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ABSTRACT 

This research establishes an initial step in codifying a specific and 

formal ized textural theory of music by developing a basic system 

for illuminating textural activity. The musical elements integral to 

this system include the rhythm, instrumental groups, and 

dynamics. 

In order to study the texture of Ives' Fourth Symphony, 

instruments are grouped together based upon similar rhythmic 

patterns. Individual instruments with no rhythmic relationship to 

any other instrumental part are labeled soloistic. Each group and 

solo part is considered either cooperative or antagonistic based 

upon rhythmic similarities / dissimilarities to other groups and 

solo parts. The changes in the number of groups, their 

instrumentation, and the solo instruments have a striking effect on 

the overall dynamic structure of the movement. Generally, the 

groups and soloistic instruments are more antagonistic in sections 

that are either building or have reached a dynamic climax. 

However. consistent principles of order for predicting such 

occurrences are not always present. 

A large amount of data is gathered in order to generate the 

graphic representations of each movement's texture. Graphs 

illustrate the number of instruments playing at any given time, 
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how they are grouped. the number of soloistic instruments, their 

duration. and the perceived dynamics. The graphs aid in 

producing some overall observations and uncover additional 

details concerning the formal structure of this symphony resulting 

in a clearer understanding of Ives' methodology and organizational 

principles. 

For purposes of reference and discussion, the symphony is divided 

into sections according to the overall dynamic curve. Specifically, 

the points at which crescendos and diminuendos begin and end 

represent natural delineating areas. 
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BACKGROUND or IYES AND THE AMERICAN STYLE 

Immigrants to America in the early 19th century disembarked 

with basic necessities plus a strong culture and identity. No 

composite "American" culture or heritage could be found in the 

ethnic neighborhoods. Whatever art. music, and dance that was 

found In those tightly-knit communities was brought with them 

from the old country. Consequently, a nationalistic feeling, similar 

to that represented by the composers of Europe at that time, was 

slow to come forth from this new found land. 

However. the immigrants' common goal of forming a new nation 

was consolidated by mid-century and the once ethnic 

neighborhoods revealed a common American spirit. The land of 

opportunity was growing older and producing a heritage that was 

rich with new ideals. An American identity had unwittingly 

established the fertile foundation for a new culture with its 

proponents in search of their own style. 

The American style, which would eventually rival the European 

dominance in art. dance. and music, flourished using its own folk 

material. This i ncl uded Euro-American hymnology, Afro

American melodies, rhythms, harmonic patterns, and what 

became known as the "Frontier Experience." 
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Charles Edward Ives was known for musical citations and 

emphasis of such musical elements. He was born in 1874, and 

spent much of his early life in Danbury, Connecticut. Early 

musical training and inspiration came from his father, George 

Ives, a musician and leader of the Brigade Band of the First 

Connecticut Heavy Artillery! during the Civil War and was once 

commended by President Lincoln.:! George taught his son to value 

"manly" composers like Brahms and Handel while he considered 

Haydn and Mozart as too effeminate to be taken too seriously.3 In 

later years, Charles also revered Beethoven who was placed 

"above all other creators"4 due, probably in part, to the personal 

similarities between these two men. Both viewed the world as 

chaotic and contradictory and were generally alike in spirit and 

musical philosophies.s Their approach to the sonata form was one 

such example. This formal struc£ure, which attempts "to impose 

the unity of the Will on the chaos of experience," represented a 

contradiction with which they continually struggled.6 However, 

differences between these two composers exist from their 

respective environments (New England and Austro-German 

Article "Charles [ves." in The International Cyclopedia of Music and 
Musicians (edited by Oscar Thompson. 1964). p.1049. 

2 Peter Dickinson. "Ives and Copland." Heritage of Music (Ist cd .• 1989), IV. 
p.237. 

3 Ibid. 
4 Wilfrid Mellers. Music in a New Found Land (New York: Alfred A. Knopf, 

1965). pAS. 
S Alec Harman and Wilfrid Mellers. Man and His Music (New York: Oxford 

University Press, 1962), p.1050. 
6 Mellers, Music in a New Found Land. p.48. 
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cultures). their compositional methods, musical tools, experiences, 

and families. 

The elder Ives also taught his son the basic rudiments of theory, 

along with a variety of instruments including the plano, violin, 

cornet and the drums. l (Charles played the drums in his father's 

band at the age of 12.) Less conventional training included the 

experiments with ins truments tu ned in q uarter-tones 2 and the 

f· '1 til· I " amI y s smg-a- ongs of poly tonal songs which was done to 

"stretch" everyone's ears. 

At the age of 14. Charks held his first organist position In 

Danbury, Connecticut. As an adult. he held similar posts in New 

York City and ~ew Haven, Connecticut, while attending Yale. 3 

These posts helped to nurture and solidify his love for church 

hymns and improvisation technique that later became evident in 

his compositions. The church elders felt his improvisations were 

somewhat excessive at times and this became the catalyst for his 

resignation from the New York City church. "He felt that his 

duties to his congregation conflicted with his duties to himself as 

an artist. "4 

1 TIle Int"r'Z(ltl'v'lat Cy'c't p , fia "I " 1 ()49 ~" 0 t;(., yes, p. , 
2 Ibid. 

3 Claire Reis. Composers in America (New York: MacMillan & Company, 
1947). p.IY!. 

4 Mellcrs. Music in a New Found Land, p.64. 
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In 1894. the year his father died. Charles entered Yale and 

studied composition with Horatio Parker. Although Parker could 

not replace his father. Ives did have great respect for the well 

known composer. While there. Ives wrote two full symphonies in 

a "somewhat traditional manner demonstrating great skill in 

formal structure. fl uent me lodic cleve I opmen t. and smooth 

harmonic modulations." 1 

Upon graduation in 1898. Charles went into insurance business 

and shortly thereafter. teamed \\lith Julian :Y1yrick. Their New 

York based firm prospered very well and in 1908 Ives married 

Harmony Twitchell. A stroke In 1918 prevented him from 

continuing full-time work at the Insurance office and his 

composing had stopped completely.2 He lurneu his attention to 

organizing and amending the vast amount of manuscripts lying 

about. 3 It was also during this time that he wrote Essays Before A 

Sonata. published in 1919. which was a companion book to the 

piano Sonata no. 2 known as the Concord Sonata. His other "semi

philosophical essays" concerned themselves with the broad 

aspects of artistic creation including Me In 0 S which was published 

1 Article "Charles Ives." in Baker's Biographical Dictionary of Music and 
Mu.sicians (6th cd .. 1978). p.805. 

2 Rcis. Composers in America. p.191. 
3 Dickinson. "Ives and Copland." Heritage. IV. p.239. 
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after his death.! He also expanded his philosophical writings into 

the areas of economics and politics. 2 

By 1927, Ives was also suffering from diabetes, heart disease and 

cataracts over both eyes all contributing to bringing about his 

complete retirement from the insurance business in 1930. 3 At 

this point, he devoted himself fllll time to finishing old sketches 

and putting scores and parts in proper shape. The organization of 

the many photostats of pIeces, finished or not, made them more 

accessible to a limited but interested public. Ll\vrence Gilman's 

pronouncement in 1939 that the COllcord SOllata is "the greatest 

music composed by an Amaican" contributed to the rise in these 

This was followed by a general increase 10 

performances of his music and, in turn, a much greater public 

acceptance. 5 

By the time he died in 1954. the public had still not heard the 

majority of works Charles Ives had written. His output included 

four symphonies. a number of songs and large choral pieces, 

! Baker's. "Ives." p.805. 
2 Howard Boatwright, "Ives' Quartcr-Tone Impressions," Perspectives on 

American Composers (New York: Norton & Co .. 1971). p.3. 
3 The International Cyclopedia.. "Iycs," p.1049. 

4 John Kirkpatrick. Preface to the Performance Score of Symphony 
No . ..f. by Charles Ives. Edited by Theodore A. Seder. Romulus 
Franceschini. and Nicholas Falcone (New York: Associated Music 
Publishers. 1965), p.x. 

5 Ibid. 
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numerous sonatas for piano and violin, and many smaller works 

for solo piano. In the years that have followed, his music has 

been widely performed, recorded and generally accepted by the 

music world. 
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GENERAL STYLE 

Until the beginning of this century, the sensibilities of those from 

the older cultures whose "essence was refinement and 

selectivity" 1 had not been seriously challenged by an American. 

:vtusical1y, the prominent domestic composers of the late 19th and 

early 20th centuries, George Chadwick, Horatio Parker, and 

Edward MacDowell were students of European composers and 

subservient to their tastes. Their efforts within a German 

academic tradition resulted in very few compositions that could 

be easily distinguished from their European models. 

They were also part of the patronage system that produced what 

Yves termed "pretty-pretty" music and this meant compromising 

oneself. Examples of this compromise for both the artist and the 

art can be found, in accordance with Ives' thinking, by listening to 

Mozart, Debussy, and Chopin, to name only a few. "He who pays 

the piper calls the tune, and that a gifted composer would be 

tempted to prostitute himself... There is no such thing as a part

time prostitute: you are pure or you are not."2 

Dickinson. "Ives and Copland." Heritage, IV, p.236. 
2 Harold Schonberg, The Lives of the Great Composers (New York: Norton & 

Co., 1970)' p.547. 
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Ives strictly preserved his independence by paying for his own 

publishing (114 Songs, Concord Sonata et. al.). He was also 

interested in seeing that other 20th century composers did not 

have to "pay the piper" to obtain performances of their works. His 

generous contributions (at least $1000 annually) to the quarterly 

New Music Edition magazine assured that modern scores were 

published and thereby obtained the necessary exposure for 

even tual performance. 1 He refused royal ties and prize money 

from his music and admonished those who would suggest that 

copyrights were important. His strong vie\vs set Ives apart from 

all other composers.2 

As a Connecticut Yankee, he naturally projected a revolutionary 

spirit by experimenting and exploring the unregulated and 

untried.~ In this new country, the "grass-roots creative activity" 

was to be marked by an exuberance and a diversity. The 

academic traditions and standards were easily cast aside and 

replaced by a single rule simply stating that sound was a world of 

infinite possibilities to be explored. The aural imagination was, to 

be sure, stimulated by this simple edict. 

1 The Writings of Elliot Carter. edited by Elsa and Kurt SLOne (Bloomington: 
Indiuna University Press. 1977). pp.258. 

2 Stone. Writings, p.99. 
3 Mellers, Music in a New Found Land. p.39. 
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Those individuals that held to older standards and cultures felt 

that Ives' endeavors led to "amateurish" and less "correct" music. 

Walter Damrosch must have believed this to an extent. When 

rhythmic difficulties occurred while rehearsing Ives' First 

Sy mp h () n), the famed conductor noted to the composer, "You'll 

just have to make up your mind, young man! Which do you want; 

a rhythm of two or a rhythm of three?"l 

To Ives, the only criterion of "correctness," however, was the 

"music's truth . "" to experience. - I [is musical experiences were the 

creative sources for the tone pictures. A N"ew England heritage 

provided him with a rich diversity of sounds including hymns, 

camp-meeting songs and fiddlers. country fairs and marching 

bands playing patriotic tunes. \1usic was more valued when 

related to these types of human event~;3 and what better way to 

evoke those events. stirring the roots of memory, than through 

the incorporation of sounds associated wi th those events. It 

would seem that he had an exceptional aural memory of popular 

events and "could parody them surprisingly well."4 By recalling 

the collective experiences of Americans through these allusions 

and associations and creatively reinterpreting and transforming 

them, pieces such as Decoration 

1 Chase, America's Music. p.435. 
2 Mellers. Music in a New Found Land, p.40. 
3 Chase. America's Music, p.430. 
4 Stone. P,iritings. p.260. 

