quite often. Whether in a twelve- 

tone context or otherwise, a couple of notes will be 

altered. Is that a consistent, conscious effort on 

your part, or is it still something aural? You always 

want the variety, don't you? 

P.C. Well, so did Haydn. That's "spice of life." You 

want to recognize it. A motive varied as it repeats 

still needs to be recognizable...You are just changing 

the cosmetic of the motive. What we don't want is to 

go so far, as some composers did and still do,...(as to) 

turn it upside-down, play it backwards, put it in triple 
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augmentation; and what was originally the trumpet is 

now taken by the bass drum. No audience can catch that... 

It is in such disguise... that they don’t know what it 

is any longer. That may be fun on paper, but it is not 

fun for the listener. Haydn never went that far. 

Beethoven never went that far...Wagner never went that 

far... 

I am very much concerned with event versus environ¬ 

ment... I think if you wanted to hear what I mean you 

would need to listen to the larger works—such as Credo 

or the Violin Concerto...For example, the solo violin 

part [in the Concerto] is set in a constantly changing 

environment, and for a long part of the piece, the solo 

and orchestra are at odds with each other. Perhaps this 

is philosophical—that a human being...is influenced by 

the environment. I don't think we can help that. I'd 

also like to think that we can affect the environment... 

in whatever small way, for better or for worse, hope¬ 

fully for better. And, a piece of music, it seems to 

me, always has a natural physiological basis; it has a 

natural psychological basis; and it should have a natural 

philosophical basis. 
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Growth 

I know that there is a certain process going on 

with a dead leaf. It's in a state of decay...It's 

already dead. It will shrivel, get smaller and smaller, 

go back into the earth; and its cycle is going to pro¬ 

vide nutrients for the tree that is going to grow 

another leaf. But that's a long way away, and in a 

fifteen minute piece, we don't have time to worry about 

something that far off. In other words, the leaf that 

I want, I want to be alive. I want those ideas all to 

have growth capability...You can't have a logic and 

coherency without a natural growth. 

So, I have to have ideas (however humble or even 

insignificant) that have potential for growth. For me, 

the interval of a minor second is already active and 

immediately suggests a favorite cluster, the B-A-C-H 

motive. That has so much; it's like a cell just waiting 

to divide and make more. It's active...A specific chord 

(an open-spaced Debussyian chord) may suggest repose... 

I wouldn't say it's dead; but for me, I would say it is 

"on its last leg"...Now if another composer can get some 

life out of it, fine. 
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(The chord c^-a^-d-flat*-b-flat) is the first 

chord of the harmonic sequence behind the Fourth String 

Quartet...It is the first of a four-chord series that 

is really the background for the whole quartet. Some¬ 

times it appears, and sometimes you don't know it is 

there, but (it is there) like a ghost. That's plenty; 

that's all I need, because it will have so many per¬ 

mutations and changes and dispositions, high and low, 

soft and loud... 

Variation of a Theme 

The question of changing or varying a musical idea 

appeals to me very much...When I did a thorough study 

of the Haydn keyboard sonatas, I became fascinated by 

his use of variation, by the amount of variation he 

brought to each small motive...It is impossible to have 

an exact repetition, so why do composers try? If com¬ 

posers have written in the exact repeat sign, as in 

Classical music, then the performer must bring something 

new in the repetition. It must be stronger or weaker... 

Time has passed; the event is familiar; and therefore, 

one tries to anticipate the change that takes place on 

the part of a listener from having heard it already... 
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I.Q. All of your quartets are based on the concept or premise 

of unity. Why is this so? What is the advantage of 

writing a piece that exhibits unity? 

P.C. I believe in writing a piece with essentially one 

fabric. It can have different colors, but if I'm writing, 

by analogy, a "wool” piece, well then, it's all going to 

be wool. It may indeed have some changes in texture, 

some changes in colors, etc.? but, it's not going to be 

a piece of wool, followed by a piece of gingham, followed 

by a piece of calico, followed by a piece of corduroy. 

This consistency of style has always been very important 

to me within a piece. And I think it was why Boulanger 

and I got along so well, because the things I showed her... 

(including the First String Quartet)...had that consis¬ 

tency. 

4 For all the shortcomings of the Second Quartet, 

at least I am consistent within that piece. T do not 

buy what some people happily chalk up as the "eclectic 

style" of the 60's and 70's—where I hear a little bit 

of Prokofiev, a little bit of Benjamin Britten, a little 

4 
A reference to the unrevised version of Quartet No. 2. 
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bit of somebody else, a quote from Beethoven, maybe a 

snatch of the composer himself, and then somebody else. 

I just don't like that. It's a matter of taste. On 

the whole I do not like a mixture of furniture; I do 

not like a mixture of architectural style. I like dif¬ 

ferent buildings, (but not in the same edifice)...That's 

personal taste; it's a matter of selectivity; and I 

suppose that that might be one factor that causes unity. 

I don't like extraneous things... 

In later works, from (the Third Quartet) on, then 

I could say I work like Haydn and Beethoven—it is all 

derived material. Therefore, (the piece) is going to 

have unity, absolutely. I did not work that way before. 

It was intuitive...I do see relationships now, as I go 

back and look at those early pieces...but I was working 

for consistency long before I was working for a profile. 

A profile, after all, is an inventory of one's selective 

process. I like seconds and thirds, versus sevenths and 

ninths. 

I.Q. Then it is a very conscious process? 

P.C. Yes. As I said, I am simply working for consistency. 



40 

I.Q. In the Fourth Quartet, you said that it might have been 

"funeral bells." In any case, Quartets No. 4-6 have an 

opening "atmosphere." What led you to begin to use 

this kind of opening? 

P.C. I don't know. I cannot articulate. I just have 

to second-guess myself...Almost every piece I write 

commences with a "what if." "What if we were there, 

what would happen?" rather than "I am here and this 

is what's going to happen"...Almost all of them, while 

they are real openings, are already in the middle of 

something—they're in the middle of a thought process... 

Something is already moving when I latch onto it. I 

can4t tell you what I mean. 

I've never had any trouble opening a piece from a 

technical point of view, but people have had trouble 

understanding where I am. I almost didn't get the 

National Academy Citation because of the opening of the 

Fourth Symphony. They said "Well, where is he?" 

My sponsor said, "Well, you have to hear the whole 

symphony to know where he is. Then you'll see." 

(After hearing Credo), the committee went back and 

listened to the Fourth Symphony and understood the open- 
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ing in relation to the whole. You cannot separate the 

opening; you cannot just play the opening and know what 

the whole piece is about, I guess...I'm sorry if I'm 

confusing everybody in the first five minutes of the 

piece, but perhaps I'm setting environment. 

I keep coming back to environment-event. To me, 

I've got to have a stage—I can't imagine being a 

dramatist without a stage—and, above all, some light¬ 

ing. Props are not very important to me, but lighting 

is. I could do a production in Hamman J^Hamman Hall, 

Rice University} with just a chair or two, but I could, 

not do a production without lights. So, I guess I'm 

setting the atmosphere, and you've just got to bear 

with me until I finally get my lights all set up, before 

I put some characters on stage! 

I am told that I write very ambiguous openings. 

It isn't anything intellectual or philosophical; it's 

the way I am. That's my profile; that's how I think is 

proper and fitting to open a piece. I don't think I've 

ever started a piece "wham" without creating an atmos¬ 

phere. 

I.Q. The Second Quartet, perhaps? 
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P.C. Yes. I was very positive then...I was a "cocky 

sophomore." I knew the answers. I didn't know the 

answers before that? and I haven't sincei That was a 

productive period, and I may have felt more positive. 

This can be stated emphatically: the more you learn 

the more you realize you cannot say "that is beautiful" 

and get away with it (^without qualification} . 

I.Q. Do certain pitch classes, black and white, mean certain 

things to you? 

P.C. Yes, absolutely. Therefore, my tonal orientations 

are very specific and they go through long periods. My 

doctoral recital was all in E? the next period was all 

in F#? the next period was all in B; the next period was 

something else. I've been oriented to D recently... 

Notice all of those are on the sharp side. I've never 

been on the flat side in my life. Now, I will have 

flat areas, but flats indicate something else to me... 

(I would always notate a tritone above C as F#, never 

Gb. Some composers would use Gb, but we "speak" differ¬ 

ent languages.) 

I.Q. I have heard that you consider F# the universal pitch. 

I haven't heard your philosophy on that. 
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P.C. Well, there is, something special about F# for me. 

The Asian Indians felt that there was a universal tone... 

I believe they called it F, but their F is our F#. I 

cannot quote you any source...It is surprising that so 

many of our wind and brass instruments have fundamentals 

that are F#...I would be most curious if the pitch that 

resulted from the smashing of an atom was an F#...Yes, 

I'm fascinated by the pitch F#. 

I.Q. Is the note F# ever a focus for you, or mainly the con¬ 

sequent pitch in some other tonal orientation? 

P.C. The Third Quartet starts on the note F#. Already 

I was oriented to F#. But, then in any of the other 

orientations that I've talked about, the F# somehow 

figures as a fourth, a fifth, a third...a second, in 

everything for the last thirty years... 

I.Q. If you took each quartet individually, do you have a 

specific gesture in mind—some overriding premise that 

you felt was the goal in that quartet? 

P.C. No. They've all dealt with a kind of limited and 

specific set of pitches, such as the scale in the Third... 

and the chord progression in the Fourth...the stasis and 
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the canon in the Fifth...the wind chimes...in the Sixth. 

I can't really answer regarding gesture, although gesture 

is important... 

I.Q. What would you consider that "basic premise" in the 

quartets? 

P.C. I wasn't consciously aware of how I felt. But, 

everything that is done in music probably has a natural 

physiological basis. Look at Penderecki’s Threnody— 

that's a good piece. Why is that so good? Because, when 

one observes those timings, they are equivalent to phrase 

and period. What is a phrase or period equivalent to? 

A natural breath. Why do certain pulses work well? 

Because it's a heartbeat. That's an old cliche. Or 

it's a heart racing. There's some kind of even physio¬ 

logical basis if we traced it back far enough. 

Why a four-bar phrase? Well, it's the length of 

a line of poetry. Why iambic pentameter? Because it's 

even more basic than that. How did we get to iambic 

pentameter; why did we get to four-bars?...They all have 

a physiological relationship, it seems to me...Others 

are psychological; others are philosophical. 

Many things...that sound right (in a piece of music) 
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...are in harmony with physical law. Music is not 

an odd-ball art. And, art music should not be odd-ball. 

Music is remarkably natural...such as "what goes up 

will come down"; what's pushed down will spring back up. 

It's a matter of controlling gesture. 

Experience and Instinct in the Compositional Process 

So, if you think I have control, unity, etc., I 

am delighted. In recent years I have become aware (of 

control of all parameters)...I've been composing so 

many years that some of it is just instinctive...(I 

can't really always distinguish which is learned and 

which is instinct.) 

Tovey (said about) Brahms (when) discussing a 

canon at the ninth, "He profited from the luck that 

goes with genius." That's a wonderful line, isn't it? 

(Doesn't it really mean that) Brahms was a very experi¬ 

enced composer, and by the time you get to be very 

experienced, you will intuit a number of things...A lot 

of that is a solid technique and a lot of experience... 

I.Q. What affect did your studies with Boulanger have on your 

compositions? Was there a French influence, and if so 
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how would you describe it? Was it a matter of bringing 

out something that was already there, or adding something 

to your style? 

P.C. Well, when I actually studied with her, I was a 

fairly well-formed composer. I had written quite a lot 

of music. I didn't have a big portfolio...but within 

a given piece, I had a consistency of style. So, she 

didn't set out to change me...I think that what I 

learned from her didn't really pay off until many years 

later. And Finney says the same thing about his studies, 

not so much with Boulanger but with Alban Berg. Some 

of the things Berg suggested, talked about, really didn't 

bear fruit until many years later. I think that a lot 

of things that Boulanger did for me really came out an 

appreciable time later. But that's perfectly all right. 

I understood what she was saying, but I needed time to 

assimilate, make it my own, and make it work for me. 

She influenced me profoundly as a teacher. She re¬ 

inforced many things, some I like to think are thoroughly 

natural and spontaneous on my part. I like people. I 

enjoy teaching. It's easy for me to encourage, because 

I'm not, I don't think, a pessimist...It was her encour¬ 

agement that meant so much. She sets a perfect model in 
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her devotion to the art of music... 

She teaches by analogy/ and I teach by analogy. 

All composition lessons are lessons in poetry, archi¬ 

tecture, drama, etc...I think, too, it has helped me 

as a composer not only to hear my pieces, but also to 

visualize them. Sometimes I think in dramatic terms, 

but only in the sense of "drama" drama really, and in 

poetic terms, and in architective terms. There was 

hardly a lesson that went by without her mention of the 

beloved Paul Valery...He obviously influenced her think¬ 

ing a great deal. 

What other ways? The clarity of her thinking. 

She admired music with a clear architecture, and a clear 

set of gestures. She didn't talk about gestures so much. 

I got that from Finney. And, that's something I talk 

about a great deal and try to deliver myself. That is, 

if a melodic line or little figure points in a particu¬ 

lar direction, then what follows that ought to be in 

(the same) direction. One should not point one way and 

run the other. This is very confusing to the ear... 

That's a good premise today, isn't it?...From gesture 

and color, you then have form. But, the form would come 
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from the gesture. 

I.Q. It was mainly then the broad or general concepts that 

you got from studying with her? 

P.C. I think so. She lectured at Rice in 1925...She 

gave three lectures on French music. The first one 

was a kind of general introduction...She said, "Before 

we can take one step, we've got to look at the overtone 

series and see what it produced.Her way of teaching 

is like mine today, and was not like I had been taught 

at the University...It is really a kind of Gestalt 

situation...from the broad to the specific... [Her other 

two lectures were on Debussy Preludes and on Stravinsky!] 

I.Q. To pick up on a previous point, what do you feel you 

have learned from Dallapiccola and Finney? 

P.C. Well, first of all, even though I never studied 

with either one of them, I consider them to be on a par 

with Boulanger as far as being influential on my develop¬ 

ment as a composer. Finney, simply by his total example 

as a human being and his ability to keep his roots... 

When you start analyzing his scores, you realize just 

how sophisticated they really are. [[And yet,] his 
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wonderful row that divides into two symmetrical hexa- 

chords Cused by Cooper in the Fifth Quartet^...is really 

very similar to an old hymn tune that he sang most of 

his life...I admire his ability to keep his roots and 

to take the best things of what he calls "Continental 

overlay"—that is, the sophistication of Paris and 

Vienna...His example was very important to me at the 

time, because for the first thirty years of my life, I 

more or less tried to deny my background...Today, I am 

very proud of my background... 

Dallapiccola is a flawless twelve-tone composer 

who is honest, similarly, to his roots. His roots are 

not Minnesota or Illinois, but Florence and the Italian 

operatic tradition. His rows are wonderfully melodic, 

singable tunes...and they're beautiful. He would work 

with a row in his head and sing it for weeks before he 

ever wrote a note of music down. His rows were melodic, 

and that is what I took from Dallapiccola. Plus, I 

stole him blind in orchestration. He was the best orches 

tration teacher I ever hadi 

Similarity to other Living Composers 

I sound similar to other composers, but I can't say 



50 

that I've really been influenced by Lfor example 3 

Lutoslawski. Reviewing the Fourth Symphony or the Fifth 

Quartet, a San Francisco critic said, "If you want to 

know what Cooper sounds like, he's similar to Lutoslawski." 

I don't know. I don't think I'm very strongly 

influenced by him, although there are certain similari¬ 

ties. Or, a piece of Ligeti that he wrote in 1971 

sounds exactly like a piece I wrote in 1972. I had not 

heard his composition...I know very little of his music, 

and I'm sure he doesn't know mine... 

So, I would say from the time I was forty or so, 

that there were specific items of strong influence from 

Dallapiccola and from Finney...I don't feel I am influ¬ 

enced by George Crumb or Arne Norheim or Lutoslawski... 

Instead, I think there is a kind of common practice. 

I.Q. What other composers do you feel have strongly influenced 

your style? For example, the ones you studied in school? 

P.C. The composers that I've liked have been American 

composers or...composers of the "Northern Arc." There¬ 

fore, my long melodic lines trace their antecedents to 

Russian composers, via Sibelius, and via Vaughn Williams, 

rather than composers of the "Southern Arc." 
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I.Q. One of your initial problems, you said, or at least one 

that you had to work out, was separating the vocabulary 

and the aesthetic. Could you describe in more detail 

what your aesthetic is? 

P.C. It is not as easily explained as it is perhaps 

felt. For a long time, for perhaps ten years, I have 

been aware of an aesthetic? whereas, I think, before 

that I was more aware of...technique. But since 1968 

when I wrote a small article for Pan Pipes, I have 

talked about the new aesthetic. Actually, I call the 

article "The New Period of Common Practice."... 

Certainly not all composers agree with me. Some 
Vi 

will still say we'ref going! in all directions. I don't 

think the mainstream is [going! in all directions. I 

think there are peripheral composers? some behind and 

some ahead of their times. And that's right. I'm 

talking about the mainstream...For me, (the new aesthe¬ 

tic) is not the antithesis, but rather a quiet opposition, 

to the most dominant aesthetic which preceded it, which 

was Expressionism...It [the new aesthetic! is an aesthetic 

that is turned much more outward. 

Yes, there are inner ruminations, and there are some 
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psychological passages, I suppose, in my music—that 

is, some passages turned inward. But I would like to 

think that a great deal of music today is turned out¬ 

ward. I think this is very healthy. 

Titles Reflect the Change in Aesthetic 

Again, if you take the titles of 1950's pieces, 

of a large sampling of composers who are in ‘the main¬ 

stream or who are on the left—that is, the more adven¬ 

turesome—you'll find that they used mathematical terras 

or various kinds of psychological titles...Then, in the 

late 60's...Ligeti titled his orchestra piece Atmospheres. 

That's a very different kind of title... 

Examine the titles of George Crumb: Songs, Drones 

and Refrains of Death. Ancient Voices of Children, and 

Starchild, and even in 1968 the piece that won the 

Pulitzer, Echoes of Time and the River...Crumb is one 

who "turned out." And my titles in the late 60's 

changed from Sonatas to Epitaphs. Credo. Cantigas. and 

Lamentations...The Fourth Symphony is Landscape; the 

Viola Concerto, Descants...The composer's titles will 

tell you something about the aesthetic and the change 

in aesthetic. 
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Structural Components of the Aesthetic 

So what else is itfcooper's aesthetic^ ? (When) 

the aesthetic (is) turned outward, and turned to larger 

gestures and to more of an emphasis on continuity, then 

you're going to have a different kind of overall struc¬ 

ture, X think...Most of us, I feel, are here to make 

some order out of chaos. Order to me suggests continu¬ 

ity, not discontinuity...! can tell you what I preach 

in my studio. 

I think that there ought to be real aural events 

that one can somehow receive and possibly perceive on 

one hearing. You get to know a chord; or you get to 

know a motive or a figure. I think there ought to be 

a logic in how the parts are assembled; I think there 

ought to be structural clarity. So,...my aesthetic is 

at once Romantic, perhaps in its emotional content, but 

it is very Classical, I think, in its structural content. 

I see nothing wrong with set movements, with strong con¬ 

trasts, and a very carefully worked-out time span. All 

those structural things that I do, obviously, are very 

Classical. 

I don't care for excessive emotion...! don't want 
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to be beaten over the head with a hammer by another 

composer? and I don't want to do it to my own Qcomposi¬ 

tions]. So, sometimes I am accused of pulling back just 

right at the point of delivery. It's my great fear of 

saying it too much, and too hard, and too long. They'll 

get the point. In that sense, I like Greek drama. I 

like the murders to take place off-stage? I don't want 

to see it. I deplore the gore, the open unadulterated 

gore on the idiot tube...So, I would not want to be 

guilty of gore, by analogy. I don't want somebody to 

die on-stage. 

I.Q. At one point in a class, you stated that you thought the 

war interrupted a train of thought, a train of aesthetic, 

that only now is being picked up again. 

P.C. ...Yes. It seems to me we are going back to something 

akin (to Debussy or pre-Expressionism). If you have 

turned in as far as you can go, then you either stop— 

that's it—you kill the art and yourself as a composer, 

or you can turn outward... 

Some composers...not only take a kind of Symbolist 

aesthetic, they also take Debussyian vocabulary lock, 

stock and barrel...What would have been two measures in 
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Debussy is now 20-30 bars with incredibly slow harmonic 

rhythm. But those are composers who actually take the 

sound. Others of us I think just share in quality and 

some of the characteristics of the style. I would be 

hard-pressed to name the period...I used to get accused 

of being an Impressionist. I'm not an Impressionist. 

I don't sound like Debussy. Am I a Symbolist? I don't 

know. We don't have a name for it. I'm not a Mechanist. 

I'm not really a Classicist I'm not really a 

Romanticist... 

I.Q. Why did you change your style or method of notation in 

the Fifth and Sixth Quartets? 

P.C. Well, I had been moving in that direction for a 

long time. The first non-specified rhythm...took place 

in a few passages in the Violin Concerto, 1967. And I 

could not take that step until I had justified it in my 

own mind. I could never accept something just because 

that's the fashion. It has to be right for me...I am 

very concerned philosophically about those things (in 

our lives that) we can control and those things we 

can't—and their juxtaposition... 

I'm sure Charles Ives would appreciate the notation 
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some of us use today. For example, his Three Places 

in New England has 16/1, 15/1, 13/1—everybody is at 

• different rates—just absolutely marvelous...Today one 

can create an interesting luminous (orchestral) texture 

with very easy means. 

One can go too far with notation (wheels)? the 

music will become boring. It will reduce eventually to 

stasis? it will have a strong underpull like the current 

of an ocean. A slow rhythm will begin to develop, so 

one has to be very careful. I think you have to have 

events with the texture... 

I.Q. In looking at the original draft of the Fourth Quartet, 

I noticed that some of the details were not transferred 

to the final draft—for example, expression markings. 

P.C. I tend to do that...I may have been influenced by 

the violist of the quartet C the Stanley Quartet]]. He 

took exception to too many explanations...He would 

become quite irritated at my telling him how to do 

everything? after all, he had been playing the viola 

for fifty years. Leave something for the performer. 

We had a large number of conversations on it...I didn't 

want to offend him? I wanted to give him enough to go 
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on, but I didn't want to so bombard him with informa¬ 

tion that he didn't have room left for...his own inter¬ 

pretation. That may have been one reason. . 

I.Q. Do you think about that consciously when you are 

writing a piece? Do you have a lot of ideas, but then 

back up and allow the performer (to have his own 

interpretation)? 

P.C. I write them down today. Then, I may go back and 

leave out a few where I think I've been excessive. But 

I try to practice my own preaching. That's why I don't 

like piano sketches first...You lose so much in the 

translation...When I write an orchestral piece (or 

a quartet), I orchestrate fully...There are no piano 

sketches anywhere on an orchestral score. For years 

and years, it has been "straight on the page"? and in 

recent years, I've been trying to be as particular as 

I know how. I hear a given note, the inevitable F#. 

It may be just two violas, and it may have a suspended 

cymbal behind it ppppp, and the attack may have a vibe 

with it ppp, and maybe there'll be one cello pizzicato- 

all at the same time. If I thought of that while com¬ 

posing that one single note, and then wrote it in the 
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piano.sketch, by the time I came back to orchestrate 

it I would have lost everything. It isn't the same. 

I don't want any translation...The more you can bring 

to that initial idea, (the better), and the less work 

you will have later. 

Stylistic Trends in Cooper's Quartets 

The Third String Quartet is a very important work. 

If you had to point to one piece that changed a com¬ 

poser, that was it. And it started then the whole 

series—the six Sonatas for solo instruments and piano; 

then the Fourth String Quartet. 1965-66 we spent in 

England, so that was still going in the same direction. 

It became a little more expansive, though I didn't 

change styles much... 

Then, there's another change of style beginning in 

the Violin Concerto, 1967 but premiered in 1968; Credo,1969, 

is already appreciably different...So we're talking roughly 

ten-year blocks. 1949-59 was one style, an improvised 

style; 1959-68 or -69, a different direction; 1969-79, 

also different... 

I suspect Coram Morte L19797 may (be) a turning 
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point...I think some of ray supporters wondered what 

happened to me after the...quiet Sixth Quartet. Why 

would I become so angry in Corara Morte ? I don't 

think it's really anger, but I think I am aiming (else¬ 

where) . I think there is another phase that I have 

felt coming on for several years...Possibly my new works 

will be less veiled, less Symbolistic or mystical, than 

some works in the late 60's and 70*s. But, I don't know. 



CHAPTER III 
String Quartet No. 1 

Background and Analysis 

Quartet No. 1 is an early work from 1953, revised in 

1978. The original version was one of two compositions sub¬ 

mitted in consideration for the Fulbright Fellowship awarded 

Cooper in 1953. The revised version will be discussed in 

detail; however, thematically and sequentially the original 

and revision are almost identical. The most noticeable dif¬ 

ferences .in the two emerge clearly from their visual appear¬ 

ance. These changes are in time signature or tempo and in 

the redistribution of thematic or accompanimental parts in 

varying voices with new articulations. For example, the 

last movement was changed to 3/8 from 3/4 and to an Andante 

tempo from Moderato. In the second movement, Allegro grazioso 

in the original has been altered to Presto ma grazioso in 

the revision, more rhythmic motion has been given to some 

figures ( m replaces J, ) and the Prestissimo climax has 

been elongated. In addition, a solo thematic line from the 

original is often pitched an octave higher in the revision 

and is given an added accompaniment, divided among two or 

more voices. The texture throughout the revision is more 
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open and varied, less static or repetitive, and has more 

liberal use of pizzicato, sul ponticello, and harmonics. 

Structurally, the revision is tighter and more unified. 

Excessive passages were cut entirely; some internal divisions 

are linked by a pedal tone or a chord; and an added codetta 

(or A') at the end of each movement brings a return of earlier 

materials from the movement. Harmonically, the same central 

pitches are retained in the revision. The final cadence of 

movement three is an open fifth instead of the original full 

triad. The cadence of movement two is more dense than in the 

original, with two added notes and two altered notes. The 

first movement, owing to the recapitulation of materials, 

cadences a step higher in the revision—on D-F#-A, instead 

of E (in the context of C#-G#). In each case, the revised 

cadence is texturally more open, using the high register. 

All factors considered, the revision provides a superior pre¬ 

sentation of musical style and ideas from Cooper's early days. 

The quartet is slow and muted as it opens with a solemn, 

reflective tone; the second movement, by contrast, is rapid 

and energetic; the third utilizes both qualities in varying 

its own theme plus quotations from the previous movements. 

The first movement, Adagio, is played entirely con sor- 
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dino. It has three sections, marked by tempi J = 56, ) = 72 

at ms. 31, and = 48 at ms. 64. In the first two sections, 

the thematic material is presented and then developed. The 

last twelve bars contain a concise and condensed summation 

of previous textural and thematic material. In the First 

Quartet, the technique of overlapping material and modifying 

themes provides the cornerstone for a unified structure. 

Both progression and completion in the quartet thrive on the 

departures from and reminders of the original thematic or 

tonal ideas. 

F#, G#, A and C# are the opening notes and figure pro¬ 

minently in the tonal scheme of both the movement and the 

total work. The interval relationships in ms. 1—the minor 

third, F#-A, and the minor second, G#-A—will likewise be 

heard often both melodically and harmonically throughout the 

movement and the work. As the 1st and 2nd violins continue 

to play the opening notes, the viola presents a melodic pas¬ 

sage in ms. 2-6 that proves the principal theme for the move¬ 

ment (See Fig. 3a). The main theme ascends by large intervals 

(P5, m3) and descends by smaller ones (P4, M2), making a 

bouyant beginning and a gradual conclusion. The same notes 

will return in the second movement modified to form a descend- 
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ing theme and subsequent scale. 

Fig. 3a 

ms. 2-7, viola 

At the same time, the cello interjects and repeats a four- 

note motive, G#-A-F#-F, that will reappear more prominently 

in the B-section of the movement (See Fig. 3b). 

Fig. 3b 

ms. 3-4, cello 

All primary material having now been stated, the cello 

in ms. 7-10 (from Bb to D) imitates the main theme with slight 

alteration and condensation but retaining the same shape, as 

the viola strikes a pedal tone of D# coincident with the 

1st violin's F# in ms. 7-8. In ms. 9, both 2nd violin and 

viola move via short motives similar to the cello's opening 

motive to a D-F#-A-C# chord in ms. 11, the first full chord 
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in the piece, marked also by the first f_. Through ms. 9-13, 

the 1st violin also imitates the main theme's shape from C# 

rising to E by P5 leaps and falling to F# by P4, M2's and m2's, 

accompanied by the same chord tones of ms. 11. A homophonie 

passage in ms. 14-22 modulates to a cadence on C-G-Eb-D-Bb-F. 

Intermediate harmonic pauses center on juxtaposed tenths; 

C#-E, D#-F# in ms. 16; G-Bb, F#-A in ms. 18; and (E)-F#-A-C 

in ms. 21. In addition, the voices in ms. 17-21 are paired 

in thirds, the lower pair being an inversion of the upper 

pair. Here, as in the opening bars, the interval of a third 

is favored. 

Texturally and dynamically the tension builds through 

ms. 14-18. The 1st violin and cello move in contrary motion 

from under two octaves apart in ms. 14 to over four octaves 

apart in ms. 22, thus expanding the texture. The rhythmic 

figure nn, simultaneously adds emphasis as ff_ is reached 
7 ' ^ 

in ms. 17. Because a full climax would seem too sudden, the 

contraction of register and the diminuendo to pp and PPP 

gradually release the energy and prepare for the entry of 

additional modified statements of the main theme. 

The 1st violin begins a new statement of the theme on 

Eb in ms. 22 (See Fig. 3c). Modifications of the theme are 
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readily seen by comparison to the viola's original statement 

in ms. 2-6 (See Fig. 3a). 

Fig. 3c 

ms. 22-26, 1st violin 

The 2nd violin closely imitates the 1st violin starting in 

ms. 24. The theme is now abbreviated by taking F instead of 

A for a high point and by concluding early on G# (Ab). The 

viola, ms. 26-27, and cello, ms. 28-30, combine to create the 

second imitation, a more embellished version of the theme. 

The initial P5 leap becomes a M7. Instead of C, the high 

point in the viola is Bb in ms. 27, followed by an additional 

descending F-D#-C#. The cello takes over the descending 

gesture with B-A-G#. An additional four notes, a retrograde 

of the main theme in ms. 5-6—D#-E-F#-G#—bring the cello up 

an octave to a transitional pedal tone on G#. G# remains in 

the cello until ms. 34, where a new series of solos begins. 

Meanwhile, the violins in ms. 31 begin an accelerated 

B-section using mutually inverted ostinato figures—four-note 

motives based on the cello motive of ms. 3-4 (See Fig. 3b). 

The austere sound produced by the ostinato figures results 
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from both the tight interval pattern (See Fig. 3d) and the 

dissonant vertical interval sequence—4th, 7th, 9th, 5th. 

Fig. 3d 
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ms. 31-35, 1st and 2nd violins 

The m2 and m3 again recall the opening intervals of ms. 1-2. 

The four-note ostinato is set in a five-note/six-beat 

rhythmic structure, thereby continually shifting the pitch 

and rhythmic relationships. 

The process of modifying a musical idea while retaining 

its essential identity is applied to the motives as well as 

the themes. In ms. 34, the 2nd violin’s ostinato is slightly 

altered, the G# becoming A#. As a result, the new pattern 

derived is C-A-A#-B, a descending m3 followed by three ascend¬ 

ing m2's. Simultaneously, the viola begins a short solo on 

F# whose contour expands slightly the ostinato figure of ms. 31. 

Shortly after the solo has begun, the violins' ostinatos stop, 

and the 2nd violin and viola resume mutually inverted ostinato 

patterns in ms. 38-39 (to ms. 44). The 2nd violin continues 
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its pattern while the viola takes over the previous 1st violin 

part. Both instruments now play an octave lower in register. 

Ms. 39-44 progress toward another internal climax, 

marked by a widening of the spacing between 1st violin and 

cello, by a crescendo, and by the increased complexity of two 

thematic lines. The 1st violin here copies the cello of 

ms. 29-30 by presenting the retrograde of the final four notes 

of the theme (D# to G#). The solo continues to emphasize G# 

in ms. 45-46 above a C#-E-C chord. The cello through ms. 39-46 

I • 

descends an octave, c#11 to c#1. The first four notes, 

C#-D-Bb-A, loosely imitate the ostinato motive as do the next 

two groups of notes, (A)-B-G#-F# and (F#)-G-E-C#. 

In ms. 47, the B-section continues with more varied forms 

of the theme in the 1st violin, ms. 47-53, in the 2nd violin, 

ms. 49-53, and in the cello, ms. 50-53 (See Fig. 3e). 

Fig. 3e 
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ms. 2-6, viola 

ms. 47-53, 1st vln. 

ms. 49-53, 2nd vln. 

ms. 50-53, cello 

The viola in ms. 50-53 bears only an outline resemblance to 
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the theme (See Fig. 3f) while playing the role of counter¬ 

point with the 2nd violin. 

Fig. 3f 

ms. 50-53, viola 

Internal cadences focus on the G#-C#-A-E chord in ms. 54 

and the E-A-F-C chord in ms. 55-57, as the 1st violin melody 

echoes its line from ms. 49-53 in ms. 55-58. In ms. 58^61, 

the climax comes into focus as all voices join homophonically 

to emphasize a redistribution of the chords of ms. 55-57 in 

ms. 58 and 59-60. The peak of intensity comes on a unison 

pitch E, moving to C#-E in ms. 61 (the cadence point for the 

first movement in Cooper's original version). 

As the interval C#-E is sustained through ms. 65, the 

concluding A'-section already begins (ms. 63) with the familiar 

ostinato patterns in viola and cello, written at a half-step 

higher pitch than before and made to sound very stark and 

thin by playing sul ponticello. In ms. 64—71, the 1st violin 

recalls the A, G#, and F# alternating pitches of the opening; 

and in ms. 65-68, the 2nd violin repeats the main theme. It 

is slightly modified in ms. 69-71, ending on the neighboring 
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tones E and then C#, instead of D#. As the ostinatos break 

up, each line plays important pitches, ms. 68-69 (F#, G#, D#, 

C#). The penultimate chord of the first movement fittingly 

brings together in summation the opening four pitches—A, F#, 

C#, G#—now resolving to a D major triad, however hidden 

the D may sound in the 1st violin's harmonics. 

Throughout the movement, chordal cadences, pedal tones, 

textural changes, tempo change, and varied use of basic 

thematic materials function to propel the motion and delineate 

the structure in a subtle manner. In retrospect, the basic 

subdivisions of structure are outlined below (See Fig. 3g). 

Fia. 3a 

Section A ms. 1-30ï 1-12 

P - 56 13-22 
23-30 

Section 

P = 72 
B ms. 31-62ï 31-46 

47-54 

55-62 

present theme, motive, key 
pitches—F#,A,(C#,G#,D) 
homophonie passage in paired 3rds 
theme imitatively repeated, 
ending in pedal tone G# 

solos with ostinato motive 
theme variants (polyphonic) 
move to climax fff C#-E 

Section A' 
J' = 48 

ms. 63-74î summarize opening pitches, theme, 
ostinato motive, cadence F#-A-D 

Rather than provide a strict formal structure, Cooper has 

chosen to create an interwoven fabric whose broad design is 

clear, yet whose elements are constantly modified and often 
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repeated with textural or motivic overlap. Further, the al¬ 

ternations of texture and variations of the same thematic 

resources of ostinato motive, theme, and essential pitches 

contribute to the unification of the movement as well as its 

expansion through time. Cooper has carefully provided all 

the thematic material for the movement within the first few 

bars, as an exposition to be developed. Tonally, the movement 

has touched on the four significant opening pitches in dif¬ 

ferent combinations on successive occasions and has climaxed 

(ms. 61) on the notes C#-E, which must resolve inward to 

D major to unify and close the movement. 