Day and Fourth of July 
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successfully establish an intended emotional tone. Not unlike the 

French Impressionists. the use of "colors and flavors"! were of 

great importance in the projection of these associations. However. 

Ives accomplished this not through a programmatic format. nor 

were his subjects based in the world of nature like the Europeans. 

People. their thoughts, feelings, and actions were his primary 

subjects for these stylistic collages. 2 

Anthony Heinrich (1781-1861), a Ken tucky composer, 

characterized this "Frcntier Experience" by utilizing and 

integrating pre-composed materials such as patriotic tunes and 

hymns.) Native subjects were the basis for some of his larger 

works including A '/ellerahie Chief (~l a Western Tribe of Indians, 

and NeH' Ellglalld Feast (~f ShellsJ, or clamhake. The importance of 

the harmonic foundation was "declining as new heights for such 

non-harmonic parameters as texture, rhythm, form. and register 

were attained. "5 

Charles lves' use of English texts also differed from the European 

tradition. Songs that incorporated poetry from the likes of Keats, 

Schonberg, Lives. p.543. 
2 Kirkpatrick, Preface. p.viii. 

3 Gilbert Chase, America's Music revised 3rd edition (Chicago: University of 
Illinois Press. 1987). p.277. 

J, One Hundred Years of Music in America, edited by Paul Henry Lang (New 
York: Schirmer. 1961 J, p.29. 

5 Chase. America's Music, p.440. 
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Stevenson. and Browning captured the interest of the American 

pUblic. Distinctly American titles for other works such as Central 

Park ill Dark and Three Places in New England also had the same 

effect. Harold Schonberg said that these reflections of the 

American unconscious made Ives' "one of the spiritual fathers of 

all composers in America."1 

Ives was isolated musically to a large extent and had few models 

(that were acceptable to hi m) by wh ich to be infl uenced. His 

thoughts and philosophies did not easily ally themselves with 

other composers or schools of composition. It is rare that an artist 

or composer IS so individualistic that he shuts himself off 

completely from the rest of the world."2 Elliot Carter also had the 

impression that Ives had a "rather restricted \vorld of musical 

con wets and was Ii mi ted to the few that really admired his 

music."3 Wilfrid Mellers felt that Ives "had to be alone to reveal 

the heart of a new world that had no traditions. "4 

While In creating and establishing new traditions, older 

techniques were also incorporated In either a conscious or 

unconscIOus manner. Melodic and rhythmic inversion, retrograde, 

Schonberg. Lives. p.S'+O. 
2 Jack Sacher. The Art (1' Sound (Englewood Cliffs. ~ew Jersey: Prcntice

Hall. 197 I). p.92. , 
.i Slone. Writings. p.259. 
4 Mcllcrs. Music in u New Found Land. p.64. 
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augmentation and diminution are some of the older techniques 

found in many of his works.l This practice may be attributed 

directly to the musical training that Charles Ives received by both 

his father (with the " I" man y composers as models) and the 

compositional courses at Yale with Horatio Parker. Not only does 

the more conservative First SymphollY, wrirren at Yale, utilize 

these techniques, but throughout his compositional career one 

finds numerous other examples. The F ollrth Symphony will be 

shown to be no exception. 

In musical form, his continuous dc\'clopmcnts are similar to some 

of Beethoven's more lengthy examples anci the use of borrowed 

folk and popular material is not unlike that of some Chopin and 

Bartok. The hymn tunes, especially, offer "a parallel to the use of 

Lutheran chorales by German composcrs."2 

Machlis draws parallels to the German composers of the Baroque 

period; it may also include his use of the concertante styie where 

small groups opposed each other by their timbres instead of 

blending into a composite whole) Ives varied the concertante 

style definition by sometimes having one of the separate groups 

1 Joseph Machlis. Inrro£illcliun lU Cotllemporllry Music (New York: Norton & 
Co., 1961), p.461. 

2 Donald 1. Groul, A Hislory of WeSlern Music (2nd cd., New York: NOrIan & 
Co., i 973). p.644. 

3 Machlis, Itllroduc[iutl, p.57. 
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play an ostinato figure and maintain its own tempo with a very 

different rhythm. 

(ves' borrowing of techniques is not limited to the Baroque. Classic 

and Romantic periods. The simultaneous use of sacred and secular 

melodies reminds the listener of medieval musIcians who found 

nothing improper with singing a motet with a sacred Latin text in 

one voice part and a secular French text in another. 1 

In addition to these techniques, Ives paralleled. and. at times, 

predated some of the stylistic tendencies of other 20th century 

composers and compositional schools. An unusual 

accomplishment for someone who "paid little attention to the 

'modern' composers of the day. "2 

Dissonance. a pervasive aspect of (ves' music. was "not a 

departure from the norm but was the norm."3 He had heard the 

singers and fiddlers. excited by their music. sing "off-key" and 

play "out of tune." Based on Ives' recollections, he attempted to 

recreate such high-spirited musics. He used chords based on 

different intervals rather than simply pyramiding thirds, utilized 

the full chromatic tone supply, and escaped overly metrical 

1 Dennis Marshall, "Charles Ives' Quotations: Manner or Substance?" 
Perspectives on American Composers (New York: Norton & Co., 1971), p.16. 

2 Sacher. Art of Sound. p.92. 
3 ~achlis. Introduction. p.460. 
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rhythmic practices. l Particularly noteworthy were the clusters of 

seconds. not unlike that of Henry Cowells' music several years 

later. 2 Ives' most advanced dissonances and rhythms appear 

most frequently when representing the transcendental his 

exalted goal for musical expression) These complexities also 

predate many of the similar elements found in Stravinsky's 

primitivism. 4 

The dissonances or ra w sou nds for a raw world" 5 were 

heightened by Ives' LIse of the large "Romantic" orchestra. This is 

evidenced by SLlch \\'urks as Holidays. The UI/wl.\wered Question 

and all fOLlr of his symphonies. Con temporary composers were 

soon experimenting with orchestral size and the composition of 

players. n 

"Although there IS an extreme LIse of dissonances. there remains a 

strong sense of key throughout and this produces a unified effect 

in the music."7 There are. however. other elements that tend to 

fragment his compositions. He creates obvious contrasts by freely 

mixing conventional and unconventional elements, such as the 

Boatwright. Perspeccives. p.3. 
2 Schonberg. Li I'e s. p.53'J. 
3 Stone. ~Vritings. p.IO I. 

4 Dickinson. Heritage. p.236. 
5 Harman and Mellers. Man. p.1 (lSD. 
6 Machlis. I nlrudllCliun. p.57. 
7 Ibid., p.460. 
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simple music of hymns. dances and marches intertwined with the 

many polyrhythms and poly tonalities.! Sudden changes in 

dynamics and the polyphonic "texture blocks" of sound that are 

constantly changing also seem to sectionalize his music. These 

blocks of sound are analogous to contrapuntal lines and may 

consist of two or more simultaneous streams of harmony, 

rhythms. and/or tonalities. 2 These resulting polyphonies of 

harmonies. rhythms and tonalities are typical [ves and they are 

significant in any analysis of Ives' compositions. A more detailed 

discussion of this aspect IS represented ill the chapter entitled 

"Necessity of a ~ew Theory." 

Ives' interests from 1901 onwards move increasingly towards 

other parameters besides pitch and the resulting dissonances. 

Polyrhythms and polymeters. both real and implied,3 begin to be 

more obvious. Percussive effects. complex cross-rhythms, and 

other novel rhythmic structures were similar to Stravinsky's use 

of them several decades later. 4 Hindemith. also known for his 

rhythmic inventiveness. came to the forefront years after Ives' 

impressive samples of polyrhythms in which entirely different 

! Stone,WritinRs. p.102. 
2 Machlis, Introduction. pA60. 

3 David Nicholls. American Experimental Music:1890-1940, (Cambridge, 
England: Cambridge University Press. 1990), p.21. 

4 Schonberg, Li~·es. p.S39-S40. 
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patterns of meter and accentuation sounded simultaneously.! 

Some of the jazz rhythms and style, popular in the music culture 

of the 1920's and 30's. were predated by Ives in several of his 

works including the FOllrth SympholZY. He was also one of the 

first to write without regular barlines and time signatures. 2 

Other compositional techniques anticipated by Ives include 

polyorchestral groups i.l half century before Stockhausen,3 

atonality that predates Schoenberg's works. ll1usique concrete, 

electronic music.;) (\V'ith writing for the Theremin). quarter tones, 

bitonality. aleatory:i and more flexible formal structures.6 

It should be noted that debate remains over this matter of 

"foreshadowed" technilJues. The actual extent of Ives' musical 

isolation from his peers and their styles has since come to be 

lJuestioned by many in recent years. including Elliot Carter. As he 

became more familiar with Ives personal and professional life, he 

felt that "one of the myths that has grown up about Ives is that he 

never knew about and never heard contemporary music. This 

may be true in his early years but not later. "7 

Rudolf Rcti. Tonality. Atonality. PanlOnaLity, l Westport, Connecticut, 
Greenwood Press, 1978). p.89. 

2 Machlis. Introduction. p,460. 
3 Schonberg, Lives, p.539. 
4 Harman and Mellers, Man, p.1050. 
5 Schonberg. Lives. p.539. 
6 Machlis. Introduction. p.46U. 
7 Stone, \\iritings, p.261. 
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The actual dates of certain compositions is called into question by 

Carter and others. 

"The score of the second movement of the F 0 II r t Iz 
S.vmp/zony, printed after the 1927 performance, shows an 
elaboration of dynamic markings seldom found in others ... 
A new score was being derived from the older one to 
which he was adding and changing. turning octaves into 
sevenths and ninths. and adding dissonant notes. Since 
then, I have often wondered at exactly what date a lot of 
the music written early in his life received its last shot of 
dissonance and polyrhythm. In this case. he showed me 
quite simply how he \vas improving the score. I got the 
impression that he might have frequently jacked up the 
level of dissonance of many of his works as his tastes 
changed ... "1 

Further discussion of both of these l\uestions Illay be found in 

Maynard Solomon's article. Charles Ires: Some Qllestions of 

Veracity published in the Journal of American Musicological 

Society, fall 1987. In ei ther case, Carter states that the 

compositional dates should be of little consequence and one 

should simply judge the music for what it is. 2 

Elliot Carter and most of his contemporaries were not always 

supporters of lves' music. Upon hearing the Concord Sonata for 

the first time. he states in a 1939 article that it consisted of 

"cyclical themes. contrapuntal development sections that lead 

ibid .. p.263. 
2 Ibid .. p.50. 
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nowhere, constant harmonic movement that does not clarify the 

form, transitions uncertain in their direction, and dynamics that 

have no relation to the progress of the piece. Confused texture, 

lack of logic that repeated hearings don't clarify, rhythms vague, 

and harlllonies are helter-skelter \vithout definite progression."l 

He continues in an article some months later by adding that "Ives 

too frequently was unable or unwilling to invent musical material 

that expressed his own vision authentically, instead of relying on 

the material of others." 2 

Unlike Carter, who e\'entually became a strong supporter of Ives, 

others were less enthusiastic for a variety of reasons. In addition 

to the Illany complicated dissonances, rhythmic and metric 

devices that the audience was subjected to, the performers as well 

had resented these startling sounds, This was due, in part, to the 

great amount of latitude and interpretation gl\'en to the 

performers.:; This aleatoric \vriting made Ives' music somewhat 

inaccessible to the public and difficult for the performers. Ives, 

on the other hand, didn't care if "the musicians bobbled the notes 

as long as they understood what the composer was trying to say 

and the genera! effect he was trying to achieve."4 He felt that, in 

the end, "the difficulty of performance was the performer's 

Slone, Writings, p.5!. 
2 Ibid .. p.26X. 
3 ibid., p.lOO. 
4 Schonberg. Lives, p.542. 
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bl h · "1 pro em, not IS .•. Also contributing to the resentment by the 

performers were the questionable "marginal comments in his 

music manuscripts, ... with some of the music poking fun at the 

profession [by adding I intentional cacophony and vulgarity. "2 The 

composers of the early 20th century also resented Ives' remark 

that "all contemporary composers of the time had chosen the easy 

way out. "3 

It is not unusual that Ives learned to reject the negative 

sentiments that many performers. composers. and the general 

public had concerning his music. His response to the critics in 

"typical transcendental fashion" was. "How can there be any bad 

music? All music is from heaven. If there is anything bad in it, I 

put it there - by my implications and limitations. Nature builds 

the mountains and meadows and man puts in the fences and 

labels."4 He equally scoffed at what little praise he did receive. 