Movement two is structurally similar to a rondo 

ABA' B* A1' with variation in each section upon its return. 

The movement could also be interpreted as a scherzo as sug¬ 

gested by the marking "scherzando" in the B-section and its 

quick and vigorous character. The movement opens Presto ma 

crrazioso ( J, = 152). The A-theme is stated pizzicato in 

alternating voices over a sustained C# trill, which continues, 

in various voices, through ms. 11 (ms. 7 excepted). The use 

of C# as a central note no doubt derives from movement one. 

This pedal tone coincides with the full thematic statement, 

and afterwards shifts to F, C#, G#, and F in turn as transi- 
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tion is made to the B-section at ms. 17. 

The full statement of the A-theme, given in ms. 1-11 

(See Fig. 3h), can be divided into three segments: ms. 1-3, 

4-7, 8-11. Each segment is rhythmically related to the 

initial motive of rb mn 7. The exact pitches are also 

restated periodically before new departures in this circular 

theme. 

Fig. 3h 
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ms. 1-11, II 

With each recasting of the initial motive at new pitch 

levels, a descending C# phrygian scale is derived (See Fig. 3h) 

The scale is germinal for this movement and also contains the 

significant pitches of the first movement. In fact, the key 
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pitches of both main themes are alike (See Fig. 3a). The 

motive in ms. 1 also is related to the ostinato motive in 

movement one by its intervallic construction——the use of 

alternating seconds and thirds, C#-A#—B-G#—A— (E). These 

relationships help to unify the quartet. 

Following the five measures of transition based on 

rhythmic figures from ms. 2-3, the B-section begins ( J*= 176). 

The texture changes from pizzicato to arco staccato, but 

basically the same motoric rhythm of the previous section 

continues in the upper two parts below which a thematic 

statement is given by viola and cello, arco and sul tasto. 

Although the notes and articulations differ in the B-therae 

and accompaniment, both begin with similar patterns (See Fig. 3i). 

Fig. 3i 
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As with the A-theme, the B-theme and its accompaniment 

are each presented in complementary fashion between voices. 

The viola and cello contribute to an expressive line from 

ms. 17-26. At ms. 26-29, the 2nd violin (F# to C#) and 1st 

violin (C# etc.) imitate ms. 17-19 of the theme at a M6 higher 

pitch level. Simultaneously in ms. 17-29, the staccato 

accompaniment theme is played three times. It consists of 

eleven smaller, three-note cells (See Fig. 3i) which are 

linked without rest from 1st to 2nd violins until ms. 25, and 

from cello to viola in ms.,26-29. Except for the slight 

addition of four modified cells in ms. 24-25 and the omission 

of the final three notes in ms. 29, the repetitions are com¬ 

plete and unchanged. They are reminiscent, too, of the first 

movement's ostinato accompaniment figures. The similarities 

between movements, A- and B-sections, and B-theme and accom¬ 

paniment continue the interwoven threads of unification and 

modification in the quartet. 

Ms. 30-33 complete the B-section, culminating in ms. 33 

on a chord composed of notes of the C# phrygian scale, but 

lacking B. The 1st and 2nd violins together present seven 

of the three-note accompaniment cells in ms. 30-32. At the 

same time, the cello and viola play a modified version of the 
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same cells at a m3 or mlO lower pitch. The reinforcement 

by playing the motive in two voices at once £lus the increase 

in dynamic to .ff bring attention to the cadence. 

The beginning of the third, or A',section in ms. 34 is 

articulated by the initial placement of the A-theme in the 

low cello register, while the C# trill and J. = 152 meter 
return as in the A-section. The theme is stated verbatim in 

ms. 34-36; however, ms. 37-39, corresponding to ms. 4-6, are 

at a M2 lower pitch level, as is the trilled pedal tone (B) 

in the cello. Ms. 40-43 are a modified form of ms. 7-11: 

the C#-A-C# and F#-D-F# figures are in reverse order; ms. 9-10 

(B to E) are condensed to one in ms. 42; the gesture to the 

F-trill in ms. 12 is diverted in ms. 44 in order to start a 

new subdivision of A*. The accompanying chords in ms. 40-43 

are an extension of the viola idea in ms. 7-8, here moving 

toward a cadential chord of C#-F#-A-B-G#. The notes in ms. 42- 

43 are all members of an E major (or C# minor) scale, one 

pitch removed from the C# phrygian scale. 

The next subsection begins in ms. 44 where the A-theme 

is restated, this time combined with the trill on B derived 

from ms. 37. The theme is now elongated in the 2nd violin; 

that is, rests are interspersed so that the theme from ms. 1-4 



75 

now spans seven measures, ms. 44-50. In addition, the D# and 

G# of ms. 3 are displaced a M2 to C# and A# in the 1st violin 

in ms. 48, as are the C#-A#-B-G# of ms. 4 to E-B-C# and A# 

in the 2nd violin in ms. 49-50. Another departure from the 

original is the switch from pizzicato to arco in the 2nd 

violin in ms. 46. A new statement of ms. 1-3 of the theme, 

now in augmentation, begins in the 1st violin in ms. 50 and 

concludes in ms. 56. Although it is not in exact proportion 

to the original and appears at a m3 above the original pitch, 

the theme is still identifiable. 

As the theme is repeated with durational and textural 

alterations in the violins, the cello in ms. 46-56 has a 

steadily descending series of pitches that formulate two 

octaves of a C# phrygian scale, pivoting on C# in ms. 51 to 

two octaves of C major, and returning to C# in ms. 56. The 

viola parallels the scalar passage a P5 above the cello with 

only minor deviations until ms. 53 when it switches to an 

outline of the A mixolydian scale that was begun in the 2nd 

violin at ms. 51 on F#. The obvious relationship to the open¬ 

ing of the movement can easily be seen as the theme is stated 

broadly, the primary pitches of the phrygian scale are empha¬ 

sized in simple rhythm, and the insertion of the A scale re¬ 

calls the earlier chord of ms. 7. It is worth noting that 



76 

this passage in the viola and cello in the original version 

merely echoed thematic fragments from the upper voices in 

augmentation. The continuity of a descending scale under¬ 

girds the section and provides added strength in the move 

toward a climax. 

From ms. 56-59 a compression of thematic material takes 

over as ms. 7-11 are referenced in overlapping phrases. At 

ms. 56-57, the 1st violin repeats the important pitches C#-F# 

heard in ms. 7-8 in the violins and then follows with a ges¬ 

ture from the viola of ms. 9-10 (at a m3 lower pitch) through 

ms. 59. Concurrently, the viola in ms. 56-59 has a phrase 

resembling ms. 7-8 of the viola. The cello recalls its 

trilled gesture from A in ms. 8 in ms. 56-57 and then proceeds 

to give a motivic fragment in ms. 58-59 similar to the 1st 

violin's of ms. 9-10. Ms. 11 of the 2nd violin is quoted 

early, in ms. 53-56 of the 2nd violin, ending on B instead 

of C# (see C# in other voices); then a variation of ms. 11 

of the 1st violin is stated in ms. 57-58. 

Four transitional measures (ms. 60-63) feature the 

initial motive in the 1st violin, also a step lower, at the 

level of Bb, as the other strings accompany homophonically 

up to the C# unison climax in ms. 62. The compression of 
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thematic material and crescendo from ms. 56, the tension of 

additional trills in ms. 58-59, plus a change to homophonie 

texture help reach the climactic point and reinforce the 

structural subdivision, completed by single pizzicato notes 

and a ritardando through ms. 63. 

In ms. 64-81 a developmental variation passage connects 

A'- and B*-sections. Both A— and B-themes are presented with 

new texture and transposition. The passage serves as an im¬ 

portant structural link to the Prestissimo climax (ms. 82-99) 

of the movement by increasing the dynamic level, maintaining 

a constant motoric rhythm, and by restating the B-theme subtly 

before bringing it to prominence in the B'-section. The A- 

theme is played arco in the 1st violin and cello at a three- 

octave interval. Such placement produces a unique timbrai 

effect that readily draws the ear's attention (See Fig. 3j). 

Fig. 3i 

ms. 64-66, II 
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The original pitches are maintained until ms. 66 where the 

inner strings take over the theme sul ponticello. C# is sub¬ 

stituted for the D# of ms. 3, producing a beautiful M3 (A-C#) 

that is momentarily striking. G# of ms. 3, all of ms. 4, and 

G# and F of ms. 5 are omitted from the A-theme variant which 

continues in ms. 67 on F# from ms. 5, now in the viola. A 

Bb-pedal trill, replacing the original C#, is sustained through 

these two abbreviated bars. Ms. 69-71 are identical to ms. 7-9, 

except that the 2nd violin of ms. 69 and viola of ms. 71 are 

now performed arco. Ms. 72 contains a compact review of ms. 10 

and 11: C#-A-C# is equivalent to C#-G#-C# in the 1st violin; 

D-A-C# recalls notes emphasized in the viola, 1st and 2nd 

violins. 

As a review of the entire A-theme ends, it is followed 

directly by a review of the B-theme and B-accompaniment in 

ms. 73-80. In this presentation of B-material, the theme is 

simply legato and ordinario. a contrast to sul tasto in ms. 18. 

The melodic line in the cello from ms. 73 lays out the theme 

a m2 higher in pitch than before. Ms. 73-74 correspond to 

ms. 17-18 of the cello; ms. 75, to ms. 19 of the viola; ms. 76, 

to ms. 20 of the viola, then cello; ms. 77, to ms. 21 (slightly 

modified) of the viola; ms. 78, to ms. 22 of the viola, cello, 

then viola. 
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The B-accompaniment, meanwhile, is presented both as 

accompaniment in the violins and as a melody in the viola. 

The violins state the accompaniment twice in arco bowing, a 

change from the staccato articulation used previously. The 

viola, on the other hand, plays an augmented variation of 

the three-note cells of the accompaniment. The subtle pre¬ 

sentation of the B-accompaniment motive in augmentation and 

arco bowing prepare for the B'-section while maintaining 

continuity from the A*-section. In fact, because of the tex¬ 

tural changes to the B-material, ms. 73-81 seem like an ex¬ 

tension of the preceding A-material. 

In ms. 81 and following (See Fig. 3k) however, all 

strings combine to play the B-accompaniment motive, as it is 

elevated to prominence for the Prestissimo section (or B')« 

Starting in ms. 81, segments of the 33-note motive are re¬ 

peated several times. First, 22 notes of the motive are 

played, then 12 notes, 3 notes (a), 6 (a,d), 3 (a), 18, 9, 

12, 3 (a), 6 (a,d), 12 (retrograde d,a,d,a), 3 (b). The 

motive is played from the beginning (corresponding to ms. 17) 

unless otherwise noted; a,b, and d refer to specific three- 

note cells (See Fig. 3i). The notes of the motive are 

pitched a m2 above the original, until ms. 93 where retro- 
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grade versions are at varied pitch levels. 

Fig. 3k 

Through the B'-section in general, the tempo increases to 

J» = 176, three times that of the B-section at ms. 17; accents 

become ever-changing in their placement? all strings play in 

unison or at the octave? and a homophonie texture is main¬ 

tained, increasing to full strength at ms. 83-84 for a _ff 

chord on F#-D-C#-A-E, and at ms. 91-99 for a build-up of 

energy and a fff cadence on C#-G#-A-E-B. These qualities of 

texture create an increased tension that climaxes in ms. 95- 

96, suddenly "exhaling" in ms. 97-99 (ppp). 

In ms. 100-115 (A''-section), the movement closes with 

a hushed tone. The tempo is reduced to half tempo (J* = 88) 

as the 1st violin plays a muted, fragmented, augmented version 
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of ms. 1-3 plus one note (A-theme). The theme is accompanied 

by pedal-tone trills on C#, E, and G#. The cadence, consist¬ 

ing of the main notes and trilled notes together, harmonically 

states the notes of the C# phrygian scale, lacking B. 

Aside from the described usage of thematic materials, 

the movement revolves harmonically around C#. Some variations 

revolve around a pedal on B (ms. 37-46) or Bb (ms. 67-68) 

which are a m2 and m3 lower than C#, while the themes are . 

often placed a m2 or m3 higher than originally: ms. 51 (m3), 

ms. 73-92 (m2). Despite the interval ambiguity or re-focusing 

caused by variation, the C# (or C# phrygian scale) remains 

the central tone or basis for the movement. 

Texture and timbrai changes play a key role in the second 

movement as a means for variety and delineation of structure. 

Homophony is chiefly an attendant to climactic sections, and 

the textural and thematic reassignments divide the movement 

into the sections described. Pizzicato, trills, sul tasto 

and sul ponticello are vehicles at once for variety and unity. 

Pizzicato and trills are characteristic in the A-theme of 

section A? arco, sul tasto and staccato are characteristic 

of section B. In A', the A-material is played arco (B-texture) 

with trills (A-texture). In ms. 66, sul ponticello provides 
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added color to the preceding two measures of unusual regis¬ 

tration. The timbre of sul ponticello was last heard in ms. 63 

of movement one (I), there also creating unique color in a 

repetition. Ms. 70-71 bring the A-theme back shortly in 

pizzicato (A-texture) and staccato (B-texture)y then the B- 

theme returns, now just arco (the A' combination), not stac¬ 

cato or sul tasto. Sharp accentuation in the B'-section seems 

to replace the staccatos of the B-sectiony and in the A1'-sec¬ 

tion, the trills are made sul tasto (A- plus B-texture) as 

the A-theme is given arco espressivo (B-texture) and muted (I). 

Thus, both sections and movements are unified through varia¬ 

tions in textural quality. 

Textural and thematic elements from both movements one 

and two are evident throughout the third movement. Exact 

quotations as well as generative ideas from previous movements 

provide a sense of unity and consistency for the quartet as 

a whole. Structurally, the movement is a modified theme and 

variations form. The theme and two variations open the move¬ 

ment. Three shorter variations of the theme are pitted 

against a quotation from movement two and an accompaniment 

texturally similar to that found in both previous movements. 

A quotation of the quartet's opening thirteen bars is inserted 
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before a final variant of the theme is heard in harmonics. 

The movement ends with a complete restatement of the original 

theme as harmonics replace the original sustained chords. 

In effect, derivations of texture and theme from previous 

movements are synthesized in the third movement by the tech¬ 

niques of variation and overlap. Exact quotations from all 

three movements in the final bars serve as recapitulation 

for the entire work. 

The third movement, like the first, begins quietly 

and con sordino. The sustained opening pitches are G# and 

A from the first movement and a trilled C# and D from the 

second. The theme, in two parts, is given in ms. 1-31 ( P = 56). 

The first part is stated completely in the cello in ms. 1-9 

(See Fig. 3.1) ; the second part is then presented by the 1st 

violin in ms. 9-16 above snatches of the first part in the 

viola and 2nd violin. The first part returns, fully stated, 

in ms. 18-29 in the viola; however, the first note (C#) is 

in the cello, phrasing is rearranged, and ms. 7-8 are augmented. 

Many qualities of the theme and accompaniment are 

derived from or are at least consistent with parts of move¬ 

ments one and two (I, II) : 

a) the initial pitches (I,II) 
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b) the use of initial sustained tones—m2 apart to give 

the effect of trill (l,n) 

c) mutes on (I) 

d) ms. 1-9 are quite similar to the "scherzo" accompani¬ 

ment motive in II (See Fig. 3i and 3.1) . The motive 

is now used melodically. 

Fig. 31 

u, f ifFtTr'fillIT]'/-irffiTfilÜli 
tt*r 

ti. 

ms. 1-9, III 

e) ms. 1-2 are the same as ms. 2-3 (I, viola), borrow¬ 

ing F# from the 2nd violin (ms. 3, I) and reaching 

to E instead of D 

f) ms. 3-4 are similar to ms. 3-4 (I, cello), but with 

expanded intervals 

g) the contour of the 1st violin, ms. 10-14, from E to 

F#, is similar to ms. 11-13 (I) 

h) the 1st and 2nd violins, a third apart, have an 

extended descending, sustained line matches ms. 4-5 

(I, viola) 
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i) the familiar rhythmic pattern PJ P returns from I. 
Harmonically, B minor scale notes are outlined in ms. 9- 

14 in the cello, and A-C#-D-F# is the cadential chord in 

ms. 28, matching that of ms. 11 (I). A single B links the 

theme to its first variation. 

In ms. 32-35 ( J = 80), the theme is fragmented and 

rhythmicized in the viola on a pattern perhaps derived from 

ms. 49-50 of I ( n J ). Part two begins at ms. 40 in 

the 1st violin, with a continuation of the same texture. 

The notes are the same as in ms. 9-16 with the A from ms. 8 

being omitted from ms. 38, and ms. 15 being omitted from part 

two in favor of a C#-F# pitch emphasis as in ms. 25-27 of II. 

The 2nd violin (sustained) and cello (pizzicato) sparsely 

accompany the theme and provide passing^tone links to ms. 39 

and 45. In ms. 46, the first part of the theme returns to 

the viola with the initial measure at a M2 lower before re¬ 

suming as in ms. 18. The accompanying voices exchange parts 

for the repeat. Three bars, containing the notes F#-D-E, 

connect to the second variation in ms. 56-77 ( J. = 104). 
Now the theme is quoted a fifth lower by both 1st violin 

and cello. Playing in unison, two octaves apart, the regis¬ 

tration very much resembles ms. 64ff of II (See Fig. 3j). 
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Inner trills on B and C# (D) are added—the same pitches 

singled out as pedal-tone notes in II. The theme is repeated 

almost exactly, though the rhythm is varied again and two 

notes corresponding to C# and A of ms. 8 are omitted. The 

1st violin breaks from the cello to state part two at the 

original pitch level in ms. 62. Some variation occurs, such 

as omission of the D from ms. 9, addition of B to ms. 64, 

and changes from A to G# in ms. 66 and from C# to C in ms. 67 

The final statement of part one is somewhat varied again. 

The 1st violin is now sul tasto while the cello is sul ponti- 

cello. Ms. 68-72 are identical to ms. 56-60 in the upper 

strings. In ms. 73 the 1st violin omits C# and D from ms- 8 

and proceeds in ms. 74-75 to reemphasize C#-F# as in ms. 44. 

Meanwhile, the cello begins the theme in ms. 68-69 an octave 

below the opening pitch of ms. 1-3 and two and one-half 

octaves below the 1st violin. In ms. 70, though, it ventures 

up a M2 and in ms. 71, down a M2 and m2 from the original. 

The theme again moves up a M2 and m2 in ms. 72-73. The cello 

outlines a B minor triad in ms. 74-75 and joins other strings 

on a F#-A—B-E chord to end the A-section. 

Notes B and A are tied across the fermata and the bar 

to three shorter variations in ms. 78-90, 91-98, and 99-106. 
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These variations are characterized by the absence of mutes 

and by quotations from all movements. The third variation, 

with tempo at J. = 128, is underlaid with an almost exact 
quotation from II, ms. 46-57, wherein the viola and cello 

play two octaves each of Phrygian and major scales in parallel 

fifths. The two instruments alternate using pizzicato and 

sul ponticello instead of pizzicato and sul tasto textures. 

In addition, the viola has D#, not D, in ms. 79, and F#, 

not E, in ms. 82. The first notes of the main theme appear 

in the 2nd violin in a highly rhythmicized and compressed 

variation played at a fifth below original pitch (See Fig. 3m). 

Fig. 3m 

ms. 81, III, 2nd violin 

Following the compression of ms. 81, the theme is more drawn 

out through ms. 82-84 (2nd violin), ms. 84-85 (1st violin), 

and ms. 85-87 (2nd violin). Minor changes in the theme sub¬ 

stitute C and G for C# and G# in ms. 85 and G# for G in ms. 86. 

Short fragments made up of the first five notes of the theme 

(See Fig. 3m) are also found in the 1st violin in ms. 83 and 88 

and in the 2nd violin in ms. 88-89. 
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With a change to J 3 152 in ms. 91, the fourth variant 

begins. The lower strings become occupied with short re¬ 

peated patterns that enter on notes B and F#. These are 

played sul tasto and faintly recall the ostinato accompani¬ 

ments of the first two movements. From ms. 92, the 1st 

violin enters on a lyrical variant of the theme at the inter¬ 

val of a fourth. Despite three interval changes, the basic 

theme is apparent (See Fig. 3n). 

Fig. 3n 

ms. 92-96, III, 1st violin 

In ms. 98, the 1st violin repeats the short fragment 

from the preceding subsection to prepare for the new sul 

ponticello ostinato figures of the fifth variant, ms. 99-106 

(See Fig. 3o). There is a definite reference to both the 

main theme of the third movement in the violins and the tex¬ 

ture of the Prestissimo section of the second movement. As 

in the Prestissimo, there is a growing motion and crescendo 

culminating in ms. 107 on strongly accented C#-D-F#-A chords 

(from ms. 11, I; ms. 83, II). From ms. 99 to ms. 106, the 
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violins have been in close, one-bar imitation of each 

other—a technique from movement one (ms. 22ff)—but with 

a new idea or composite of ideas.(See Fig. 3o). 

Fig. 3o 

ms. 100-103, III 

The climax in ms. 107-109 is made more effective by 

slowing the tempo to P = 86. At this point, the first ten 

bars of movement one are quoted, now at fff with no mutes. 

While the 1st violin continues to quote ms. 11-13 (I) with 

rhythmic deviation, the lower strings dwell on the C#-D-F#-A 

chord as in ms. 11-12 (I). Through the remaining bars of 

this section, there is a gradual diminuendo and rallentando, 

thus relaxing the tension of the climax. The concept of 

unity is here demonstrated by a quotation from an earlier 

movement. Further, the quote is stated at the height of a 
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climax (fff) to emphasize its structural purpose. Else¬ 

where, unity is achieved by an overlapping of previous 

materials in the variations themselves. 

A connective passage of four measures, ms. 123-126 (See 

Fig. 3p), provides a final abbreviated variant of the theme 

in harmonics. 

Fier. 3p 

ms. 123-126, III 

Notes from ms. 1-4 are suspended in the 1st violin above 

sul tasto chords on the initial sustained pitches at P = 42. 

It is a poignant moment in the quartet as the texture thins, 

the dynamic level is lowered, and transition leads to a re¬ 

peat of the original theme in a more peaceful, resolved tone. 

In the final bars, the principle of unification is con¬ 

centrated within the movement instead of over the entire work 
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as the opening theme is quoted almost exactly. The theme 

muted and with only rhythmic variance, a few altered notes 

or exchange of parts, and new phrasing. However, harmonics 

in ms. 128 replace the sustained chords of ms. 1. The 

harmonics appear on the same notes as before, C#-D-A, in 

ms. 128. The fourth sustained note from ms. 1, G#, appears 

in harmonics in ms. 134. From ms. 156-162 (end), the cadence 

tones are B and F#, played sul tasto (cello) and in harmonics 

(other strings). 

Throughout the last movement, the tones C#, D, F#, G#, A 

and B have played significant roles in harmony, transition 

and at climaxes. Movements one and two center on the tones 

D-F#-A and on C# phrygian scale tones. The note B has served 

as a central tone particularly in the final movement. In 

melodic lines, the note is several times emphasized in the 

context of a B minor or major triad. It seems appropriate for 

the quartet. . to close on an open fifth built on B. The F# 

is a natural choice as a second cadence tone, because of its 

presence in the previous two movements' cadences and its 

importance in each movement's opening and climactic chords. 

All through the quartet, fairly predictable climaxes 

as in ms. 1-28 is restated in ms. 127-155 ( again 
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follow after a conversion to homophonie texture. Each 

climax serves to increase the intensity by driving toward 

a bigger climax near the end of the movement and near the 

end of the piece. Consequently, the return to the A-section 

of movement one in movement three is the high point of the 

quartet. 

In all respects, Cooper's String Quartet No. 1 shows 

a logic of construction that provides a satisfying listening 

experience. The motives in the opening bars furnish a the¬ 

matic base and a point of departure for the structural develop¬ 

ment of the first movement and the entire work. In each 

movement, the main theme or themes are consistently reiterated 

with variation? in a final section of the movement, both 

themes may be combined simultaneously and restated in recog¬ 

nizable form. In macro-structure, the main theme of movement 

one is modified to become the main theme of movement two. A 

secondary motive in the B-section of movement two gradually 

grows to prominence as a primary theme in the latter part of 

the movement, and subsequently becomes the main melodic 

material of the third movement. In the third movement, vari¬ 

ous elements return from both earlier movements to create a 

unified work. The First Quartet has a clearly defined 



93 

structure despite internal variations of motives and modi¬ 

fications of the typical rondo or theme and variations forms. 

Growth through the work is achieved by the restatement and 

return of ever-changing motives which retain their recogniz¬ 

able qualities while performing many different roles. 



Composer Commentary 

I.Q. We've talked about how music of the 50's was more 

mathematical or psychological, yet the First Quartet 

doesn't fit into that mold at all. 

P.C. Oh, no. I was not a part of that. Even though 

Schoenberg lived in Los Angeles, U.S.C. composers did 

not espouse that style. We worked entirely within the 

"pandiatonic” or at most Bartokian framework. In Los 

Angeles today...they are still divided into camps. 

I am not a very conservative composer. I'm a 

melodist, a lyricist; but there were a great many com¬ 

posers with me. I took my models, as I have said, from 

American models...Copland was not writing twelve-tone 

music in 1953. So, the Copland models I would have had 

would have been the Third Symphony and Appalachian Spring: 

after all, Appalachian Spring was written only ten years 

earlier. For a young student to be influenced by that 

kind of sound would not be unusual. 

I admired the Bartok Concerto and the very American 

Harris Third Symphony. These are the kinds of models I 

had. I thought one should write a singable tune and 

some decent harmony. I enjoyed the study of counter¬ 

point, and I think these studies opened up for me a 
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great deal. My understanding of music, my understanding 

of control, came from my study of counterpoint. 

I.Q. What do you feel is the nature of tonality in the First 

Quartet? 

P.C. I think it's a very specific, a traditional, kind 

of tonality. Although it is not I-IV-V, tones simply 

make their presence felt by the relationship of pitches 

in a more or less traditional way. If you compressed 

the scale I used you probably would not have all twelve 

notes; you'd probably have eight or nine. It's an en¬ 

riched scale, but I didn't start with scale. It was 

all intuitive. I just invented melodies and worked with 

them. It wasn't until the Third Quartet that I started 

with a scale; and out of the scale comes melody. 

I.Q. Well, are you aware of the scale? There is a phrygian 

scale on C#. 

P.C. Really? I didn't know that, you see. I suspect I 

could figure it out if I analyzed it...I was taking 

Renaissance and Medieval courses, but I don't think 

I really got as interested then as I did later. I 

liked early music. I remember writing a fairly decent 

paper for a seminar on Dunstable and Dufay. I still 
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think I had a valid thesis—"Dunstable and Dufay: the 

Precursors of Modern Music." While it's not a very 

profound or scholarly paper, I think I made some good 

points. 

I.Q. Did you consciously change your motive or melody each 

time it was presented? 

P.C. Yes. 

Remarks on the Revision 

The revision of the First Quartet looks far more 

radical than it really is. If I change the so-called 

denominator, it gives a very different visual appearance. 

In the last movement, I left out a couple of 

variations. The grestest revision was in the third 

movement, because I simply (eliminated) some things. 



CHAPTER IV 
String Quartet No. 2 

Prefatory Note 

Dating from 1954, the Second Quartet was composed in 

Paris while the composer was under the tutelage of Nadia 

Boulanger. The revision was recently completed (March 31, 

1979) . Although originally planning to revise the quartet 

by or before 1981, Cooper proceeded to do so more immediately 

after his thoughts were sparked by this thesis project and 

further encouraged during the initial interview session for 

the thesis. It was obvious at the first session that Cooper' 

had already given some consideration to ideas for the 

revisions. These, however, were only broad concepts or 

guidelines similar to those operative in the First Quartet's 

revision. The process of revising the Second Quartet was 

apparently quite rapid, as the notating was already begun 

at the time of the last interview session and was completed 

two days later. 

In its original form, the Second Quartet had some 

rhythmic shortcomings, rhythmic stoppage, and a limited 

variety of articulation or color. The revised form updates 

the quality of the transitions and textures and tightens 
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the structure while retaining all the original melodic ideas. 

It now reflects the level of quality and certain principles 

of his style consistent with the other quartets. 

Because the revised form was completed so near to the 

thesis deadline, it was not possible to include a full 

analysis. However, a brief analysis and description of 

changes in the revision are provided. 

Brief Analysis 

The Second Quartet focuses on the note F#, which opens 

the themes of each movement and is the final central cadence 

tone of the work. In the original version, the work cadenced 

on unison and octave F#'s. The revised version cadences on 

a "mirror" chord almost identical to that which closes the 

Third Quartet (See Fig. 4a). 

Fig. 4a 

final cadence of String Quartet No. 2 
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Motivically, themes are distinct, not derived from previous 

ones. There are both thematic and lyrical types that are 

usually clearly stated. The three movements are compiled in 

a fast-slow-fast-(slow) sequence, united in the final section 

of the third movement by repetition of themes and the con¬ 

tinuing F#. Harmonically, fourths and fifths among voices 

progressing in parallel or conjunct motion are common 

(See Fig. 4b and 4c). 
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Fia. 4c 

ms. 106-107 

The resulting sound is obviously influenced by Hindemith. 

Indeed, Cooper admits that this quartet was composed during 

the year or so in which he studied Hindemith scores and 

consciously imitated his style. Texturally, the revised 

quartet is more open-spaced than originally. Its already 

open sound is made more expansive by the higher registration 

of certain solo passages for 1st violin or cello. 

Unlike his other quartets, the Second has an emphatic 

beginning. F# is heard in a unison octave at ff. Whereas 

in the original version the initial theme was played by all 

voices simultaneously, in the revision the cello alone plays 

the melodic line which is then imitated by each voice in 

turn with new rhythmic variation. The rhythmically pronounced 

head motive ( raj ) of the original version is reduced 
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simply to a smoother ( J J ); the theme retains its 

lyrical completion (See Fig. 4d). 

Fig. 4d 
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ms. 1-3, cello 

To vary the texture, each instrument has a different attack 

for the F# in the initial and subsequent three bars. 

The legato second theme and its ostinato-like accom¬ 

paniment enter in ms. 11 (See Fig. 4e). 

Fig. 4e 

After being repeated twice, the second theme yields to a 

cadence (ms. 18-21) and homophonie extension (ms. 22-25) on 

material derived from the initial theme. In all, the first 

movement has an ABA* coda form. The A-section described 

above includes parts abc. The B-section, derived from the 

A-section, consists of aj_ (P5 lower than a.) bj[_ (m2 lower 
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than b) with accompaniment. The A'-section returns to abc. 

modified at a P5 lower pitch- level. The coda repeats a 

version of aj. and cadences on the note B. 

Throughout the movement and the quartet, many flatted 

notes of the original are rewritten as sharped notes; trills, 

pizzicato, and sul tasto bowings alternate with regular arco 

bowing to vary the texture; 4/4 timing becomes 4/8, etc.; 

abrupt contrasts of rhythm or dynamics are avoided, as is 

the use of four-voice unison and octave playing as found 

in the original. Also, melodic material formerly doubled 

in more than one voice is played in a solo line or split 

into segments and played in alternating voices. 

Following the Molto Allegro ( P = 132) is an Andante 

( P — 72) theme and variations form that opens with a solo 

on the legato melody that is subsequently repeated seven 

times with varying accompaniments (See Fig. 4f). 

Fig. 4f 

ms. 76-80, cello 

In contrast to the original, the cello in the revision is 

accompanied by the note B in harmonics, carried over from 
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the first movement. In addition, the second movement is 

played con sordino. 

The first two repetitions (or variations) have a 

light accompaniment. The third repetition is accompanied 

by a contrapuntal, imitative voice and expanding pedal 

tones in the outer voices which widen the texture and reach 

a climax (ms. 102) in the movement. A transitional passage 

repeats the solo in the 1st violin at a new pitch level. The 

fifth restatement of the melodic line rhythmically recalls 

the opening solo, but at a P5 higher pitch level. It is 

accompanied by a harmonic sequence derived from the head 

motive of the melody (See Fig. 4c). The statement ends with 

a sustained chord (F-A-B-E) in lower strings, supporting the 

1st violin's basically scalar rising line in ms. 114-118 

(from g^ to elv) . In the original, this line was played in 

the viola's middle register. Here it contributes to struc¬ 

tural clarity. The E.is held across the bar in ms. 119-123 

to accompany the return of the opening melodic statement, 

now in the viola at the level of E. The final statement 

resembles the first repetition with only minor changes. The 

movement cadences on B-F#-A#-C#. 

The third movement is a fugue and passacaglia. Formerly 
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divided into two movements, the fugue and passacaglia are 

now linked: Vivace ( J' =<.144 ) and section at ms. 200 ( =cl32) 

The subject is rather long and has three parts (See Fig. 4g). 

Fig. 4g 
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The first part is characterized by thej'* -note rhythm and 

variable accent? the second, by a triplet and whole tone 

ascent? the third, by more sustained descending notes. Imi¬ 

tation is at the fifth and octave. It is played now without 

mutes, partly pizzicato and partly arco. After all voices 

have stated the subject, a homophonie passage leads to a _ff 

cadence on D#. 

An imitative section on the second part of the theme 

follows (from ms. 161), with a cadence on Eb-G-D-C. Then, 

the full subject is repeated, in inversion (ms. 170ff). A 

homophonie passage and an imitative passage on the first 

part of the subject follow in a sequence parallel to the 

first half of the movement. The two instances of climax 

occur as a result of the increased motion in the imitative 
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sections on extracted parts of the theme. Ms. 199-200 

(Allarqando) represent a compression of a twelve-bar coda 

in the original version and provide transition to the 

passacaglia of the movement. 

A seven-note descending "passacaglia" theme is presented 

in varying rhythm throughout the final section (See Fig. 4h), 

as themes from all movements are reviewed. The theme, 

however, is introduced in three cello statements earlier 

in the fugue (ms. 191-198). The subtle overlapping of 

sections provides a sense of unity in the final movement 

where in the original only a descending scalar line was 

presented in the final bars of the fugue. 

Fig. 4h 

ms. 200-203, cello 

Originally conceived as an eight-note theme returning to F# 

at the octave, the theme in revision holds more tension by 

postponing final resolution until the end. 

Variants of the first movement's themes are stated 

alternately over the passacaglia in the opening bars: 

second theme's accompaniment, then first theme (ms. 205ff), 
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second (ms. 207ff), first (ms. 210ff), second (ms. 216ff). 

From ms. 216-225, the passacaglia theme itself is played 

in a melodic variation in the 1st violin. The melody and 

harmonic sequence of movement two are heard next above the 

passacaglia in ms. 226ff and ms. 234-236. Instead of a 

decline in dynamics (as in the original), the section from 

ms. 226-236 presents a gradual crescendo which is sustained 

via fff passacaglia theme and the rhythmicized fugal subject 

in ms. 237-252. Interestingly, the rhythmic figure used, 

the fugue in movement three. Cooper saves that syncopation 

for the passacaglia1s climax in the revision. 

In the final bars, ms. 253-end, pedal tones accompany 

the passacaglia theme which is now elevated from accompani- 

mental to melodic function. The tempo is greatly reduced, 

J =<r.36, and the voices are all muted. The quartet cadences, 

as stated earlier, on an F#-centered chord (See Fig. 4a). 

was the same one used in the original version of 



Composer Commentary 

I.Q. When was the Second Quartet written? 

P.C. In 1953-54 under the tutelage of Boulanger. 

I.Q. What other works were you composing at the time? 