Upon winning the Pulitzer Prize for Composition in 1947, he 

claimed that "prizes were for boys and that he was grown up!"5 

"Prizes are the badges of mediocrity,"6 he would say, and gave the 

award money to charity. 

1 Stone. Writings. p.lJ9. 

2 Ibid .• p.260. 
3 Ibid. 

(It is ironic that he studied with a 

4 Charles Ives. Conductor's Note to Performance Score of Symphony No. 4 
by Charles (ves (New York: Associated Music Publishers. 1965). p.14. 

5 Norman Lebrecht. The Book of Musical Anfcdotes (New York: The Free 
Press. 1985). p.289. 

6 Dickinson. Heritage. p.239. 
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composer who had received more cash prize money for 

compositions than any other contemporary American composer).! 

This probably led Schoenberg to call him "a great man who has 

solved the problem of how to preserve one's self and is not forced 

to accept blame or praise."2 

1 Lang. One Hllndred Ycars. p.99. 
2 Lebrecht. Anecdotes. p.289. 
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BACKGROUND OF THE FOlJRTH SY:vlPH00:Y 

Ives began the Fourth Symphony in 1909 (some sources state 

1910 as the composer wrote both dates on the various manuscript 

copies) and finished it in 1916. According to Harold Schonberg. it 

is the largest. "most sonorous and most complex" of all his works 

and "by far the greatest symphony ever composed by an 

American."l Charles Hamm simply suggests that it was the 

"crowning achievement of Ives entire career."l 

The first and second movements had heen performed in New York 

on January 29. 1927 and called the SYIII/JI/(JIlY for Orchestra and 

P ill /los.:' The solo piano part was played by the French pianist E. 

Robert Schmitz and the program notes \V~re hy Henry Bellamann. 

Eugene Goossens conducted the 50 players from the New York 

Philharmonic. 

For many it was the first exposure to quarter-tones and other 

20th century innovations. Rehearsals were very difficult and it 

was noted that at one point Goossens was so distraught over the 

bar-lines that did not coincide. that Ives had invited some of the 

Schonberg. Lives. p.546. 

2 Charles Hamm. Music in the New World (New York: Norton and Co .. 1983), 
p.433. 

3 Frank Rossiter. Charles /res and His America (New York: Livcright, 1975), 
p.208. 
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players to visit him at his New York home for rehearsals to clear 

up details of the score.! Generally the critics reaction was 

negati ve al though DaTi u s M i Ihaud. who had atte nded the 

premiere. felt that the piece was "rather intriguing."2 

Henry Cowell and the New Mllsic Editioll published the second 

movement in volume two, number two, January 1919.3 Ives nave o 

the first and third movement manuscripts to Jerome Moross and 

Benny Herrmann, director of the CBS orchestra. They reworked 

and clarified them with Ives' direct help as the manuscript and 

parts were in a complete state of disarray.-+ The first performance 

of the third movement took place at the ~ew School in New York 

City on May 17, 1933. The first three movements had now been 

presented to the public,S albeit at various times. which was a 

remarkable achievement considering that the symphony had been 

deemed "unplayable" for years. 

The performance of the last movement was the ch ief problematic 

movement in attaining a complete premiere. The score was 

extremely difficult to read, having been scribbled in pencil with 

Stone, lVritings. p.49. 
2 Henry and Sidney Cowell. Charles Ives and His Mllsic (New York: Oxford 

University Press. 1955). p.102. 
3 Ibid .. p.105. 
4 Vivian Perlis. Charles Ires Remembered: An Oral History (New Haven: 

Yale University Press. 1974), p.165. 
5 Rossiter. Charles Ives. p.304. 
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many perplexing alternatives sketched in the margins. In 

addition, the musIc had numerous technical difficulties to 

overcome. 

The entire piece lay dormant until Dr. Heinrich Strobel, a German 

conductor for the radio orchestra, Sudwestfunk lSWFj had 

expressed an interest in doing the world premiere of the entire 

symphony. 1 He contacted the appropriate people in America for 

the score and rights in 1955 to perform the work during the 

International Society of Contemporary \lusic festival in Baden-

Baden. 2 A number of musicologists were concerned that the 

Germans would capture the premiere opportunity and convinced 

Stokowski to do the first complete performance In America. 

Consequently, Germany received a reply that their request to 

obtain the score could not be met as the fourth movement had 

been "lost." However. according to Elliot Carter some years later, 

the manuscript had always been complete and safe in Ives' West 

Redding home and only a few pages of negative photostats were 

temporarily mislaid) The movement, when "found," did have to 

be deciphered, and Ives' death in 1954 compounded the difficult 

task in the transcription. Although Ives was not adverse to the 

performer inserting his interpretations into the music and even 

SlOne, ~I/ritiflgs, p.266 . .., 
Periis, Charles hes Rememhered, p.143. 

3 Ibid., p.144. 
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encouraged it, there seemed to be an excess of decisions left to the 

performers. 1 Several prominent musicologists including Theodore 

Seder and Kurt Stone diligently worked on the final movement for 

several years. 2 Many decisions had to be made including the 

number of conductors required for the polymetric sections. A 

total of three conductors were decided upon and eventually it was 

made readable and given to the copyists as the American 

rehearsals were set to begin) (A second set of orchestral parts 

utilizing one conductor was prepared for the second performance 

of the symphony in November of 1965 by the Orchestra of Radio 

Free Berlin directed by Gunther Schuller).4 A special fund of 

8,000 dollars from the Rockefeller Foundation was necessary to 

pay for the extra rehearsals needed for such a difficult piece.S 

The complex rhythms and metric modulations contributed to the 

difficulties \vhich often necessitated the orchestra to rehearse 

measure by measure. 6 The work done by Moross and Herrmann 

coupled with the past performances of three movements 

facilitated the reading of the score. These movements had clearer 

markings and notations made by musicologists, performers, and 

conductors. The numerous clarifications by the composer also 

Periis, Charles Ives Remembered, p.142. 

2 Theodore Strungin, "Symphony by lves to Get Premiere, " New York Times, 
April 13, 1965, Section 3, p.33. 

3 Periis, Charles Ives Remembered, p. 143. 

4 Kirkpatrick, Preface, p.xi. 

5 Strungin, NY Times, p.33. 

6 David Ewcn. Composers Since 1900 (New York: Wilson & Co .. 1969), p.298. 
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aided the performers in rehearsing for the complete symphony 

premiere. 

The premiere of the complete work finally occurred April 26. 

1965 under Leopold Stokowski and the American Symphony 

Orchestra at Carnegie Hal!.! Stokowski said it had been the most 

difficult piece he had ever conducted. 2 The response to this piece 

was quite enthusiastic from the beginning with many critics in 

agreement. The New York Times music critic, Harold Schonberg. 

said that it was "a masterpiece" with "trelll~ndous personality and 

authentic stature ... an amazing work.":; The ~\'lusic Critics Circle of 

New York voted a special a\',:ard to it for its "originality and 

gen ius. "-+ 

Ives had drawn from his experiences and memories of boyhood. 

commenting musically on what he had seen and heard. In 

addition to these references. he continually borrowed from his 

prevIous compositions and. therefore, much of the F 0 U r t h 

Symphony is an orchestral adaptation of several previous non 

symphon ic works. This includes some of the slow movement 

from the First String Quartet and the Hawthorne movement from 

Chase, America's Music, p.444. 
2 Ewen, Composers, p.298. 

3 Harold C. Schonberg, "Music: Stokowski Conducts Ives' Fourth Symphony 
in World Premiere After Fifty Years," New York Times, April 27, 1965, 
Section 3, p.29. 

4 Chase, America's Music. p,444. 
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the Concord Sonata; this latter movement IS incorporated into the 

piano part of the second movement. 

Almost every compositional device in his repertoire is integrated 

into the FOllrth SymphollY. These include polyrhythms. cluster 

chords, poly tonalities. and musical quotes from his own works and 

those of others. An additional device that he often incorporates 

and is evident in this work is the quietude that usually begins and 

ends each movement. The background of faint sounds give way to 

the sometimes loud quotations of themes only to eventually 

revert back to the quid~r dynamics by the end of the movement. 

These "may depict. in rather literal fashion, the noisy ... episodes of 

everyday life." I All of these devises create a sense of originality 

and a style that is distinctly Ives. 

Ives' aesthetic planning for this symphony contain. 111 the prelude. 

the searching questions made by man of life - What? and Why? as 

the subsequent movements represent the "diverse answers in 

which existence replies."2 The "questions" are in a clear and 

succinct fashion which is complemented by the third movement's 

orderly fugal form "answer." The prelude and third movements 

are fundamental and relatively simple. They differ greatly from 

Stonc. Writings. p.IO!. 
2 Leonard Marcus. liner notcs to Symphony No.4. by Charles lves (Columbia 

ML 6175 and MS 6775). 
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the chaotic and more lengthy "symbolic reflections" found in the 

dense clusters of orchestral sounds throughout the second and 

fourth movements. 

Each movement is scored very differently In the numbers and 

combinations of instruments. The total sconng includes the 

following: four flutes. two doubling piccolos. two oboes, two 

clarinets, three saxophones (though only one plays at a time), two 

bassoons, four French horns, six trumpets, four trombones, tuba, 

orchestral piano played four hands. solo piano. celesta, organ, 

optional theremin (suggested hy the composer after its invention 

eight years following the completion of the symphony), strings, 

and chorus. The percussion section is quite large and includes five 

timpani. snare drum. military drum. tom-tom, bass drum, 

cymhals, light and heavy gongs, high and lo\v bells. and triangle. 

There is a separate conductor required In the second and fourth 

movements for the percussion section. The fourth movement has 

two distinctly different percussion groups. \Vhile one group 

directly accompanies the orchestra, the other requires the use of a 

second cond uctor by its rhythmic and metric independence. 

There is also a distant ensemble of five violins, viola and harp 

which needs an assistant conductor In the first and last 

movements. 
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Ives instructs placement of 'specific groups of instruments on 

different parts of the stage and auditorium believing that by 

controlling the distance the sound travels would affect the relative 

intensities of the sounds. This placement has its roots in Ives' 

childhood memories of distant marching bands, church bells, etc. 

and the desire to recreate this effect. I The result of varying the 

distance between a sounds origination point and its audience is 

very difficult to reproduce simply by reducing or increasing the 

number of instruments or by varying their intensities. 

By varying the foreground. middleground. and background of the 

music in this manner. "there are possibilities ... that may benefit the 

presentation of music. not only from the standpoint of clarifying 

the harmonic. rhythmic, thematic material. etc. but of bringing the 

inner content to a deeper realization. Music seems iOO often all 

foreground even if played by a master of dynamics. "2 Through 

varying the distance and the composition of the instrumental 

groups, the resultant dynamic effects were readily apparent. Ives 

employed this technique In other works including the 1906 

Universe SYl1lplzony,3 Central Park in the Dark, The Unannvered 

Question. and the Hawthorne movement4 from the Concord Sonata. 

1 Nicholls. American Experimental Music. p.42. 
2 (ves. Conductor's Note 10 Performance Score. p.13. 
3 Cowell. Ives. p.2l. 
4- Nicholls. American Experimental Music. p.IS. 
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Movements that require a specific spatial arrangement of 

instruments may be called, according to Cowell, "idealistic" 

movements.! There are many balance and amplitude problems in 

separating instruments and Cowell felt that the composer's 

intentions were more of an ideal than a real possibility. The 

Universe Symphony. for example. calls for the orchestras and 

choirs to be placed on hilltops. This diversity in orchestral 

placement would result in almost a total loss of sound in the 

performance if the composer's instructions were strictly followed. 

However. just as Ives believed that the accomplishment of the 

musical difficulties was the performer's problems. he felt similarly 

about the production part of his works but always believed that 

the "impossibilities of today are tomorrow s possibilities." 2 

Through the use of amplification and modern technology. Ives' 

ideals can be attained. Even the overall sound balance without 

the added difficulties of the extreme spatial arrangement would 

be benefited by modern technology. At those times when the 

celesta is called upon to balance with a loud trumpet and the 

flutes in a low register to be adequately heard with the brass, 

amplification can assist. 

! Cowell. hes. p.lW. 
2 Ibid. 
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There are some instances when even Ives agreed that some of the 

rhythmic passages are "too hard to perform exactly."l However, 

he did not delete these complexities for "something [morel 

suitable for the instruments when the lill/sic calls for something 

else."2 The music, as he heard it, may have called for such musical 

directions like the "piano to be played as indistinctly as possible," 

or "in a gradually excited way." Likewise, scoring indications such 

as in the song A Son of a Gam/Jolier that instructs a kazoo chorus 

to accompany several flutes, fiddles and flageolets was probably 

not a literal direction but an indication of the type of tone color he 

\\' ante d. ~ Whatever eli fficulties in the performance of his works, 

he al ways be lieved that "the importance of the overa!! music's 

idea will overcome" them. 

1 Ibid. 
2 Cowell. lves. p.181. 
3 Schonberg. Lives. p.541. 



NECESSITY FOR A TEXTURAL-BASED THEORY 

"My music is not built on themes any longer, nor on a 
row, but I ike many works of the past 100 years, on a 
specific repeater of sound treating all of its characteristics 
as contributing to the musical statement. A tone color, a 
chord, or a texture can play just as a substantial a role in 
the musical process as a theme is said to have in previous 
music ... the insistence on the primacy of the theme in 
older music is one of the falsifications that music theorists 
and critics have handed down to us." I 
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Arnold Schoenberg in the early part of the century realized that 

there was a void in the standard approaches to musical analysis. 

The analytical methods placed a great deal of emphasis on the 

element of pitch and the combination of pitches that create 

melody. Melody and harmony had always been given primary 

importance and treated as the only relevant strands of continuity 

in traditional analysis. The remaining elements such as register, 

groupings of instruments, dynamics and voice changes were all 

considered nuances and acted as a carrier for the harmonic and 

melodic functions. 

Until the 19th century. it may be argued that the composer also 

felt that these elements were less important than the melodic and 

harmonic elements. The obvious absence of specific instrumental 

I Schoenberg, Arnold, Hl.lrmotlieiehre, (Leipzig and Vienna: UnEd. #3370. 
1911). p'-+70. 
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notation in many works throughout the music of the Medieval, 

Renaissance and Baroque periods supports this argument. 

Composers of the last several centuries have included more 

exacting instructions for the instrumentation. dynamics. tempo, 

and technical markings in their works. The task of interpreting. 

discovering and understanding the existing complex relationships 

between these numerous elements. has also increased. 

Music from the twentieth century and the non-traditional musics 

from the color-rich. l1on-Eufl)pean cultures ha\e demonstrated to 

western composers radically new principles of musical 

organization. Such music and western compositions that react to 

it. defy traditional analytical methods. Many works remall1 

unapproachable and incomprehensible because of these new 

intellectual and cultural frames of reference. 

A new analytical approach is necessary to account for a wider 

understanding of musical sound. A complete theory of texture 

would enable one to see movement of sound masses and shifting 

planes, provide a rationale for the choice of instrumentation, 

registration, and dynamics as well as explain the principles that 

interrelate the diverse sounds. Recognizing these fundamental 

constructive elements and subtle discriminations would alter 

many previous thoughts of musical elements. 
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Timbre, or tone-color. is an element of music that has far too often 

been treated by musIc theorists as a surface detail and "even 

irrelevant insofar as form and organization are concerned."1 On 

the other hand. composers In the past few centuries have felt that 

the manipulation of timbres is of paramount importance as they 

interact with other parameters including pitch. duration and 

loudness. A composer's particular "palette of sounds" represent 

the coordinated activity of these parameters. Registration also 

directly contributes to the listener's recall and interpretation of 

sonority. For example. attentiveness to the melodic peaks and 

valleys lllay waiver according to the textural densities at that 

moment. Dissonance and harlllonic tension are often emphasized 

through an increased building of textural densities, as much as 

through the specific pitches chosen. 

A theory based on timbre would explain the choices and 

succession of tone colors and the principles of order by which 

those choices were made. This would be analogous to traditional 

analytical attempts to explain the innate concept of 

melodic/harmonic patterns and choices. Considerations of texture 

could provide a common means for assessing music of virtually 

any style or genre. and also provide a basis for comparison of 

quite different stylistic works, and even transcend considerations 

I Dclonc. Aspects, p.67. 
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of pitch detail and form. It 'would especially be helpful In many 

works of the 20th cen tury. 

Arnold Schoenberg was aware of the importance that timbre had 

in his music. In his theoretical writings on the subject of 

Klangfarbenmelodie, or "where the whole sound participates" he 

states that; 

"If it is possible to make compositional structures from 
sounds which differ according to pitch, structures which 
we call melodies. sequences producing an effect similar to 
thought, then it must also be possible to create such 
sequences from the timbres of that other dimension from 
what we normally and simply call timbre. Such 
sequences would work with an inherent logic, equivalent 
to the kind of logic which is effective in the melodies 
based on pitch. All this seems a fantasy of the future, 
which it probably is. Yet I am firmly convinced that it can 
be re a I i zed. " 1 

Ives also recognized that a single approach method of analysis 

falls short in analyzing the multiplicity of musical events that may 

include thick. thin. chordal, contrapuntal and/or rhythmic textures 

occurring simultaneously. He felt that music and art were 

analogous to each other and therefore believed that as the eye can 

focus at different depths, so can music be viewed. Thus, these 

many depths and strands of continuity create multiple layers of 

focus and attention for the theorist. 

1 Schoenberg, Harmonielelzre, pp.470-471. 



"As the eye in looking at a view, may focus on the sky, 
clouds or distant outlines, yet sense the color and form of 
the foreground, and then, by bringing the eye to the 
foreground. sense the distant outlines and color, so, in 
some similar way can the listener choose to arrange in his 
mind the relation of the rhythmic, harmonic, and other 
material. In other words, giving rhe musical piece in two 
parts. but both played at the same time .... the whole 
played through twice, first when the I istener focuses his 
ears on the lower or Earth music and the next time on the 
upper. Heavens ll1usic ... The Earth part is represented by 
lines. starting at different points and at different 
intervals. A kind of uneven. interlapping counterpoint 
somdimcs reaching nine or ten different lines 
representing the ledges. rocks weeds... And with this 
counterpoint.. a few of the instruments playing the 
melodic lines are put into a group. playing masses of 
chords built around intervals in each line ... "! 
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Ives would agree that there are problematical areas in his music 

for the theorist. Ives prefaces his music \vith a philosophy that 

the "ideas of the music are more important than the exact way in 

which they are written down ... the substance was to dominate 

rather than the manner."2 The "manner" in his case was often 

sonorous chaos brought about by having opposing textures playing 

either simultaneously or in violent alternating succession. The 

attempt to discover unity within [his chaos is "in essence a 

transcendental act."3 

[yes refcring to his Universe Symphony. Cowell. Charles Illes, pp.201-
202. 

2 Dickinson. HeritaRe. pp.237-238. 
3 Mellers. Music in a Nell," Found Land. p.4S. 
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Varese also expressed a belief in ti mbre as a compositionally 

viable musical element that could he subjected to precise 

structural control In a way that is analogous to those developed for 

pitch. "Timbre would be completely changed from being 

incidental, anecdotal, sensual or picturesque: it would become an 

agent of delineation like the different colors on a map separating 

different areas. and an integral part of form."l 

Some Previous Textural Analytical Techniques 

One of the earliest pieces to include timbral directions and 

notation can he credit~d to the :Yting Dynasty ca. 1425. "Plum 

Blossom" for ch'in 2 includes specific instructions for "coloring" the 

sounds. The ch'in notation "adds to almost evay note, a symbol 

describing the means of producing its tone color" and the result is 

an awareness to the many possible string performance techniques 

and subtleties.3 The ch'in notation is perhaps the "most explicit 

notation developed for tone-color in any culture pnor to the 

twentieth cen tury. "4 

Yarese, Edgar, "The Liberation of Sound." Perspectives of New Music 5, 1: 
pp.I-19. 

2 A plucked zither of seven strings dating back to at least 1000 S.c. 

3 Robert Cogan and Escot Pozi. Sonic Desif.;tl (Englewood Cliffs: Prentice Hall. 
1976). p.334. 

4 Ibid., p.347. 
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Western music has only begun in these past few centuries to 

incorporate such timbral markings. Indications for specific 

instrumentation and technique directions including col legno, am 

steg. and natural and stopped harmonics are some examples. For 

many years the study of tone-color was limited to these 

instrumental combinations and directions. As their usage 

increased. scientists and theorists took a greater interest 111 the 

resultant sound. This doesn't mean that subtle use of timbre did 

not take place in the past; it simply was not specifically notated. 

1'Iumerous performance manuals discuss such techniques to alter 

tone color not specified in the score. 

In the late 1800's. "Oil the Sellsatiolls of TOile" by Hermann 

Helmholtz. l introduced the scientific and theoretical consideration 

of timbre to the music and scientific communities alike. The raw 

material found within this book illustrated that the previously 

thought of "nuances" could be a means for valid illumination. It 

approached the entire art of sound through timbral analysis and 

was the primary step in establishing the role of color. 

Helmholtz based much of his research in looking at a seemingly 

single note as actually a compound tone possessing a different 

formula, "recipe," or "spectrum." The spectrum of a tone consisted 

This book was in the family library during Ives' youth. Boretz & Cone. 
Perspeclil'es of American Composers. p,6. 
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of the number of partials in a sound and the relative intensity of 

those partials. This was the beginning step in the much more 

complicated analysis showing the spectrum and partitioning the 

different types. degrees, and loudnesses of various instrumental 

combinations. 

The musical analytical problem of parsIng, identifying, and 

describing tex[Ural parts of a composition remaIns. In recent 

years, Robert Cogan has continued this pioneering research 

d~\'oting a llumber of writings dealing with both general aspects 

of timbral analysis as \\'~Il as the analyses of sp~cific works. Some 

of his books and articles include: "Toward ([ TlzerJr)' of Timbre: 

Verbal Timhre ([/l(1 ,'I411sical Line ill Purcell, Sessions and 

Strarinsky,"i New Ill/ages of" J1l/sical SOl/lid.,:' and Sonic Design3 

NeH: Images has a direct relationship to Helmholtz's single note 

spectrum arproach. 