P.C. Other works also written at that time were 

three short Piano Sonatas, the First Symphony—which 

will be deleted from the catalog—and several short 

choral works including a Missa Brevis. 

I.Q. What influence do you feel Boulanger may have had on 

the composition of the Second Quartet? 

P.C. Well, I was trying to absorb the experience and 

knowledge of Boulanger, although she made no effort 

to influence my style. I was already a fairly well- 

formed composer at the time I went to Paris, particular 

ly with respect to consistency. 



CHAPTER V 
String Quartet No. 3 

String Quartet No. 3 (1959) represents Cooper's first 

deliberate effort to create a piece utilizing a personal 

aesthetic concept (See Interview, Chapter II). The quartet 

was written at the request of the Stanley Quartet and re¬ 

flects the composer's change of surroundings. The First 

Quartet was written when the composer was a student at U.S.C. 

(See Composer Commentary, Chapter III). The Second was 

written in Paris during a time when he was interested in 

Hindemith's works. The Third was written after Cooper join¬ 

ed the faculty of the School of Music at the University of 

Michigan and became acquainted with the music of the lyrical 

twelve-tone composers Luigi Dallapiccola and Ross Lee Finney 

(See Interview, Chapter II). Although the Third Quartet is 

not a serial work, it does show Cooper's attraction to twelve- 

tone themes and to some of the techniques associated with 

twelve-tone writing. 

The work is based on an arch-form. It has four princi¬ 

pal sections, an introduction, transitional section, and coda 

(See Fig. 5a). Each of the four principal sections is made 

up of an alternation between two types of texture which, in 
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turn, are usually distinguished according to their thematic 

content and function. 

Fig. 5a 

Two contrasting thematic ideas, an ascending scale and a 

twelve-tone theme with a circular shape and descending 

gestures, provide the entire quartet with motivic material 

through derivative and variation processes. A psychological 

and musical tension is produced by continual alternation 

between two ideas or two sections. A tenseness or tight¬ 

ness of mood is created by totally interrelated motivic mat¬ 

erial and the dense linear contrapuntal texture that results 

from the overlapping of theme and derivative. The scale's 

characteristic m2, M2, and tritone (between notes 1 and 5) 

intervals also contribute to the tension. Thus, the struc¬ 

tural and motivic properties of the work give it unified 

growth and an inbred dissonant quality. 

— ms. 1 Mol to Adagio (Introduction) 
31 Allegro 

Presto 
Moderato 

P = 66 
J* = 144 

220 Vivace 
256 Poco a Poco Meno Mosso (transition) 
264 Adagio ma non troppo (coda) 

The introduction presents both thematic ideas and a few 

of their variants, thus indicating the materials and process 
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from the start (See Fig. 5b) . 

Fig. 5b 
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3-4, 2nd violin 

The scale is the first generative theme of the work. It is 

composed of alternating m2’s and M2's, the ordering of which 

is constantly varied in the quartet. The basic scale, some¬ 

times called the Messiaen scale, is not new (See Composer 

Commentary, this chapter). Bartok and others have also been 

fascinated with the acoustical sonorous possibilities of the 

scale, including its tritone polarity (C-F#) . Whether in 

complete or partial form, the scale functions as an ascending 

or one-directional linear element in the piece. Variation 

of the melodic line may take the form of reordered intervals 

(the m2's and M2's), transposition, or repetition and sequen¬ 

tial extension of derived fragments. The scale is accompanied 

by distinct rhythmic characteristics (See Fig. 5b) that also 

appear in variation. 

The contrasting twelve-tone theme (See Fig. 5c) has a 

circular shape and internal downward gestures. Its unique 

succession of intervals includes M7 and M10, as well as M2 
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and m2. 

Fig. 5c 
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It maintains its role as a contrasting element to the scalar 

theme primarily by retaining its same interval sequence in 

the variants. These variants are usually transpositions,, 

either of the entire theme or of exactly repeated fragments 

(for example, notes 1-4 or 5-8). The contrasts between the 

two themes, therefore, continue in the derived forms. 

The introduction, Mol to Adagio ( J* = 66) , begins quietly 

and con sordino. The viola presents a repeated motive that 

grows with each repetition by the addition of a note or a 

shift in the rhythmic figure ( m m. ). A great deal of 

tension builds as the intervals of the tritone and the 2nd 

are emphasized melodically (in the viola, ms. 1-2) and 

harmonically (in the 2nd violin and viola, ms. 3). The ger¬ 

minal viola motive (See Fig. 5d) contains a series of 2nds 

that ascend to fill a tritone and are imitated beginning on 

C at the interval of a tritone (2nd violin, ms. 3) . 
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Fig. 5d 
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ms. 1-2, viola 

The viola motive itself is a derivation from the scale. As 

is characteristic in later quartets and in the revision of 

the First Quartet, the opening bars prepare for the main 

theme's entrance by presenting important pitches from it or, 

in this case, a fragment from the theme. 

While the viola continues until ms. 5 to expand the 

motive up to Bb, to C, and then to D, the 2nd violin states 

the eight-note scale (See Fig. 5b) that encompasses the 

essence of the viola's motive (C to F#, ms. 3; F# to C, ms. 4). 

The 1st violin enters next in ms. 3 on a modified, 

inverted form of the viola's motive. At ms. 5, though, the 

1st violin begins a descending scale identical to the 2nd 

violin's scalar theme of ms. 3, except for the use of D 

instead of D#. Upon repeating the scalar descent, the 1st 

violin has Db in ms. 6, D# in ms. 7 (with E), D (with E) 

again in ms. 9. In ms. 7-9 the scale ascends and repeats, 

terminating both times with an imitation of the viola motive. 

The cello enters in ms. 5-7 by imitating the viola 

m 
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motive, by leading into an ascending, then descending, scale 

that retains the rhythmic character of the theme, but varies 

its interval sequence. In ms. 8-9 the cello line descends 

to a pedal tone (D#, C#, etc.) and thereby undergirds the 

build-up to the F# minor chord of ms. 9. Both viola and 

2nd violin repeat variants of the motive and scale in a 

similar manner in ms. 6-9. The continuous variation—expan¬ 

sion, extension, contraction—and overlapping of the viola 

motive, scalar theme, and rhythmic figure produce a dense 

texture in ms. 1-9. 

A break in texture occurs in ms. 10-15. The violins, 

rhythmically together here, play in contrary motion on a 

repeated wedge-shaped gesture. The viola, starting at the 

level of C#, continues to repeat its opening motive. However, 

the cello, now set off in pizzicato, introduces the twelve- 

tone theme, or row, in ms. 10-11 (See Fig. 5c). The theme 

is not used as a strict row. That is to say, it does not 

appear in all bars or permeate all voices throughout the 

piece. It does, as stated earlier, maintain its characteris¬ 

tic interval sequence, though it may be inverted or abbre¬ 

viated. The twelve-tone theme is repeated once at ms. 12, 

then again a M2 lower in ms. 13-14. Repetitions in the upper 
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voices coincide with the row's repeat at ms. 12: the viola 

a m2 lower (on its theme); the 2nd violin a m2 higher; the 

1st violin a m3 lower. The repetitions of the themes at a 

lower pitch level are followed by the F-A-A#-C# chord in 

ms. 15, a slightly lower-pitched version of the F#-A-C# 

chord of ms. 9. 

Following the initial presentation of themes, the intro¬ 

duction expands on derived forms of the themes toward the 

first climax of the quartet. The row is restated sul tasto 

in the cello in ms. 15-17. The first two notes of the series, 

D-C in ms. 15, are a m2 lower in pitch than originally stated. 

Following, a chord on C#-A#, the series begins again, at a 

M3 lower pitch than the original in ms. 16. A M6 replaces 

the initial M7 interval, then the notes 2-7 and 9-12 are 

stated (note 8 omitted). The D in ms. 18 recalls the two- 

note incipit of ms. 15 before the cello's ordinario imitation 

in ms. 18-20 of ms. 5-8 (m2 lower than original pitch). 

F proceeds to A, back to F#, up to B, back to F, up to E, and 

back to a pedal tone on D#. In the parallel passage at ms. 5, 

F# went to Bb, back to G, up to C, back to F#, up to F, and 

back to a pedal tone of D#. Although the pedal tone in ms. 8-9 

descended directly to Eb in ms. 10, the D# in ms. 20 is re- 
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iterated for two bars, to ms. 22. 

There is a close resemblance in the upper parts of 

ms. 16-20 to ms. 4-8, as well. Immediately overlapping the 

chord in ms. 15 is a rising semi-chromatic scalar-theme 

derivative in the 2nd violin (ms. 15-16). From the B in 

ms. 15, the pattern of notes matches that in ms. 3-7, but 

at a m2 lower pitch level. The opening line from ms. 3-7 

in the viola appears at a m2 lower pitch from ms. 15 (F) to 

ms. 20. The rhythm in both 2nd violin and viola is only 

slightly altered from the original. 

Likewise, the 1st violin, at a m2 lower pitch, imitates 

the line it had in ms. 3-7 in ms. 16-20. Some deviations 

do occur: the C (c1V) going to F (f111) in ms. 17 was A (a1^1) 

to F# (f#111) in ms. 4; the scale ending expands from a m2 

in ms. 5 to a M3 and P4 in ms. 18. F#-F of ms. 6 are unchanged 

in ms. 19. 

Ms. 21-26 continue to strengthen toward a climax in 

ms. 27. The interweaving scalar lines become more focused 

in an ascending motion in homophonie texture. The viola and 

1st violin briefly restate the motivic idea in ms. 21-22 with 

expansion of the original rhythm to a triplet figure in ms. 21. 

Pedal tones on D and D# are carried in the 2nd violin and 
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cello. Then, in ms. 22-26, all voices join in homophonie 

statements of the scalar motive (at vertical intervals 

from the cello of m2, M3, P5). Tension grows as a result of 

the reinforcement of rhythm, the height of pitch, and the 

increase in dynamics to fff. 

The climax of tension comes in ms. 27 where the cello, 

viola, and 2nd violin drop two octaves to accented double- 

and triple-stops. In addition, the 1st violin in ms. 26-27 

breaks apart from the texture into a very high, shrill solo 

based on the initial motive, followed by a restatement of 

notes 3-8 (Bb-E) of the twelve-tone theme above chordal thirds 

and sixths in the lower strings, ms. 27-28. The row also 

returns, acting in contrast to the scalar theme, to bring 

the texture downward and to add solo melodic interest via 

larger intervals. The use of the row in a solo capacity and 

its first appearance in an upper register further forecast 

the contrast of function that will distinguish the two themes 

throughout the quartet. Although the roles may reverse, the 

themes will remain in opposition to one another. 

As the dynamics decrease through ms. 28-30, the chordal 

accompaniment descends. The 2nd violin in ms. 28 exchanges 

roles with the 1st violin and completes the row statement 
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with notes 9-12 (G#-B). The 2nd violin then states the row, 

at a M2 lower pitch, on notes 3-9, 11-12 (G#-F#, Bb-A) in 

ms. 29-30. Overlapping the 2nd violin is the viola's imita¬ 

tion of notes 9-12 (G#-B) in ms. 29. Here, the row is featured 

in a post-climactic function, whereas the scale had been used 

to gain ascent and momentum. The descending harmonic line 

comes to rest in ms. 31 on A-C-E-B-G# chord tones, represent¬ 

ing another descent from the opening pitch center of F# and 

the F# minor chord of ms. 9. Thus, the introduction is com¬ 

pleted with its capsule presentation of themes and a brief 

example of their premise of contrast and interaction. 

The tempo becomes Allegro ( J* = 144) in ms. 31, as the 

first main section of the quartet begins. As in following 

sections, the Allegro is constructed of two contrasting and 

alternating textures which are further identified by the 

specific use of motivic materials (See Fig. 5e). 

Fig. 5e 

ms. 31 38 48 54 60 65 

part a b a' b' a1' b1' 

In each reappearance of either of the two parts in any sec¬ 

tion of the piece, there is some modification or development 

of the theme used. The alternation of parts with continued 
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derivation and development produces an increase in intensity 

that propels the work. 

In the .a-part of the Allegro (ms. 31), the viola and 

cello are paired a m3 apart as are the two violins. The 

upper and lower strings play in inversion to each other begin 

ning at the interval of two octaves and a P5 (See Fig. 5f). 

Fig. 5f 

Following a four-note incipit that outlines the tritone, 

C#-F in the cello, a statement of the row is given (notes 

2-12) in the cello in ms. 32-35. This statement is immediately 

followed by another, complete from notes 1-12, in ms. 34-35. 

A third row statement is given at a M2 lower pitch level, 

ms. 36-37. The first four notes (substituting B for Ab) are 

given again at M2 lower pitch, to end that part of the Allegro 
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at ms. 38. 

From ms. 32, the viola continues at a third above the 

cello, with the exception of the last note of ms. 36 and 

first note of ms. 37. Though the viola does not state the 

row exactly (notes 9 and 10 omitted), the overall contour 

of the cello is paralleled through ms. 37. Likewise, the 

violins continue in thirds on a sketchy inversion of the 

row at a P5 above the lower strings. 

By contrast, the b-part, at ms. 38-47, finds the 2nd 

violin playing an augmented variant of the scalar theme simi¬ 

lar to the initial viola motive at the level of B (starting 

pitch). At ms. 42, the motive moves up to the level of D, 

back to B in ms. 46, and down to C in ms. 47. The cello 

(senza sordino) imitates and further augments the variant of 

the 2nd violin to the level of B in ms. 39-47. In ms. 44, 

D# is inserted instead of a prolonged C; and a return to B 

is delayed until ms. 47. 

Obviously, the texture is more polyphonic in the b-part, 

as the scalar theme returns in an accompanimental role in 

three different variants at once. The viola presents a third 

variant of the scalar motive, placed a P4 below the 2nd 

violin, ms. 38-46. The basic three-note ascent and descent 
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in ms. 38-39 is repeated in ms. 46. In the intervening bars 

40-45, a related variant is stated and then closely restated 

in reverse order by measure: that is, ms. 42 and 43 are 

identical; ms. 41 and 44 roughly follow a descent from D (D#) 

to A; ms. 40 and 45 are both connective and are alike rhythmi¬ 

cally. The retrograde of measures in the b-part is evidence 

of the twelve-tone technique influence in the quartet, although 

it is used on the scalar theme rather than the row.^ 

Above these independent, though interrelated, poly¬ 

phonic lines, the twelve-tone theme is heard melodically 

and senza sordino in a higher registration in the 1st violin. 

The first pitch (D) and interval (m3) are seemingly incon¬ 

sistent with the rest of the row. Notes 2-11 (F, ms. 40 to 

Eb, ms. 46) place the row at a m3 above the original pitch. 

Actually the D of ms. 39 is appropriately note 12 of the row, 

and the F# of ms. 47 is the accurate note 1 for the row. 

Perhaps the switch is made to reinforce the harmonic tritone 

resulting in ms. 47 (F#-A-C). 

Ms. 48-53, or a,', return to the simpler texture of the 

Allegro opening, but at a louder dynamic level and higher 

^See Interview, Chapter II, for comments on retrograde 
usage. 
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transposition in the lower strings. As in the opening, the 

four-note outline of the tritone is followed by statements 

of the row, in paired inversion. In contrast to the earlier 

passage, the 1st violin and cello are played sul tasto and 

mp. The upper and lower pairs are now two octaves, not 

two octaves and a P5, apart. The row in the cello is now 

at a P4 below the original pitch and a P5 above the cello of 

ms. 31. It begins on the second note of the row, is stated 

through note 12 in ms. 50, then is partially repeated from 

note 1 (Bb) to notes 9 and 10 (D#, D) in ms. 52. A new 

attempt is made in ms. 52-53 on notes 2-7, but notes 5 and 7 

are modified. This abbreviation or "tag line" has its 

parallel in the four-note addendum to ms. 37-33 of part a.. 

Also as in the a.-part, the upper strings are a little 

less exacting in stating the row inversion. The violins 

break from a strict pairing of thirds in ms. 51-53. The in¬ 

version of the cello line there becomes one of contour, not 

pitch. The _a'-part, by returning the twelve-tone theme to 

a block-texture, sets off its soloistic expression which 

follows in the b’-part. 

In the three remaining parts, ms. 54-72, there is a 

gradual crescendo and intensification created by the poly- 
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phony of new variants and the proliferation of dissonant 

linear intervals. A growing tension is produced by the 

development which leads to a _ff climax in ms. 73, the 

beginning of the Presto section. 

In ms. 54-59, part b', the row indeed returns to a solo 

role, as more derivatives of the scalar theme provide inter¬ 

woven accompaniment. The mutes are removed from the 2nd 

violin and viola, the dynamic for the upper voices becomes 

mp (jo in cello) and the 1st violin and cello return to 

ordinario bowing. The 2nd violin, from ms. 54-59, presents 

a solo statement of the row in longer values than the sur¬ 

rounding voices. The row is pitched a P4 higher than the 

original; and, as in part b at ms. 39, note 12 is given 

first and note 1, last. F is substituted for note 10 (C) in 

ms. 59. Concurrently, the viola, beginning in ms. 55, re¬ 

calls the opening scalar theme. As in the 2nd violin at 

ms. 15-16, the ascending scale presents a perfect alternation 

of M2's and m2's. It begins on C# (c#) and is repeated at 

ms. 58-59 from c#1. Further, both 1st violin and cello pre¬ 

sent new variants of the scalar motive. The 1st violin, at 

the level of D, has a repeated one-bar variant with a lilting 

rhythm of h JM i* to ms. 57. The cello, a tritone away at 
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the level of Bb, also has a repeated one-bar variant. The 

rhythmic figure, however, is more incisive (7 

At ms. 57, the cello and 1st violin trade lines, but retain 

the same pitch level. Development continues as the 1st 

violin modifies both the melodic and rhythmic portions of 

the cello's former figure by adding the rhythmic figure 

( PI. ) from the introduction (See Fig. 5g). 

Fig. 5a 

ms. 54 ms. 57-58 

Likewise, the cello extends melodically the 1st violin's 

figure of ms. 54 and adds the rhythmic ending of the viola's 

original motive (See Fig. 5g). 

Variation builds intensity through the a_' '-part. The 

voices resume in ms. 60-64 in a vague resemblance to the 

texture in ms. 31, but with even more independence than in 
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ms. 39. The fundamental concept of voices paired in thirds 

and inverted at a P5 is observed from the end of ms. 60 to 

ms. 64. Three notes in each voice replace the previous 

four-note cells before the row statement in ms. 60. The row 

is presented in the cello, ms. 61-64, at a m3 lower pitch 

than the original and a M9 above ms. 31, beginning with notes 

11 and 12 (A, Ab), then 1-10 (C-E). F# and C are substituted 

for notes 6 and 9 (Bb, F) in the series. In ms. 63, the row 

is restated (C-B) at a m3 lower pitch than in ms. 60. Notes 

3-5 of the theme are given at an inconsistent pitch level 

in ms. 63, but correctly stated in ms. 64 (G-F#-D#), along 

with notes 7 and 8 (D, C#). 

Meanwhile, the viola, ms. 61-64 (first note), parallels 

the cello line by certain primary pitches (A, in the cello, 

and C, in the viola, C and Eb, ms. 61; G and Bb, Eb and Gb, 

D and F, ms. 62; E and G, C and Eb, ms. 63). The violins 

play a parallel ascending scale in ms. 61-64. The gesture 

is to some degree an inversion; however, it also can be 

considered a variant of the scalar theme. The two parts (and 

themes) seem to be integrating in preparation for the climax. 

At ms. 65, part b/', the texture and motivic variation 

similar to part b (ms. 38) resume. Each voice has a different 
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motivic variation and pacing. The scalar motive similar to 

the viola in ms. 1-2 begins, at the level of F#, in the 

viola in ms. 64. It continues, with a rhythmic pattern very 

close to the original, until ms. 68. Then, at the level of 

Bb, it assumes a rhythmic sequence similar to that of the 

1st violin, ms. 57 (part b') (See Fig. 5g and 5h). It repeats 

once in ms. 69, but then shifts to the level of E with a 

smoother rhythmic pattern (See Fig. 5h) in ms. 70, 71, and 72. 

Fier. 5h 

57, 1st violin 

68, viola 

70, viola 

The 2nd violin in ms. 65 states the scalar motive a 

tritone above the viola, at the level of C. Rhythmically, 

it is very close to the original viola motive. Its repeat 

in ms. 66 is extended upward in ms. 67, and shifts to the 

level of E in ms. 68 to maintain its tritone harmonic relation¬ 

ship with the viola. Ms. 69 repeats ms. 68. In ms. 70, the 

motivic variant shifts upward to the level of C, now a m6 

relationship to the viola. Ms. 71 and 72 are essentially 

repetitions of ms. 70. Rhythmically, the pattern from ms. 68-72 
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in the 2nd violin is very close to that of the 1st violin at 

ms. 54 (part b') (See Fig. 5i). 

Fig. 5i 

The cello, from ms. 65-67 is an augmented version of 

the same scalar motive, at the level of A. While ms. 68-69 

begin like ms. 65-67, the phrase drops to G# instead of to A 

in ms. 70 and continues a descending, augmented scale to E 

in ms. 72. The cello then for a short time exhibits the 

rhythmic motive of the viola in ms. 72. 

In a higher, soloistic register, the 1st violin com¬ 

pletes the ascending scale from ms. 61 (B) in ms. 65 (G#). 

From that point onward, the 1st violin hints at the row as 

in parts b and b'. G#-F#-A-Bb-G is very close intervallically 

to the inversion of the row (See Fig. 5j and 5k). In both 

cases, a large leap is followed by a third, a second, and a 

third. Similarly, in ms. 67-68, the same interval sequence 

is used, with the M6 becoming a m6 (See Fig. 5j and 51.) . 

In ms. 68-69, a close variant follows (See Fig. 5j and 5m). 

Here the M7 of the row begins the series, and the m2 and m6 

(inversion of M3) are reversed. From ms. 70-72, the theme 

ms. 54, 1st violin 

f ms. 70, 2nd violin 
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fragment is abbreviated so that the pattern begins with 

the third note of the series and ends with the first, 

thereby omitting the second note (See Fig. 5n). 

Fig. 5i 

Fig. 5k 

Fig. 51 

v 

Fig. 5m 

Fig. 5n 

It-*#' 
 ll—JI IV 

Ml rtî <*2 

row inversion 
notes 1-5 

\ ii ,i i i 
m2 (AU O«WV»- 

ms. 65-66, 1st violin 

’ 
Ï ¥ Vf 

r  —t   j l  1    
u 

** 
2 L-—l—Li.   

i H—i « .I » , li-_j 1 

W<\ mj m2. mU 

ms. 67-68, 1st violin 

p-f 

ms. 68-69, 1st violin 

ms. 70-71, 1st violin 

ms. 71-72, 1st violin 

The abbreviation of motive and the addition of trills 

in the 1st violin, the augmented and overlapping scalar 

variants in other voices, plus the quickening rhythmic pattern 
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in viola, then cello,from ms. 68-72 contribute to the final 

push to the ££ cadence on D#-F#-A#-D chord in ms. 73. This 

climax marks the transition to the Presto section ( J. + J = 76). 

As in the introduction, the Allegro section began 

quietly, then moved toward a high point near the section's 

end. The first part of the Presto releases the tension from 

the latter climax in long, sustained tones; then the section 

begins on a derivation from the scalar motive that is ele¬ 

vated to its own thematic status. Again with alternating 

parts determined by texture and motive (a homophonie Presto 

theme vs. polyphonic row and scale variants), the Presto grows 

to a climax of greater proportion than before in the quartet. 

The Presto, like the Allegro, can be divided into six parts 

(See Fig. 5o) . 

Fig. 5o 

ms. 73 86 95 103 111 124 

part c d c* d' c'' d'1 

Part c, from ms. 73-80 continues the climactic thrust 

from the Allegro by dramatically setting off a j[f pizzicato 

statement of the row at original pitch in the cello, which 

is accompanied by the sustained pedal tones in the 2nd violin 

and viola and by a short repeated motive in the 1st violin. 
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From ms. 81-85, the tension diminishes as the repeated 

motive switches to the viola, the row becomes fragmented, 

and the dynamic level is lowered. 

The first three notes of the row (D#-A#) are contained 

in the .ff chord that opens ms. 73. Notes 5-12 follow in 

single P -notes to ms. 76 where a new statement begins. 

Notes 1-10 are repeated an octave lower, then, in ms. 80-85 

only fragments appear: notes 9-12 at M2 lower (F#-A) in 

ms. 80-81; notes 9-10 at M2 lower in ms. 82; 83, and 85; 

notes 9-10 at M6 lower in ms. 84. 

The pedal tones of upper voices center on F#-A# until 

ms. 77, then F#-E to ms. 81, then E-G# to the end of the 

part. The 1st violin in ms. 73-76 initiates and repeats 

a two-bar motive, or Presto motive, based on the scalar viola 

ms. 73-74, 1st violin 

The idea is modified at a half-step lower pitch for ms. 77-78 

motive of ms. 1-3 in plain rhythm (See Fig. 5d and 

5p) . 

Fig. 5p 

and at a P4 lower in ms. 80. In ms. 81-82, the viola takes 
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the same idea at a m6 lower pitch and varies fragments of it 

from ms. 83-85. The diminuendo is effected by ms. 85 and 

the _d-part of the Presto is, by contrast to the c.-part, very 

soft (pp) . 

The Presto theme in ms. 86-94, which becomes a dominant 

textural and motivic element in the growth of the section, 

is derived texturally from the first part of the Allegro. 

The two violins move in fairly parallel fashion, as do the 

viola and cello. The upper and lower pair are roughly inver 

sions of each other. Thematically, the Presto theme (See 

Fig. 5q) derives from the scalar theme in the 2nd violin of 

ms. 3-5. 

Fig. 5q 

continued next page 
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The embellished, two-octave scale G# to G#, ms. 86-91 in 

the 1st violin, is semi-chromatic, as the one in ms. 15-16. 

At ms. 92, a high point on A# is reached, and a descent in 

the 1st violin corresponds to a gradual crescendo in all 

voices to ms. 95. 

The texture and content of the c,-part of the Presto 

return in ms. 95-102 (c,1). The cello again announces the 

row in pizzicato. A new two-note motto (C#-B) in ms. 95-96 

precedes the statement of row notes 1-8 in ms. 96-99. Notes 

9-12 follow, but at a M2 lower than the original. Ms. 100- 

102 in the cello do in fact copy ms. 80-82, except that 

ms. 102 concludes on D#. A pedal tone trill on A is held 

throughout this part in the 1st violin. The Presto motive 

is played twice in the 2nd violin, ms. 96-99, at a P4 lower 
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than it was in ms. 73. Ms. 100-102 of the 2nd violin are 

a condensed version of ms. 77-80 of the 1st violin at a P4 

lower. Instead of holding a pedal tone, the viola in ms. 96- 

102 plays fragments of the scalar motive, first at the 

level of C#, then F#, E, and D#. Through the c/—part, the 

dynamic level (.f) further serves to separate and distin¬ 

guish the alternating Presto segments. 

The next passage, d.', returns to the idea of the d-part 

of the Presto section and to a £ dynamic. In ms. 103-110, 

the Presto theme is played exactly as before, but in retro¬ 

grade in all voices. In other words, material from ms. 94, 

93, and so on, is followed note per note through the last 

note of ms. 86 (first note of ms. Ill). The retrograde 

technique is more extensive here than in the Allegro section 

and more exact. It gives an effectively disguished variant 

without a change of rhythm or pitch. 

At ms. Ill, ^-material is brought back for a third 

appearance. The two-note motto from ms. 95 gains greater 

prominence in the cello here, as it is played pizzicato, in 

contrast to arco phrases of the Presto motive. The motto 

appears in ms. Ill, 114, 115, and 117 (arco). Each time B-C 

or C#-B-C are the integral pitches. Intermittently, the 
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Presto motive is heard, doubled at the sixth in the 1st 

violin. At the level of D# and B, the motive is played 

in ms. 112-113 and ms. 116-117. The 1st violin joins the 

cello on the same pitches at ms. 118 where B and C are 

sustained. In the viola, B is the pedal tone trill from 

ms. 111-115, sliding to A in ms. 116-123. In ms. 111-122, 

the 2nd violin recalls the viola's initial motive to the 

level of C. 

Through ms. 119-123, the end of the c,' ‘-part, a texture 

similar to the first bars of the Presto is approached. The 

activity of each instrument gradually diminishes to a sus¬ 

tained pitch. 1st violin and viola maintain a trill on B 

and A, respectively. The 2nd violin jumps an octave higher 

than in the preceding measures to continue its variation of 

the initial motive, then comes to rest on B in ms. 122-123. 

The cello, from ms. 119, simply plays a descending line from 

C (c11) to F# (f#*) and back to A (a*) in ms. 123. Conse¬ 

quently, juxtaposed octaves on A (a-a1) and B (b^b11) pro¬ 

vide a hollow and dissonant cadence. The alternation between 

c,- and departs has produced an increasing tension. Although 

the sustained notes of ms. 119-123 momentarily suspend the 

motion of the section, the d.' '-part soon brings an aspect of 
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perpetual and growing motion back to the section. 

There is a short eighth-rest before the Presto resumes 

in 3/8 meter. What was a staccato passage in ms. 86-103 is 

now a non-staccato, heavily-accented and elongated version 

of the d-part's thematic and rhythmic material in all voices. 

Ms. 124-127 contain gestures in each voice similar to those 

of ms. 86. The G# to C motion in the 1st violin of ms. 86 

corresponds to the A to C# motion in ms. 124-127. The G-A 

in 2nd violin of ms. 86 has its counterpart, A-B, in ms. 126- 

127. The D#-G-D#-F-F# pattern of the viola in ms. 86 is 

modified in ms. 124-127 to E-E-D#-E-F#. The Bb to A descent 

in the cello, ms. 86, is paralleled by a G to B descent in 

ms. 124-127. 

From ms. 128-157, there is an obvious elongation with 

minor modifications of ms. 87-94 at a M2 lower pitch. Ms. 128- 

131 in the 1st violin give a free interpretation of ms. 87-88, 

but from the F of ms. 132 on, there is a strict correspondence 

to the second G of ms. 88 and following. In the 2nd violin, 

a strict correspondence begins from the Db of ms. 132 and 

the Eb of ms. 88. In the cello, ms. 128-130 parallel ms. 87 

plus two beats of ms. 88? but the one bar, ms. 131, is 

inserted before a strict correspondence continues between 
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ms. 132 and ms. 88. In all voices, ms. 134 begins as did 

ms. 89; ms. 137, as ms. 90; the second P-note of ms. 139, 

as the first P-note of ms. 91; the last P-note of ms. 142, 

as the first P-*note of ms. 92; the last P-note of ms. 145, 

as the first P-note of ms. 93. Even the Poco a. poco cres¬ 

cendo marking is retained in the appropriate position. An 

equivalent phrase to ms. 94 begins on the first P-note of 

ms. 148 in the 1st violin and on the second P-note of ms. 148 

in the other strings. The pitch contour of bar 94, however, 

is not strictly repeated. And, in ms. 152-57, there is an 

extension in all voices that seems also to derive from the 

scalar theme of ms. 3, as did the Presto theme, yet in a; 

new variant here. 

The climactic cadential chords of ms. 157-165 in the 

upper three strings seem to correspond roughly to the first 

beat of ms. 95, while the cello’s pizzicato/arco line from 

ms. 158-165 is related to the previous pizzicato statements 

of ms. 73, 95, and 111 (pizzicato/arco). The pitches loosely 

correspond to the row notes 5-9, 9 (repeated), and 10. The 

interval relationships between pitches indicate the passage's 

derivation from the row, although the pitches of ms. 158-161 

(repeated in ms. 162-165) are at a tritone (C-G), a M2 (Eb-E-G), 
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and a M3 (C-D#) away from the original level. 

Again, as in the introduction, the twelve-tone theme 

(in variation) gives a striking solo against chordal texture 

following a tension-building passage of scalar derivation 

and rhythmic uniformity. Throughout the last part of the 

Presto (ms. 124-157), the climax is building and it reaches 

in the last eight bars a peak of tension which is even 

stronger than at the opening of the Presto (ms. 73). The 

D#-F#-A#-D (d^-f^-att^-d^) chord of ms. 73 is now 

expanded in ms. 165 to an open-spaced D#-A#-B-F#-C#-F 

(d#i-a#i-bi-f#ii-c#iii-fiii) . 

The Moderato ( P = 96), or central section in the arch¬ 
form, can be likened to the eye of a hurricane. It is a 

calmer, more lyrical section than either the preceding Presto 

or the following Vivace. It is a period of release from the 

climax of ms. 158-165, a psychological rest from the climac¬ 

tic tension, and a transition to the vibrant Vivace. Based 

on an ABA structure rather than an alternating six-part 

structure, the Moderato opens with a change to 4/8 meter and 

six transitional, introductory bars which descend in register 

and dynamic in all voices. These lines have no precedent 

per se, except in the 1st violin wherein the intervallic 
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sequence is one of sixths alternating with varied intervals 

such as the third, seventh, ninth. The row begins somewhat 

the same, as seventh, second, and fifth are heard alternately 

with sixth or third (inversion of sixth). Aside from this 

vague resemblance, the row is not heard at all in this section 

The texture thins in ms. 172. The viola completes a 

trill on B, ms. 172-176, and leaves the violins in duet. 

A new melodic idea unfolds, molto legato, in the 2nd violin. 

The Moderato theme is related to the scalar motive of ms. 1-3- 

a rising scale in the 1st violin coupled with the falling 

seconds in the 2nd violin. It is further related to the 

introductory bars of the Moderato, where the interval of a 

second alternates with a larger interval in the 2nd violin 

and cello, ms. 166-171. In the 2nd violin, ms. 172-177, a 

falling second is followed by a rising third, fourth, or 

fifth. At ms. 178-182, however, the melodic gesture 

(retrograde variant of the generative opening theme) is a 

descending scale, A to G#. 

The 1st violin's line from ms. 172 is a retrograde of 

the 2nd violin's melodic contour, though not pitch. A rising 

scalar passage, ms. 172-177, from B to A# and E to Eb, is 

followed by a series of rising seconds and falling fourths 
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or tritone in alternation (See Fig. 5r). 

Fig. 5r 

The dual melodic lines of ms. 172—182 are repeated con sordino 

by the viola and cello in ms. 182-192. The pitches are an 

octave lower and some phrasing and rhythmic durations are 

revised. In ms. 183, the 1st and 2nd violins, also muted, 

enter and repeat the same pitch material, in canon at one 

bar. The phrasing and durations are again modified, and the 

statements are cut short by one bar, thus ending in ms. 192. 

Ms. 193 provides an anacrusis to the middle part of the 

Moderato, marked Poco Meno Mosso. Here the lines are sus¬ 

tained as before, but an earlier motive returns for a much 

calmer statement. The Presto theme of ms. 87-94 is stated 

in its entirety in all voices. Only slight changes in 
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pitch are made; on the other hand, the rhythm, meter, tempo 

and phrasing combine to make the Presto theme almost unrecog¬ 

nizable. 

The essence of ms. 86 is restated in ms. 193: G# to C 

in 1st violin, A in 2nd violin, F# in viola, G# to E in cello. 

Ms. 87-94 are restated with no modification to pitch in 

ms. 194-202, except in ms. 202: the final G and C in .the 

1st violin are now sharp? the final E in the 2nd violin is 

now sharp? and D-C-Bb in the cello is now G#-C-B. In addition, 

the strict series of -notes in 5/8 time become variable¬ 

valued notes in 6/8 time. A comparison of the 1st violin 
» 

lines in ms. 87-91 and 194-199 will sufficiently exhibit 

the alterations made (See Fig. 5s) . 