The following are several varying approaches to the problem of 

timbral analysis as recorded by previous researchers. These 

approaches show the deliberate reciprocal relationships between 

Robert Cogan, "Toward a Theory of Timbre: Verbal Timbre and Musical 

Line in Purcell, Sessions and Stravinsky," Pcr.l'pcCli\·cs of New Music 
(Fall-Wimer IlJ(9): pp.75-81. 

2 Robert Cogan, Ne~ ... Images of MusiwL Sound (Cambridge: Harvard 
University Press, 1984). 

3 Robert Cogan and Escot Pozi, Sonic Design (Cambridge: Harvard University 
Press, 1976). 
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sound color and pitch and their effectiveness in building musical 

structures. 

I n Pitch ([/ld Textllre Analysis of Ligeti's "Lux Aetenza." Jan 

Jarvleppl (1982) graphs and discusses ten self-contained textural 

blocks that appear either alone or in layers and have a very strict 

internal pitch construction. The blocks are delineated by the text 

and categorized as homophonic or polyphonic. The lack of 

variance in the dynamics caused them not to be a factor 

throughout the piece. 

Chou Wen-Chungs article is entitled "Ionization: The Function of 

Timbre in its Formal and Temporal Organization."2 The grouping 

of instruments was based upon relati\'e register position, their 

articulative ami vibratory characteristics, or timbre (metal, wood, 

membrane etc.). The groups were assigned one or more of the 

following functions: generating germinal ideas, defining textures, 

linear elaboration, verticalization of texture, delineating phrases or 

sections, modulation in timbre and register, and providing special 

acoustic characteristics. Five large texture groups are the result of 

Jan Jarvlepp. "Pitch and Texture Analysis of Ugeti's Lux Aeterna," ex 
tempore 2: 1 (1982). pp. 16-31. 

:2 Chou Wcn-Chung. "Ionization: The Function of Timbre in its Formal and 
Tcmporal Organization" in The New Worlds ot" Edgard Varese: A 
Symposium (Brooklyn: Institute for Studies in American Music, 1979), pp. 
27-74. 
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these function assignments and the bulk of the research looks into 

those interrelationships. 

An Investigation of Textural Activity and its Hierarchical 

Strllclllres ill Selected Works h)' Penderecki," I a 1986 thesis by 

Paul B. Daley, explores the novel techniques found in three 

Penderecki compositions. It focuses on the temporal aspects and 

the textural activity which consists of a broad definition of 

rhythmic proportions, pitch motion, and the number of layers. The 

goal was to locate hierarchical levels of structure which would 

manifest themselves by the appearance of large scale patterns or 

gestures. A number of composite density graphs aided the 

examination of the data collected. 

Problems remain in the language and notation of timbre analysis. 

Notation of pitch, rhythm, and harmony are all quite advanced 

when compared to a standardized and comprehensible timbral 

notation and method of analysis. One problem includes the 

specific timbral characteristics (range, instrumentation, dynamics 

et.al.) that are scrutinized dictate the methodology employed by 

the analysts. Noone method seems to analyze all of these 

characteristics equally well. There are also sophisticated 

technologies that are available for displaying the single tone 

I Paul M. Daley. An Investigation of Textural Activity and its Hierachical 
Structures in Selected lVorks by Penderecki." Master's Thesis. University 
of Texas. 1986. 
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spectra, but the display of the numerous and relative intensities of 

instrumental combinations is a cumbersome notational process. In 

order to achieve meaningful results through graphic 

representation, an innovative notational system must be found to 

adequately present these characteristics of range, instrumental 

groupings, and dynamics. This study contri butes toward that goal. 



OBJECTIVE 

"Today we have different conceptions of what timbre is, 
its potential musical uses - we think about it differently; 
but for Helmholtz ... he chose to lirnit the definition of 
timbre. His theory was anything but a theory of noise 
perception - noises had nothing to do with music. Today 
we know that noises are integral to musical timbre and 
we would like to know a great deal more about the details 
of noise perception. The taste of Helmholtz's time and his 
own preferences required for a good musical effect, 'A 
certain moderate degree of force in the five or six lowest 
partial tones, and a low degree of force in the higher 
partial tones'. Today we are willing to hear 'good musical 
effect' where the timbral materials have a very high 
degree of force in the higher partial tones." 1 
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Creating an exact methodology to explain the density of sound 

found in Ives' Fourth Symphony is a large task. This research 

provides the first steps In gaining an understanding of this 

symphony's timbral relationships. 

The sound masses and the numerous strands of activity associated 

with them has often made listening to Ives difficult for some. This 

probl em IS due, I n part, to the fu ndamen tal style and 

organizational differences found between the 19th and 20th 

century composers. "Counterpoint and the general projection of 

melody against melody, rhythm against rhythm, and textural layer 

1 Erickson. Sound Structure in Music. p.23. 
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against I ayer" characterize most clearly these di fferences. 1 Ives' 

concept of polyphony differs from the traditional one as he treats 

textural blocks of sound polyphonically and superimposes one 

upon another. 

" ... Ives for the first time in history establishes ... in quite a 
number of his compositions a polyphony of groups. A 
polyphony in which the elements are not lines but full 
musical entities \vhich carry within themselves their 
harmonic and contrapuntal life. In fact, almost all the 
other characteristic features of his style; ... polyrhythms, 
... phrasing and grouping .... blending of. .. tonal and ... atonal 
elements. and his peculiar notation. are often but 
consequences of his concept of group polyphony. It is 
particularly impressive to observe how this idea of group 
polyphony often becomes the architectural basis not only 
of his gigantic formations .... for instance the Fourth 
Symp/zoIlY. but even some of his simplest. .. creations . 
... Indeed. in such designs the essential problem ... is 
whether such divergent groups can be unified in one 
artistic organization. . .. In modern music ... the 
independence and diversity of groups goes deeper [than 
in Gabrieli's dayl."2 

The densities and dynamic levels of the sound-masses "can form 

se parate composi te parts or I ayers with an interrelationship 

analogous to that of single lines of counterpoint."3 These sound 

blocks take on a new identity with each instrumental entrance 

merging to create anew, composite entity of sound. This may be 

DclOI1C, Aspects, p.IS3. 
:2 RCli, Tunalit}·, p.ISl. 
3 Dclol1c, Aspects, p.188. 
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analogous to the increasingly complex texture traditional 

counterpoint attains with each new entrance of the subject. 

Alteration of chordal and contrapuntal textures in most of Ives' 

works is also difficult for many listeners. To perceive his strands 

of activity masked by the great diversity of densities and overall 

chaotic sound-mass, "a global concept of heari ng is required." 1 

The central focus of this research is the establishment of criteria 

for finding relationships. combining, partitioning, and graphing the 

textural blocks of sound in this symphony. The larger sound 

blocks consist of instrumental groups that are rhythmically related 

in some way and "soloistic" instrumental parts that are not related 

to any groups' rhythms. The immense task of partitioning these 

textural blocks of sound also forms the basis for more detailed 

relationships to be extracted at a later date. 

The interrelationships that exist between and among the textural 

blocks are viewed and discussed. (This kind of logic may be 

analogous to that used in the discussion of pitches and melody.) 

This will include how the overall motion is affected by the 

dynamic and rhythmic characteristics of the sound masses. This 

Francois. Jean-Charles. "Organization of Scattered Timbral Qualitics: A 
Look at Edgar Varesc's Ionization." Perspectives of Nnv Music 29.1 
(Winter 1991): p.62. 
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may possibly lead to a radically new type of theory codifying the 

interrelationships between all of these elements. 

Similar to other types of analyses, foreground. middleground, and 

background levels may reveal strata of timbral changes based on 

several linear rhythmic interpretations. Each stratum is 

distinguished by a particular periodicity of pitches or pulses and 

its density - that is, the number of musical events occurring within 

a determined time span. (How this time span is determined is 

discussed in more detail in the "Criteria" chapter). In other words, 

a distinguishing feature of each stratum would be either a general 

or specific set of regularities and an element of expectancy would 

result. 

[n achieving any meaningful observations three distinct steps are 

taken: 

I )The group(s) and soloistic instruments based upon similarities of 

their rhythmic structure are found and graphed. The criteria for 

the selection of instrumental groupings follows this chapter. 

2)The dynamic curve or line and how it relates to the larger 

texture blocks are discussed. 

3)The relationships of the groups to each other (rhythmically, 

instrumentally)1 and the interaction that the dynamics have in the 

1 Although melody was not a focal point, relationships were often found 
between the similar melodic gestures and rhythmic patterns among the 
various instruments, i.e .. those with similar melodies often had the same 
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confluence of these sound blocks affecting. the overall texture are 

discussed. 

By proceeding through these steps, instrumentation, density, 

fluctuations, and antagonistic/cooperative qualities of the groups 

affect are ex posed. The relationship of dynamics to the 

instrumental groups, including the building and releasing of 

tension, is reviewed in detail. Finally, action and repose 

correlations, the relative pacing of events and the diverse speed of 

activity arc illustrated by the delineations of these groups. 

Ives often produces great dynamic contrasts as a result of an 

increase In the instrumental density. The dynamic intensity, 

produced hy various combinations of group and solo parts, are 

illustrated in the graphs. By comparing the dynamic curves with 

the number of rhythmic groups and solo instruments, an organized 

plan to reveal new musical relationships is established. 

The sound blocks discussed in this research are not unlike Jean-

Charles Francois' and Chou Wen-Chung's boxed "structures" of 

various grouped timbral qua!ities.] However, they will be 

relatively short in duration and more discrete than found in some 

rhythms. However. the opposite case was not always true. Similar rhythms 
found between the instrumental parts did not necessarily imitate each other 
melodically. 

I Francois. Perspectives. pp.53-63. 
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of the works cited previously, including LlIx Aeterna. The 

duration, density and dynamics of adjacent blocks of sound will be 

shown and discussed. It is suspected that they are 

isolated sound groupings but possess a number 

characteristics. 

not disjunct, 

of common 
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The Criteria for the Selection of Textured Groups 

In order to present two or more distinctly different textures 

simultaneously. composers must contrast those textures In a 

significant way. Contrast in range, rhythm. dynamics and meter 

are just some of the parameters involved in accomplishing this 

task. For the theorist. problems exist in deciding whether or not 

instruments belong to a particular group. Gradual mixing, 

mutations. and transformations of groups make decisions and 

analytical observations highly subjective. 

Although both rhythm and pitch contribute to textural 

organization. rhythm often provides a "more objective initial basis 

for textural analysis. as certain predispositions about pitch that 

are not pertinent to rhythm are built into us via early training 

such as tonal relations In a key. membership In a triad, 

registration and dynamics." 1 Therefore, the color or 

instrumentation groups are based upon their rhythmic similarities 

as it is the "element of stability and the generator of form ... "2 

Th . I d d" I'" I t' II' I' _ e lnstrumenta_ parts eeme so 0 In t le _o __ owmg ana_ys1s are 

not based on melodic or individual sounding considerations. 

Rather, they are based upon finding a rhythmic pattern that is 

Dclonc. Aspects. p.113. 
2 Varcsc, Perspectives, p.ll. 
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distinct and not related to any other present rhythm. Groups are 

simply based upon their respecti ve rhythmic simi lari ties. 

While many instrumental parts share the same specific rhythmic 

patterns, (hence the basis for group formation). there are often 

degrees of rhythmic similarity between several patterns. This 

similarity IS seen In the parts that support the predominate 

rhythmic pattern. (Figure 1; movement II, 111.111 Rop II and T 

bssn). Instances where there were longer note val ues, (i.e. half / 

\vhole notes) wh ich punctuate the pri Illary rhythmic pattern, these 

longer notes were deemed as providing a supporting role to the 

more active rhythmic pattern and were grouped with the pattern. 