Fig. 5s 

feiEÉ 

ms. 87-91, 1st violin 

ms. 194-199, 1st violin 
c *• fJC- 



140 

A return to A tempo in ms. 203 signals a return to 

the melodic material and texture of ms. 172. The 2nd violin 

now plays the 1st violin line of ms. 172, as the viola plays 

the 2nd violin line of ms. 172. Phrasing is slightly alter¬ 

ed and sustained notes are trilled. The pitch sequence, 

though, is consistent until ms. 206 at which point the line 

beginning on Ab in the viola is pitched a m2 below the 

original pitch. In ms. 207, the 2nd violin also moves to 

the flat side in pitch on the pivotal pitch C (was C# in 

1st violin, ms. 179). The melodic lines are repeated a m2 

below their original pitch in the viola and cello from 

ms. 209 and in the 1st and 2nd violins one bar later. The 

melodic lines of the viola and cello complete the statement 

in ms. 215 and begin again at their original pitch (from 

ms. 172) . They proceed only as far as the first J -note of 
ms. 176 before cadencing on Ab and D (tritone) in ms. 219. 

In the 1st and 2nd violins, the melodic lines are 

repeated as in ms. 172ff through ms. 180 in ms. 210-215. 

The 2nd violin drops out in ms. 216, but the 1st violin from 

the second half of ms. 215 to ms. 218 plays a rising exten¬ 

sion from D# (d#*^) to E (e^v), a ninth above. The textural 

effect is striking (See Fig. 5t). The 1st violin plays in 
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an extremely high register; the middle register is void; and 

the viola and cello play in their low register. 

Fig. 5t 

A diminuendo further creates a "fading-out" effect. In sum, 

the Moderato is a shorter, quieter contrast to the Presto and 

Hi.V3ce that surround it. A fresh melodic variation and subtle, 

intricate textural combinations are not unlike the typical 

features in a slow movement of a sonata. 

Three crisp pizzicato chords open the Vivace ( J = 132) 
section of the quartet after a brief pause and removal of 

mutes. The Vivace, like the Allegro and Presto, is constructed 

of many parts (See Fig. 5u) characterized by different tex¬ 

ture, different thematic variants, and, consequently, by a 

growing tension as the parts become shorter and shorter, 
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louder and louder, more and more dissonant in approaching 

the climax in ms. 247-255. 

Fig. 5u 

ms. 220 227 229 232 236 238 241 244 

, . 3 

247 250 

3 4 
part X y x+y y' x' y" x* ' y x y 

The Vivace is also a section of unification of ideas and 

textures from previous sections. 

Following the Moderato section in which no statement of 

the row was heard, all strings have some form of the row in 

ms. 220-226 (part x). The texture is reminiscent of the 

Allegro passages at ms. 31 and ms. 48. Whereas the violins 

were inversions of the viola and cello in the Allegro passages, 

they are non-inverted fragments at different pitch with a 

shifted rhythmic beat in ms. 220-226 (See Fig. 5v). 

Fig. 5v 
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ms. 221-222 
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The row begins on Eb (bottom note of chord) in the 

cello, ms. 220. It is stated completely, followed by notes 

1-5 again in ms. 222-223. In ms. 223, the row is restated 

at a m2 higher pitch. Note 2 is given twice, once at the 

octave displacement? notes 5 and 6 are presented a m2 lower 

than their original pitch? and notes 7-12 resume a m2 higher 

than their original pitch. In ms. 224, the first five notes 

of this series are restated again? in ms. 226, the first two, 

E-Eb. The viola parallels the cello in ms. 221-226, except 

at a m3 higher pitch level and with the omission of notes 9 

and 10 whenever they would ordinarily occur. The 2nd violin 

plays at the same pitch level as the viola and plays all notes 

of the series except the first (ms. 220) and the fourth 

(ms. 223-226). Further, the 2nd violin, by virtue of its 

shifted rhythmic line, does not play the note concurrently 

2nd violin, the 1st violin plays selected notes of the row 

and fills in with repeated or passing tones. Notes 1-3 

initially are omitted, as are all subsequent notes 3 and 10. 

In ms. 223 and ms. 226, note 5 is omitted from the 1st violin. 

The first part of the Vivace ends on a C-G-Eb-D-B chord. 

A break in texture occurs at ms. 227-228 (part %) , where 

with At a M3 above the 
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a change in motivic materials also occurs. The 2nd violin 

plays a variant of the scalar motive similar to the 1st 

violin's variant of ms. 57 and the viola's variant of ms. 70 

in the Allegro. The viola recalls a simpler version of the 

same motive in ms. 227-228. 

At ms. 229-231 (x+v part), the 1st violin continues on 

a modified form of the 2nd violin's variant from ms. 227-228, 

while the 2nd violin at ms. 229-231 takes over the viola's 

simpler version of the motive at the level of F#. The cello 

and viola, again in pizzicato, restate the row in ms. 229-230 

as they did in ms. 221-222, adding note 2 (D and F#, respec¬ 

tively) at the beginning instead of at the end of the two-bar 

quote. In ms. 231, notes 2-5 (2,3,5 in viola) are stated at 

a m2 below (M2 above in viola) their original pitch. Two 

final notes in ms. 231, played arco. correspond to those of 

ms. 226; like notes 1 and 2, they are a m3 and tritone above 

original pitch. The subsection concludes in ms. 232 on a 

sfz D#-A#-F#-G-A-D chord very similar to that of ms. 73 in 

the Presto. 

Thus far in the Vivace, three subsections, however 

brief, have been presented. The first is characterized by 

the presence of the row; the second, by the presence of the 
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initial scalar motive. The third is a combination of the 

first two. Already, the brevity and differences of each 

part contribute to increased expectation. In each case, 

it seems a fragment, but not an entire passage, is given; 

and the contrasts in the placement and use of the two main 

themes of the quartet continue. In the seven short subdivi¬ 

sions to come, there is a continual alternation between 

the use of row or scalar motive as the primary motivic 

material. The technique is similar to that found in the 

Allegro. 

In ms. 232-235 (part %*), the motivic material is derived 

loosely from the opening measures of the work. The 1st violin 

follows its tonal scheme from ms. 3-5 in ms. 234-235, but 

opens in ms. 232-233 with a descending scalar passage similar 

in scope to the retrograde of the thematic scale in ms. 3-4 

(2nd violin). The 2nd violin in ms. 232-235 has a line that 

freely imitates the motive and scale from the viola and 2nd 

violin, ms. 1-4. In the viola, ms. 232-235, another freely- 

composed variant of the scalar theme is given. The short 

statements by the cello in ms. 233 and 235 correspond to 

the cello's line in ms. 5. The J" -note rhythm becomes pro¬ 

minent here and continues in later y;-parts. Although set 
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in £, dynamic, the weighty impact of rapid homogeneous rhythm, 

coupled with the slower, marcato homophonie chords of the 

x-part, contribute strongly to the climax. 

The ,x'-part is two measures long, ms. 236-237. It 

contains fragments of the row in the lower three strings 

and the outline of an Eb (D#) major triad in the 1st violin. 

After a series of minor chords in ms. 236, notes 2-7 of the 

row appear at the levels of a m2 below original pitch (cello), 

a M2 above (viola), and a m2 above (2nd violin). 

Ms. 238-240 (y'') return to the scalar motive. Each 

instrument restates its original line from the third -note 

rhythmic pattern. Minor differences in pitch occur in the 

2nd violin which omits the final F of ms. 5 and the C# of 

ms. 6. In the viola, the final D-Eb of ms. 6 becomes C-F 

in ms. 239. 

Ms. 241-243 (x*') contain a complete row statement in 

the lower strings, as the 1st violin has a freely-composed 

line that centers around F# and contains wide leaps. The 

cello states the row at a P4 below the original pitch, begin 

ning on A# in ms. 241. Note 12 is next (F#), followed by a 

sequential statement of notes 2—11, The viola statement is 

pitched a M2 below the original, with its starting pitch on 

8 with a more motoric 
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C# in ms. 241 followed by notes 12 (A) and 2 (C) through 11 

(note 10 omitted). At a tritone above the original pitch, 

the 2nd violin states notes 2 (G#), 3 (E), 4 (D#), 6 (G), 

and 7 (B). At a P5 above the original pitch, the 2nd violin 

states notes 9 (D#), and 10 (D). At a m7 above the original 

pitch, the 2nd violin states notes 11 (A#) and 12 (A). 

3 
Ms. 244-246 (_y ) roughly repeat ms. 238 (from the 

second J -beat) through ms. 240. The rhythm is now an un¬ 

interrupted succession of P" -notes in route to the fff chord 

of ms. 247 (See Fig. 5w). 

Pin . Sti/ 

ms. 246-247 

In the 1st violin, the F#-F-Eb of ms. 239 is omitted and 

the C#-A part of ms. 239 is repeated before completing the 

line. In the 2nd violin, A of ms. 239 is omitted, F#-D of 
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ms. 239 is repeated, and D# through Bb of ms. 240 is omitted. 

In the viola, the first A of ms. 239 is omitted, and the final 

three J -beats of ms. 245 are inserted in the restatement 
of ms. 239-240. In the cello, the first i -beat of ms. 239 
is omitted, and the passage from Bb to Bb in ms. 245 is 

inserted in the restatement of ms. 239-240. 

One source of growth toward the climax has been the 

alternation between textures and motives at short intervals 

of time. Cadential chords of four to six notes (x-parts) 

further emphasize tension. The motoric rhythm from ms. 244 

and heavy accentuation in ms. 246 combine with a quick 

crescendo to lead more directly to the fff climax on an A- 

minor chord and row-based passage at ms. 247. Ms. 247-249 

(x ) are almost exactly the same as ms. 241-243, except 

at a M2 higher pitch. The statements of the row in the 

cello and viola and the melodic 1st violin line are repeated 

exactly as before (up a M2). The 2nd violin, at various 

pitch levels, is modified to include notes 5-8. 

At ms. 250-52 (y4), all voices join in a variant of 

the initial viola motive in a homophonie passage that extends 

the plateau of tension and climax. In ms. 253-255, the 

ascending lines come to rest on a repeated and accentuated 
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dissonant chord of D-Eb-F#-C# (d^-eb^-ftt'^-c#'*’*'*) . 

Ms. 256 begins a gradual diminishing of tension and 

motion (Poco a poco meno mosso). The cadencing to a dominant 

seventh chord on D and a G min.7 chord lowers harmonic ten¬ 

sion, and a change to legato ed espressivo phrasing replaces 

the heavily-accented texture. A much more subtle method of 

deflation of diminuendo toward the conclusion of the piece 

begins here as well. Each voice contains variants of the 

initial motive _in retrograde in ms. 256-258. An exact- 

pitch retrograde of ms. 8-5 begins in the cello on D# in 

ms. 257. The retrograde continues with only minor additions 

or subtractions of passing tones to the second F# in ms. 261. 

Thereafter, the cello has a pedal tone on D#, D, and B, 

ms. 262-264. The upper strings play a retrograde of ms. 7-3 

in ms. 259-263, the sole modifications being an added F in 

ms. 261 of the 2nd violin and an added D before C# in ms. 260 

of the viola. 

Transition and relaxation from the climax prepares for 

the coda in tone and in technique. The coda, Adagio ma non 

troppo ( = 70), begins on the final beat of ms. 263. The 

upper strings continue the retrograde technique through ms. 276 

on material from ms. 15-3. Few alterations of the original 
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pitches or rhythm are made. The rhythmic figure I ri. 

usually converts, in retrograde to m . The cello 

joins for an exact retrograde of ms. 12-3 in ms. 267-276. 

Ms. 265-266 were a retrograde in contour, but not pitch, 

of ms. 14-13. In ms. 277-278, the 2nd violin has a solo 

extension—a final, unsyncopated statement of the scalar 

viola motive beginning on A, then G. It is accompanied by 

an F# pedal.in the viola. In ms. 279-281, the cello has a 

final solo stating notes 2-10 and 12 (D#, ms. 282) of the 

row below pedal tones F# (viola) and G (2nd violin). 

Retrograde technique, used in the transition and coda 

most extensively, provides a unique variant of the intro¬ 

ductory pages—one that may challenge the ear while unifying 

the entire quartet. Textural and timbrai selection provide 

one final, striking variant for the two main themes of the 

quartet: the 2nd violin solo above a half-step lower pedal 

tone (viola) ? the sul tasto pedal tone in the 2nd violin, 

ms. 279-281? the further diminuendo by the use of mutes? the 

ever-present dissonance of harmonic m2's. The cadence on 

D#-A#-F#-A (D#-A#-f#-f#^-f#ii-aij‘) reflects the consistent 

importance of F#, D#, and A# as central pitches and reempha¬ 

sizes the tritone sonority, D#-A, in a mirror-like chord that 
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recalls the mirror effect of the introduction and coda. The 

work ends with twelve P-beats of rest. In a sense, the 

effect of fading away is fully achieved by the inclusion of 

the rests. 

Overall, the Third Quartet is one which deals in unity 

and duality. Thematically, two contrasting ideas maintain 

their identity while spawning new themes and variants. Tex- 

turally, alternating parts may be juxtaposed that are homo- 

phonic and polyphonic, rhythmically plain and rhythmically 

varied, thin and thick. Structurally, the two themes are 

set in contrasting textures and played alternately in smaller 

parts throughout a section. At the same time, a unity 

exists in the work structurally, as different sections share 

like passages. The row is quoted in a four-voice setting 

at various pitch levels in the Allegro and Vivace, whereas 

it is quoted in a single voice or in fragments with the 

scalar motive at original pitch in the Presto, and is not 

quoted at all in the Moderato. The Presto and Moderato share 

the version of the scalar theme found first in the Presto 

at ms. 87. Similarities between sections and the final 

retrograde of the opening bars produce a symmetry that gives 

a broad balance to the arch-form. Harmonically, there is a 
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movement from the chord F#-A-C# in ms. 9 to the final 

D#-A#-F#-A chord in ms. 282. The F# remains central to 

the piece and functions at intermittent cadence points. 

The tritone relationship established in ms. 1-3 is not for¬ 

gotten either. An Ab-C pedal ends the Moderato in ms. 219. 

An A minor chord at the final climax in ms. 247 is in a 

tritone relationship to the final D# minor chord, and the 

D#-A interval is retained in the concluding cadence. 

The Third Quartet is truly a work showing unity and. 

growth from two basic themes, the principle of contrast, and 

the structure of symmetry. 



Composer Commentary 

I.Q. Was the Third Quartet difficult to write? 

P.C. Yes. I spent a long time on it. Does it look a 

little labored? It was less spontaneous than either 

No. 1 or No. 2, or No. 4, or No. 5, or No. 6. It was 

that period in which I started all over as a composer. 

And, I think it is the first really important work, or 

if not important, relatively successful piece as a new 

composer. The whole creative process was different? I 

became a constructionist instead of an improvisor? that 

was a turning point...and I still think of it as a land¬ 

mark piece for me. It started a whole new direction 

that I'm still on. On the other hand, I obviously 

didn't scrap my past. It still was very much me, I 

think? it's just more studied and it is aesthetically 

into the stormy 60's. It's a very gnarled piece. 

I.Q. It leaves a very strong impression. 

P.C. Yes I Sometimes I like that style better than my 

"laid-back" 70's style. 

I.Q. Did you originally conceive of it as a single-movement 

work? 

P.C. Yes. (The performance pauses) need to be edited 
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out; they were just page turns. 

So, the Third is one-movement. I was influenced 

by the Bartok arch-principle—with not exactly matching 

out sides [.corresponding sections3 . All the Sonatas 

Csix Sonatas for solo instruments and piano, dating 

from the early 60's[] are essentially the same Harch- 

forraj ; but they're all different, particularly in the 

mood and the characteristics of the inner, movements... 

Also there is something cyclical in them. In the last 

part, I keep referring back [[to original material], but 

the order is changed. Now, I could not have articulated 

very well in 1959 about psychological time and real time 

and dynamic symmetry...I don't really think I thought 

consciously in those terms. But, I can look back and 

see that I was manipulating psychological time, as well 

as real time. I guess they are a combination of cycli¬ 

cal and arch form. Almost all of them are one movement, 

but with clearly delineated sections. I hope everybody 

knows where they are. 

I.Q. In the Third Quartet's middle sections, each larger 

section has basically two ideas or textures that al¬ 

ternate constantly—maybe in three divisions, maybe in 
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six, maybe in twelve. How does that contribute to your 

sense of growth? 

P.C. I could be moving towards a climax or away from 

a musical event. Alternation could produce a tension 

and a movement, because each one of those segments is 

probably slightly different. It is a little bit like 

a conversation between two or three people. Instead of 

being a single line, it's a whole texture. Sometimes 

it is far more dramatic to work with two ideas—it’s 

your turn, now it's my turn, then you get a longer 

statement, mine is shorter, etc.—I like that juxta¬ 

position. Even though they may be similar materials, 

I don't think that precludes growth. If anything, it 

adds tension and growth. Because, that's a situation 

in which two things can grow together. 

Scalar Theme 

The Third Quartet is built on what I call the 

Messiaen scale. It is the scale that Bartok used? 

Ravel used it; somebody told me there's a quote in 

Tschaikovskyy somebody else said there's a quote in 

Liszt. It's an interesting eight-note scale...Other 

theorists call it by still different names. I opted 
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to call it the Messiaen scale, simply because he was 

one of the first to talk about it as a mode of limited 

transposition. I became fascinated by it...It's a 

half-whole-half-whole-half-whole Lsteps3 ...and it 

relates to every piece I've ever written since it is 

made up of m2, M2, m3 £the composer's preferred intervals^. 

It seemed very natural. It seemed to me to be a 

natural, singable tune. 

I.Q. And yet, in the course of the composition, it changes: 

two m2's before a M2, etc. 

P.C. Of course, it's like anything else——it has to 

have growth. 

I.Q. Do you see this as having two themes? The second being 

the cello's entrance in pizzicato on page two? 

P.C. This Cquartetj is awfully close to serial music 

without being serial. The cello theme looks like a new 

thematic idea. First of all, the gesture is down, 

instead of up—I don't know if I was consciously aware 

of that...although it is still expanding. The top 

voice is going upy the middle voices are stabilized. 

It's a little bit like a passacaglia, isn't it? Like 
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the Second Quartet (a planned passacaglia)...I think 

I would have thought of that as a contrasting idea, if 

not a contrasting theme. 

I.Q. Well, you didn't consider that a twelve-tone theme, then? 

P.C. No. One can analyze this and find eleven or twelve 

notes. I had been at Ann Arbor four years at that point 

and was beginning to hear a good deal of twelve-tone 

music that I liked, that I could identify with emotion¬ 

ally. That was the first time, because I cannot identify 

emotionally with Schoenberg—but I'm not talking about 

all pieces...I respect Webern enormously, like most 

musicians...I like his Quartet, Op. 28. when it's very 

gently played...I have heard a very beautiful, suave 

performance, and it is really spectacular...1 could not 

identify with twelve-tone until I became familiar with 

the works of Finney and Dallapiccola, the lyric twelve- 

tone composers. As a student, I liked and knew some 

of the works of Wallingford Riegger. I find his twelve- 

tone works to be very powerful and very American; I like 

them. 

Variation Principle 

I think I was consciously aware of not repeating 



158 

verbatim, but close enough so one gets the idea. 

I.Q. Do you remember why you chose a retrograde technique 

for use in the Presto and in the ending? 

P.C. ...Obviously I was looking at twelve-tone methodo¬ 

logy on a larger scale. I had a tape machine and I 

was interested in seeing what happened when you played 

the passage backwards. It was just fascination. It's 

unified, and yet it doesn't sound the same...I was 

fascinated with the so-called polyphonic devices... 

I.Q. What do you consider to be the harmonic basis for 

the Third Quartet? 

P.C. This one does not have a harmonic base like the 

Fourth...If this one has one, you'd have to pull it out 

and tell me what it is. This is a very linear piece... 

I.Q. Do you have a particular reason for ending with a bar 

and a half rest? 

P.C. I was probably pulling a Beethoven there. I don't 

know if it was structural, I'd have to count. But, I 

wanted a fade-out (without) quickly dropping the bows. 

I wanted the performers to hold the mood. 
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Cadence "Mirror11 

The ending (of the Third Quartet) is remarkably 

similar to the Second Quartet. I think the ending I 

composed for (the revision of the Second Quartet) is 

almost identical, which doesn't bother me at ally the 

pedal tone F#. It Lthe chord3 has a relationship 

to Stravinsky's Symphony of Psalms, with the space 

in the middle and tightness on the ends—counter- 

acoustical, in other words. 

Possible Revisions 

(The Vivace) probably needs a little revision. 

I think things move too rapidly. I really like a 

couple of parts of it. Maybe those (opening) pizzicato 

chords need to come back again. I think that's one of 

the few instances that it is too compressed. Otherwise, 

I think it would have very little revision except 

possibly some more interesting articulation...In those 

two pages (or two bars) just before the Poco a poco. I 

always felt it skipped a cog y it isn't quite righty 

it's a little rushed. 



CHAPTER VI 
String Quartet No. 4 

Background and Analysis 

String Quartet No. 4. dating from 1964, is a modified 

twelve-tone work. It is written in the memory of John F. 

Kennedy and dedicated to the Stanley Quartet. The initial 

idea for the quartet came from the Grave section of Cooper's 

Piano Sonata (1962) where tones held by a silent hand vibrate 

sympathetically when other notes of the harmonic series are 

struck. Cooper achieves a similar sound in the quartet by 

the contrast of three single fi? pizzicato chords in the cello 

alongside a muted solo in the viola and sustained chords in 

violins. When the quartet itself was actually written, this 

idea was placed dramatically at the beginning of the final 

section of the work. The viola's melodic line is a twelve- 

tone row, used throughout the piece, which together with a 

counter row and a four-chord harmonic progression provide 

the principal material for the work. 

Structurally, the Fourth Quartet, like the Third, is an 

arch-form whose sections correspond to changes of tempo 

(See Fig. 6a). These five sections are played without pause 

and are unified further by the use of the same principal 
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materials 

Fig. 6a 

I II III IV V 

P = c.60 =80 P = c.100 P = c.120+ P = c.50 

Each section has a unique inner structure. The first section 

introduces the row, counter row, and harmonic progression. 

The second contains six imitative passages that are linked 

by "stretto" rows or a chordal harmonic progression. In 

each passage the row and counter row alternate in contrasting 

function and articulation. The third section is composed of 

five repetitions of a row-based passacaglia over which the 

counter row appears in variation. The row alone is found in 

the fourth section. Here, there are two statements of a 

symmetrical passage followed by a growing tension in the 

quartet resulting from a rapid cello ostinato figure and 

increased dynamics. The section climaxes on an extremely 

high, shrill chordal passage. A few transitional bars re¬ 

lease tension and prepare for the cello's pizzicato chords 

of the fifth section. The row in its various forms and the 

original counter row are reviewed; then, the quartet ends on 

harmonics as it began. 

Despite the many subdivisions of structure, a lyrical 
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quality continues throughout most of the quartet, as well 

as a linear counterpoint within passages of each section. 

Both the row and counter row are examples of a melodic 

twelve-tone theme. The row is comprised of mostly small 

intervals (especially m2’s) plus two M7's. The M7's provide 

upward leaps in a line of otherwise descending motion (See 

Fig. 6b). The m2's well serve the melodic function. 

Fier ■ 6b 

i 11 II )(—it it it u 11 11 i« i 
*■1 ml NT MS flj mi m} Mi 

the row (ms. 4-10, 1st violin) 

The matrix derived from this row follows in Fig. 6c, page 

163. 

The counter row, on the other hand, has a larger 

interval structure, including two M7's. Its direction is 

upward for the most part; however, with octave displacement 

in some versions it may appear more circular (See Fig. 6d) . 

Fig. 6d 

h 
Ü3 

it i * " 

i 11—ii—J i—--it—it u—n—ii it It i 
** p5 ml» W.M1 Wrj 

the counter row (ms. 21-25, 2nd violin) 

The matrix derived from the counter row follows in Fig. 6e, 

page 164. 
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Fig. 6c Matrix for the Row 

Row I. I. I. I. I. I. I. I. I. I. I. I. 
Form 

Note 
0 1 10 9 8 7 11 6 5 2 4 3 

No. 1 2 3 4 5 6 7 8 9 10 11 12 

0.0 1 C c# A# A G# G B F# F D E D# 

0.11 2 B c A G# G F# A# F E C# D# D 

0.2 3 D D# C B A# A C# G# G E F# F 

0.3 4 D# E C# C B A# D A G# F G F# 

0.4 5 E F D c# C B D# A# A F# G# G 

0.5 6 F F# D# D C# C E B A# G A G# 

0.1 7 C# D B A# A G# C G F# D# F E 

0.6 8 F# G E D# D C# F C B G# A# A 

0.7 9 G G# F E D# D F# C# C A B A# 

0.10 10 A# B G# G F# F A E D# C D C# 

00 • 

o
 11 G# A F# F E D# G D C# A# C B 

0.9 12 A A# G F# F E G# D# D B C# C 

0 » original form R0 = retrograde 
I = inversion RI = retrograde inversion 



Fig. 6e Matrix for the Counter Row 

ROW Cl. CI. CI. CI. CI 
Form 

Note 
0 8 11 6 2 

No. 1 2 3 4 5 

co.o 1 A# F# A E C 

CO.4 2 D A# C# G# E 

CO.l 3 B G A# F C# 

CO. 6 4 E C D# A# F# 

CO. 10 5 G# E G D A# 

CO. 7 6 F C# E B G 

CO.8 7 F# D F C G# 

CO.9 8 G D# F# C# A 

CO.5 9 D# B D A F 

CO. 2 10 C G# B F# D 

CO. 3 11 c# A C G D# 

CO. 11 12 A F G# D# B 

CO = original form 
Cl = inversion 

CI. CI. CI. CI. CI. CI. CI. 
5 4 3 7 10 9 1 

6 7 8 9 10 11 12 

D# D C# F G# G B 

G F# F A C B D# 

E D# D F# A G# C 

A G# G B D C# F 

C# C B D# F# F A 

A# A G# C D# D F# 

B A# A c# E D# G 

C B A# D F E G# 

G# G F# A# C# C E 

F E D# G A# A C# 

F# F E G# B A# D 

D C# C E G F# A# 

CRO = retrograde 
CRI = retrograde inversion 
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Functionally, the two themes may be used as solo or accom¬ 

paniment, though usually they are in opposite roles and 

opposite articulations to one another. 

In contrast to the row-based passages is the harmonic 

progression that recurs throughout the quartet at various 

tonal levels (See Fig. 6f) . 

Fig. 6f 

4 * v*. ■— 
i -J - ivr*. —w -y 

the harmonic progression (ms. 28-29, viola and cello) 

It is most often found in a sequential and scalar passage 

extending beyond the four-chord segment as it provides 

directional thrust to a section of the quartet (See the 

continuation of Fig. 6f in ms. 28-38). These chordal passages 

usually link or undergird row-based, dominantly contrapuntal 

ones to unify and provide climactic focus for the work. 

The first section, or introduction ( P = c.60), opens 

with all strings playing con sordino on harmonics. Conse¬ 

quently, the texture is extremely light and the register of 

all voices is rather high. The tonal basis is on the notes 

A-C-C#-E, as other pitches are gradually and subtly added. 
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Melodically, each voice outlines a third or triad in alter¬ 

nating or repeated notes with no specific direction or goal 

except the creation of a texture. In ms. 4-10, the 1st violin 

breaks away from the background with a _f statement of the 

row (See Fig. 6g, page 167). From ms. 11-15, the 0.0 row 

is then featured in the cello on notes 8«12, 1-4, 7-12 (F#-D#). 

The 1st violin continues in bars 11-15 with a retrograde of 

notes 10-7 (D-B) and a return to the original sequence on 

notes 8-12, 1—3 (F#-A#). At the same time, the inner voices 

conclude the opening presentation in harmonics on alternating 

pitches A-C# in the viola and D-F# in the 2nd violin, ms. 11- 

13, followed by pedal-tone harmonics on F#-C#, ms. 14-15. 

The row presentation concludes on a D#-F#-C#-D# (C) chord in 

ms. 15. 

Chordal passages frame the central b-part of the section 

that presents the row and counter row in original and inverted 

forms. Then the a,'-part brings a return of harmonics and a 

final presentation of the row. Ms. 16-20 contain a chordal 

statement of the row and serve as a propellant for the piece 

by the use of homophonie texture and increased dynamics after 

a tenuous opening. The first four notes of the row, C-C#-A#-A, 

are heard exclusively in ms. 16-17. On the last -beat of 
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ms. 17, the chord is made up of notes 5-8 of the row. 

Notes 9 and 10 (F, D) appear melodically in the 1st violin, 

ms. 18. In ms. 18-19, motivic fragments using all twelve 

notes are exchanged in all voices (See Fig. 6h) before modula¬ 

tion and return to the initial four notes in cadence at ms. 21. 

Fig. 6h 

From ms. 21-25, the row 0.0 is stated again, made 

prominent by the use of pizzicato. Instead of a very high 

registration, the row is placed in the cello in the lowest: 

register thus far heard. The row appears complete, although 

note 11 (E) precedes notes 10 and 12 (D, D#) which occur 

simultaneously in the first chord of ms. 25. This statement 

is accompanied in the 2nd violin by the counter row (See 

Fig. 6d). The counter row, like the row in the cello, is 

set off in ff_y however, it is set in contrasting articula¬ 

tion—arco bowing. From the start, the row and counter row 

are presented as contrasting elements, here signified by 

their different articulations and register. 

The row and counter row statements are accompanied in 

F#-C 
G -A 
B—E/G#—C# 
Bb-F-A/C 

from 1st violin to viola 
from 2nd violin to cello 
from 1st violin to cello 
from 2nd violin to viola 
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the 1st violin and viola by a sustained chordal progression, 

an extension of ms. 16-19. Generally the chords consist of 

closely paired notes from the original row (See Fig. 6i). 

Fig. 6i 

ms. 21-23, 1st violin and viola 

The 2nd violin in ms. 26-27 takes over the pizzicato 

texture from the cello, loosely imitating the cello's final 

chordal gesture of ms. 24-25. A statement of 1.0 starts on 

the C of the third chord, giving notes 1-4 and 8-10. Simul¬ 

taneously, the 1st violin (arco) presents the inverted form 

of the counter row, giving notes 7-12 of Cl.11- In ms. 27, 

the 1st violin then plays a gesture in contrary motion to 

the 2nd violin's. The accompaniment by viola and cello, 

ms. 25-27, is a descending line of chords that build in 

intensity nearing the Jff pause in ms. 28. The passage is 

actually a retrograde of the main harmonic progression. 

While ending another statement of the row and counter row, 

the b-part of the introduction continues as the main har- 

a- rki 
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monic progression (See Fig. 6f) is featured in straight¬ 

forward manner in a three-bar harmonic canon in ms. 28-30 

(viola/cello imitated by 1st and 2nd violins at one beat). 

The canon and the sequential continuation of the harmonic 

progression in the 2nd violin and viola in ms. 31-34 ascend 

to the fff climax in ms. 35. 

Meanwhile, the cello has returned to a pizzicato state¬ 

ment of the row 0.0, notes 12, 4, and 2-12, in ms. 31-33. 

The 1st violin states the retrograde version at the same 

time—RO.O, notes 8-1 (F#-C) in ms. 30-32. Ms. 33-34 in the 

1st violin conclude with a free variant on the row's 

interval sequence (series of m2, M2, m3's) and direction* 

The tension continues to mount throughout the last few bars 

with the increased dynamics and heightened range. 

The climax is reached in ms. 35 on the dissonant chord 

of A-B-G#-A#-Eb-D-F#. The lower strings are specifically 

requested to "let ring" the first four notes. After a momen¬ 

tary rest, all voices resume on a POP extension of the harmonic 

progression in ms. 35-37 that ascends to D#-F# pedal tones in 

the 1st and 2nd violins. This extension prepares for the 

.a'-part—a final row statement (RI.0) played in the solo 

cello, ms. 38-44, on notes 9-1, 11, 10, 8, 9, 7 (G-C#). 
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Pedal tones D#-F# are dropped at ms. 41-43 in favor of 

alternating harmonics on D-F#, A-C# (2nd violin) and G-B, 

D-F# (viola). The brief recapitulation of the opening tex¬ 

ture unifies the introduction in which the row has been pre¬ 

sented in its four basic forms, contrasted with the counter 

row in its original and inverted forms. The movement cadences 

on E-C#-D#-F#-D-A. D# and F# function as transitional tones 

to the second section. 

An interesting and unusual construction is utilized in 

the second major section of the quartet. There are six 

shorter subdivisions in the section through which a melodic 

line emerges, in three-note fragments in the first two parts, 

in a full arco statement in the third, in a full pizzicato 

statement in the fifth, and in a condensed and abbreviated 

version in the final few bars. The growth of the melodic 

concept is supported harmonically and texturally by rapid 

imitative quotations of the row and counter row at many 

tonal levels. Each of the parts is further linked by inter¬ 

jections of "stretto”, or homophonie, row and counter row 

statements or by chordal passages based on the main harmonic 

progression. 

The construction of the section, like the overall quartet, 
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is that of an arch-form. Within each subsection of the 

arch, three out of four elements are varied and set in 

contrast to each other (See Fig. 6j). 

Fier. 6i 

ms: 47 67 

part: a a1 b 

con¬ 1-2 s/a 2-4 s/a 
trast: 1,2-3 art. 2-3 art. 

Elements : 
1 = row 
2 ** counter row 
3 = the melody 
4 = harmonic progression 

79 91 99 

c d a' » 

1,2-4,2 s/a 2-4 s/a 1,3 sim. 
1 - 2 art. 2-3 art. 1-3 art. 

Contrasts : 
s/a = by succession or alternation 
art. = by articulation 
sim. = simultaneous statement 

It is obvious from Fig. 6j that the harmonic progression is 

absent in the first party and in the last part it is sustained 

throughout in an abbreviated form. No form of the row is 

used in either the b- or d-part. The counter row is given 

the melodic responsibility in the .c-part as the original 

melody is absent and returns as a pizzicato statement in 

the d-part. 

The a,-part opens with the strings unmuted and pizzicato. 

RI.O is stated in the cello, ms. 47-49, and imitated by each 

voice in turn—by the 2nd violin in ms. 49-51 (lacking the 

final C), by the viola in ms. 50-51 (lacking the initial A), 
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and by the 1st violin in ms. 52-53 (echoed at a J -note 

interval in the 2nd violin in ms. 53). Following this 

imitative beginning, there is a simultaneous statement of 

0.0 in the 1st violin, RO.O in the 2nd violin, and CO.O 

in the viola in ms. 54-55. A three-note melodic fragment 

in the cello, marked arco and mf, stands out against the 

pizzicato row quotations, but does not continue. Instead, 

the cello returns to pizzicato to complement the viola with 

a statement of CRO.O (notes 9-1) in the last two beats 

of ms. 55 and the first beat of ms. 56. 

All voices join for a rhythmically homophonie passage 

in ms. 56-57 to punctuate the first subdivision of the sec¬ 

tion. The 1st violin and 2nd violin play R0.3 (notes 12-6) 

and 0.3 (notes 1-8), respectively, followed by 0.6 (notes 

6-10) and R0.6 (notes 8, 6-3). The viola and cello play 

CR0.3 (notes 12-5) and CO.3 (notes 1-8), then CO.6 (notes 5-8, 

10) and CR0.6 (notes 8-3). In addition to the contrasts of 

arco melodic fragments in a pizzicato texture, the imitations 

of the row (0.0) are followed by imitations of the counter 

row (CO.O) before subsequently joining in a "stretto” passage 

based on 0.6 and CO.6. 

The a,'-part, from ms. 58-66, parallels the first by 
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design, but at different tonal levels and register. The 

viola begins in ms. 58-59 on a statement of RI.3 (notes 12-5, 

2-1) which is completed and imitated by the cello in ms. 59-60 

(notes 4-1, 10-6) and by the 1st violin in ms. 59-61 (notes 

12-3, 1). In ms. 60-61, the cello states short fragments of 

R0.7 (notes 8-4), RI.O (notes 12-11, 8-6, 3) and CRO.O 

(notes 9-6), while the 1st violin in ms. 61-62 gives the 

third imitation of RI.3 (notes 12-3, 1). 

At ms. 63-64, the contrasting three-note melodic frag¬ 

ment is played again in arco and by the 1st violin. It 

is accompanied by 0.3 (lacking notes 6-7) in the 2nd violin, 

by R0.3 (lacking note 6) in the viola, and by CO.3 (lacking 

note 2) in the cello. The 1st violin, viola, and cello, now 

arco. join in a homophonie punctuation to the subsection in 

ms. 65-66. The pitch materials in the viola are CR0.6 (notes 

12-5) and CO.9 (notes 5-8); in the cello they are CO.6 (notes 

1-8) and CRO.9 (notes 8-3)? in the 1st violin they are R0.6 

(notes 12-6) and 0.9 (notes 6-10). The 2nd violin, in con¬ 

trasting rhythm, begins with notes 3-6 of 0.6, complementing 

the 1st violin. From C# in ms. 65, however, the 2nd violin 

acts as a bridge to the second part by stating notes 11-12 

and 9-10 of CI.0. 
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The continuation of the 2nd violin line on F# in ms. 66 

marks the beginning of the full statement of the melody in 

the b-part of the section (See Fig. 6k). 

ms. 67-70 

The melodic line continues through ms. 76, carried by the 

sustained, arco notes of 1st violin(ms. 67), then viola, 

cello, viola, 2nd violin, cello, 1st violin, and 2nd violin. 

The melody is an augmented version of CI.O (notes 7-12, 1-8), 
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then CI.9 (notes 8-12, 1-7), and a seven-note extension to 

C# in ms. 76. In essence the melody is the inversion of 

the counter row on a rotational axis. A new type of deri¬ 

vation or contrast, then, is utilized. 

Accompanying the melody are various counter row and 

chordal fragments in pizzicato. The viola, cello, and 2nd 

violin return to pizzicato in ms. 66-68 and together state 

CRO.O. CR0.3 is given next in the cello (notes 12-9), 2nd 

violin (notes 8-3) and 1st violin (notes 8-1) in ms. 67-69. 

Then, a variant of CRO appears in the 2nd violin, ms. 69, as 

the 1st violin and viola play the four-chord harmonic pro¬ 

gression in ms. 69, joined by the 2nd violin in ms. 70—71 

on an overlapping repetition at a M2 higher pitch. CRO.3 

returns for a linear imitated statement in ms. 71-72 in 

the 1st violin (notes 8-1), followed by CI.O (notes 1-5). 

Likewise, the viola in ms. 72 states CRO.3 (notes 8-1) and 

CI.O (notes 3-7). Chordal accompaniment to the melody 

returns in ms. 73-76 on a rising progression that briefly 

recalls the main progression in ms. 75-76. Through ms. 77- 

78, the chords regroup an octave lower, then rise again with 

overlapping sequences on the main harmonic pattern. 

In sum, the imitative lines based on the counter row 
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alternate with the homophonie texture of the continually 

rising harmonic sequence throughout the b-part. This accom¬ 

paniment complements the rising melody line (also a form of 

the counter row) in arco. The rising registration and the 

rapid chordal progression of the end of the b-part contribute 

to an increasing tension in the section and in the quartet, 

an increase which is further encouraged in the polyphonic 

c,-part. 

Ms. 79-90 (c-part) do not contain the arco melodic 

line as do the other parts of this section. Rather, the 

counter row is played arco in paired voices. In ms. 79-82, 

the 2nd violin plays CO.O while the cello plays CRO.O; and 

in ms. 83-86, the 2nd violin and cello again play the retro¬ 

grade and original versions of the row—CR0.9 in 2nd violin 

and CO.9 in cello. By contrast, the 1st violin and viola 

combine in pizzicato to make a complete statement of RO.O 

(notes 7-6, 5, 4-3, 2, 1 and 12, 11, 10-9, 8 alternately) 

in ms. 79-80 (See Fig. 6.1) and a complete statement of 0.2 

(notes 8, 9-10, 11, 12 and 1, 2, 3-4, and 6-7 alternately) 

in ms. 81-82. The effect of linear retrograde at a M2 

interval between ms. 79-80 and ms. 81-82 in the 1st violin 

and viola complements the simultaneous use of CO.O and CRO.O 
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in the other voices. 

Fia. 61 

To accompany the counter row in ms. 83-86, the 1st 

violin and viola exchange rhythmic fragments of one bar 

(See ms. 83 and 84) or one beat (See ms. 85-86). The frag¬ 

ments are not derived from the row, but are based on the 

main harmonic progression (See the corresponding top note 

in the 1st violin, ms. 83-84, C-A#-D#-C#, and D#-C#-F#-D#). 

The 1st violin and viola join the 2nd violin and cello in 

ms. 87-90 in arco on a passage parallel to ms. 77-78 of the 

b-part. Unlike the previous ascending passage, ms. 87-90 

form a descending line to a G-A#-F# chord. As the earlier 

measures served as a bridge into the central subsection, so 

ms. 87-90 are a transition into the climactic d-part of the 
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section. 

The height of the second section of the quartet occurs 

in ms. 91-97 (d-part) as the melody line returns at a m2 

lower pitch than its previous statement in the b-part of 

the section. The melody now appears in pizzicato J'-notes 

in the 2nd violin, 1st violin, viola, cello, viola, then 

2nd violin. The motivic content is equivalent to Cl.11 

(notes 7-12, 1-8) followed by Cl.8 (notes 8-12, 1). The 

striking change of articulation further calls attention 

to the d-part. The climax is sustained through ms. 98 by 

the loud dynamics of the solo. Accompanying the melodic 

statement are arco statements of the counter row. CR0.11 

is given by viola, cello, and 2nd violin in ms. 91-92. CR0.2 

is in partial statement in the 2nd violin, ms. 92-93 

(notes 8-3)y in the 1st violin, ms. 93 (notes 8-1). A ges¬ 

ture very similar to notes 8-1 of CR0.2, but inverted, 

appears in the 2nd violin, ms. 94, overlapping the next 

segment of homophonie accompaniment (as in ms. 70). 

Chordal accompaniment, a brief statement of the harmonic 

progression as in ms. 70-71 (now arco). is presented in 

ms. 94-96. The cello-supported chord on Bb-E-F-A in ms. 96 

corresponds to the one in ms. 71. Both times the cello 
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restates melodically the simultaneous harmonic chord. 

The counter row returns in ms. 96 to accompany the 

melody. CR0.2 appears in the 1st violin, ms. 96-97 (notes 

8-1), and in the cello, ms. 96-97 (notes 8-6, then 5-8). In 

ms. 97, Cl.11 (notes 1-5) is played by the 1st violin as 

the viola simultaneously has a slightly varied version 

of the same design. Chordal cadence in ms. 98 is consis¬ 

tent in pitch with previous transitional pitches: D-F#-F-A#, 

shifting to D#-A# and G-B at ms. 99, the beginning of the 

last subdivision of the section. 

From ms. 99-105 (a/-part), the texture thins as the 

energy of the section decreases* Inner strings hold pedal 

chords vaguely outlining the harmonic progression while the 

1st violin repeats a condensed version of the melody line in 

a high registration. The melody here begins as does each 

previous statement, but merely outlines the total gesture 

thereafter (Cl.11, notes 7, 8, 9, then 3, 10, 4, and 6). 

The cello accompanies in pizzicato on RI.O (notes 11-1, 12-4, 

10-2, and 10-8). The final nine notes in the cello, 2nd 

violin, and 1st violin rise to the A# trill that connects 

the second and third sections of the quartet. 

Throughout the second section, the principles of growth 
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and unity are active, supported by the structural design 

of the section* The melody grows out of three-note frag¬ 

ments in the .a-part and is based on the inverted form of the 

counter row with a rotational axis. Although parts b and 

<3 have the same elements and sequence of presentation, the 

articulations are reversed to create a new sonority and 

serve another function (climax in d. versus build-up in b). 

Elements of each part are found in subsequent parts, however 

changed. The overlapping of elements contributes to unity 

while the changes contribute to growth. The frequent 

appearances of the main harmonic progression, whether in 

alternation within a part (small fragments) or in a position 

of connection between parts (larger sequence^), contributes 

to the rising or descending direction of the section and 

to its climactic tension. 

The third section ( P = c.100) consists of five parts, 

as did the second. Each one presents a variation on the 

same basic accompanimental pattern of rows which form, collec¬ 

tively, a bassacaalia. This set pattern alternates between 

two instruments which play different row variants or succes¬ 

sive pitches of the same row form. The variations above the 

passacaglia in the first four parts are based on either a 



182 

fragment or complete statement of CO.O or CRO.O. The frag¬ 

ment or statement will be either linear and augmented or 

vertical and compressed. In addition, the first variation 

contains a six-note melodic fragment that is shortened in 

the second and third variations and is absent thereafter 

(as opposed to the second section where fragments build to 

a full melody that is subsequently repeated). The last 

variation, unlike the others, is an extended passage of the 

main harmonic pattern that functions in the macro-structure 

of the quartet. 

In the first variation, ms. 108-116 (See Fig. 6n), the 

passacaglia is played by cello and viola, con sordino and 
« 

sul ponticello. 0.0 (lacking note 4) in the cello is fol¬ 

lowed by R0.1 in the viola, 1.2 (notes 1-6) in the cello, 

1.2 (notes 6-12) in the viola, and likewise RI.3, 0.5, R0.6, 

1.7, 0.5 (notes 1-4), RI.8 (notes 7-1), 0.9, R0.10, I.11 

(in the viola) and RI.O (overlapping in the cello). In the 

1st violin, the A# trill from the second section becomes A 

to begin a melody in the high register. A six-note sequence 

is stated in ms. 110-113 (A to E) and repeated in ms. 113- 

116 (C#-A). The melodic idea is not specifically derived 

from the row or counter row and contains recurring pitches, 
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unlike either row (See Fig. 6m and 6n). 

Fig. 6m 

J 

melody, ms. 110-116, 1st violin 

While the lower strings play a strict accompaniment on 

variants of the original row, the 2nd violin plays a muted 

augmentation of the counter row. On quick repeated notes, 

from ms. 112-116, the 2nd violin states CO.O, notes 1-7. 

The counter row, then, continues to play a role of contrast 

to the row (the passacaglia). 

An interesting textural effect is created by the gap in 

register between upper and lower strings, as well as by the 

bowing techniques used—sul ponticello in the viola and cello, 

con sordino in the 2nd violin, and normal bowing in the 1st 

violin. The textural contrast, combined with the rather fast 

of aleatoric writing in the lower strings—a typical charac¬ 

teristic in later quartets by Cooper, here captured in sono¬ 

rity, not notation (See Fig. 6n,.page 184). 

tempo for the lower lines' give the impression 
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J* • 6. 160 
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In the second variation, ms. 117-124, the established 

pattern of rows is repeated in a higher register in the 

viola and 2nd violin. The melodic line begins, as before, 

on A and F in the 1st violin, ms. 117-118, but is restarted 

in the cello, ms. 118 at a new pitch level (G#), as the 1st 

violin takes over the counter row statement in ms. 119-122 

on CO.O, notes 8-12. The counter row statement, in repeated 

notes which began in the 2nd violin (first variation), is not 

limited by the nine-bar row pattern of the passacaglia, but 

fulfills a soloistic function as it overlaps the two parts 

and gradually becomes the only melodic material. 

The former cello line returns to the 1st violin in 

ms. 122-124 (C to C#). Rather than repeat the six-note 

melodic idea, the 1st violin now states melodically notes 9 

(F)-10, 4-8 of CO.O. The cello, ms. 122-124, couples with 

a presentation of notes 11, 9-7 of CRO.O in repeated notes. 

In ms. 125-126, there are one and one-half bars of extension 

and transition to the third variation. CO.O is now heard 

chordally—notes 1-2-3 on the first beat of ms. 125; 4-5-6 

on the second, and so on (See Fig. 6o). In ms. 126, CR0.9 

(notes 6-1) are likewise presented. 
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ms. 125, 1st and 2nd violins 

The third variation, ms. 126-134, finds the passacaglia 

theme in cello and viola, without mutes. The intensity of 

the third section is steadily growing as the texture thick¬ 

ens (middle register used now) and the dynamic level increases. 

Following the propelling motion of the transitional chords, 

the six-note melodic idea and counter row, accompanying in 

chords, are played in a somewhat syncopated rhythm that con¬ 

tributes to the tension (See Fig. 6p). 

Fig. 6p 

ms. 128, 1st and 2nd violins ms. 132, 1st and 2nd violins 
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From D in ms. 128 to A in ms. 130, the 2nd violin begins a 

solo on the six-note melodic idea. In ms. 131, the tied A 

becomes the pivotal pitch to an extension of the solo based 

on CO.O (notes 3-11, 1). The last note of the solo, A# in 

ms. 134, also serves as a connective note to the opening 

of the fourth variation. In ms. 128-134, the 1st violin 

plays a chordal accompaniment based on CO.O—notes 8-9 in 

ms. 128? 10-12 in ms. 129? 1 and 3, 4 and 6 in ms. 130? 

7-8, 10 and 12, 1-3 in ms. 131. In ms. 132-134, successive 

notes (4-8, 10-12, 1-9, 11, 6-7) appear in successive chords. 

The passacaglia pattern is altered in the fourth varia¬ 

tion, where the cello plays only the lower line of the series 

beginning with 0.0 on C# in ms. 136, then 1.2, RI.3, part of 

0.5, and R0.6, 1.7, RI.8, 0.9, R0.10, and RI.O (to the first 

B in ms. 143). The bowing changes to sul tasto for this 

statement, as well. In the upper three voices, three state¬ 

ments of CO.O are hçard melodically and chordally. The six- 

note melodic idea is now phased out as the counter row is 

played in a solo that combines both previous linear and 

vertical roles into one. Each statement is heard, not in a 

single instrument, but in the combination of successively- 

played pitches (See Fig. 6q, page 188). 
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The fifth variation begins in ms. 143. The 1st violin 

now plays what was the lower line in the passacaglia pattern 

as the 2nd violin plays what was the upper line. A few 

pitches are altered in the series: note 8 of RI.3, ms. 145; 

notes 1, 8-9 of 0.9, ms. 148-149; notes 4 and 1 of R0.10, 

ms. 150. Added pitches fall after note 1 of 0.5 (G) in ms. 148, 

and after note 9 of RI.O (A) in ms. 150. The cello in ms. 143 

reiterates the 0.0 pattern briefly before joining the viola 

in a chordal ascent on the harmonic progression which, though 

varied slightly, is extended through ms. 149 to D#-F#-D-F. 

Four measures of transition on a F#-G#-D-F chord, followed 

by a C# trill, carry the piece into the fourth section 

( J* = c. 120+) . 

Through the final two parts of the third section, a 

gradual increase in tension begins. The trills of ms. 135ff, 

the ascending chordal progression of ms. 144ff, and increased 

dynamic level move the quartet toward its climax, as does 

the entire fourth section. The level of intensity is main¬ 

tained and increased in the climactic fourth section. Struc¬ 

turally, the section has three parts. The first two are 

mirrored in design—abba, abba—while the last is simply 

through-composed—cde. 

In ms. 155-156, the 2nd violin opens the section on 0.0 
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(notes 5-12, 1-4) followed by a repeat of 0.0 (notes 2,3,4). 

is repeated on notes 6-12, 1-5. Three J -beats into ms. 155, 

the cello states notes 8-12 and 3 from 0.0. From the middle 

of ms. 156 through ms. 158, a chordal passage supports the 

1st violin line on the six-note melodic idea of ms. 110-115 

in the third section (A to E) in ms. 156-157, underlined 

and followed by a review of the main harmonic progression 

in ms. 158-159. An exact retrograde of rhythm, gesture, 

and voicing occurs in ms. 159-162, except at a m3 lower 

pitch level. As a result, row R0.9 appears in reverse 

sequence where 0.0 appeared to open the movement. 

The next part of the section, ms. 163-170, copies the 

first in most every detail except for pitch. The sequence 

and voicing of row statements are the same, with 0.8 in 

ms. 163-164 and R0.5 in ms. 169-170. An additional state¬ 

ment of notes 7-12, or 12-7, appears in the 1st violin, 

ms. 164 and ms. 169. The 1st violin again cites the melody 

of section three and the harmonic progression. However, the 

rhythmic figures in ms. 165-169 are made slightly more com¬ 

plicated—a device that increases the overall intensity of 

the section (See Fig. 6r). 

In the viola violin entrance, 0.0 
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Fig. 6r 

• fffffljmmlr mlm i'ImFmlfffffi- 
ms. 156-161, rhythmic unison 

ms. 164-169, rhythmic unison 

The third part of the section continues to build 

toward a climax by means of an ascending chordal progression 

on the main harmonic pattern, ms. 171-181, and by a rhythmi¬ 

cally vigorous ostinato in the lower strings, ms. 182-187. 

The cello and viola play four repetitions of the harmonic 

progression (ms. 171-176). Meanwhile, the 1st and 2nd violins 

in ms. 172-175 harmonically imitate the viola and cello at 

a M6 higher pitch. The passage recalls the harmonic canon 

of ms. 28-30. At the same time, the complete six-note melody 

from the third section appears as the top note of the 1st 

violin line in ms. 172-176. The statement of the melody 

corresponds in pitch to the earlier reappearance in ms. 156-157 

in the 1st violin. So, in effect, ms. 172-181 are an out¬ 

growth of the previous part. Although ms. 172-176 begin in 

a familiar way, from ms. 177-181 all instruments ascend in 

chordal sequence as the 1st violin plays an extension of its 
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former melodic line. 

Under a sustained chord on E-D#-D-A in ms. 182, moving 

to D#-C-B-G in ms. 184, the cello begins a five-pitch/four- 

P -note ostinato pattern on C-E-G-C#-G that further creates 

tension in the quartet (See Fig. 6s,.page 193). With the 

tempo still at P = 120+, the p -notes are much faster than 

the previous J* -notes. Quicker notes in a suddenly lower 

register (two octaves lower than ms. 181) create a "rumbling" 

energetic effect which is reinforced by the addition of the 

viola's alternation between two pitch groups (D#/F# and A) 

over a one-bar rhythmic pattern in ms. 184-187 (See Fig. 6s). 

Interjections by the 1st and 2nd violins on a dotted rhythm 

in ms. 186 (See Fig. 6s) also add to the rhythmic thrust. 

The section's energy reaches its peak in ms. 187-188 

on a alissando to the chord D-(E)-A (marked "let ring") and 

the subsequent fff cadence on A-B-D#-E (See Fig. 6s). Through 

ms. 188-196, there is a graded slowing of the tempo accom¬ 

plished by both tempo markings and longer notated rhythmic 

values. The tempo is reduced to P = 100 in ms. 188, to 

and to 193. A very high 

shrill sonority occurs in ms. 188-190 caused by paired 

voices at a m2 interval in a high register. The passage pro- 
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longs the tension beyond the climax point. As the dynamics 

and tempo are reduced, the register also drops. The voices 

gradually switch from dissonant (seconds, as in ms. 189) to 

consonant (thirds, as in ms. 193) interval relationships. 

Harmonically, the final bars of the section are distant rela¬ 

tives to the main harmonic progression, but modified to pro¬ 

duce a downward, descending gesture. 

The quieting of the quartet and the sustained cadence 

A-D-F#-A# signal the beginning of the quartet's fifth sec¬ 

tion ( P = c.50). Three crisp fff pizzicato chords are 

struck in the cello, ms. 197-199 (See Fig. 6t). Overlapping 

the cello chords is a solo statement of 0.0 in the viola, 

ms. 198-205 (notes 1-12, 1-4). 

Fig. 6t 

ms. 197-201 
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Low registration and mutes combine to make the viola solo 

exquisite, despite the fact that the same melody has been 

heard before. As mentioned in the first pages of this 

chapter, these bars formulated the original concept for 

the quartet and are strategically positioned here for 

greatest acoustical and dramatic impact. 

The three cello chords are significant for several 

reasons. They represent the final pizzicato texture in 

the work and are carefully placed in a low register, ff, 

after a jap sustained pitch two octaves higher in ms. 196. 

Rhythmically, they are unequally positioned in the three 

bars. After their presentation, the cello is tacit for 

eleven bars and resumes only with upper register harmonics 

to the end qf the quartet. Considering the dedication of 

this quartet, some critics have suggested that the cello 

chords represent the fateful gunshots in Dallas. However, 

Cooper insists that any such association was entirely un¬ 

conscious in the compositional process and that the musical 

logic and sonorous preferences determined compositional 

selection (See Composer Commentary, this chapter). 

In several ways, the last section resembles the opening 

one: a recapitulation of the primary row materials is given; 
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the registration in all voices is very high again; and the 

use of harmonics returns in the final measures. 

In ms. 202, it appears that 0.0 is to be stated a 

second time, now in the 2nd violin. However, the third 

pitch, A#, becomes the first pitch of CO.O. A statement 

of CO.O is heard in ms. 203-205 in the 2nd violin (notes 1-3, 

7-8, 10) and in the 1st violin (notes 4-6, 9, 11-12). The 

counter row is stated exactly, with the exception of note 2, 

which substitutes F for F# and note 11, which substitutes 

A# for G. 

A restatement of 1.0 (notes 2-12, 1) is presented next 

in the viola, ms. 206-211. Accompanying the quotation of 

1.0 in ms. 206-210 are short repeated ascending motives. 

F#-G-A-A# comprise one motivic pattern, heard first in the 

2nd violin, ms. 206-207. A-A#-C-C#-D constitute the other 

motivic pattern, heard first in the 1st violin, ms. 206-207. 

These patterns are played four times, in alternating sequence 

between 1st and 2nd violins. The first pattern is unchanged 

in each statement. The second is varied slightly to A-A#-C- 

C#-D# in ms. 207-208; to A-A#-C-F in ms. 208-209; and to 

A—C-A#—F#-F—D—C# in ms. 209-210. The ostinato idea comes 

from the fourth section, whereas the motivic idea recalls the 
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various imitative and ascending passages throughout the 

quartet. In ms. 206-210, the rhythmic pronouncement is, 

in effect, alternating ^-notes (See Fig. 6u). 

Fig. 6u 

rhythm, ms. 206-207, 1st and 2nd violins 

The alternation does not become prominent, though, 

until ms. 211-215, when heavily-accented bowing is indica¬ 

ted in alternating voices. Motivically, the ascending 

pattern from A to D is restated in the 2nd violin with an 

extension in ms. 211-213 and ms. 213-215. The F# to A# 

pattern is transposed to the level of C in the viola and 

restated with extension in ms. 211-212. In ms. 212-215, 

the viola drops to A and imitates the 2nd violin's line of 

ms. 211-214, with slight abbreviations. The cello in 

ms. 211-215 softly echoes pitches from the upper lines in 

harmonics. 

A move toward a tonal reference on A results from the 

consistent pattern on A, ms. 206-215, and from the change 

from F# to C to A as a reference point for the other pattern. 

The return to harmonics in ms. 216 in the 2nd violin, viola, 



198 

and cello recalls the opening bars of the quartet and rein¬ 

forces the return to the tonal basis on A-C-C#-E. A final 

statement of the 0.0 row appears in retrograde in the 1st 

violin from ms. 217-227 (notes 12-11, 9-10, 8-7, 5-6, 4-3, 

2-1). Thus, the final recapitulation of texture and theme 

mirrors the opening and completes the arch-form. 

A definite sense of growth is achieved through the 

Fourth Quartet. The row and counter row are used in many 

transpositions and forms. Utilizing his own free twelve- 

tone technique, Cooper does not hesitate to drop a note 

from the series or alter the series as exhibited in several 

sections. Further, as the rows change their form or func¬ 

tion, the quartet gains direction and scope. Structurally, 

notes, chords, and particular contrasts of articulation or 

function may overlap between parts or sections of the quar¬ 

tet. Texturally,the imitative counterpoint of shorter seg¬ 

ments (II, IV) or longer segments (III) as well as the 

contrasts of articulation, alternations, and melodic versus 

accompanimenta1 function are all creative variations on the 

row and counter row that propel the work. In combination 

with these variations is the harmonic progression that, used 

in short or long sections which alternate with row- and 
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counter row-based passages, exhibits growth in its manner 

of overlap and sequential extension. The constant usage 

of this progression and the lyrical row and counter row 

obviously brings unity to the quartet. In sum, the motivic, 

structural, textural, and harmonic variety within a 

unified framework creates an integrated, interwoven fabric 

that achieves a fluidity and exquisite sonority. 



Composer Commentary 

I.Q. Did you conceive the Fourth Quartet as a twelve-tone 

piece? 

P.C. Probably. 

I.Q. How would you describe your serial technique? 

P.C. Loose. Free. Initially entirely melodic, then 

melodic/harmonic. Only the Flute Sonata is more 

tightly organized and also has a relationship of 

transposition to rhythm. 

By "loose", I mean I probably wrote out the 

mirror form of the row. That's probably all I would 

have to start with. I lived with it(the rowla long 

time. I treated it very freely—léaving out a note, 

or repeating notes, which,incidentally, Schoenberg did 

too. For a strict serialist, he was mighty loose, both 

at the beginning and again at the end of his (twelve- 

tone period)...He wasn't into rotational axes as far as 

I know, and I certainly wasn't either... 

I.Q. There seem to be two rows in this piece. 

P.C. Do there? Might be. I don't remember. 
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The Harmonic Progression of the Fourth Quartet 

...I like the progression. It certainly is built 

on twelve-tone. I got it from working with the row... 

I got it from that; but if I didn't like a note, I 

would toss it out...If I don't like it, I'm not going 

to be slavish to it. I like the return of the C on 

top (in the upper voice)...I was aware that even if 

(the progression) is not actually presented, its 

presence is there all the time—like a shadow...To 

me it was a kind of haunting reference that appears 

and then goes away... 

I.Q. What is the purpose of using retrograde technique in 

this work? 

P.C. Well, No. 3 and 4 are not too far apart. I don't 

think there is a big difference in my thinking. I was 

interested in music at different speeds; I was interested 

in playing things backwards, because I'm always interested 

in unifying, and yet with variety. It seemed to me 

that a real retrograde hasn't been all that much done. 

(Others) have used retrograde rows; but I'm not talking 

about retrograde rows; I'm talking about retrograde music. 

I think there are a couple of times, perhaps 
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including this piece and some other pieces, where 

I can actually hear it. And, that's what I want. I 

don't think you can hear a retrograde row going back¬ 

wards on one hearing if a lot of other things are 

going on...Only if you made your impression with a 

harmonic progression or a melody that is sufficiently 

familiar and ingrained (on one hearing), can you then 

perceive a whole retrograde. You might not stand up 

and say “Aha, retrograde!" but you would recognize 

that it was the same material in a variant; and that 

is all I'm interested in—that you wouldn't listen to 

it as an entirely unrelated idea...How to get variety 

with the same material and to have it recognized as 

the same material. 

I.Q. At one point in talking about the Fourth Quartet, you 

said that its conception and composition came very 

quickly, or all at once. Did you still lay your ground¬ 

work in the same way? How much of it was instinctive? 

P.C. Yes, perhaps a little less systematically than I 

do now Qthe groundwork 3 • I did start to write the 

Fourth in the Fall of 1963. And I started with the 

musical ideas. I don't mind talking about this at all 
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because I recall them very specifically. The musical 

ideas I had were related to the Piano Sonata, the 

second, the slow, movement which had preceded the Fourlth 

Quartet. I like very much the idea of a playing 

hand and a silent hand. And although I didn't think 

it was any great original idea to do that, it's not 

an overworked idea. Certainly, it's been done 

time and time again: a strong "jab" situation, taken 

away, leaving the same notes, or their harmonics. It 

is an acoustical phenomenon...So I started with that 

idea? that's where the quartet.started. I had about 

three pages of it, and some other material in between, 

but essentially I started with this aural imagery or 

aural idea, and it just wasn't going well at all...It 

wasn't progressing. 

Then, in November, 1963, the Kennedy assassination 

made a very, very profound impression on me. Then -in 

the Spring, the Stanley Quartet asked me for the Fourth? 

so this time I had to do something...They asked for it 

by summer...and the piece wrote itself very rapidly. 

First of all, I had a commission, so I had a purpose. 

How long a piece?...they wanted a short piece. It's 
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a very short quartet...11 minutes, 22 seconds...That 

is a bit scary, because I had planned a 12-13 minute 

piece, and it didn't quite make it...[Kennedy died 

on 11-22-63] . 

I.Q. Did the piece write itself, or did you write the piece? 

P.C. I don't know. The opening was bells. I can’t 

recall much, except that eventually those initial 

sketches got incorporated into the piece. At the 

premiere, the program notes said it was dedicated to 

John F. Kennedy; but beyond that, I don’t think the 

notes said anything except how many sections it had, 

that kind of thing—just general, objective program 

notes. I wasn't willing to reveal very much. 

(The critics and the audience at the premiere) said, 

"Oh, I heard the shots." 

I replied, "You heard what?" 

"Oh, you know, at the climax." 

How many shots are there? I've forgotten, aren't 

there three? If they are indeed shots, then the Quartet 

was more accurate than the Warren report. 

Why three? Well, if you aim for that spot, two 

^pizzicato chords]] doesn't quite do it. Certainly one 
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chord doesn't do it. Why three? Well, that's Robert 

Schumann's lesson. You can have three, but after 

Even in 1840, you had to do something after the 

third repetition. Two seemed to be a little skimpy 

(in the Quartet). Three seemed about right. Four 

would have been too much. Today an excessive composer, 

a very Romantic and excessive composer, might hammer 

it ten times...But I try not to be an excessive composer. 

Nothing so profound and intellectual—such as having 

studied my horoscope and saw the number three—none of 

that! Three seemed about right. I did try others... 

But three seemed about right. 

...But the scary thing was. that after that moment,... 

the cello is silent and thereafter only plays in harmonics. 

A composer writes notes; he doesn't have time to think 

about what else is going on. By "what.else is going on" 

I mean, "Is this somber, bright; have these instruments 

all had different material?" I was simply writing...I 

was aware of another dimension as the piece entered 

{^approached3 completion.. .that at least in my mind, the 

instruments began to take on significance, a very 

three, you have to vary it [the theme, chord, 
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personal kind of significance. 

Now, I make up the story after the fact. 

I don't mind telling the story, because my subconscious 

wrote much of that piece. If I had consciously planned 

that piece, I'd never in the world admit it, because 

I think there is a world of difference in my setting 

out to write a String Quartet (with the premise that) 

"This is the President, and this is Jackie, and this 

is me, and this is universal commentary." 

As I said, if I had planned these ideas intellectu¬ 

ally, I would never admit it, because that to me is the 

worst travesty that can be imposed upon an art. But, 

I am not responsible for my subconscious and I'm not 

responsible for my dreams...So, perhaps you can hear 

the shots. But they weren't planned that way. It was 

planned as a climax. There's no question that my 

conscious and subconscious together planned the opening 

bells. But again, it was written because I liked the 

sound and the mood which is set. The harmonics were 

not particularly "funeral bells" until after the fact. 



CHAPTER VII 
String Quartet No. 5 

Background and Analysis 

The Fifth Quartet was composed in 1973. Originally 
« 

intended for the La Salle Quartet, it was premiered by the 

Shepherd Quartet instead in 1975. The Fifth Quartet shows 

many differences in style from the earlier works. A twelve- 

tone row is used, as in previous quartets, but it is incor¬ 

porated into a structure and concept of a new nature. 

The row (See Fig. 7a) is borrowed from Ross Lee Finney 

who used it first in his work Edge of Shadow (1960), a choral 

work accompanied by various instruments. 

Fig. 7a 

F > # 1 1 1,1 V , --b. , W 
I _ - t » « t Jt it _jt it ' * 1——jf , H' | —J 

MI M3 K3 P4 

the row (ms. 6-10, 1st violin) 

In the Fifth Quartet the row functions primarily in a strict 

role and usually finds expression in canonic passages (See 

Composer Commentary, this chapter, for historical details). 

The row's construction is interesting and flexible. The 

first and second hexachords, connected by a m3, are identical 

intervallically. Each hexachord is symmetrical and, hence, 
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so is the row as a whole. Consequently, the inverted and 

retrograde forms are identical (1.0 = R0.9) and the retro¬ 

grade inversion and original forms are likewise the same 

(0.0 = RI.3). Further, the hexachords of the upper left 

quadrant of the row's matrix (See Fig. 7b) are identical 

to the hexachords of the lower right quadrant and vice 

versa. 

Symmetry and parallelism are not limited to the row. 

They can also be found in the macro-structure of the quartet. 

Long, aleatoric passages open the first and last movements 

of the quartet. The first movement itself manifests sym¬ 

metry in that the closing passage is an abbreviation of the 

opening. In the middle section, there is a rotating canon 

twenty bars long which is repeated in retrograde in the sub¬ 

sequent twenty bars, but at a faster tempo. Similarly, the 

third movement consists of a canon (repeated with changes in 

dynamics and bowing) framed by aleatoric scalar materials 

and row statements. 

The overriding concept of the quartet is one of growth— 

conflict moving toward resolution. The conflict is between 

precisely determined factors—the row, pitches, rhythm, tempo 

and variable factors—non-directional motivic material, non- 



209 

Fig. 7b Matrix for the Row 

Row I. I. I. I. I. 
Form 

Note 
0 7 11 10 2 

No. 1 2 3 4 5 

o
 • 

o
 1 F C E Eb G 

0.5 2 Bb F A G# C 

o
 

• H
 

3 F# C# F E G# 

0.2 4 G D F# F A 

0.10 5 Eb Bb D C# F 

0.3 6 G# Eb G F# Bb 

0.6 7 B F# Bb A C# 

0.11 8 E B Eb D F# 

0.7 9 C G B Bb D 

0.8 10 C# G# C B Eb 

0.4 11 A E G# G B 

0.9 12 D A C# C E 

0.0 = original form RO.O 
1.0 = inversion RI.O 

I. I. I. I. I. I. I. 
9 6 1 5 4 8 3 

6 7 8 9 10 11 12 

D B F# Bb A C# G# 

G E B Eb D F# C# 

Eb C G B Bb D A 

E C# G# C B Eb Bb 

C A E G# G B F# 

F D A C# C E B 

G# F C E Eb G D 

C# Bb F A G# C G 

A F# C# F E G# Eb 

Bb G D F# F A E 

F# Eb Bb D C# F C 

B G# Eb G F# Bb F 

= retrograde 
=* retrograde inversion 
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specific or variable rhythm, and non-specific or variable 

tempo. 

In the first of the four movements (or main divisions), 

notes of relative rather than specific value are assigned 

to four measures of thirty seconds each. Each voice begins 

on one note (F#, G, A, Bb) then alternates with an adjacent 

note throughout the first measure (See Fig. 7c) as though 

trying to decide between the two. 

Fig. 7c 

ms. 1 

The number of surrounding notes touched by each instrument 

increases in ms. 2; and the three upper instrumental lines 

begin to take on melodic fragments in ms. 3 (See the G-G#- 

C#-F# in the 1st violin, imitated in the viola, and the F-C-D 

in the 2nd violin). The cello in ms. 2 and 3 plays an 
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augmented version of the upper line's motion and prepares 

for the underlaid directional chords of ms. 4. These chords 

are based on a descending whole-tone scale (C to D). 

Other introductory elements of a strict or directional 

nature appear in ms. 4 (See Fig. 7d). 

Fier. 7d 

ms. 4 

The 1st violin, marked » = c.160, has a repeated line which 

outlines 0.0, then expands the row intervallically (D to A). 