(Figure 2; movement II. Ill.4S - violin II and viola) However, 

there were points where instruments with the same long note 

values were regarded as a group, separate from the active 

rhythmic group. The majority of strong and/or weak beats were 

also compared between the active and sustained rhythms and a 

determination was made based upon their relationship. 
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Placing cross rhythms 1 in the correct group was difficult because 

of their rhythmic similarities. In the most obvious case, if a 

pattern was exactly the same as another. they were grouped 

together. Instrumental parts that had the same cross-rhythm 

grouping. i.e. four against five, (Figure 3: IllOVelllent II, m.IIS -

flute and HBell) but had a different rhythm. were combined to 

form a group as it was probably the intention of the composer that 

these instruments be regarded as a textural entity. The criteria 

became somewhat more subjective when the patterns had slowly 

mutated from each other. 

The formation of a specific group may also be based upon similar 

accents or stressed beats. Instances where the rhythmic patterns 

did not coincide exactly but the accent marks over similar beats 

bet\veen the various patterns were perceived as more than 

coincidental in these situations. It is felt that Ives deliberately 

paired those instruments through this technique and the analysis 

takes this into consideration. (Figure 4; movement II, m.118 -

orchestral piano I and light gong). 

Cross-rhythms are defined as contrasting rhythms involving a conflict 
of meter or accents. sometimes refcrcd to as polymetric. In this 
discussion. the tcrm is limited to only those rhythmic patterns that are 
beamed or grouped with an accompanying slur and number. Cowell's 
term "gruppclti" may also be usc here. 
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FIGURE 3 

Same cross-rhYihms grouped together: Fi and Hbell 
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FIGURE 4 

Rhythms with similar accents are grouped: op I and It. gong. 
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In order to visualize Ives' group polyphony, the types of groups 

and how their instrumental density and dynamics relate to each 

other was determined. Groups were categorized into centraL 

antagonistic and cooperative groups. 

This somewhat subjective cietermination was mack to find one or 

several groups as the central focal sound mass set forth to carry 

the melody, rhythm, or texture block of sound. Although it is 

often a difficult task for any theorist to presuppose the true 

intentions of a composer, listening repeatedly is a strong basis for 

this decision. Analysis was then made as to the similarities and 

dissimilarities between the remaining groups and the central 

group(s) based upon strictly rhythmic and metric considerations 

and not melodic. (Figure 5; movement II. Ill.173 - high bell 

against bass). These groups "supporting" the central group or 

instrument are further divided into two types: accompanyIng (or 

cooperative) and antagonistic. (Accompanying parts are marked 

with an "A" near the group or instrument while the antagonistic 

part is labeled with a "T"). These labels convey their respective 

relationship only to the central group and are labeled as such 

throughout the graphs. The numerous fluctuations ;.... dyn"m1{",c 111 • a,1 ...... _ .... 

causes the determination for labeling the central group more 

difficult. The melodic group is labeled with an "M". The central 

melodic focus changes often. 
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The degree of rhythmic variance, as delineating a group's 

boundary points, was also used as an important basis for 

separating the types of groups. A group of instruments that had 

rhythmic and metric similarities with the melodic group were 

considered supporting. or "cooperative" with that melodic group. 

(Figure 6; movement [I, m.16 i-snare supporting the trumpets). 

When there were instances of separate groups in accompanying 

roles outlining much the same as another. they were merged and 

treated as a single group. Figure 7 illustrates this point. In 

movement II. measure 123. the solo piano outlines or fills in the 

bass part; 111.134 orchestra piano I fills in but still accompanies on 

the beat for the trumpets; also m.168 has the timpani and Indian 

drum on the strong beats accompanying the melody. 

There were instances of directly opposing rhythmic patterns that 

would sti II be considered cooperative in nature as they highlight 

the main melody. The rhythms are "complementary" to each other 

and are designated - (c) - in the graphs for this study. Thus, the 

two smaller groups of complementary rhythmic instrumental 

parts are grouped together as they are regarded to be a conscious 

effort by the composer to balance the rhythms and textures of the 

two parts. (The notes within the triangled parts, as written by the 

composer. are instructions for playing a quarter-tone sharp.) 
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An example In the fourth movement, measure 32-34 illustrates 

this point. (Figure 8; movement IV, m.32) Half notes played by 

the viola are direct offbeats to the bass. The solo piano 

incorporates both of these rhythms anc! acids one more in the 

upper register. The combined rhythms of these groups produces a 

note on each strong and weak beat in the measures and therefore 

supports any rhythmic group that plays on some or all of those 

beats. This would be the simplest example of offbeat support. 

The many changes in meter at simultaneous points between the 

various instruments necessitated a stronga rationale for not 

group1l1g instruments all together but In a cooperative relationship 

with the central group. Instances were found throughout the 

symphony where some parts played in an (}rerull cross-rhythmic 

structure and were not duplicating the rhythm of the other 

instfUment(s). It was felt that this was a deliberate and successful 

way of writin o o different rhythms while s till hearing the 

cooperative nature of these various groups. (Figure 9; movement 

II, m.IIS - flute and high bell). 

In general, the group(s) whose rhythms and meter were very 

contrasting In nature to the central group were considered 

antagonistic. In the extreme cases, these were easy to determine 

but the duration of similarity or dissimilarity between the two 

groups was also a primary mediator in establishing the type of 
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Complementary rhythmic parts are grouped: viola and bass. 
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FIGURE 9 

Parts with different rhythms but similar meter: fl and Hbell. 
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seemed antagonistic at 
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There were also instances of a group that 

the outset of a section, but would slowly 

change to a more cooperative nature. 

More importance is given to groupings that last five or ten seconds 

over those that last only several seconus regardless of the number 

of measures. Real time is directly affected by tempi and this is a 

factor in determining the importance and placement of some 

instrumental parts. These considerations proved to be paramount 

in the durational evaluation of the rhythmic groups. 

In the second movement, Ives, concerned with the complexity of 

simultaneous textural groups and the overall sound, placed 

specific "importance letters" next to the instrument(s) or 

instrumental groups. (Figure 10; movement [I. m.1) The parts 

notated with the letter "A" are intended to be given the most 

prominence for those measures so indicated with the letter "B" 

next to an instrument less importance. Ives used the letters A 

through K to show relative importance of groups. In some of the 

keyboard parts, the placement of these letters on the score was 

sometimes confusing and seemingly not consistent. A letter found 

between the right and left hand staves when the respective parts 

were 1ll antagonistic groups was one of several such difficulties. 

At such times, an inspection of other instruments, rhythmic 
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FIGURE 10 

Letters of graduated importance: Most parts. 
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structure and prominence degree was a factor in the authors final 

decision of where the keyboard letter belonged. 

Overall, the placement of these letters in the score helped to assure 

future conductors of Ives' intentions and the relative importance 

he felt on the sounding instrument(s) or groups. It established an 

indication as to the composer's intentions regarding dominant 

sound masses. Therefore, group qualities of dominance and 

accompanying will have a more centralized focus in the discussion 

of the second movement. Whereas. only the Stokowski recording 

of all four movements is widely availahle. one can only speculate 

how the emphasis of the dominant/accompanying groups would be 

altered hy other conductors and orchestras. It is unfortunate that 

Ives only added these notations to the second movement, but he 

has given us a model for insightful analysis in other movements 

and for demonstrating relative importance of instrumental groups 

in the orchestral texture. 

Also distinctive to the second movement are rhythmic groups that 

are neither considered cooperative nor antagonistic. The 

similarities in their dynamic and relative importance warrant the 

term countermelodies - designated eM. (The fourth movement has 

similar groups but the numerous melodies necessitated the labels; 

melody 1, melody :2 etc.) Their dynamic prominence was an 

important factor in this determination. For example, a seemingly 
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melodic group with loud dynamic markings appeanng after an 

already established melodic group, was considered a 

counterrnelody. An independent melodic character, similar to the 

second voice in counterpoint. was also important criteria for the 

countermelody label. As stated, this symphony uses groups of 

instruments analogous to lines of counterpoint complete with 

melodies, countermelodies, and passage work. The differences 

between episodic material and countermelodies found in 18th 

century counterpoint may be applied in this piece with the 

countermelouies transcending a role of countersubject and having 

an independence all their own. The antagonistic label was not used 

In these particular cases based upon the overall prominence and 

independence of the particular groups melody. 

Establishing Formal Sections 

In order to reveal the existing form of a piece, delineations must 

be made resulting in sections and parts. The beginnings and 

endings of these sections are traditionally marked by coinciding 

changes of two or more musical elements. A section continues 

until enough change takes place to call the musical events a nevv' 

section. This occurs abruptly in certain cases (rests), simplifying 

the delineation process, while gradually In others. Changes 

occ urri ng in themes, tonali ty, and famil iar harmonic formulas 

were the most common and primary indications of delineating 
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sections in music of previous periods. In the twentieth century, 

contrasts of instrumentation, registrations, levels of intensity and 

textural densities seem to be much more significant! and easily 

found. whereas, fi ndi ng a substantial degree of rhythmic variance 

was not always as obvious in this work. Levels of intensity and 

textural densities will be foremost reviewed with the abrupt 

dynamic changes as the main criteria for sectional delineation. 

Besides the formal considerations, it may be argued that the ear 

naturally tends to perceive any musical gesture that rises and 

falls, melodically. dynamically. or texturally. as a phrase provided 

the rhythmic context allows. Therefore. the delineations of the 

many peaks and valleys in the dynamic contour Illay be somewhat 

subjective. Ives' common stylistic trait of frequent outbursts of 

sound and unexpected silences, however, are helpful in delineating 

forillal sections. When these occurrences are sporadic and 

frequent, the length of a section becomes the primary factor in the 

delineation process. The section is continued until the next logical 

dynamic peak or valley as an attempt to keep the sections to a 

similar number of measures. (Figure 11.1-11.3; movement II, 

m.38-43) 

1 Dclonc. Aspects. p.67. 
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The numbering system used in the analysis chapter includes the 

movement, section and measure numbers that are relevant to the 

discussion. The movement is indicated by a Roman numeral. 
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This is followed by an Arabic number for the actual section and the 

measure numbers that are contained within that section for the 

analysis. (example: II - 3 Measures 40-51) There are delineated 

subsections that are not numbered but discussed within the 

analysis. Referred to as "parts." they incorporate many of the 

sectional characteristics to a lesser degree including smaller 

dynamic buildups and diminuendos. fewer contrasts and a reduced 

length. 

By punctuating sections In order to partitinll the larger dynamic 

peaks from one another. points of referral in the discussion of a 

movement are established and the dynamic gestures may more 

easily be viewed in detail. 

Interpretation of the Graphs 

Graphs are used to specifically show which instruments are 

playing together rhythmically; the duration that the group or 

inrlividual instrument plays without an appreciable resting point 

(minimum a half rest); the display of these factors is given 

primary consideration and therefore the order of instrumentation 

and its relative placement on the graph cannot be consistent. For 

example, the clarinet that joins one group at the top of a page may 

be found. some measures later. at the bottom of the same page as 

it joins another group. One may also find the placement of the 
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clarinet at the beginning of a page different from the placement of 

it from the previous page. 

There was no intention in showing a hierarchy of instruments or 

their relationship to melodic elements. The goal In graphing these 

elements was to enable the recognition of groups based on textural 

and rhythmic activity. 

The contrast between \vritten dynamic markings and actual 

resulting sound le\'el of instrumental groups was also a concern. 

An oscilloscope or similar device would not interpret and 

accurately represent the compositions' written dynamics. 

Determining this dynamic curve of the movement baSed on sound 

level cannot be accurately attained through modern recording 

technology as it tempers the dynamic extremes. An alternative to 

this would be the placement of such a listening device within a 

live performance of this piece. The rarity of these performances 

make such an option impractical. The dynamic con tour in this 

research is based upon a subjective and relative approximation of 

loudness throughout each movement. The many individual 

dynamic markings in the score are outweighed by the importance 

of the actual dynamic level. 