0.9 (notes 1-9) is stated at a comparable tempo, J""* = c.40, 

by the 2nd violin. The viola, continuing with a repeated, 

non-specific rhythmic pattern, states 0.8 (notes 1-3), then 

descends by step and by third to D (C# in the upper register). 

In all, the opening statement is wedge-shaped. From a clus¬ 

ter of pitches——F#, G, A, Bb—the texture expands in a free- 

flowing, non-ordered manner to the more expansive and more 
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directional ms. 4. The cadence of the first section finds 

the cello on D (D) and the 1st violin on A (a111), four and 

one-half octaves higher. 

In contrast to the A-section which contains mostly 

variable elements, the B-section of the first movement ( =160) 

is highly ordered. A rotating canon based on the row, with 

precise tempo and rhythmic notation, is presented in ms. 6- 

25 (See Fig. 7é, page 213). In the 1st violin, 0.0, 1.0, 

1.3, and 0.9 are stated consecutively with distinguishing 

rhythmic characteristics for each version of the row. In 

the 2nd violin, the order of rows heard is 0.9, 0.0, 1.0, 

and 1.3y in the viola, 1.3, 0.9, 0.0, and 1.0; in the cello, 

1.0, 1.3, 0.9, and 0.0. In other words, all four forms of 

the row, each with its particular rhythmic pattern, are 

heard at all times in rotating voices. Certainly the pre¬ 

dominant trait of this section is one of controlled elements. 

However, a few notes are not consistent with the rows. Note 12 

of 1.3 is omitted in all repetitions of the row, as is note 6 

of 1.0. In the 1st violin, D of ms. 11 is substituted for 

row tone F, and B of ms. 12, for Bb. In the 2nd violin, G 

and C of ms. 21-22 are played in place of G# and C#. In the 

viola, F in ms. 8 and ms. 19 is played in place of F#. In 
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Fig. 7e 
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the cello, G of ms. 11 is played in place of G#. Although 

only a minute number of altered pitches are found, they are 

worth noting as examples of free choice arising in a section 

of strict structure and content. 

To continue the B-section, ms. 26-45 repeat ms. 6-25, 

but in retrograde at a P4 lower pitch level. All pitches 

follow an exact retrograde, except D of ms. 42 (in the 1st 

violin) which replaces row tone E. Few rhythmic deviations 

exist. Differences occur in the 1st violin in ms. 32,. 35, 

37, and 40y in the 2nd violin in ms. 30, 32, and 40y in the 

viola in ms. 27y in the cello in ms. 35, 42, and 45. More 

significant deviations from the preceding canon are the 

faster tempo ( P = 180, "Scherzando”) at ms. 26 and the 

softer dynamic level (pppp). Although some notes and 

rhythms are altered upon repeat, the consistent use of precise 

row notes, exactly measured beats, and ordered direction 

(canon and retrograde) sets the B- and A-sections in great 

contrast. Together they form an exposition of contrasting 

conceptual ideas y but even from the start, they allow the 

possibility for influence by one another. It is a synthesis 

of contrasts that is the crux of the composition. 

The return of the A-section is ms. 46-48 completes the 
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symmetry of the first movement and signals a return to 

variable rhythm and pitch. The directional elements pre¬ 

sented in ms. 4 reappear. The 1st violin from the end of 

ms. 46 and the cello from ms. 47 play descending (1st violin) 

and ascending (cello) long notes. Whereas the textural 

contour of ms. 1-4 was an expanding wedge, that of ms. 46-48 

is a narrowing one. The inner voices are obliged to join 

the 1st violin and cello in ms. 48 (sfz) as the motion of 

the section is directed together to a single note—a unison 

F#. The movement ends quietly, as it started, but with more 

focus (F#) and .having presented the dilemma of contrasts. 

The second movement introduces a new motivic idea 

derived from the A-section of the first movement. The 

alternation between main note and an upper or lower neighbor 

was central to the A-section of movement one. More specifi¬ 

cally, the new motive almost restates the cello's upper line 

in ms. 4 (E-F-D-C#-E). While the second movement has a 

definite rhythmic assignment and designated tempo ( P = 40), 

the motive is basically a single embellished note (See Fig. 7f). 

Fia. 7f' . 

ms. 49-50, 2nd violin ms. 54-55, viola 
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Each voice imitates the motive, ms. 49-53. In ms. 54-57, 

the viola and then the cello imitate the motive on G# (See 

Fig. 7f), accompanied by alternations between the note B 

and its neighboring tones in 1st violin, then viola, and a 

measured trill on F#-E in the 2nd violin, then the 1st violin. 

The cello in ms. 54 supports the 1st violin's B in harmonics 

and in ms. 55 supports the 2nd violin's E in harmonics. 

Measured trills continue in ms. 56-67 on ascending (to ms. 62) 

then descending tones. These trilled notes, as the motive, 

derive from the "non-specific" or variable category, but are 

measured rhythmically. They accompany another statement of 

the motive on G# in the 1st violin, ms. 58-61; a melodic 

solo statement of 0.1, ms. 58-62, and 0.2, ms. 63-66; and a 

repeat of the motive on C in the 1st violin, ms. 66-67. The 

solo line is heard in varied voices, beginning in the viola, 

ms. 58. The solo line is followed precisely until ms. 65, 

where note 8 (G#) is actually in the 1st violin. 

Various rhythmic factors contribute to the growing 

energy of the movement: increases in the number of repe¬ 

titions of a trill (8, 10, 12, 14, 16 per bar); and increases 

in the number of repetitions of a single note (ms. 58-59, 61- 

62) . The texture becomes homophonie at ms. 68 and continues 
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to grow in intensity because of the harmonic m2's and M2‘s. 

The half-step shifting back and forth on close clusters of 

pitches in an accordion-like manner contributes to an 

increasing tension that climaxes on a cluster of pitches in 

ms. 73 (See Fig. 7g). 

ms. 68-73 

A counter passage, marked "loure", follows immediately 

in ms. 73-77. It is also chordal, but lifted. The 1st 

violin line climbs an octave, B (b-*-) to B (b^-^) y the dynamic 

marking drops to pp and less. For the first time in the 

movement, the cello plays in its lower register, thus pro¬ 

viding a contrast to the preceding bars that thrived on high 

registration as a source of growing intensity. The chords 

are also more openly—spaced and, therefore, less tense (See 

Fig. 7h). 



218 

Fig. 7h 

s   

« 

T 

ms. 68 ms. 77 

A lighter, lifted sound continues in ms. 78-88 as the 

climactic destination of the movement is passed and the 

energy-building devices of the earlier part are here re¬ 

placed by a lighter, calmer texture. 

Variable elements were re-defined in structured ways 

to build tension. Now the same motivic elements return to 

a freer environment. A passage in hushed harmonics in ms. 78- 

84 provides a beautiful bell-like refrain from the earlier 

section (See Fig. 7i). 

Fig. 7i 

ms. 78-84 
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In a faint, breathtaking texture, Cooper demonstrates how 

the upper register can also be used to relax the tension. 

The lower three voices in harmonics in ms. 78-84 waver in 

pitch in small intervals while the 1st violin expands the 

intervals of the motive from ms. 49 to as much as a P5. 

Each voice in ms. 85-87 takes up the idea of expansion and 

broader spacing as a three-note fragment expands from an 

interval of a third or fourth (ms. 85) to a fifth or seventh 

(ms. 87). In a sense, these three measures summarize (by 

compression) the essence of the preceding ms. 68-77. 

Ms. 88 returns to the opening texture of the quartet. 

However, the alternation of notes in the 1st and 2nd violins 

and fragments of the motive from ms. 49 in the 2nd violin 

and the cello are accompanied by pedal tones on C and A in 

the viola and the cello and by a graphically more precise 

definition of rhythm. The movement ends on the chords C#-E 

and C-A (in harmonics). 

While the embellished-note motive dominated melodic 

activity in the second movement, the strictly formed row is 

used more in the third movement. The freely-derived motive 

was assigned to strict or specific metric and rhythmic 

parameters in the second movement. By contrast, the row in 
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the third movement is used freely, as well as strictly. A 

light texture similar to the closing of the second movement 

opens the third movement, as half-pizzicato articulation, 

marked mandolino. is requested in ms. 89 (See Fig. 7j). 

Fig. 71 

ms. 89 

Viola, 2nd violin, and 1st violin play ascending repeated 

notes from F#, G#, and A that are repeated over descending 

trilled notes in the cello. The texture literally opens up 

in a wedge-shaped structure from a single F# to a C# (c#)- 

C# (c#*-) octave in ms. 89. 

In ms. 90, the viola pattern from F# continues to repeat, 

ending with arco chords on G#/A#, G/B, then F#/G#. The other 

three voices play variable versions of the row. The 1st 

violin in ms. 90 plays a repeated pattern on 0.11. The 

pitch material, with G# substituted for F# on note 5, is 

fixed; but the pattern is repeated several times in a 
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thirty-second span, with shorter note values on the middle 

notes. The 2nd violin begins to play repetitions of 0.8 

shortly after the 1st violin starts. In each repetition, 

the beginning of the row is to be played faster than the 

end. The cello begins along with the 2nd violin on a re¬ 

peated pattern of I.11 (lacking note 6) that increases 

speed from beginning to end (See Fig. 7k). 

Fia. 7k 

Although the row is motivically defined in ms. 90, the 

rhythm and tempo remain variable. 

The B-section, ms. 91-114, recalls ms. 6-25. As in 

the previous passage, there is a rotating canon in ms. 91-114. 

Even the rhythmic pattern is retained for the most part in 

the later passage. The tempo here is altered, but is equiva¬ 

lent to the earlier passage. Some differences, however, do 

exist. The row variants played are 0.10, I.10 (lacking note 6), 
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1.1 (lacking note 12), then 0.7 in the 1st violin; 1.1, 0.7, 

0.10, and I.10 in the viola; and I.10, 1.1, 0.7, and 0.10 

in the cello. The only deviations from the patterns occur 

in ms. 95 in the cello (D replaces C) and in ms. 96 in the 

1st violin and in ms. 106 in the viola (C replaces D#). 

These three lines are played in regular pizzicato. The 

2nd violin, at the same time, plays an arco. trilled, descend¬ 

ing scale that is Dorian, E (e11) to E (ei) in ms. 91-100 and 

E (e1) to A (a) in ms. 101-108, but which turns major with 

the G# (g#) in ms. 109-110. While the earlier canon was 

repeated in a faster retrograde, ms. 91-114 are repeated 

unaltered in pitch, tempo, or rhythm, ms. 115-138. Canonic 

writing and the use of the row again lend structural defi¬ 

nition to the passage. The scale, derived in concept from 

the A-section of the first movement (See Fig. 7d) now com¬ 

bines with the B-section material and underscores the pas¬ 

sage with an emphasis on E. 

In ms. 139-146, an additional move toward unification 

or resolution is accomplished. The motive of movement two 

appears in each voice in turn, accompanied by different 

materials born out of the A- and B-sections of the first 

movement. A variant of the motive appears in the 1st violin 
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in ms. 139-143, A#-B-F-G. It is accompanied by a chordal 

passage similar to ms. 68-72 and by a free, rapidly repeat¬ 

ing improvisation on row variant I.11 (lacking note 6) in 

the cello. The viola imitates the motive in ms. 144, F#-G-E- 

F#, accompanied by repetitions of ascending notes starting 

on F# (in the cello), G# and A. as in ms. 89. The texture of 

ms. 90 returns in ms. 145 to accompany the cello on the 

neighboring-tone motive (in pizzicato)—F-F#-E-F, E-F-D-C#-E, 

and C#-E-C-C#. The rows in ms. 145 are performed differently 

from the earlier passage. There is no rhythmic alternation? 

rather, all notes have an equal value. The 1st violin plays 

0.11 in pizzicato at p. The 2nd violin, beginning a few 

seconds later, plays 0.8 arco and mp. The viola, on the 

cello's line of ms. 90, plays I.11 with the finger (fingered 

only) at .ff, a few seconds later. In the lower notes of 

the chords in the viola, ms. 144, and cello, ms. 145, there 

is a descending scalar line from E (e^) to B (b) (chromatic 

in viola) and from Bb (Bb) to D (D.) (whole tone in cello) . 

The line texturally provides the lower register expansion of 

a wedge-shaped texture. The 1st violin in ms. 146 provides 

the upper register expansion as it plays progressively higher 

notes a P5 apart (a11 to eiv) in harmonics with faster, 
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then slower, rhythmic values. The viola plays a pedal 

tone F# (f#) to center the angular gesture, as it reviews 

the various string textures used in the pieces finger, 

pizzicato, arco ponticello, pizzicato, arco ordinario. In 

the 2nd violin, the fourth statement of the motive is heard, 

F#-G-E-F#. The movement cadences on D/C#, F#, C#/D#, and E. 

The whole-tone scale and D/C# chord in the cello, ms. 145-146, 

derive directly from the A-section of movement one, ms. 4 

(See Fig. 7d). The chromatic scale in the viola,, ms. 144, 

is derived from the chromatic descent of the trilled notes, 

ms. 61-67 (viola, 1st violin, 2nd violin). The use of F# as 

a central pitch derives from the cadence of the first move¬ 

ment, ms. 48, as well as from the opening of the quartet; 

and the cadential E recalls the E scale of the preceding 

canon, ms. 91-138. 

The final unification of the foregoing elements of 

the quartet is successfully made in the last movement. The 

opposing materials presented in movement one, that were ex¬ 

tended and modified in movement two, and that were further 

defined and integrated in movement three, are creatively re¬ 

combined in movement four. 

The last movement opens, as the first, with a cluster 
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of notes that outline a major third, D# to G (including 

trilled notes). The ambiguity of the trill remains, though 

the ambiguity of rhythm and the directionless series of 

notes from the first movement are here replaced by the regu¬ 

lar alternation of pitches on four consistent notes and 

their neighboring trilled notes. In ms. 149, trills in 

the violins on E and F# accompany repeated row statements 

on 1.3 (lacking note 12) in the viola, overlapped by 1.0 

(lacking note 6) in the cello. The 2nd violin joins later 

with the aleatoric statement of row 0.9? the 1st violin, 

with 0.0. In ms. 150, each voice in turn exchanges row 

variants—the 1st violin plays 1.0 (lacking note 6); the 

2nd violin, 1.0 (complete)? the viola, 0.0 (lacking note 1)? 

the cello, 0.9 (lacking note 7). 

While ms. 149 and 150 contain strict motivic material 

and a defined time limit, the precise coincidence of pitches 

and number of repetitions is not controlled. Repetitions 

of row statements in unspecified rhythm continue to ms. 151- 

177. Here, a tempo ( J = 120) is imposed for the accompani- 

mental chords which start in the 1st and 2nd violins. Actu¬ 

ally, the formal canonic technique of ms. 6ff and ms. 91ff 

is now integrated with the aleatoric performance of rows, 
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with a directional, descending line, and with the motive of 

movement two (See Fig. 9e). As these elements combine to 

tie the work together, they also build toward a climax by 

means of the increasing dynamics, steadily descending bass 

line, and polyphonic simultaneity of parts from all movements. 

In ms. 151, the viola switches to row 1.3 (lacking 

notes 11, 12), and the cello returns to 1.0 (lacking notes 

1, 6). The violins, meanwhile, have seven bars of chords. 

In ms. 158, the 1st violin begins to play a repeated, alea¬ 

toric version of 0.0 again, as the 2nd violin and viola 

take over the chordal lines from the 1st and 2nd violins 

of ms. 151. In ms. 166, the 2nd violin begins to play 0.9 

again, while the viola and cello take over the chordal 

lines from the 2nd violin and viola of Ms. 158. To the end 

of ms. 177, the intensity builds as the texture of ms. 166 

continues. A graph of the canonic exchange of materials 

follows (See Fig. 71.) * 

Fig. 71 Texture and Row Exchange in ms. 149-177 

i 1 1 ( f 2 1 r3 i (—'l i r2— f 
trills 0.0 1.0 chords 0.0 1 
trills  0.9 1.0 chords   .0.9 
1.3  0.0—1.3 chords —| 
1.0  0.9—1.0   ««.chords 
« 3 > L2   *-3   t 1 L 

Nos. 1-3 indicate different texturesj illustrate the canon 
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The entire chordal statement from ms. 151-177 is derived 

from the outline in the cello in ms. 4 and from the trilled 

equivalent passage in ms. 61-67 of movement two, hinted at 

briefly again in ms. 139-143. (In fact, ms. 139-143 come 

closer to the texture of the present passage.) The motive 

of the second movement is stated repeatedly in augmentation 

by the upper note of the upper line of the chordal sequence 

(See Fig. 7m). 

Fig. 7m 

B-C-A-B, ms. 151-154; G-G#-E-G, ms. 155-157; 

F-G-E-F, ms. 158-161; D-D#-B-D, ms. 162-165; 

C#-D-B-C#,ms. 166-169; A-A#-F#-A, ms. 170-173; 

C#—D-B—C (in the cello), ms. 173-177. 

This canonic integration of materials culminates in 

ms. 178-179 on the chord D (D)-G#, C#-A, A-E, G#-B (b1) that 

includes the cadential pitches of ms. 4 (D, C#, E, A) and an 

emphasis on the E and E scale brought to prominence in ms. 91ff. 

In ms. 179, an alternate chord is stated on Ê (JE)-A, C-G, 

G-D, F#—A (a1); then the original cadence chord returns and 

is held through ms. 180 as the 2nd violin plays a solo on 

0.1 (notes 1-6) and 0.5 (notes 1-4) in whole notes spaced 

to fill a thirty-second time span. Throughout the three 
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measures, all the performers are asked to hum vocally on 

the notes E-D-E, as if to reinforce the central chord tones 

(See Composer Commentary, this chapter). In addition, ms. 178 

to the end of the quartet are inscribed "to the memory of 

Igor Stravinsky." Indeed, the chordal disposition and sono¬ 

rity are reminiscent of the chord Stravinsky chose to use 

in pieces such as the Symphony for Wind Instruments (See 

Composer Commentary, this chapter). 

The tone and excitement of the quartet become calmer 

after the cadence and delicate solo of ms. 178-180. In 

the remaining bars concluding the quartet, Cooper seeks to 

balance the use of materials from previous sections as a 

diminuendo is effected. (Bach and Mozart accomplished a 

similar sense of balance when they reintroduced subdominant 

functions just prior to the final cadence.) In ms. 181-189, 

ms. 49-57 are repeated almost exactly. The cello enters 

later in ms. 184, and the first four measures are stated at 

a M2 higher pitch level than the original passage. In ms. 188- 

189, slow irregular rhythms replace the stricter rhythmic 

assignments of ms. 55-57, and the cello solo ending on G, 

not G#, is placed in an octave lower register. The cadence 

(A—C#—E—G) in ms. 190-191 is very close to that which con- 
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eluded the second movement in ms. 88 (A-C-C#-E). It is 

followed by a more emphatic cadence in ms. 192-193 on the 

intermediate chord of ms. 179. 

Ms. 194-195 recall the introductory section of the 

third movement. The cello, viola, and 2nd violin, respectively, 

play an augmented version of ms. 89 on repeated pitches 

F#-G-A. The half-pizzicato articulations are replaced by 

harmonics in the cello and 2nd violin and by tasto bowing 

in the viola. The lighter texture, like that of ms. 78-84 

of movement two, contributes to the diminuendo and the 

quiet fading end of the piece. The 1st violin in ms. 195 

plays à slowly ascending version of the Dorian E scale from 

ms. 91ff, substituting Bb for B and ending on A. The cadence 

on F#-A-G-A seems to derive from the chords of ms. 191 and 

192. The piece ends as it began, however, with A instead of 

Bb in the 1st violin. The Bb, stated briefly and noticeably 

in the preceding scale, seems to defer to the note A, thus 

resolving some of the tension of the opening chord. The 

resolution to A also represents a final effort at unity in 

a work that struggled between the ambiguous or improvisatory 

and the defined or obligatory. 

Close to a whisper, the "Umbrae” Quartet ends. Its 

title, meaning "shade or shadow", is aptly chosen. The 
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tone is quiet throughout, while the motivic and textural 

manipulations are continually complex. Almost the entire 

piece is played con sordino (only a few places are senza 

sordino to bring out a color or climax); and the dynamic 

level is often at ppp or PPPP, reaching ppppp in the open¬ 

ing bars of the last movement. Timbrai devices include 

the use of harmonics, high registration, sul tasto bowing, 

half-pizzicato articulations—all which have a light or 

delicate sound potential. Such lightness and softness are 

qualities frequently associated with shadows. 

There are other ways, too, in which the "Umbrae" 

idea is reflected. The title is coincidentally similar 

to Finney's Edge of Shadow from which the row was borrowed. 

The obvious symmetry and parallel of the second hexachord 

of the row to the first at a tritone lower pitch level 

suggest the visual and aural image of a shadow. Also, the 

wedge-shaped texture which begins small or narrow, grows 

large or wide, then recedes, is one that Cooper uses through¬ 

out and one that has a "shadowing" effect. Dynamically, 

the wedge-idea is demonstrated as each movement starts at 

two to five jg, grows to one or two climaxes on jg or f_, and 

returns to a soft level. Motivically, the same is accomplished 
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by presentation of materials at the opening of the quartet, 

elaboration of materials in the middle and return of basic 

materials, however resolved, in the end. Individual move¬ 

ments are likewise constructed. The title "Umbrae",then, 

seems appropriate. Moreover, the goals of growth and 

resolution in the quartet are successfully attained. 



Composer Commentary 

I.Q. In the Fifth Quartet, why did you use Finney's row? 

P.C. I built that whole quartet around that canon. The 

canon was written in the Fall of 1972 in London; it 

preceded the Quartet. I was simply asked by Leslie 

Bassett for a letter congratulating Finney on his 

birthday £65 years old^ and thanking him for his many 

years of service at Ann Arbor—like a Festschrift. 

If I hadn't been on sabbatical, that's probably all 

I would have been able to do. But since I was, at a 

very modest level, his biographer, I thought I can 

certainly do better than just a little letter. I had 

always been fascinated, obviously, with Finney's row 

from Edge of Shadow. I think it's a remarkable row; 

it has everything. Finney uses that row in three other 

pieces, if I'm not mistaken. But Finney first uses 

it in the choral piece, Edge of Shadow. 

The row itself is so sophisticated, and yet it 

has such humble origins. After I received the letter, 

I had a chance to sit down and write a musical homage. 

How does one do that? You take his most sophisticated 

row, one that he had used very successfully, and write 

a little canon. I like the canon. I thought it turned 



233 

out remarkably well! I had fun; I used all four forms 

simultaneously, and the two chords at the end are 

six-note Cof the row 3 situations...In the original 

version, there wasn't a repeat... 

I incorporate that canon in four or five pieces 

of my own—it's in the Fourth Symphony, in a spot 

in the last movement, in a very "Ivesian" kind of 

thing where I'm really driving several orchestras 

through each other all at once. It's the climax 

of the whole last movement and the climax of the 

Symphony...Each time, with a different medium, the 

canon is in slightly different form. 

In the Fifth Quartet, I planned to use that canon 

in a very central way. I seem to have been writing 

homages all year (1973-74). The first piece I did was 

Cantiqas—that was a homage to the Virgin Mary or a 

homage to Alfonso the Wise. The piece was commissioned 

by a friend, James Riley,as a present for his wife... 

The next piece was Antiphons, which was a homage to... 

Dunstable and Dufay. The next piece was, I think, the 

Quartet. After two big pieces, I couldn't follow with 

the Fourth Symphony. I had to insert something gentler 
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and smaller in scope and more personal than the two 

big pieces...So, I wanted to write a String Quartet. 

It was originally planned for the La Salle ^QuartetJ 

in Cincinnati...but I got permission for release for 

the Shepherd Quartet, I’m happy to say. 

After that came the Fourth Symphony...and a piece 

called Chimera for the Corbetts in Cincinnati. That 

was truly a "quote" piece of mostly my own music. It 

wasn’t that I couldn't think up some new ideas. I 

simply had great fun "revisiting old friends"...so 

Chimera uses a number of ideas that I had composed 

that year. It is a piano quartet and it is a very gentle 

piece. It, too, has the Finney canon in it. 

My homage is to Finney...one of the greatest men 

I know. 

I.Q. Do you consider these to be sections or movements in 

the Fifth Quartet? 

P.C. Either way. They're movements, I guess, but not 

quite as strong as movements. They do not have nearly 

the strength of the movements of the Sixth or of the 

First. In this sense, it's a transition between No. 3 

and No. 4 which are clearly sectionalized and No. 6 
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which again has certainly two movements, even if you do 

play them "attacca". 

I.Q. Why do you underlay an E scale in the reappearance of 

the canon in the third section? 

P.C. That's my attitude towards repetition. I wanted 

the repetition, but I didn't want it to be exact. I 

wanted to bring an element that related to something 

else...As opposed to a textural non-event, it is a 

terribly important unifying factor. That's very 

conscious. That's not happenstance, because the whole 

last part of the Quartet is made up of trills. 

I.Q. Why did you end on a G# when the G was natural in an 

earlier bar of that descending scale? 

P.C. Pure sound. G-natural would absolute (be) wrong 

(in the context of the other notes in the bar). 

I.Q. Why do you change the tempo in the first repeat of the 

canon when it goes into a "scherzando"? 

P.C. Same thing. Again, having to do with reflections, 

mirrors, shadows...The reflection is not exact. It's 

like looking at yourself in the mirror, but there are 

all kinds of mirrors...There are the funny ones in the 
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amusement houses that elongate or compress...I am 

fascinated by these images. 

The original canon was written = 40. It 

subsequently appears in all different kinds of tempi— 

in those four pieces. It appears in different contexts, 

but also in different tempi. I've been experimenting 

with that concept for a long time—since the early 60's. 

I.Q. Does it have a philosophical basis? 

P.C. No, it's aural. It comes out of a tape machine. 

What happens when you play a tape twice as fast?... 

(It also comes from Beethoven's codas). 

I.Q. Why do you use a retrograde in that passage too? 

P.C. Again, to see what would happen, to give another 

form of it. 

I.Q. Why is the A'-section in a movement shorter than the 

A-section? Do you have a specific reason for making 

the A-section, as say in the first movement, longer 

than the return A'? 

P.C. ...It certainly fits with my attitude about com¬ 

pression of materials, rather than expansion...1 find 

that a longer span followed by shorter and shorter spans 
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is much more satisfying to me than the reverse. To me, 

it's more satisfying psychologically, because you are 

repeating material and making a summation. Certainly 

in a lecture, your summation is often just a couple 

of lines. A music composition should be like that,too— 

a few words can be said,and the person will recall the 

original discussions. 

Of course, that is dealing with psychological 

time. You don't need to go through it again. Frankly, 

some of the later Classical works and a lot of Roman¬ 

tic works bore me stiff with their literal repetition... 
« 

that's why I love Haydn so much...he always manages to 

do something with it, more than just varying tonal 

levels. He'll leave out or he will add...I think that 

exact repetition is needless. We already know that 

material, so don't tell us again... 

I.Q. What purpose, or what significance, is there to the 

"humming” in the dedication to Stravinsky? 

P.C. I've done that quite a few times...It's to change 

the coloring and timbre and to provide a very different 

mood at that time. Particularly at that moment in the 

quartet, the humming might suggest that the performers 
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are personally affected by what they have just done or 

are about to do. The humming may also be considered 

personal. That is, when I play, I hum—much to the 

detriment of any public performance when I used to playl 

...So, I suppose, without my knowing it, it is a little 

autobiographical—that whenever I become very involved 

in something, I hum or whistle. But I really think 

it was for reasons of color. I may have needed another 

note that they couldn't play, because you can't sustain 

triple stops... 

The whole business of a homage to Stravinskyr to 

make it more personal, because instruments are essentially 

objective, although strings are the most subjective. 

That's why I love to write for them so much, and why 

a composer stands so naked in writing a string quartet. 

Nevertheless, strings are still a little more subjective. 

So, it is that subjectivity that I want to bring to 

that moment (the humming)...To make it very human. 

I.Q. Why is it dedicated to Stravinsky? 

P.C. Because when I played that chord...it reminded me 

of the kind of disposition Stravinsky used. Even more 

than disposition, it was precariously close to the kind 
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of sonority Stravinsky used in his Symphonies for Wind 

Instruments, which is a requiem for Debussy. So, it 

may sound like a chord from the Symphonies for Winds— 

a chord that he used for a model chord for a long, long 

time after. (It is "his chord".) It appears twenty 

years later in the wonderful Symphony in C. In a certain 

sense, there was a similarity to certain sonorities 

in his Requiem Canticles, which was his own requiem. 

So, if I'm suddenly...reminded of Stravinsky in 

that particular sonority, (and I don't want to give it 

up)...why don't I just do a homage. 

I.Q. Is the dedication for just that one chord? 

P.C. It was just the one chord that triggered it, but 

then I thought, I'm not going to be "chintzy" and 

dedicate one chord to him. I can do better than that— 

I'll dedicate the whole ending...I do that occasionally: 

I dedicate short internal passages...The Trio has a 

little passage for "D.M.", Drake Mabry; and there's a 

little passage in the Violin Concerto for "Gunther and 

Peter", Gunther Schuller and Peter Phillips. Ten bars 

or so with a bracket over it (can constitute a dedication). 
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I.Q. Is the whole piece played con sordino? 

P.C. It was initially. That was the original concept. 

We Cthe performers and 13 changed it. We've taken the 

mutes off in a few spots...The recording (reflects the 

modifications). But, the initial concept had the mutes 

on the whole time. It was a good intellectual idea... 

but in order that colors really come through and become 

vibrant...the sound needs to come up...and so we lifted 

the "scrim". But it is essentially a veiled piece... 

very veiled...The veiled quality is probably responsible 

for the title. 

I.Q. The title came afterward? 

P.C. Yes. It's simply describing what I already had 

composed—the mood. I don't know exactly how long 

after...Somewhere along the way, I realized, as in 

the Fourth Quartet, that certain qualities were emerging. 

...I was interested in the reflections and mirrors and 

images that I had composed. I like the word..."Umbrae" 

...It has an onomatopoeia, a sound-alike. 

I.Q. Did you intend any extramusical connotation by the title? 

Well, again you could make stories up (after the P.C 
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fact). There are both external shadows and also 

interior shadows, as in Landscape. Both kinds of 

shadows, just as in Landscape fFourth Symphony3 ...I 

think that was the frame of mind I was in. I was 

fascinated with the inner workings of the mind, but at 

the same time, I was reaching to the outer world. And 

so, we go back to aesthetics again. It's a cross 

between "Expressionism” and "Impressionism", for lack 

of better .terms. 

I.Q. "Umbrae" is titled. "Landscape" is titled, but then 

that is because of the poem. Are a lot of pieces from 

this period titled? For what reason? 

P.C. Yes, (there are several titled pieces) and I've 

stopped that. No, I was just in a poetic mood...but 

also I wanted to give a clue, somehow, to the audience 

that I was dealing with more than just notes. Now that 

was very conscious. My aesthetic was such that I 

wanted them to be assured (even if the audience hated 

my music) that I wasn't just dealing with abstractions 

or with notes that didn't mean anything...I wished to 

give a clue that a piece is about something, even if I 

can't tell you what...it's not looking down on an 



audience or trying to be superior; but rather, I'm 

trying to meet it at least halfway and maybe more. 

Why Atmospheres? Couldn't he fLigeti3 have just 

called that "Piece for Orchestra"? Do you see what 

I'm saying. It's not just because Ligeti did it that 

I'm going to do it. But, I felt very comfortable 

giving it a title...In its heading, originally Landscape 

came first and...Symphony No. 4 underneath. By the 

time it got recorded, 1975-76, the producer said, 

"Would you mind reversing that—Symphony No. 4, Landscape. 

Already, I had changed that much that I thought 

"Yes, that's a good idea"...And as far as I know 

Symphony No. 5 will just be Symphony No. 5. 



CHAPTER VIII 
String Quartet No. 6 

Background and Analysis 

String Quartet No. 6, composed in 1977, is the composer' 

most recent work in the genre. It was commissioned by the 

Shepherd Quartet and first performed on January 25, 1978, 

for the Houston Friends of Music. In technique and texture, 

it resembles the Fifth Quartet. In its structural and 

timbrai elegance, the Sixth Quartet is Cooper's finest. 

The prevailing conceptual premise throughout the quartet 

is one of growth. There are two distinct movements, plus a 

coda. Each section takes a different approach to growth. 

The first movement is through-composed, although based on a 

broad A-B (or A-A') form. The second movement, in rondo 

form, is developmental, combining new and old motivic and 

textural elements at new pitch levels and in new juxtaposi¬ 

tions. The brief coda summarizes the preceding movements 

and harmonically resolves the work. 

In the first movement, a sense of growth is achieved 

by the use of overlapping elements. As in his previous 

quartets, Cooper here overlaps materials to produce a struc¬ 

ture that is distinct in macroform, but has meshed, veiled, 
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or interlocked smaller sections. More specifically, the 

motivic or textural material of a preceding section will 

give rise to the following section as it is repeated with 

addendum or with new accompaniment which then takes pro¬ 

minence, or as it is expanded or abbreviated to create a 

new motive or texture. Where the technique of overlap 

is not employed, or at a section of new or contrasting 

texture or motive, there is usually a subtle relationship 

in the use of a previous thematic idea. A real growth 

obtains, then, as old material generates new material. 

Similarly, initial motives may return in later sections to 

balance the movement (and the whole work) with a sense of 

unity. 

The quartet's opening is marked "very calm." The violins 

and viola softly play "beyond the bridge" on the open strings. 

They begin at a few seconds interval apart—the 1st violin 

on A and E strings? the 2nd violin on D and A strings; and 

the viola on G and D strings. Each plays a different simple 

rhythmic pattern which repeats for twenty seconds. Shortly 

after the viola enters, the cello begins to play repeated 

harmonics on A-C#. The resulting sonority of specified 

(harmonics) and variable ("beyond the bridge") pitches 
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in extremely high registration produces an eerie sound 

effect resembling the tinkling of wind chimes. In ms. 2 

(twenty seconds), more harmonics enter in the 2nd violin, 

then viola. By ms. 3 (twenty seconds), all four instru¬ 

ments are playing harmonics with increasing dynamics? and 

the notes introduced have expanded from A-C# to G-A-B-C#-D-E. 

Direction is formulated in ms. 4, as the tempo becomes 

J =60 and a melodic gesture appears. The cello continues 

harmonics on A-C#, adding D-F#, while the 2nd violin and 

viola in turn shift back to playing "beyond the bridge" on 

the open strings. The first sign of melodic interest, though, 

unfolds in the 1st violin which repeats melodically the six 

pitches already introduced, then proceeds to give five 

new ones in a consequent phrase similar to the first (See 

Fig. 8a). 

Fig. 8a 

ms. 4, 1st violin (2nd violin) 

This eleven-tone theme is picked up at J = 72 by the 2nd 
violin halfway through ms. 4. Now all twelve tones are 

present. In ms. 5, the theme is imitated by the cello at 
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J = 84 (eleven tones) and subsequently by the viola, J = 96 

(twelve tones). Already, the element of growth through 

extension and overlap begins. These slow, interweaving 

lines are repeated several times in canon during ms. 4-6 

(sixty seconds). 

The canon at different rates is an unusual and attrac¬ 

tive idea originally conceived by the composer when it was 

thought that the work would premiere at the Rothko Chapel 

in Houston.^" If performed there, the performers were to 

stand (cellist sit) apart, at four points encircling the 

audience. The difficulty in controlling canonic polyphony 

in view of the physical separation of the performers sparked 

the concept of independent tempi and to some extent of 

independent rhythms as well. 

The theme of the first movement, melodically derived 

from the opening harmonics, resembles a twelve-tone row. 