The Sample Graph on the following page, IS intended to 

incorporate many of the possible problematic points of 
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interpretation. It is not an actual page of any of the graphs 

actually used. Specific items are pointed out and discussed with a 

complete reference table of abbreviations immediately preceding 

the graphs. 

There are instances in keyboard parts when a treble clef rhythm 

greatly differed from that of the bass clef rhythm. At those times, 

it was necessary to represent the different parts of the same 

instrument as "belonging" to two different groups. The graph 

abbreviation of sp-solo plano, for example. was then more 

specifically notated: Lsp to indicate a kft hand or generally bass 

clef part and Rsp for right or treble clef part. The same remained 

true for the orchestra piano(s) (opl & II. Lopl & II. RopI & II) and 

the organ which includes the pedal part (org. Rorg. Lorg, ped). 

A similar occurrence is sometimes found in other instrumental 

parts as well. In those cases when the top and bottom parts of the 

instrument substantially differ rhythmically from each other. the 

abbreviations T and B are utilized. (ex: Tvln III - top part of the 

third violin). At times, the bells were notated high or low and the 

gongs notated light and heavy by Ives. (H/L - high and low; H/lt.

light). There are also a limited number of occasions when some 

instruments are notated in the score as "solo" and "the others". 

The letter "S" was used as the abbreviation for solo while the 

"others" was not abbreviated. 
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Subjective grouping of instruments with similar rhythms made for 

numerous "grey" areas in the assignment process. 

changes and variances in the rhythms within 

Allowing for 

a group, the 

abbreviation "var" was used. This was not done as a result of 

questioning the correct placement of the instrumental part, but 

rather an indication to the reader that a wider interpretation of 

similar rhythmic structures was utilized for that measure(s). 

Three criteria were necessary to change the analytical method and 

each occurrence was required to meet all three conditions: 1. If the 

instrument in question had similar rhythmic patterns leading up 

to and/or continued after the rhythmic variance was present; 2. if 

it had fe we r commonalties with all of the other groups, and 3. if it 

lacked the individuality that IS characteristic of a solo instrument. 

(Figure 12: movement II. m.165. The hassoons and trombones 

are simi lar and are grouped together). 

The graphs included are a means of understanding and vividly 

conveying information on a variety of levels highlighting that 

which is discussed through detailed illustrations. Specifically, 

they are necessary tools in aiding the reader's ability to perceive 

spatial motion, dynamic contours, the distribution of instrumental 

groups and generally illustrate new relationships between these 

elements. In pointing to references made in the analysis, they 

offer the reader a concise presentation of data which allows 

independent personal observations about the piece. 
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Ai':AL YSIS 

In the following analysis, general observations will be made 

concerning the aesthetic program of this piece with references to 

musical quotes and other borrowed material. Incorporated into 

this brief discussion are references to the overall rhythm, groups 

and dynamics involved. A specific and detailed analysis of each 

movement is presented. 

First :\1o\'cmcnt 

Charles Ives wrote that the three minute prelude poses all the 

searching questions that the "spirit of man asks of life"- 'What?' 

and 'Why,?'l The scoring is for two distinct groups - the main 

orchestra (i nc I ud ing piano and optional voices) in the foreground 

and a distant. sometimes inaudible chamber ensemble of solo 

strings and harp. 

The middle phrase of Nearer My God to Thee played by the harp, 

begins the movement (m.3) accompanied by the distant chamber 

group and basses. The questioning trumpet found here is 

reminiscent of the same sounds found in his The Unanswered 

Question. A verse to the hymn. In the Sweet Bye and Bye is played 

by the violins (m.5) followed by the flute and first violins quoting 

1 Rossiter. Ives. p.I07. 
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phrases from Sullivan's Proprior Deo (m.17) and Nearer My God to 

Thee (m.25).! The refrain to Lowell Mason's hymn, Watchmen Tell 

Us (~l the Nip,lzt (m.17) is sung by the chorus in the remaInIng 

measures until the movement dissolves. This resulting collage of 

the atonal sound mass is produced by the particular combination of 

tonal popular songs and hymns of the day. 

This 41 measure movement begins with a gradual increase In the 

number of rhythmic groups and the instruments contained within 

those groups until it reaches the greatest number in measure 18. 

Four groups of two or more instruments and two solo instruments 

in this measure makes a total of six distinct rhythmic groups 

incorporating 16 different instruments and voices. After a two 

measure reduction of instrumentation and dynamics, (measures 

28-30), the following phrase increases the group number to seven. 

The trombone is added to these groups until the end of the phrase. 

The rhythmic activity is heightened in the next phrase with some 

of the strings, lower plano part and the percussion playing more 

complex figures than were found in measures 17 -27. The solo 

viola has many triplet eighth note patterns beginning in measure 

17 changing to the quicker sixteenth note motive in measure 30. 

The lower piano part, cello and basses are simply doubling the 

upper strings at first (m.I7) but have a syncopated rhythm in the 

I Kirkpatrick. Preface, p.ix. 
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second phrase that starts In measure 30. These changes, coupled 

with the increase in dynamic level for all of the parts. and a 

quicker tempo. help produce the dynamic and rhythmic pinnacle 

for the prel ude. 

There is a gradual decrease in the number of rhythmic groups 

beginning with two in measure 34. then only one from measure 35 

to the end. The dynamic level is also gradually lessened until the 

final measures are indicated with a IJ/JfJP and notated by Ives as 

"scarcely audible". 

Section 1-1 ;\,!easures 1-16 

The \1aestoso prelude begins with an initial forte which is much 

louder than the general dynamic level of the entire first 

movement. The forte double octaves on the piano. the trumpet 

triplets. and the highest notes that the first violins will play in the 

entire movement. all create a degree of prominence for a very 

brief period. The hymn Be tlza fly or Nearer My God to Thee appears 

in the harp and solo violins while a contrasting violin plays with 

piano support in a contrapuntal role for the next 12 measures. By 

the end of this section. the flute. second violins, viola, cello, celeste 

and some of the percussion have contributed in making the overall 

rhythm much more complex with only a slight increase in the 

dynamic level. 
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Section 1-2 Measures 17-29 

A change Il1 character occurs beginning this next section with the 

addition of different strings. the vOices singing the hymn 

Watclzmwz. Tell Us of the Night and several increases in the 

dynamic marki ngs. The number of rhythmic groups has also 

increased at this time with most of the strings and piano strictly 

playing the only aurally obvious supporting accompaniment to the 

vOice melody. The remaining instruments - flute. first violins, 

harp. solo violins. \'iolas and celeste all have various borrowed 

divisions of the beat and thus create a rhythmic complexity that 

does not easily support the easy duple-compound meter of the 

sung hymn. This. however. does not detract from the voice parts 

since the Liynamics are still markeLi PI' or III I' . Both the harp and 

solo violins are paired rhythmically throughout this movement, 

and with the pianissimo dynamic markings, help to make the 

overall sound quite complex. The solo hymn tune is sustained with 

a backdrop of sound until the end of the phrase in measure 29. 

The phrase IS interrupted by the whole rest with a fermata in 

measure 27 leaving many instruments to play their last notes until 

the next phrase begins In measure 30. The few remaining 

instruments clearly create a supporting role for the voices in these 

last two measures. 
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Section 1-3 Measures 30-41 

The next phrase begins wi th the greatest dynamic level that will be 

found in this prelude. It is achieved by the increased number of 

instruments and the many fortes and fortissimi indicated. The 

voices retain the melodic role as the piano, brass, strings and 

percussion act as an accompaniment of mostly quarter notes. The 

flute, celeste. harp and several strings function in a more 

rhythmically complex fashion much like what was seen in the 

prevIous phras~. 

The vOIces continue In measure 34 but with fewer instruments in 

\vhich to support them and initiates the d~cline of the general 

dynamic level. Besides the dynamic markings and number of 

instruments. the rhythmic complexity has also decreased at this 

point and continues to do so until the end at measure 41. 

Second Movement 

A companson of the Hawthorne movement from the Concord 

S () na ta with this movement reveals much common material 

overlaiden with extra harmonies. complicated rhythms. l In 

addition, there is a wide selection of contrasting materials that are 

1 Stone. \Vritings. p.50. 
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juxtaposed and superimposed within this movement. The 

assortment of popular American tunes include: Coillmbia the Gem 

(~l the Oceall (David Shaw's - The Red. White. and BIlle). Marching 

Throllgh Georgia by Henry C. Work.l Tllrkey in the Straw. Trarnp, 

tramp, tramp by George F. Root. 2 Massa's in de Cold Ground, 

Camptou:n Races. Yankee Doodle. Long, Long Ago. Reveille, and The 

Irish WasherH'olflan. These 4uotations are treated in a free 

metrical style) The hymn phrases that are contained within 

include: III the Sweet Bye and Bye. Throw Ollt the Lifeline, Beulah 

La/ld, JeslIs, Lorer 0/ ,'vir SOlil (Simeon Ylarsh's Mart)'n).4 These 

hymns produce more of a diatonic feeling and simple rhythmic 

structure (with an occasional ragtime influence) compared to the 

remaining movements. Previous works of his borrowed for this 

movement include the already discussed Huwthorne movement 

from the Concord SOlluta and the C0ll111ry Band March written in 

1903 for a small theatre orchestra. 5 

This movement is Ives' first answer to the 4uestions and it implies 

that life is simply a "comedy filled with contrasts while 

representing one's progress through life."6 These popular tunes, 

gentle moving traditional hymns. and some borrowed works of his 

1 Lang. One Hundred Yeurs. p.142. 
2 Ibid. 
3 Kirkpatrick. Preface. p.vii . 

.:+ Dickinson. H erirage. p.238. 

5 Kirkpatrick. Preface. p.vii. 

6 Chase. Americilll Music. p,444. 
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own. attempt to convey this progress through life and represent 

the Pilgrims' journey through the rough terrain of the New World. 

The many dense sound clusters In the varied instrumental 

groupings superimposed on the rhythms with accelerandos, 

ritardandos and unbarred passages are. at times. exceedingly 

complex. These complexities and the spatial arrangements of the 

instruments and voices require the use of two conductors. l An 

example of this performance problem is shown by the spatial 

arrangement of the ll1uteu trumpet and vOices. \Vhile set apart 

from each other some uistance. difficulty arises in coordinating 

their respective parts. 

The dense sounds, quick pace. chaotic rhythms. and syncopations 

of the modern world repeatedly interrupt the quietude and 

thoughtful reflections of man. The moods swing from one extreme 

to another until the musical vIsions are finally replaced by the 

reality of a Fourth of July celebration in Concord. Massachusetts 

complete with brass bands. drum corps. etc. After the barrage of 

sound found in this realistic sound picture, it finishes with a single 

sustained note - a true and typical Ivesian paradox. 

This movement begins with directions for the use of two 

conductors to maintain a consistency between the various 

1 Rossiler. /ves. p.107. 
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instruments and tempi. The bassoons are in 7/4 with a quarter 

note at 70 beats per minute while most of the other instruments 

are in 6/8 meter with a dotted quarter at 50 beats. The basses 

have no meter indicated (and therefore no bar lines) and the 

quarter note is given as 80 beats per minute. The composer's 

directions to the bassoons and solo piano to play "freely" and to 

"accelerate freely to the fermata" respectively. also contribute to 

the improvisational quality and general conglomeration of sound 

found in these first few measures. The necessity of two conductors 

is not constant throughout the movement anu [ile changes will 

therefore be discussed when applicable. 