While the Sixth Quartet is not a serial work, it does contain 

passages that are more easily described in terms of a 

twelve-tone row. Therefore, to aid in description of the 

theme's tonal orientation or levels of transposition, a 

^The wind chimes of the opening were also inspired by 
the Rothko Chapel. See Composer Commentary, this chapter, 
for more details. 
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matrix of the first movement's theme (or row) is given in 

Fig. 8b. 

Fig. 8b 

Row 
Form 

Note No. 1 2 3 4 5 6 7 8 9 10 11 12 

o
 • 

o
 1 E B D C# A G Bb F G# F# D# C 

0.5 2 A E G F# D C D# Bb C# B G# F 

0.2 3 F # C# E D# B A C G Bb G# F D 

0.3 4 G D F E C Bb C# G# B A F# D# 

0.7 5 B F# A G# E D F C D# C# Bb G 

0.9 6 c# G# B Bb F# E G D F D# C A 

0.6 7 Bb F G# G D# C# E B D C A F# 

0.11 8 D# Bb C# C G# F# A E G F D B 

CO • 
o
 9 C G Bb A F D# F# C# E D B G# 

0.10 10 D A C B G F G# D# F# E C# Bb 

0.1 11 F C D# D Bb G# B F# A G E c# 

0.4 12 G# D# F# F C# B D A C Bb G E 

The theme (or row) itself exhibits the idea of growth 

and balance reflected in the work. The contour of the row 

is essentially downward. After every few descending notes, 

however, the line compensates with an ascending m3 interval 
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(between notes 2-3, 6-7, 8-9), ending finally with the largest 

interval in the row—an ascending M6. It is as though the 

theme "overlapped" itself or regrouped before continuing 

the descending line. Later, the theme as a whole will 

undergo a similar procedure as it is molded into new motives. 

The descending shape (gesture) continues for the majority of 

the first movement. Also, like the structure of the movement 

(A-A'), the row has a somewhat parallel construction in its 

two hexachords (See Fig. 8a and 8b). Each hexachord starts 

with a P4 and m3, followed by a M2 or m2 and a M3 or m3. 

As a result, the initial three notes of the hexachords in 

the upper left quadrant of the matrix match those of the. 

hexachords in the lower right quadrant, and the first three 

notes of the hexachords in the upper right quadrant of the 

matrix match those of the hexachords in the lower left quadrant. 

The eleven- or twelve-tone theme is used both melodi- 

cally (ms. 4-6) and harmonically (ms. 7ff), but instead of 

dominating the piece, it gives rise to later themes and to 

a great extent, yields, along with other melodies, to the 

textural and coloristic effect, as demonstrated or exempli¬ 

fied by the pitchless introductory bars. 

A definite textural contrast in ms. 7-20 finds a 
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stricter measuring of rhythm (See Fig. 8c). The meter is 

P =96 while the time signature changes from 9/8 to 8/8 to 

7/8 and so on as far as 3/8 before returning to 4/8. The 

passage is chordal, with harmonic changes of usually one 

repeated chord per bar. Dynamically, there is a continual 

see-sawing between louder and softer chords. The effect 

of bells sounding and decaying is achieved by these sixth 

chords. Further, these _fp dynamic shifts, coupled with the 

predominantly descending motion in the section, build ten¬ 

sion toward fff chords in ms. 15 and ms. 20. The motivic 

content is derived from the theme for each line of the pas¬ 

sage. The lines, of course, combine homophonically in 

parallel sixth chords. From top (upper line, 1st violin) 

to bottom (lower line, cello), the row forms that appear 

are 0.2 (notes 1-3, 6-7), 0.6 (notes 2,3,6,7), 0.0 (notes 

1-4, 6-9), 0.4 (notes 2-4, 6-9), 0.7 (notes 2-5, 7-10), 

0.11 (notes 2-5, 7-9), 0.5 (notes 4-5, 8-10) and 0.9 (notes 

4-5, 8-10). These notes appear in ms. 7-14 in successive 

measures wherein the instrument plays. Although the complete 

statement of row notes is not given in the passage, the contour 

of the theme prevails, as the final bars, and particularly 

ms. 20, balance the descent with a leap to very high régis- 
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tration in ms. 21. Although the texture differs from 

that of earlier bars, the sections are tied together by 

a common motivic derivative. 

Ms. 21-30 form a passage equal in length to the first 

two. Techniques of imitation and repeated patterns in a 

timed segment recall ms. 1-6. The motivic content and con¬ 

tour subtly derive from the row, but create a new idea. A 

climax is reached by distillation of the motive and the 

increasing energy of polyphony. Ms. 21 begins softly (jg 

to POP) to provide a definite break from the foregoing 

measures. A pedal-tone trill on D# is carried over for a 

full measure (ten seconds +). Meanwhile, the cello, on high 

A (a11), begins an extended descending pattern or series of 

patterns by second and third to low C# (£#) in ms. 22; then 

proceeds upward by quick leaps in sixths to high G# (g#11). 

This gesture or motion looks and sounds rather like the row, 

but extended to twice the length. Instead of the periodic 

ascending m3's of the row, the cello lands on each A it 

passes in the descent as if it were going to start over. 

Further, by imitation in other voices, the cello's line does 

start over with modifications y and the characteristic sixth 

leap that ends the row is retained and extended here. The 

viola imitates the cello's line through the Eb (eb) of the 
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third descending octave, then resumes on C# (c#) for the 

leap upward to D (d11). In ms. 22, the 2nd violin imitates 

the idea from high A (a11) to F# (f#1) in the second octave, 

resuming on C# (c#1) for a leap by sixth to F# (f#^). Each 

of these later versions abbreviates the cello's line in 

both notes and register, as though condensing the line to 

its essential elements. The 1st violin imitates the line 

» • » • 

at an octave higher register from A (a111) to A (a1). 

In ms. 24, a more condensed version of two octaves' 

length is repeated at closer intervals by all four voices, 

beginning in the 1st violin. The faster rate of descent, 

f_ dynamic, and absence of ascending sixth leap propel the 

cascade of motion and increase the drive toward a climax. 

Even as ms. 24 was a derivative of ms. 21-23, so is ms. 25. 

Shorter fragments, different in each voice, enter in turn 

in ms. 25. These are played extremely fast and loud, thereby 

creating more tension. Because the notes do not form an 

exact replica of the preceding measures, they could be con¬ 

sidered spin-offs that nevertheless retain the descending 

idea, mixed with a small return upward in the cello, 2nd 

violin, and viola. A cadence to sixth chords based on F, G, 

C, and D (inverted) provides a momentary pause in motion as 

the row's ending interval, the sixth, is finally added 
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to make the shape complete. With each change or addition 

to the motive, growth is achieved in the movement. The 

technique is so well used that each bar blends directly 

into the next, despite the alterations. 

Through ms. 26, the drive of energy continues via the 

quick repeated cells and sudden .fp accents. Texturally, the 

measure derives from ms. 25? motivically, it derives from 

ms. 24. The 1st violin begins on the notes 4-7 of ms. 24 

(D to A) and then, turns upward as if to start a retro¬ 

grade of the same. Each pattern of repeated notes in the 

lower voices of ms. 26 derives from the pattern in the voice 

above it. The 2nd violin descends from the 1st violin's C, 

adds G, then ascends two notes. The viola descends from the 

2nd violin's Bb, adds F#, then ascends two notes. The cello 

descends from the viola' G, adds E, then ascends to F#. 

Intensity in the section peaks at the end of ms. 26 and, 

as before, drops subito to ppp and pppp in ms. 27. Here, 

the 1st violin, imitated at close interval by the 2nd violin, 

plays a much more rhythmically relaxed pattern ( + = c.98) 

on notes 4-5 (D-C#) and 7-8 (A-G#) from ms. 24. The calming 

effect of ms. 27 is further accomplished by the first ascending 

gesture of the quartet. What the cello {***= c.98) and 

viola (/» = c.98) play is essentially an inversion of the 
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cello line in ms. 21. So the texture and motion which 

opened the passage return in opposite motion with the 

opposite effect. 

To recapitulate the passage in closing, each voice 

in ms. 28 plays a two-note alternating pattern on the 

first two notes of their respective motive in ms. 26; and 

sixth chords of ms. 25, built on G, C, and D are now given 

a long cadence in ms. 29-30 (cJ= 60). The sixth chords 

also recall the homophonie section of sixth chords in ms. 7-20. 

Important pitches from the chords—G, Ab, Bb, D—are 

restated melodically in the cello in ms. 30. Over the cello's 

D (à**-), the violins and viola provide a final recapitulation 

of the A-section by returning to "beyond the bridge" playing 

on open strings that opened the quartet. 

Both the D in the cello and "beyond the bridge" repe¬ 

titions in the upper strings link the A-section to the B- 

section (or A'). Ms. 31-36 begin quietly and reflectively. 

Motivic fragments or short cells are presented in all voices, 

ms. 31-33 (fifteen seconds each) (See Fig. 8d, page 255). 

At first they appear to play with the m2 interval and echo 

one another, then gradually some direction is formulated 

near the end of ms. 32. These fragments appear to be a 
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basis or forecast (at various pitch levels) out of which 

grows the fourteen-note cello motive in ms. 34 (See Fig. 8e). 

Fig. 8e 

With small interval expansions or contractions, the gestures 

in the 1st violin, ms. 31-32, seem to forecast notes 1-3 

(A-Bb-C), notes 4-5 (F#-E) and notes 7-8 (B-C#). The frag¬ 

ments in the 2nd violin seem to preview notes 6-8 (G-F#-A), 

notes 4-7 (A-G#-E-D#), a broad gesture on notes 1, 3, and 7 

(F#-A-E), notes 4-6, 8 (E-D#-B-C#) a B-A-C-H motive on notes 

6-7-9-8 (D-C#-E-D#) and notes 6-7 (G-F#). 

Motivic cells in the viola point to notes 6-12 (F#-E-G- 

D#-D-E-C#) with an overlapping B-A-C-H motive (D#-D-F-E), 

then notes 8-9 (C#-A), and notes 6-7 twice (E-D#, A#-A). 

The cello plays fragments on notes 4-6, 8 (D#-D-B-C#), 
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notes 6-9 (C#-B-D-Bb), notes 2, 1, 3-6 (A-G-Bb-B-A-F#), 

notes 6-7 twice (D#-D, D-C#), notes 8-9 (D#-B), and notes 

13-14 (E-C#). Some fragments are played imitatively as 

on notes 6-8 in the viola, 2nd violin, and cello of ms. 31, 

then cello of ms. 32; and on notes 6-7 in cello, viola, 

and 2nd violin in ms. 33. In all, fragments of the entire 

cello line of ms. 34 are presented somewhere. 

Some direction grows out of the fragments in the 

form of scale-like melodic lines in the 1st violin and 

cello. The 1st violin from E (e^ü) at the end of ms. 32 ' 

to E (elV) in ms. 33 begins a beautiful ascending line that 

is scalar for the most part, while the cello from Bb (b-flat) 

to C# (c#) in ms. 33 descends to widen the texture. The 

fragmental section then smoothly blends into the more de¬ 

fined lines of ms. 34-36. 

The viola and cello repeat the resulting fourteen-note 

figure ("fingered only") in an accompanimental role in ms. 34- 

36 as the 1st violin from the high E (elv) of the preceding 

1st violin scale repeats the row 0.0 (lacking note 10) above 

a single augmented presentation of 0.2 (lacking note 10). 

An ascending extension in the 2nd violin leaps by seventh, 

fourth, and second in ms. 36 while the 1st violin switches 
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to 0.9 (lacking notes 11-12). The extension in the 2nd 

violin is a gesture both to make up for the missing notes 

11-12 in the 1st violin and to emphasize the rising end of 

the accompaniment figure. 

The cello motive of ms. 34 is brought into all voices 

in ms. 37-38. With this idea at three different pitch 

levels in close imitation, the passage parallels ms. 24-25 

as a point of increasing energy toward a cadence. Whereas 

the motive started from B in the viola and cello in ms. 34, 

in ms. 37 it is found at the levels of A (1st violin), B 

(viola), E (2nd violin), and F# (cello). The motive not 

only grows out of the fragmentary opening of the section, 

it also retains certain features of the row. From the 

fourth note, it basically moves downward, with two ascending 

M2*s in the middle and an ascending M7 at the end. 

be a compression of ms. 7-20 in ms. 39-47. Chordal texture 

does return. Each row form is found in the same voice as 

previously, but now more completely stated. In the 1st 

violin, 0.2 and 0.6 include notes 1-7 and 2-7? in the 2nd 

violin, 0.0 and 0.4 include notes 1-9 and 2-9? in the viola, 

0.7 and 0.11 include notes 1-9 and 2-10? in the cello, 0.5 

and 0.9 include notes 1-10 and 2-10. The compression of 

An expected cadence in ms. 39 turns out to 
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material rushes the segment to a cadence sequence ending 

in ms. 47 on C-G#-F-C#-D#. The return of the sixth-chord 

passage indicates an overlap of material from the A-section 

in the B- (or A1-)section. The more complete statements 

mean the element of growth is applied. 

Growth is further indicated by the continuation of 

0.2 (Eb replaces D as note 12) in ms. 49-69. Beginning 

in the 2nd violin, and imitated successively by 1st violin, 

viola, "and cello, the row form 0.2 is stated canonically 

(See Fig. 8f, page 260). Following a condensation in 

previous measures, the row now is expanded. 0.2 came from 

the 1st violin line of ms. 39ff, as did the measured rhythm 

and tempo of ms. 49-69. The canonic idea has its roots in 

ms. 4-6. The combination of ideas—the written-out canonic 

lines—show a melding that smoothly exhibits growth and 

interrupts the cadence as in ms. 26-28. 

As the row is repeated, some modifications are made. 

Notes 9-10 are omitted from the cello, ms. 59; notes 7-10 are 

omitted from the viola, ms. 60; notes 6 and 8 are omitted 

in the 1st violin, ms. 66-67; notes 8-11 are omitted in the 

2nd violin, ms. 69. In addition, the registration in the 

three lower voices descends one to two octaves. The overall 

tone is lowered progressively as well, as the movement nears 
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completion. 

In ms. 70—76, the slower tempo ( = 30) and sustained 

chord of harmonics further pull back the pace with a bell¬ 

like quality (See Fig. 9c). Cadence tones F# and G, sustain¬ 

ed throughout ms. 70-76, are extended midway through ms. 77 

as were the chords in the parallel passage in ms. 30. Two 

solo lines rise above the held tones. In the 1st violin, 

a semi-scalar melody is characterized by a P4 leap near the 

beginning, two m2 descents, and on the whole an ascending 

shape. The 2nd violin echoes the m2 "sighs” and the P4 

leap in its line. 

In general, the 1st violin line could be seen as a 

modified inversion of the row (See Fig. 8g). 

Fig. 8q 
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ms. 77, 1st violin 

ms. 78, cello 

row inversion 

In ms. 78, the cello presents its version of the melody 

(See Fig. 8g), accompanied by repeated harmonics in the upper 

voices that correspond to the alternating harmonics of the 

quartet's opening (2nd violin and viola play former viola and 
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cello notes). Toward the end of ms. 78, "beyond the bridge" 

sonorities also return, and the concept of unity prevails. 

Indeed, ms. 78 has a haunting sonority, prepared by two 

preceding measures of high registration and contrasted to 

the thicker, busier movement as a whole. It continues for 

sixty seconds. The movement cadences on C#-E. 

The B-section could be considered an A'-section in 

that the sequence of motivic material and structural pillars 

parallels that of the A-section. For example, ms, 4-6 cor¬ 

respond roughly to ms. 34-36, and ms. 7-20 correspond to 

ms. 39-47. The temporary cadence in ms. 25, reestablished ' 

in ms. 29, has a parallel function in ms. 46-47, recalled 

and extended in ms. 70-76. Stfhile parallels do exist, they 

are not exact and therefore show the composer's unification 

of elements superimposed by a through-composed factor of 

growth. 

Another interesting parallel to the A-section is the 

rising line of the 1st violin and cello near the end. As in 

ms. 27, there is a small ascending passage during the dimin¬ 

uendo from a climax. These are the only two times in the 

first movement that the contour turns around. As in the 

row, such a contrasting departure is reserved for the ending 

to provide balance. 
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The second movement, in a considerably faster tempo 

than the first, is a developmental rondo. It has the rondo 

form ABACA. The A-sections are characterized by ascending 

gestures, strict tempo ( P = 160), and alternating three- 

note cells. Structurally, each A-section is subdivided into 

parts—aba' b '. As a typical rondo, each recurrence of A 

closely recalls the original, and the second A-section is 

written at a different tonal level than the original. 

The second movement is developmental in that the B- 

and C-sections combine motives and textures from the first 

movement in new ways. In fact, the technique of re-ordering 

the motives is not unlike one of Mozart's development sections. 

In both cases, the original motivic arrangement is pleasing; 

the new juxtaposition or order of materials seems to work 

equally well. 

The ideas of overlap, derivation, and growth that 

characterize the first movement are much more subtly applied 

in the second. However, even the opening theme of the A- 

section in the viola and 2nd violin, ms. 1-2, has a strong 

resemblance to the preceding solos by the 1st violin in ms. 77 

(first movement), and by the cello in ms. 78 (first movement) 

(See Fig. 8g). Further, the theme is similar to the row's 

inversion (See Fig. 8h), particularly in that it outlines a 
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P4, C# to F#, and has some small descending intervals in 

the melodic line. 

ms. 1-2, II, theme/ row inversion 

According to the composer, the triplet figures in the 

viola, ms. 1-2, contribute a "dark" sound, whereas the com¬ 

plementary figures in the 2nd violin on non-inflected notes, 

gives a "bright" sound. These three-note cells in combina¬ 

tion sound like whisps of wind (See Fig. 8i). In ms. 3, the 

theme reverses so that ms. 4-5 are a retrograde of ms. 1-2. 

In ms. 5-8, there is a repetition of ms. 1-4, with the ad¬ 

dition of F# in the 1st violin and a longer G-pedal in the 

cello. Ms. 10 provides an extension on fragments from ms. 1-9 

that are reversed in ms. 11. B-C-D in the cello derives from 

the B-0 in the 2nd violin; C#-D#-F# is the viola's initial 

cell; D-E-G is the 2nd violin's initial cell; F-G#-A is a 

modification of F-G-A in ms. 1 of the 2nd violin. 

An ascending line in the 1st violin and descending one 

in the cello in ms. 12 widen the texture and allow it "to 

breathe" after an extremely tight and inwrought opening 
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Fig. 8i 
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ms. 1-5, II. 

statement. The texture is continued in ms. 13, as a pizzicato 

ascent by leaps of third, fifth, and sixth leads to the next 

part (b) of the A-section. Thus far, the lines have been 

full of motion. From ms. 14-18, the cello plays a primary 

melodic line accompanied by trilled notes in the upper voices. 

All have a sustained quality, with the exception of transi¬ 

tional three-note figures in the upper voices of ms. 14. In 
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contour and interval structure, the cello's b-melody re¬ 

sembles the retrograde inversion of the row (See Fig. 8j). 

Fig. 8~i 

ms. 14-17, II, cello 

theme or row (I), in 
retrograde inversion 

The A-section (part a/) continues in ms. 19-27 as it 

opened in ms. 1-9, with minor alterations. The theme now 

appears in the cello and viola. The 1st violin notes of 

ms. 2-4 are taken by the 2nd violin in ms. 20-22. The 1st 

violin now plays a solo above the theme which rises from. 

G (g^) by large leaps (sevenths) in ms. 21-22 and falls to 

F# (f#1) by smaller ones, in ms. 23-26. The sweeping motion 

can be related to the retrograde inversion as well as 

to the previous cello line (from F# to Eb), though at a m3 

lower pitch, from the Eb of the 1st violin in ms. 22 to the 

F# of ms. 26 (See Fig. 8k). 

Fig. 8k 
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The element of growth is followed by b-part lines over¬ 

lapping in the a/-part and by the association of both 

melodic lines to a row form. 

Ms. 28-30 are the same as ms. 10-12, though the frag¬ 

ments are placed in different voices. Ms. 31 corresponds 

to ms. 13, but at a M2 lower pitch level. In ms. 32-37 

(part b '), the viola imitates the first five notes of the 

cello line in ms. 14-16 at a M2 higher pitch level. At the 

same time, the other voices play descending lines on re¬ 

peated fragments of the viola line. The A-section cadences 

on those pitches which were emphasized melodically in the 

previous five measures: C#-A-D-G#. 

The B-section, ms. 38-43, derives some of its motivic 

and textural content from movement one. Ms. 25 (I) motivi- 

cally becomes ms. 38 (II). The string texture is changed to 

ponticello and the dynamic level, previously fff with a 

climactic function, is now PPPP with an introductory function. 

In ms. 39, the cello continues in ponticello while the upper 

voices in turn return to ordinario. As each changes bowing, 

the motivic content is also altered somewhat. All voices 

play their motive from ms. 38, but at a P4 higher pitch 

level and with an added extension. The extensions of the 
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cello and viola are alike (first four pitches) with the 

viola expanded rhythmically. The 2nd violin's extension 

appears in retrograde as the 1st violin's extension. In 

the lower three voices, the extension is an ascending line 

with a P5 or P4 interval near the beginning, followed by 

smaller intervals. In this respect, the extension is 

roughly an inversion of the cello melody in ms. 14-16 of the 

A-section (II) (See Fig. 8j and 81.) . 

Fig. 81 

ms. 39, 2nd violin (II) 

ms. 39, viola (II) 

Undoubtedly, the B-section exhibits growth and unity in 

the work. 

In ms. 40, the motive from ms. 38 undergoes further 

development by the addition of a semi-chromatic, rising 

scale to the end of that motive in the 1st violin. The 

other voices resume the motive from ms. 38 at another P4 

(or a m7 total) above the original pitch level. Each time 

the motive, or motive plus extension in the 1st violin, is 

repeated, a snap pizzicato note and qlissando are attached. 

The pizzicato seems to be an intensified version of 
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the A-section's pizzicato in ms. 13. Again it is used in 

conjunction with an ascending gesture. The motion of the 

B-section increases as a result of the energetic modifica¬ 

tions to the motive within a short time span (fifteen seconds 

per bar). 

The dynamic level drops, but the growth in tension 

continues steadily as the three lower voices in ms. 41 adopt 

their motives from ms. 26 (I). The pizzicato plus crlissando 

of ms. 40 is elevated to a melodic line in the 1st violin. 

These derivations are given direction by the cadential tones 

of the A-section (D-C#-A-G#) which are precisely the 

melodic notes in ms. 41. The descending melodic line 

continues, divided between viola and cello, in ms. 42. 

The 1st violin accompanies the melodic line on a repeated 

motive derived from the 2nd violin's line of ms. 41 and 42, 

as the 2nd violin plays a chromatic embellishment of the 

1st violin's motive in ms. 42. A swift retrograde of the 

melody, up an octave in viola and cello, connects ms. 42 

and ms. 43. In ms. 43, the important pitches of the melody 

line infiltrate the upper voices imitatively and at different 

speeds, * - 160. The 1st and 2nd violins and viola begin 

on high D (dm) , play individual sequences of the four 

pitches, and rest on a sustained note to the end of the bar. 
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The suddenly high register, moving to mid-range, thinner 

texture, and echoed repetitions of notes D-C#-A-G# result 

in a "spooky” sonority which coincides with a subtle 

landing on the cadence C#-D#-E-F#. 

The A-section returns in ms. 44-80. Unlike the previous 

one, the present A-section increases throughout in dynamic 

level, from £ to ff, since it holds a developmental instead 

of expositional position in the logic of the movement. The 

new function also accounts for the variance in tonal level 

and the small textural changes that take place. Ms. 44-55 

are an exact repeat motivically of ms. 1-12. Ms. 56-61 

resemble ms. 13-18, but at a m2 lower pitch level. Ms. 62- 

74 are the same as ms. 19-31; and ms. 75-80 are, like the 

preceding b-part, pitched a m2 lower than the corresponding 

ms. 32-37. In ms. 58-61 and ms. 75-80, the accompanimental 

lines in the upper strings are no longer trilled. From 

ms. 58-64, the 1st violin adds a rising line that is in 

inversion to the cello melody with extension: F-Gb in 1st 

violin, Gb-F in cello, ms. 58-59; Ab-A in 1st violin, A-Ab 

in cello, ms. 60-61; D-Eb-Bb extension in 1st violin, ms. 62- 

63. In ms. 74, the former pizzicato notes are played arco, 

and through ms. 80, accents are added in each line. The 
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A-section cadences on A-Ab-Db-G, a half-step lower than 

in ms. 37, although three common pitches remain. 

Elements of both movements are combined in the C-section, 

ms. 81-91. Ms. 81 opens by quoting ms. 27 (I). The 

important notes D-C#-A-G# from both A- and B-sections are 

repeated in the violins above ascending lines in viola and 

cello. In place of the pppp dynamic of ms. 21, ms. 81 reduces 

the dynamic only slightly, as if to breathe, as it partici¬ 

pates in the growth toward a climax begun in earlier sections. 

Ms. 82 follows with a quotation of ms. 37 (I), on the motive 

which combined a short ascent with a longer descent as in 

the row. Ms. 83 quotes ms. 26 (I). As the climax approaches, 

the motivic figure becomes shorter and shorter, louder and 

louder? and the motives in each voice move closer together 

in pitch: an octave apart in ms. 81, a P4 apart in ms. 82, 

a M2 or m2 apart in ms. 83. In addition, each bar is given 

a ten-second duration, where in movement one, fifteen to 

twenty seconds were allowed for the respective bar. 

The tension of the movement and the work peaks in 

ms. 84-89 as the sixth chords of ms. 39-47 (I) are tightened 

to thirds? and harmonically, these bars become extremely 

dense and dissonant (See Fig. 8m). Instead of a descending 
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line, the motion is upward through ms. 86, then spread in 

contrary motion to a cadence on E/G-F#/A-C#/E-D#/F# in ms. 89. 

Fier. 8m 

Although there is some similarity to ms. 39-47 (I), the 

passage in the C-section of II is not based on the row. 

The ascent in the 1st violin, for example, is by seconds 

with two recapitulations of two chords (ms. 85, 86) before 

continuing. In this respect, the 1st violin line does 

resemble the row’s inversion? and in all respects, the 

passage is an example of continued growth and is an effective 

and structurally logical high point. In fact, Cooper dis¬ 

plays remarkable craftsmanship in that certain motives of 

one movement can be rearranged in another to perform a 

different equally logical musical function. 
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The activity of the movement becomes suddenly calmer 

in ms. 90-91. The 2nd violin, viola, and cello in ms. 90 

play a slower and longer (thirty seconds) repeated pattern 

of alternating notes as in ms. 28 (I)—in the viola and 

cello, the first two notes of their respective pattern in 

ms. 83; in the 2nd violin, the first two notes of both 

1st and 2nd violin patterns in ms. 83. The dynamic level 

is reduced to ppp and the texture is alternately ponticello, 

ordinario, tasto. A segmented and repeated solo in the 1st 

violin serves as a summary of motives used in the work. 

Five brief motives or notes are played, then repeated in 

any order during the thirty seconds. D-B derive from the 

first movement's opening harmonics and closing cadence in 

ms. 73-77 (1st violin) and ms. 78 (cello fermata on B), as 

well as in the closing ms. 117-118 of the second movement. 

F#-G# represent the changing cadences between the A-section 

and B-section. D-C# recall the melodic and harmonic emphasis 

in ms. 26 (I) and ms. 41 and 81 (II). D-A-D-F# harmonics 

recall the first movement opening,and the G# harmonics fore¬ 

shadow the final cadence of the movement and the quartet. 

The lower three lines of ms. 81 return in ms. 91 while 

the 1st violin copies the 2nd violin in augmentation at a 
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m2 higher pitch level. Ms. 90-91, then, round out the 

The final A-section, ms. 92-118, opens like the first, 

ms. 1-12. The intensity is reduced fpp) after the climax 

in C. The 1st violin holds a pedal tone D# to ms. 98. 

Consequently, the cello plays the former 1st violin phrase 

in ms. 93-95. Broader phrasing, too, is used here than was 

present in the first bars of the movement. The more sweeping 

phrases contribute to the diminuendo of the movement. 

Ms. 104-105 approximate ms. 13-14. In place of pizzicato 

notes in ms. 104, the 2nd vidlin and viola spread to three 

octaves apart on semi-chromatic scales? and the transitional 

fragments from ms. 14 are abbreviated in ms. 105. Ms. 106- 

115 repeat ms. 15-24, though the accompanimental notes in 

ms. 106-109 are not trilled and the cello pizzicato notes 

of ms. 109 are now arco. 

In essence, the motion that created tension in the 

piece is being eliminated. At the same time, at ms. 110, 

level is reduced to PPPP and the b'-part of the section is 

omitted. In its place, the initial three-note cells of ms. 1 

are repeated in cello and viola in ms. 116 ( » = 176). In 

section with the return of earlier material 

the tempo is increased to the dynamic 

the 1st and 2nd violins, C#-E-G#-B are played in pizzicato 
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vibrato (or ringing). In ms. 117, the tempo is reduced 

holds a B-pedal. The essential pitches of ms. 1 are repeat¬ 

ed in the 2nd violin, while the cello and viola play similar 

three-note cells beginning on the key pitches E and G# 

(C# and B remain as significant pitches in the violin). 

The same cells continue to repeat ( o - 80) in ms. 118, 

the viola and cello exchanging cells. (The cello modifies 

its cell to G#-A-C# instead of G#-B-C#.) The 2nd violin 

continues and extends its line of ms. 117, and the 1st 

violin plays a rising line by second, fifth, and third 

reminiscent of the cello's solo at the close of movement one. 

The movement cadences on C#-G#-B-A#. 

The listener perhaps expected to hear C#-E-G#-B. 

Indeed, that chord opens the coda of thirty-nine bars. In 

function, the coda is a brief summary of the quartet's pri¬ 

mary motivic elements and harmonic levels. It further pro¬ 

vides the tonal resolution of the quartet in a texture that 

visually and aurally evokes a sense of reverence and spiri¬ 

tuality. The instrumentalists are asked to play the coda as 

though the instruments were Renaissance viols; that is, the 

violins and viola are now played in the lap instead of under 

II becoming slower and slower"), as the 1st violin 
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the chin. Exceptions to this manner of playing are made 

in solo and f: passages for obvious reasons of intonation 

and control. 

The tempo is greatly reduced ( P =52) and the texture 

becomes quite thin in the opening bars 4-13, as a short 

four-note solo in the viola (ms. 4-6) on ascending m2's 

leads to a statement of the original theme in the first 

movement in the 2nd violin, ms. 8-12. The C#-E-G#-B chord 

is reiterated in ms. 14 with the low register of the cello 

providing fuller texture. The cello then counters with 

its four-note solo in ms. 15-17, followed by a complete 

statement of 0.11 (notes 9, 10 being m2 sharp? ms. 25 insert¬ 

ed) in the 1st violin, ms. 18-24. 

The rest of the coda functions harmonically. C#-E 

formed the cadence in movement one. C#-G# were important to 

the cadences of the A-sections of movement two. B was an 

important pedal tone in the final measures of movement two. 

E, of course, is the central tone of the coda (a relative to 

the C#)? .it-was conspicuous for its absence from the cadence 

in movement two. Together, the chord tones C#-E-G#-B remain 

central to the coda, reemphasized in ms. 3, 14, 24, and 27 

(where A from the opening harmonics in ms. 1 is added). 
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Accompanying the thematic statements are A#-B in ms. 6-13, 

derived from the end of the C-section, movement two? and 

E-F#, in ms. 17-23, from the end of the B-section, movement 

two. 

The tension resulting from harmonic recapitulation 

climaxes in ms. 24-27. In the final resolution, the 1st 

violin and cello rise to sustained harmonics as in the 

opening, on E and B; and the 2nd violin and viola alternate 

on E and G#, a third apart as in the opening. The stable 

E major triadic notes resolve and conclude the quartet 

which began on non-specific notes, with the tentative and 

haunting sound of wind chimes. 

The Sixth Quartet is anything but tentative. It is a 

tightly constructed work, whose elements are connected by 

interweaving or overlapping. Structures are well defined 

into movements and sub-sections. Yet, there is never a 

sense of separation or alienation among the motivic parts. 

Measures and motives seem to grow, each from preceding 

measures or motives. Even where obvious textural breaks 

occur, there is some underlying thread (harmonic, motivic, 

functional) which associates two adjacent parts. 

However superb and significant the craftsmanship and 

technique in the Sixth Quartet, they are nevertheless 
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supportive at all times to the pervading musical impact 

and expression. A complete logic and penetrating musicality 

make the Sixth Quartet great not only among Cooper's works, 

but also a significant contribution to twentieth-century 

quartet repertoire.. 



Composer Commentary 

History of the Sixth Quartet 

P.C. The Sixth Quartet was originally intended as 

music for the Rothko Chapel. The Shepherd Quartet 

needed a piece; in order to sell the program, they 

needed a premiere.... 

I went to Rothko Chapel and I was deeply moved. 

I came back and told them £the Shepherd Quartet] that 

I was interested, if they would play in the round, 

with the audience in the center, with them in 

four corners, cellist on a platform. They would 

all have to have eye-to-eye contact...and would they 

be willing to play some wind chimes attached to the 

stands? They said yes...I did some initial sketching. 

It was a one-movement piece, about fifteen minutes, and 

everything is derived from the opening sounds. So, 

it moves, in that first movement, from the wind chimes 

to what is the next logical step in continuity of 

sound, to harmonics, to played notes. 

So, out of the wind chimes, come harmonics, and 

out of the harmonics... the pitches that you say for¬ 

mulate a row. (Perhaps in) its fashion and shape 

(it resembles a row) ; but its pitches are the ones 
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already contained in the harmonics, or at least, those 

are the starting pitches. The rest of those eleven 

notes are a tune spun out of that. It's an old 

Beethoven trickî you start with a "known", even if 

it is only two notes, then you get two more notes 

by variation, transposition...So I can trace that 

aspect very intellectually, as I've already talked 

about the second page prefers to discussion of the 

page he rewrote in the Sixth Quartet; see Interview, 

Chapter IlJ 

Then, there's the canon at different rates. 

I thought, if this is to be played in. the round, 

I've got to be very careful about real coordination... 

I'll just build in this "non-ensemble". So, someone 

all be at different rates, and it's kind of an interesting 

premise...Do I hear that? Yes. Obviously, you cannot 

hear every specific (harmonic) situation when you have 

four different instruments, each playing the same tune 

at four different tempi...I hear the general effect. 

I was not at all surprised...It's like Bach counterpoint... 

will be at etc. They'll 

There is an incredible amount of dissonance, but it all 
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rights itself, because every part is logical and 

eventually it's going to come out on a triad...So, 

in the larger sense, that's all I've done. In the 

counterpoint, since each line is logical, the ear 

will tolerate a great deal of dissonance until the 

resolution. The resolution must be planned, whether 

it is Bach counterpoint of my counterpoint. 

Then, after I had the rough draft done, the Rothko 

deal fell through. Then the Shepherd Quartet wanted 

a quartet for the CHoustonl Friends of Music. But this 

time it wasn't going to be in the Rothko Chapel. It 

was going to be in Hamman Hall and they needed a 

bigger piece. Besides, if one really wants the 

Quartet No., then I'm not willing to let the one move¬ 

ment stand. I had to write another movement, and it 

had to be a fast movement. The changes I made? No 

wind chimes; and I threw out a page or two. I 

tightened it up a bit. I reworked the "bell" section. 

The second movement was a deliberate (effort) to write 

a very tight piece—just black and white cells... 

I.Q. Why do you open with the sound of wind chimes? Did 

the concept come from being in Rothko Chapel? 

P.C. Yes. And, playing in the round. How would you 
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come out of silence in such an awesome place? How 

do. you dare even whisper? I just made that up right 

now, but I couldn't walk into the Rothko Chapel in 

that silence, in that awesome silence, and start 

with a fortissimo chord. It would be like sacrilege. 

I can eventually get the ff, if I have to, but in order 

to break silence, I had to move out of silence as 

cautiously and as unobtrusively as possible. There 

are gradations of sound. I am certain that that was 

fairly conscious. How do you go about breaking that 

barrier? You do it with tender loving care and a 

gentle voice; in other words, whisper. 

I.Q. Why did you ask the performers to play their instruments 

like Renaissance viols in the final movement? 

P.C. I wanted it Cthe codai to have a very remote 

quality. It is probably some kind of homage to the 

past—I'm not sure to what or to whom. I don't think 

I can articulate that. I wanted it to have (an effect 

that was) very special, other-worldly, not necessarily 

in the future, but other-worldly, not necessarily of 

another planet—like the quietest one could imagine 

some chapel music of the fourteenth century. 
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And, we had big arguments about it. They £the 

performers^ didn't want to play it. The arguments 

were not of a bad? they were good-natured. But the 

viola and violins couldn't play in tune...We all 

agreed that there was a different sound than just 

senza vibrato...Originally, they were all "turned 

around" for the entire movement? I realized...that 

you really couldn't get a good crescendo...and 

intonation was really too severe a problem for an 

expressive melodic line. So, I compromised. The 

instruments alternate between "viol method", and then 

ordinario senza vibrato and ordinario with vibrato. 

I think the changes are justified. 

I.Q. How do you feel it relates to the rest of the piece? 

£the codaj| 

P.C. ...There have been times I've felt that people 

thought the piece was over at the end of the second 

movement because it tapers out at the end. And I know 

that some said that when they heard it for the first 

time (they thought nothing more was necessary). But 

then they saw my point. I think it's a structural 

point. The coda certainly relates in tempo, to pull 
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the whole composition together in a kind of modified 

arch. In other words, it relates back to the Grave 

first-' movement. Are you thinking specifically of 

pitches, tempo, what? 

I.Q. How does the sense of "viol" playing relate--what 

relationship does it bear to the rest of the quartet? 

P.C. I wanted the sound to be even more remote. Once 

(the quartet) was no longer a one-movement work, I felt 

I needed both a fast movement and a slow coda. I did 

not have, after all, the whole piece in mind when I 

started. I had only the first movement in mind. That 

was written fairly rapidly. The second movement took 

a lot of time. I was working on something else, like 

the revision of Perspectives. About 12:30 am. in my 

studio, I went over (to the piano) and, as in the old 

days, I just played. I just sat down and played. That 

was it; I knew I had it. I quickly made some notes, 

some actual notes, not words...The next day, I made it 

into a proper composition. It was one of those very 

Romantic kind of things. It £the piece"] was just there 

from nowhere. Today, I cannot imagine the piece 

without its being there j^that is, the coda 3* It's 
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just one chord, one very traditional chord—the whole 

homage to C# and to Beethoven's C# minor Quartet. 

I.Q. How is it a homage to Beethoven? 

P.C. By the note C# and by the moods. There are no 

deliberately quoted Beethoven themes—just the somber¬ 

ness of his C# minor quartet. Bartok did the same 

thing. That's why at the premiere (of No. 6), if the 

Shepherd Quartet had actually performed Op. 131 

[Beethoven]] after Bartok (First Quartet) , then this 

one, No. 6, I don't think the audience could have 

taken it. Emotionally, as it was...as the critics 

remarked...it was a mighty heavy first half. It is 

because of the darkness of mood of both quartets. 

I.Q. Was the dedication or homage to Beethoven done as an 

afterthought or added after composing?' 

P.C. It was a kind of simultaneous thing. 

After all, the initial inspiration for that piece was 

in Rothko Chapel. And, if you had to pick one piece 

out of the past, or one piece of Beethoven, that would 

most aptly match the mood of the Rothko Chapel, you 

certainly wouldn't pick a happy quartet in G major of 

Haydn. How would you match sombernesses? The most 
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somber quartet I know out of the Classical literature 

is the C# minor, for me, for my ear. I'm not the 

first composer that quartet has put in awe...Now, I 

certainly did not go and listen to the Beethoven at 

all, nor would I do that, although I think I had 

heard it a year or so earlier.. .and it a!gain affected 

me profoundly. 

I.Q. In talking about the second movement, you described 

the two cells—the bright and dark cells. How, 

specifically, do brightness and darkness interact 

throughout the movement? Is there an intentional 

effort here? 

P.C. I suspect (that there is). One does have 

serendipity along the way after writing a lot of 

music. I think, as in No. 5, I'm interested in shades 

and shadows...and going down a row of trees in the car 

and having light and dark, light and dark, flicker as 

you go by a row of sycamores or eucalyptus. I like 

that kind of thing in music...I'm interested in what 

kind of shadows the sun casts. Yes, there are bright 

and dark spots. There are some very dark moments, for 

example at rehearsal 43: exceedingly dark. 

But, the so-called rondo theme is both light 
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and dark at once, because they Cthe cells"3 are just 

right on top of each other. Some of it has. , .a kind 

of exuberance, it seems to me. And (it has) probably 

the most dissonant passage I’ve ever written, at 

least for a string quartet, at rehearsal 84...I don't 

know if that's the golden mean? I suspect somewhere 

along in there? I haven't bothered to figure it out... 

Even that passage seems to me to suggest some kind 

of bells again, even though they are legato...a really 

big moment in the quartet. 

I.Q. Would you please explain the violin solo at rehearsal 90? 

P.C. The 1st violin is ornamental, but I think it is 

very expressive...The box around material means that 

in addition to a senza mesure, these (little figures) 

can be played in any order in the repetition. 

I.Q. Does each figure have a certain significance to you? 

Have they been derived from specific pitches or tonal 

orientations? Why did you set these off here? 

P.C. I don't know. I suspect that there is a reason. 

Why, do you find a relationship? They're all ideas I 

like—a m2, M2, and a m3--that's my total interval 
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content always, isn't it? 

Oh, it's a compression. That's interesting 

[_ as he looks over the scored* I hadn't thought 

that one out...the m3 to M2 to m2, and then it opens 

up £triad in harmonics3 • Those are simply natural 

harmonics—that's a technical thing there. Then 

that raised fourth degree of the scale (G#)—that's 

G# in a D major triad. I'm very fond of that raised 

fourth degree. I've used it many times? to my ear, 

it's a "blue" note. 



CHAPTER IX 
Summary of Style 

In examining the stylistic features of the six quartets, 

certain consistencies become apparent. Further, the quartets 

span twenty-five years of the composer's creative career so 

that many aspects of the development and growth of Cooper's 

style are reflected in these works. While the quartets 

alone do not provide a complete summary of Cooper's growth 

as a composer, they at least mark trends from his early 

compositions (1953) to the present (1979). 

Since his earliest works, Cooper has been a lyricist. 

Although the vocabulary in the quartets is definitely twen¬ 

tieth-century, they can be Romantically expressive and, on 

the whole, they reach out to engage the listener. Subordinate 

to expression is a sophisticated and carefully crafted 

technique that provides structural, motivic, and coloristic 

foundations for these works. 

Principles of Growth and Unity 

Each quartet in some manner exhibits growth or progres¬ 

sion. In Quartet No. 1, the opening theme and motive of 

each movement is modified in repetitions within the move¬ 

ment either by note substitutions, intervallic expansion, 
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transposition, condensation, or rhythmic alteration. Regard¬ 

less of the manner of modification, the motive or theme 

remains recognizable. Motivic transfer accounts for an addi¬ 

tional aspect of growth: the essential pitches of themes in 

movements one and two are alike? and the accompaniment 

motive from movement two is elevated to the principal theme 

of movement three. The revised First Quartet, like those 

to follow, is concerned with unity as a contributing factor 

to balanced growth. Therefore, each movement opens by 

presenting the essential ingredients of the movement, and 

after modification and progression, briefly restates these ' 

ideas before closing the movement. The final movement even 

contains a short quotation of the quartet's opening before 

recapitulating its own theme. 

The Second Quartet is constructed in much the same 

way as the First. The themes are again varied, yet distinct; 

however, each movement has its own characteristic themes. 

The final section of movement three, the passacaglia, re¬ 

views each of the preceding themes of the quartet in combi¬ 

nation with its own in an effort to unify the quartet. 

A more deliberate effort at unified growth is accomplished 

in the Third Quartet by a process of derivation. Each variant 
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of the opening scalar motive (and twelve-tone motive) con¬ 

tains some intrinsic quality from the original, but is then 

reshaped or extended. For example, a variant may begin on 

the first four notes of the scale, then repeat that segment 

either by pitch or by rhythm several times before changing. 

Each variant, however embellished, seems to derive directly 

from the original idea rather than from another derived 

motive. In some instances, the derivation is sufficiently 

changed from the original so that it can take on a separate 

thematic role in contrast to other derivatives. The sections 

of the Third Quartet are linked into a single movementy-the 

generative scalar and twelve-tone motives provide the basis 

for the entire work. A concluding passage lends unity to 

the work in a refreshing way. Instead of presenting further 

derivations, the first two pages of the quartet are repeated 

almost verbatim in retrograde, with only minor rhythmic 

changes. 

The Sixth Quartet, like the Third, grows through a 

process of derivation. The derivations of the initial theme 

in the Sixth Quartet, however, are more often developed out 

of other variants, rather than being taken from the original 

theme. A more organic or evolutionary growth thereby re- 
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suits. New motivic material is derived from "known" or 

previously stated ideas? the "new" material then assumes 

the position of being the "known" or "given" material from 

which subsequent "new" material can be derived. This method 

of derivation works successfully when all derived materials 

continue to function logically within the framework of the 

quartet, as is the case in the Sixth. Movements two and 

three, though separate structurally, contain quotations of 

motivic material from the first movement that function not 

only for unification, but also as logical musical state¬ 

ments within the new framework. 

In the Fourth Quartet, a row and counter row supply 

the greater part of both melodic and accompanimental ma¬ 

terial. Growth is not so much a process of derivation by 

alteration of the motive here. Rather, variation upon the 

row is achieved by transposition, by limited note substitu¬ 

tions and, most importantly, by change of function. The 

row may appear in one transposition or several at once? it 

may function as a solo or accompaniment, with great rhythmic 

variety. Underlying the functional changes and reappearances 

of the row is the harmonic progression that provides a stable 

foundation over which the growth takes place. As in the 
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other quartets, a final statement of materials closes the 

quartet. While the repetitions of the row never seem mono¬ 

tonous or overstated, they are the raw material from which 

the entire quartet is constructed. 

Another approach to growth is exemplified in the Fifth 

Quartet. Here, the process is one of integration. Two 

conflicting or diverse premises are stated in the opening 

bars. The continual overlapping of free, variable material 

(motivic or textural) and well-defined, well-ordered ma¬ 

terial eventually results in a complete integration of 

elements of both types. Unification takes place throughout ’ 

the quartet? recapitulation of material is periodic rather 

than being reserved for a final restatement. Variation is 

achieved through the integration of the free and ordered 

materials. Some free materials are introduced into highly- 

ordered passages such as the canon and vice versa. The 

quartet is completed when the process of integration has 

extended to all elements. 

Principles of Variation, Motivic Selection 

A consistent procedure in Cooper's compositions is 

the constant variation of a motive. In some instances, a 

variant may change a single note by a half-step. In others, 
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a motive's interval structure may expand—minor to major, 

second to third, P5 to sixth. Frequently, rhythmic altera¬ 

tion occurs as well. A motive used soloistically may appear 

in augmentation; or it may be given a rapid rhythmic figure 

in an accompanimenta1 role. As discussed earlier, some 

variants are derived from a portion of an original motive 

and subsequently even take on a separate identity, instead 

of being a recognizable repetition of the motive. 

Through all the quartets and through all the variations 

of motive, there are common features in the melodic or 

motivic lines. The themes Cooper selects are, as stated 

before, usually quite lyrical. Whether uni-directional or 

circular, they are constructed of M2's or m3's in combina¬ 

tion with other intervals. In several instances, a scale 

is used either as a thematic element (No. 1, 3) or as 

support in a polyphonic passage (No. 1, 5). In all cases, 

the themes tend to encompass eleven or twelve tones. These 

similarities can be observed in the principal themes (See 

Fig. 9a, page 295). 

Only the Fourth Quartet can be closely analyzed in 

serial terms. The row appears in all forms and often in 

multiple voices at once. Even so, the row is absent in a 
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Fig. 9a 

ms. 2-7, I, No. 1 

ms. 1—5, X, No. 2 

il1*!1 *f*f üéü ft 

ms. 4, X, No. 6 

ms. 6-10, I, No. 5 
(Finney's row) 

ms. 4-10 (row), No. 4 

ms. 49ff, II, No. 5 

* ms. 17-18, II 
No. 1 

ms. 1, II 
No. 6 

FF 

ms. 3-4, No. 3 scalar theme 
m2, M2, etc. 

ms. 144ff, No. 5 

ms. 46ff, II, No. 1 
Phrygian 

ms. 91ff, No. 5 
dorian 

ms. 200-203, No. 2 
passacaglia 
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few passages, and the counter row, or second theme, at 

times plays an equally important role. In the Fifth Quartet, 

only selected passages contain the row, and these are, for 

the most part, strictly canonic or imitative. The descend¬ 

ing twelve-tone theme in the Third Quartet functions as a 

contrasting gesture to the rising thematic scale. It is 

not played continuously, but rather alternates with the 

scalar derivatives throughout. It doës appear in retro¬ 

grade and inverted forms as well as in transposition; and 

in a limited capacity, Cooper experiments here with rota¬ 

tional axes (ie. notes 2-12, then 1 are stated, instead of 

notes 1-12 in order). 

The Sixth Quartet exhibits residual twelve-tone 

technique. In other words, the eleven- or twelve-tone 

theme appears in various transpositions, but never in pre¬ 

cise retrograde or inversion. Further, it does not always 

retain its original form throughout but gives rise to deri¬ 

vations based on a part of its shape or interval structure. 

Canonic passages in movement one and retrograde moments in 

movement two bring to mind serial procedures. In all, 

Cooper's twelve-tone technique is most appropriately des¬ 

cribed as free in all the quartets in which it appears. 
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Structure 

Viable structures are imperative for a work of art. 

Cooper, in different stages of his compositional life, has 

adapted original or Classical forms to the expression of 

his musical ideas. Classic designs used include ABA, rondo, 

theme and variations, fugue and passacaglia. The revised 

First and Second Quartets are divided into three distinct 

movements. The outer movements are of relatively equal 

length; the middle movement is considerably shorter. 

The Third and Fourth Quartets are sectional single-* 

movement works. They each have an arch-design (See Fig. 9b). 

Fig. 9b 

M. Adagio Allegro Prèsto Moderato - Vivace Poco/Meno Adagio 
' ■ »   t 

I    . .  1 
Third Quartet 

I II III IV V (sections) 
1  . L 

I l 
Fourth Quartet 

Sections of comparable tempo and/or function are placed 

symmetrically around a central section. The elements of 

the piece are common for all sections, though treated dif¬ 

ferently within each separate section. In both cases, a 

climax is achieved in sections that immediately precede and 
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follow the central one. The balance of timing of the 

symmetrical parts, however, is weighted more heavily in 

the opening sections, while sections six and seven of 

Quartet No. 3 and sections four and five of Quartet No. 4 

are only about half as long in duration as their correspond¬ 

ing earlier sections. 

In the Fifth Quartet, a four-movement design is used. 

Each movement follows the preceding one without break, 

however. ABA form is used more or less in each movement, 

and the outer movements are longer than the inner ones. 

Again, as in the later sections of the arch-form quartets, 

the third and fourth movements are slightly shorter in 

duration than the corresponding second and first movements. 

As discussed in the interviews, Chapter II, Cooper has 

selected a three-movement format for many recent compositions 

including the Sixth Quartet. In each case, the first move¬ 

ment is of the longest duration, followed by proportionately 

smaller movements. 

In the interview, Cooper also expressed his rationale 

for condensing or abbreviating the return section in an ABA' 

form. Although the real time (or materials) in a return 

section may not equal that of the initial statement, the 
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psychological time span is appropriate. Further, as the 

return passage has the function of summing up elements 

from the movement or work, a single note or a motivic 

abbreviation becomes a symbol to the mind or an automatic 

association with the previous material. Likewise, shorter 

sections at the end of an arch-form (No. 3 and 4) or other 

symmetrical form (No. 5) nevertheless have a sufficient 

psychological time duration. In the Sixth Quartet, too, 

proportionately shorter movements work well structurally 

and psychologically because the work is cyclic and unified. 

All of Cooper's quartets have an interwoven fabric. 

Structural divisions within a movement or section of a 

quartet are typically veiled. Regardless of the formal 

outline, most movements are constructed with alternating 

or changing parts involving both primary motives and 

strands in the texture. A single note, chord, or texture 

may overlap the ending and beginning of two parts of a move¬ 

ment (or even two sections of a work)y textural and motivic 

ideas from two parts may be combined at a soft dynamic 

to link the parts without stoppage or abrupt delineation. 

Contrapuntal texture within a part may also contribute to 

the interwoven effect. Imitative counterpoint and complex 
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or strict canons are favored textural treatments of themes. 

The technique of veiling or interweaving appears 

even from the opening bars. In Quartets No. 4, 5, and 6, 

and to a lesser degree, in Quartets No. 1 and 3, the opening 

bars disguise or prolong the appearance of the main theme 

or motive by introducing the quartet with quiet harmonics or 

quietly muted pitches or fragments of a theme before pre¬ 

senting the theme itself. It seems Cooper is creating an 

atmosphere for the theme's entrance, "setting the stage" 

so that even from the start there are no abrupt or sharp 

edges. Some have argued that these openings lack direction 

or focus (See Interview, Chapter II), but neither the pitches 

nor the textures are ever irrelevant to the composition. 

They are the raw material from which the theme derives. In 

No. 1, 3, and 4, the opening pitches are extracted from the 

thematic material or are clues to the central tone centers 

of the movements. The same opening pitches and textures 

usually return in the role of transition or recapitulation 

at the end of the movement or of the quartet or both. 

Effects and Notation of Colors and Sonorities 

Opening and closing a work with harmonics is one of 

many interesting and effective sonorities in the quartets. 
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There are other textures, particularly in No. 4-6, that 

show creative or innovative writing for the string ensemble. 

In many cases, non-traditional notations are used to ex¬ 

press the desired effect. 

A bell-like sonority is achieved in several places in 

the Fourth, Fifth, and Sixth. Quartets. In the Fourth Quartet, 

the effect of bells is created by the opening harmonics of 

the first page (See Fig. 6g) and by the ostinatos in high 

registration in ms. 206-215 and by the return of harmonics 

in the final section. In the Fifth, ms. 78-84 (See Fig. 7i), 

and in the Sixth, ms. 70-76 of movement one (See Fig. 9c), 

harmonics produce the sound of chimes. 

In ms. 7-18 of the Sixth Quartet (See Fig. 8c), sixth 

chords played with alternating loud and soft attacks give an 
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echo like the resounding of bells at a distance. Also, as 

described in Chapter VIII, Cooper imitates the softer 

sonority of wind chimes at the opening by using "beyond 

the bridge" bowings in the violins and viola combined with 

harmonics in the cello. 

Many different articulations are common to Cooper's 

quartets—sul ponticello. sul tasto. and four types of 

pizzicato. A normal pizzicato is used in all the quartets, 

and a snap pizzicato is combined with a glissando in the 

Sixth. In the Fifth and Sixth, the indication "finger" 

indicates the fingering of the notes only without plucking 

the string (See Fig. 8e). This effect gives a very light 

sound, like a. pitched whisper. A half-pizzicato, or rnando- 

lino. is notated in the Fifth Quartet (See Fig. 7j). This 

technique provides a slightly more substantial, though 

light, sonority. 

In the Fourth Quartet, a regular pizzicato, by virtue 

of its environment, gives a very dramatic effect (See Fig. 

6t). In ms. 197-201, three carefully paced f, pizzicato 

chords in the cello are combined with a softer, legato 

melody in the viola and sustained chords in the violins. 

This passage, as discussed earlier, was inspired by the 
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sonority of sympathetic ringing tones sounding on a piano 

when a fundamental chord is played (See Composer Commentary, 

Chapter VI) . The delicate contrasts of hard and light, 

loud and soft, percussive and sustained produce a unique 

color not found elsewhere in the quartets and strategically 

placed in the Fourth Quartet in the wake of a strong climac¬ 

tic rise. 

Two other passages present delicate textures of another 

variety. In Quartet No. 1, ms. 64-66 of movement two, 

a thin texture results from the 1st violin and cello play¬ 

ing in unison at a three-octave interval (See Fig. 3j). 

The empty middle register and hollow sound of octaves give 

a somewhat stark sonority. A more ethereal effect of 

distant registration occurs in Quartet No. 3, ms. 215-218 

(See Fig. 5t) where a dense, close-ranged texture divides 

and expands to over four octaves at the end of a section. 

The performers are asked to hum vocally in the Fifth 

Quartet while playing the three chords that open the homage 

to Stravinsky (ms. 179ff). The effect is deeply personal 

as the 2nd violin solo rises above the texture at the 

height of the quartet. More remote and striking than these 

is the final movement of the Sixth Quartet. Playing the 
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instruments like viols is unusual and impressive both 

visually and aurally. The final bars, ms. 31-end, exemplify 

the distant calm of the movement (See Fig. 9d). 

Fig. 9d 

ms. 31-end, Quartet No. 6 

The textural effect of whirlwind motion is created in 

different ways. In the Fourth Quartet, ms. 108ff, combined 

voices playing the row in ponticello create swirls of motion 

that comprise the passacaglia theme for the section. In the 

Sixth Quartet, combined three-note cells in the second move¬ 

ment provide a sense of motion (See Fig. 8i), as do aleatoric 

repeated patterns in four-voice texture in both Fifth and 

Sixth Quartets (See Fig. 9e) . 
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Fia. 9e 

The texture contributes to a crescendo in the First and 

Fourth Quartets. In both, the lower strings are given a 

quickly repeated pattern in short rhythmic values. These 

passages grow increasingly tense as a result of the thick 

sonority (See Fig. 3o and 6s). 

Climactic sections are approached in a variety of ways. 

Their thrust is usually condensed to a chordal passage, 

however, at the point of climax. In No. 4, the height of 

the cello-induced crescendo is on the fff chord of ms. 191 

(See Fig. 6s). In the Fifth Quartet, a particularly em¬ 

phatic passage is found in ms. 68-73 (See Fig. 7g). In 
<* 

the Sixth Quartet, one of the stronger and more dissonant 

passages is in the second movement, ms. 84-89 (See Fig. 8m). 

In each case, the chordal texture is in contrast to sur¬ 

rounding contrapuntal or polyphonic sections. 

The notation in the Fifth and Sixth Quartets deserves 
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additional comment. In both, Cooper notates broad pas¬ 

sages in an approximate graphic design that indicates 

relative rather than specific rhythms (See Fig. 8d). A 

single bar may last ten to sixty seconds, and the notes 

may be spaced throughout relative to each other, but un¬ 

related to a traditional time signature; or they may be 

played in a repeated pattern (See Fig. 7d). Besides an 

aleatoric or graphic placement of notes, a graphic 

rhythmic pattern is sometimes used with a single note or 

pattern of notes to indicate a steadily increasing or 

decreasing rhythm that could not otherwise be indicated 

without complicated measured notes (See Fig. 7k). 

In concept, structure, texture, motive and notation, 

Cooper's skill and natural talent of composition are demon¬ 

strated in his quartets. In the interview, Cooper speaks 

of his style in ten-year blocks, roughly three periods thus 

far, in which there have been significant changes. The 

quartets, similarly, are paired—No. 1 and 2, 3 and 4, 5 and 

6—according to their similar traits. 

The early works, Quartets No.l and 2, show characteris¬ 

tics from the first ten years, 1949-58. They are cast in 

very Classical forms. Their themes and thematic variants 
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are lyrical and improvisatory while each exhibits natural 

balance in the rising and falling lines. Their pandia- 

tonic melodies contain modal qualities as well, rather than 

twelve-tone tendencies. Texturally, the first quartets 

are varied but limited in scope. They are made more 

interesting in the revisions by the addition of new arti¬ 

culations, more imitative segments, and the subdivision of 

a theme into several voices. These changes and additional 

recapitulations to unify the quartets reflect Cooper's 

historical growth in style, as their revisions follow 

the Sixth Quartet. 

The next quartets, No. 3 and 4, were composed between 

1959-68. Both borrow the Bartokian arch-form, the inner 

sections of which are individually and innovatively designed 

(for example, the passacaglia in the Fourth Quartet). Both 

are much more dissonant than the previous works, however 

lyrical their melodies. The Third points toward twelve-tone 

writing in its second theme and in the techniques of retro¬ 

grade and inversion. The Fourth is a freely-conceived 

twelve-tone work throughout. Both are more integrated 

or unified structurally than the earlier quartets in that 

their growth is achieved through derivation. The Third 
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derives all its motivic material from the opening scale and 

twelve-tone theme; the Fourth is based entirely on varying 

forms of the rows or of the four-chord harmonic progression. 

While the first quartets showed consistency of motivic 

material within a movement, their overall concept was one 

of related themes, not derived ones as in the Third and 

Fourth Quartets. With greater compression of material, 

these quartets have shorter durations of 14 and 11 minutes. 

In the latest quartets, texture is more luminous; the 

structure is even more unified; and the growth process is 

more progressively derived. The Fifth and Sixth Quartets, 

dating from the most recent time block, 1969-78 (79), 

reflect a movement away from compression to out-reaching 

expansiveness. Both are longer in timing—18 and 21 minutes; 

both contain passages measured broadly—by spans of 10-60 

seconds rather than by quicker, barred proportions. The 

textures are characterized by wider registrations and frequent 

passages of free rhythm. The twelver-tone method reappears 

in the canon of the Fifth Quartet and in the design of the 

theme of the Sixth Quartet, although neither of the later 

works embrace the method as its structural basis. 

Further, the basic original motivic materials in both 
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works are developed through each section or movement, as 

was the case in the Third and Fourth Quartets. In the 

Sixth Quartet, however, each subsequent passage is derived 

not so much from the original material as from its derivations 

immediately preceding the given passage. The growth process 

in the Fifth Quartet is a recombinatory one in which whole 

sections or the concept of a section, not simply of the 

motivic or textural material, are derived from a previous 

movement, as explained earlier in this Chapter. Consequent¬ 

ly, Quartets No. 5 and 6 are unified by both structural 

and motivic means in a progressive or successive manner, 

as well as in the ways the first four quartets were unified. 

The quartets together show his progression of style 

and technique from an early use of pandiatonic, improvisations 

to the works that exhibit organic properties in a logical 

contrapuntal texture with a free and lyrical application of 

twelve-tone technique. 



CHAPTER X 
Conclusions 

The study of a living composer's style by analysis and 

personal discussion provides a perspective of value to 

musicology today and one that provides important clues for 

the researcher of later decades. Paul Cooper, because of 

the present stage and quality of his compositions and because 

of his quartets' distribution through his career, has been 

an excellent composer for this type of current musicological 

study. He is highly respected as a composer as demonstrated 

by the many awards he has received. In addition to the 

acclaim his works receive in local and national publications, 

Carl Cunningham, in the International Music Guide *79 (edited 

by Derek Elley), writes, "Paul Cooper...produced a positively 

gorgeous Sixth String Quartet...A relatively...short work 

in a very modern, yet lyrical and highly personal idiom, it 

is one of those works that touches the listener by the sim¬ 

plicity, transparency and completeness of its musical thought. 

Following an organic analysis of the quartets and the 

formulation of conclusions, assumptions and questions, the 

interview was conducted. Stylistic conclusions were met with 

Cooper's reasons for choosing to compose with unity, variety, 
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lyrical twelve-tone themes, and sometimes veiled but always 

precise structures. Assumptions or questions concerning 

the philosophical or psychological basis for certain traits, 

such as the "atmospheric" openings or the use of retrograde 

technique, and for specific melodic or harmonic passages were 

met with sometimes surprising and unanticipated replies. For 

example, Cooper denied any real philosophical basis for the 

way he opens his pieces, preferring dramatic terms ("lights 

on a stage") to describe the psychological preparation for 

the work to follow. He explains his choice of retrograde 

technique as an aural decision for variety and as an interest 

in the sounds produced by a tape recorder. Rather than the 

symbolic significance that the analyst attaches to the violin 

solo in ms. 90 of the Sixth Quartet, Cooper attributes his 

selection of the pitch material instead simply to his pre¬ 

ference for the intervals of the m2, M2, and m3 and for the 

melodic designs in ms. 90. The interview also revealed his . 

deliberate and early decision to use the particular harmonic 

progression of the Fourth Quartet in a central way. Addition¬ 

al facts of a historical nature that are incorporated into 

the analyses and composer commentaries would possibly not 

have surfaced or been as fully explained had the study and 
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interview not taken place. 

The process for deriving and substantiating stylistic 

concepts, conclusions, and historical facts through prior 

analysis and subsequent discussions with the composer 

worked well. Cooper is a very articulate and thinking man. 

He has, at this point in his life, given reflective consider¬ 

ation to his profile and explains that throughout his career 

he has never embraced a vocabulary or concept that he did 

not believe or was not convinced to use. Many topics were 

covered and ideas and explanations described that were 

previously unpublished or not noted. The researcher was 

aided by the analysis in discerning valid questions or 

pertinent topics. Further, the twentieth-century luxury 

of the tape recorder proved an integral tool in the inter¬ 

viewing process. The exact reprinting of Cooper's thoughts 

and responses (with only slight grammatical emendations) 

gives the advantage of precision, personality, and a minimum 

of the interviewer's reinterpretation. It also frees the 

interviewer from the strict secretarial duty of note-taking 

to interact (with eye or verbal contact) and follow up 

certain lines of questioning. 

Even though a careful and directed process was followed 
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with good results, there are inevitably some details, some 

information, that cannot be derived. Cooper could not 

always recall the details of his process or the reasons for 

the selections made in works from fifteen years ago. While 

broad developments are best interpreted at the present stage 

in his compositional career, some details are remembered only 

for recently written works. The interviews also lack the 

more extensive discussions that would result from including 

a wider scope of works than is encompassed by the present 

paper. Some further discussions that may or may not be in 

the realm of articulation are best left to the psychologist 

or philosopher—why Cooper's aesthetic is what it is? what 

specific role is played by his "conscious", "unconscious", 

and "subconscious" mind in the compositional process? what 

relationship does each form of awareness or thought have 

to the others? 

An analytical understanding of the quartets provides 

an important means by which the reader can enrich his com¬ 

prehension or interpretation of Cooper's responses in the 

interview. Cooper's responses on topics of structure and 

aesthetic can be of particular interest to anyone studying 

works by twentieth-century composers of the past two to 
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three decades, as his ideas on a "common practice" may be 

considered pertinent in others' works. Also, the analysis 

and interview could prove important groundwork for other 

studies of Cooper's works. 

This musicological thesis presents its results from a 

combination of disciplines—the analysis of the works; 

historical information relative to the works; and the 

interpretation of their content, aided and enhanced by the 

composer's comment. While it does not comment on the 

success of musicological studies concerning composers and 

works of previous centuries, this thesis does demonstrate 

the justifiable efforts and valuable findings of a twentieth- 

century study of a living composer’s works—a study of that 

which can be described and even discussed, though never 

fully translated into prose. 



APPENDIX A 

Abbreviations 

Dynamic Indications: f, forte; £, piano, etc. 

Interval Indications: m2, minor second; M3, major third; 

P5, perfect fifth; etc. 

Measure, bar, or rehearsal number: ms. 2 

Notes are indicated by capital letters: A, Bb, F#; 

but specific pitch annotations are indicated according 

to the following scheme: 

c" c" c IV c, c c. c* 



APPENDIX B 
Publications and Discography 

Compositions by Paul Cooper Duration 

Orchestral Music 

Overture (1953) 8' 
Symphony No. 2 (1956) 18' 
Concerto for Orchestra (1966) 15' 

(will be renamed Symphony No. 1) 
Concerto for Violin and Orchestra (1967) 14' 
Symphony No. 3: Lamentations for String 

Orchestra (1971) 20' 
Symphony No. 4: Landscape (1973) 21' 
Descants, for Viola and Chamber 

Orchestra (1975) 15' 
Homage (1976) 8' 
Concerto for Cello and Orchestra (1976) 21' 
Variants for Orchestra (1979) 14' 

Chamber Music 

String Quartet No. 1 (1953, revised 1978) 15' 
String Quartet No. 2 (1954, revised 1979) 18' 
String Quartet No. 3 (1959) 14' 
Sonata for Viola and Piano (1961) 14' 
Sonata for Violin and Piano (1962) 14' 
Sonata for Cello and Piano (1962) 13' 
Sonata for Flutes (Alto, C, Piccolo; 

one performer) and Piano (1963) 13' 
String Quartet No. 4 (in memoriam John F. 

Kennedy) (1964) 11' 
Sonata for Doublebass and Piano (1964) 10' 
Concert for Two (Cello and Piano) (1965) 12' 
Concert for Four (Flute, oboe, harpsichord, 

doublebass) (1965) 13' 
Concert for Five (Woodwind Quintet) (1966) 11' 
Variations for Violin and Piano (1967) 12' 
Epitaphs (Alto, flute, harp, doublebass) (1969) 10' 
Soliloquies (Violin and Piano) (1970) 9' 
Variants II (Viola and Piano) (1972) 7' 
Chimera (Violin, viola, cello, piano) (1973) 12' 
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Composition Duration 

String Quartet No. 5: Umbrae (1973) 18* 
Tomorrow's Songs (Soprano, Alto flute, 

piano) (1974) 15' 
Concert for Three (Clarinet, cello, 

piano) (1977) 18' 
String Quartet No. 6 (1978) 21' 
Requiem, for Organ and Percussion (1978) 15' 
Coram Morte (Mezzo Soprano, synthesizer, 

10 instruments) (1979) 21' 

Keyboard Works 

Concerto for Harpsichord and Organ (1962) 13* 
Sonata for Piano (1963) 12' 
Partimento for Piano (1967) 10' 
Cycles for Piano (1969) 12' 
Variants for Organ (1971) 10' 
Changes: Five Easy Pieces for Piano (1973) 6' 

Choral Works 

Chorales of Nativity (SATB) (1953) 7' 
Four Madrigals (SATB) (1956) 12' 
Genesis IX (chorus and orchestra) (1969) 12' 
Credo (double chorus and orchestra) (1970) 30' 
Psalm of Penitence (double chorus) (1971) 4' 
Cantigas (SATB, unison male choir, 

orchestra) (1972) 4' 
Refrains (Soprano, baritone, double chorus, 

orchestra) (1975) 35' 

Symphonic Band Works 

Liturgies for Winds (1969) 14' 
Antiphons for Solo Oboe and Wind Ensemble (1973) 18' 
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Paul Cooper's published works are available through 
J.&W. Chester/Edition Wilhelm Hansen London Ltd., Eagle 
Court, London, EC1. 

Some works are available on rental from G. Schirmer, N.Y. 

The American distributor for Chester music is 
Magnamusic, 10370 Page Industrial Blvd., St. Louis, 
Missouri, 63132. 

Recordings 

String Quartet No. 5: Umbrae 
The Shepherd Quartet (CRI 369) 

String Quartet No. 6 
The Shepherd Quartet (CRI 402) 

Symphony No. 4: Landscape 
Houston Symphony Orchestra (CRI 347) 

Variants for Organ 
David Craighead (Crystal 5858) 

Variants for Viola and Piano 
Peter Mark, viola and Thea Musgrave, piano (Music Now) 

Sonata for Flutes and Piano 
Bryan-Keys Duo (Lyrichord LLST 7204) 