Section 11-1 \1easures 1-37 

The principal contributing factor to the lack of cohesion in the 

openIng measures is the many individual instrumental lines with 

no two groups of instruments playing simultaneously until 

measure 31. Ives labels these soloistic parts with an "A" in the 

score for prominence. The soloistic parts are the sole support of 

the groups led by the two conductors. For example, the violin I 

and II group together rhythmically in the first several measures 

and are accompanied by eleven other instruments playing 

differen t me lod ic and rhythmic moti ves. However, as the 

movemen t progresses. the number of sol oi s tic i nstrumen ts 

decreases and the number of groups sounding simultaneously as 
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well as the size of those groups increases. ~'1easure 29 has one 

group of seven accompanied by three solo instruments, measure 39 

has three groups with three solo instruments and measure 44 has 

four groups with three solo instruments. This suggests a shifting 

away from the dense mass of sound created by the many 

individual lines to a more transparent melody and rhythm 

emerging from the grouped instruments. 

As various instruments join the group beginning 

Ives marks with an "A" suggesting that this 

in measure 26, 

is a relatively 

important entrance for each part. The last few measures of this 

section has some of the parts disintegrating from the larger group 

and their appearances are sporadic. These groups include the flute 

cluster in measure 3.+ as well as the violin L OP I, and the 

trombones respectively. All of these factors create more tension 

and chaos than the dynamics alone. 

A long crescendo over the course of most of this section leads to a 

peak with six soloistic parts and four rhythmic groups in measure 

37. Consistent with many of Ives' other compositions, most of the 

diminuendos are quite abrupt with the exception of one gradual 

diminuendo found at the very end of this movement. 

Section 11-2 Measures 38-52 
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The three groups that begin this pianissimo section are all 

accompanying the first violins' melody. There are only eight 

instrumental parts. besides the percussion. that make up the three 

groups and their rhythmic structure is much simpler than found in 

the preceding portion. The following measures also must employ 

the use of two conductors due to the rhythmic and metric 

complexities. 

The three small groups and th ree solo instruments abruptly 

expand to four large groups and four solo instruments In measure 

43. The orchestra IS di\'ided by those with a metrical structure of 

4/4 or 3/2 as two conductors are necessary once again. (In 

addition to the two meters utilized in this section. the rhythmic 

complexity also includes many cross-rhythms. Three against two 

eighths. quarters. halves. and whole notes as well as other unequal 

divisions of the pulse are found \vithin the framework of both 

meters). Measure 43 begins with mostly fortissimo parts in the 

groups and solo instruments including the clarinet, OP I and II, 

trumpet and timpani that encompass the most prominent group In 

4/4. The foremost instruments of the supporting groups consist of 

the low brass. percussion, upper and lower strings. 

The groups remain quite stable for the nine measures before the 

dynamic peak in measure 51. This same duration in stability has 

not occurred since the first movement, measure 17. Between these 
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two occurrences, there are numerous and abrupt changes in the 

number of groups, their consistency and the instruments involved. 

The dynamics change quickly as most of the instruments conclude 

this section sporadically and the two prominent groups come to a 

full rest by measure 52. Although there is a clear delineation in 

dynamic levels between measures 50 through 52, the 

instrumentation suggests that the pianissimo measures that begin 

the next section is a direct dynamic consequence to the preceding 

section. Several instrumental parts continue their rhythmic 

patterns into Illeasur~ 53 making a smlHHilcr transition from one 

section to the next. At this point, the cellos and basses, 

acc()t11panicci by an 0;-\" in the score for pronlinenc~, have instituted 

a new melodic and rhythmic motive that is developed. 

Section [[-3 Measures 53-74 

This section utilizes some similar harmonic and melodic material 

found in a previous section. Measure 53 is comparable to the 16 

measure crescendo beginning at measure 19. This buildup, 

however. continues for 21 measures and, although some materia! is 

similar, the number of instruments has increased. 

The rhythmic ostinato begins with the lower strings in measure 53 

and the bassoons and percussion join them two measures later. 
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The right orchestral piano II and left orchestral piano II groups 

play their triplet ostinato but are "out of phase" with each other. 

(This term refers to the imitative quality present between two or 

more parts and usually separated by only one or two beats). The 

trumpet. clarinet and flute all enter sporadically and add yet 

another pulse shift. creating a very thick texture. 

The lower string groups are each marked with an "A" while the 

other two groups all have a "8" notated next to their parts. 

I Iov ... ·ever. the solo violin group (as opposed to the violins marked 

by Ives as "the others") is the melodic group and has no 

designation present. The score letters for these accompanying 

groups are to balance the volume of sound bet\veen these lower 

range instruments and the upper strings. The buildup continues 

with the addition of the f1ules. clarinets and trumpets. These are 

all soloistic and greatly contribute to the rhythmic activity. 

A restructuring occurs with fewer instruments in measure 59 as 

the rhythms are simplified. The solo piano group is the only "A" 

mark and heard as the most prominent. These next three 

measures act as a transition and have no comparable part to the 

buildup found in the previous section and discussed earlier. The 

limited ostinatos by each group lay the foundation for additional 

ostinatos. instrumental changes and meters entering in measure 

62. 
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The rhythmic and metric complexity of this section necessitates the 

conductors again. beginning with three groups and three 

percussIOn instruments as the solo vOIces. Two of these groups are 

consistent for 12 measures with a third group splitting into two 

separate groups after t\\'o measures. This third group. led by the 

solo plano. continues as the prImary melodic ensemble until 

measure 65 when the imitation of measures 35-38 returns. 

Measures 65-68 are comparable to those earlier measures with 

similar instrumentation but the crescendo lengths differing from 

one another. The previous part has reached its peak in measure 38 

but this part extends the buildup through the continuance of 

similar harmonic and rhythmic material for an additional seven 

measures with the las[ two instituting a slowing of the tempo. 

Measure 72 adds several instruments creating five rhythmic 

groups and fortissimo "A" marked trombones as the principal solo 

instrument. The remainder of the "A" marks are spread 

throughout the upper and lower woodwinds and lower strings. The 

many variances in the groups' respective rhythms. having begun in 

measure 65. result In all of them being considered antagonistic and 

offering little mutual support. The continuing soloistic trombones 

and the numerous groups reach the dynamic peak at measure 74 

and 4uickly fade as a complete change of character occurs in the 

following measures. 
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Section 11-4 Measures 75-106 

This section, completely in 3/16 meter and a 4uick tempo, restores 

the dynamic level to an overall mezzo forte with a much lighter 

and staccato sound. There are four groups for the opening 15 

measures and the clarinet group, marked "A", is the most 

prominent. The solo triangle, also so marked, plays on the first 

beat of each measure and thus IS considered antagonistic to the 

non-metrical c lari nct theme. The remLl in i ng th ree syncopated 

groups are accompanying. 

As the theme begins again In measure 91, some instrumentation 

changes occur. The orchestral plano rests \v'hile the orchestral 

piano II and trombones are added as soloistic parts. The timpani 

joins the viola group and all of these changes increase the overall 

dynamics as well as the rhythmic complexity of the section. The 

only repeat signs found in the F ollrth Symphony are at the end of 

measure 106 and the return to measure 91 produces a few slight 

octave modifications in some of the instrumental parts the second 

time. 

Section II -5 Measures 107-141 
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(For facilitating reading and analysis. this larger section is 

subdi vided and is so indicated with more speci fic measure number 

headings ). 

V1easures 107-114 

There are three large groups and the solo high bells and flute begin 

this contrasting section and continue for the first five measures. All 

parts contained within the trumpet group are marked "A" and 

indeed seem to be the logical choice for the melodic group. 

However. there are a large number of instruments in each of the 

remaining groups which pre\'ent anyone group from becoming the 

most outstanding. This is an excellent example of a sound mass 

consisting of primarily rhythmic groups and few solo instruments 

with no clear melodic thrust by anyone group. (Similar types of 

sound masses are used in later sections and movements and are 

augmented by the number of solo instruments employed.) The 

brass group finishes this part with a prominent quote heard 

through the sound conglomeration. 

The three groups undergo a reworking in measure 112 with the 

hrass noticeably resting. The more prominent high bel! group, 

consists of five instruments playing fortissimo in a high register, on 

the pulse. and an "A" mark next to their part. The other groups 

also have i nstrumen ts marked "A" and. due to their non

antagonistic nor truly supportive nature, may be called 
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"countermelodies" to the bell group. These groups are led by the 

violin I and orchestra piano I respectively. 

A noticeable decrease in the dynamics occurs when the brass drops 

out in measure 112. Most instruments are marked forte and begin 

to build towards a fortissimo peaking 

extended dynamic buildup in these 3.+ 

in measure 

measures are 

141. The 

subdivided 

into three smaller divisions and so marked as to facilitate easy 

reference. These smaller divisions are based upon the same 

criteria as the larger sections including similar length and changes 

in group instrumentation. 

Mea sure s I I 5 - I 22 

A quick change in texture and some irregular divisions of the beat 

begin this subdi\'ision. The dynamic level changes little. There are 

two solo instruments and the number of groups has expanded to 

five. All of the possible orchestral parts are participating, save the 

first violins, throughout these eight measures. There are six parts 

with "A" markings and the same number with "8" indications. 

The flute and high bell pair, considered the melodic group, begin to 

be overshadowed by the remaining groups in measure 118. The 

addition of the first violins playing soloistic, making a total of four 

solo instrumental parts, and three groups that consist of only pairs 

of instruments, indicate a wide variety of rhythms at this point. 
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The loud dynamics, the complexity of these rhythms, and an 

absence of any outstanding rhythmic or melodic motives for the 

following five measures contribute to make this a musically thick 

conglomeration of sound. The group's coherency begins to break 

down as a result of this sound mass, which leads to an even greater 

change in texture and dynamics beginning in measure 123. 

Measure 123-135 

A major change In texture with three groups and three solo 

instruments and a marked dynamic Increase begin this part. The 

melodic clarinet group has four of its five parts marked with "an 

"A" as it quotes the beginning of Columbia. Gem (~l the Ocean. The 

remalI1lI1g groups and solo parts are all antagonistic since their 

rhythmic patterns produce the illusion of differing meters from the 

melodic group. The repetitious and syncopated palterns in the 

bass group and the rhythmic complement by the solo violas gIve 

the illusion of a triple meter. The violin group, while still in a 

duple meter like the melodic group, has an inordinate number of 

syncopated triplets. The other solo instruments and their 

respective free rhythms add to the overall and dynamically 

building sound mass. The two antagonistic groups undergo changes 

in instrumentation are 111 measure 131. The upper and lower 

strings form one group and the bassoons, solo piano, and timpani 

form the other. They remain antagonistic to the continuing and 
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mostly unaltered melodic group until the restructuring in measure 

136. 

\1easure 136-141 

Many groups are rearranged over the final nIne measures. The 

tension found as this section nears the dynamic peak is caused by 

more complicated rhythms, progressively shorter and more 

numerous appearances of all groups. The bass group lasts five 

measures beoinnin o 
I::' I::' in measure 131 but by measure 139 most 

groups, including the basses, appear for only two measures. Five 

groups, considered antagonistic when comparing their accents and 

rhythmic patterns to the melodic group, appear between measures 

136 and 139. Three of those groups are only instrumental pairs 

and the resulting sound, as a fourth pair is added in measure 139, 

is the loss of the melodic group's distinctive role. This transition 

into the next section consists of seLJuencing the last few chords of 

the C () fum h i a moti ve progressively downward, coupled with an 

abrupt increase In the number of shorter and varied rhythms. 

Although several instruments have dropped out at this point, these 

rhythmic alterations and the larger melodic group, the many 

paired antagonistic groups, and the perCUSSIon group create an 

obvious dynamic peak. The section ends by quickly fading away in 

contrast to many sections ending abruptly. 

Section II -6 Measures 142-167 
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The next several sections may be considered preludes with a slow 

dynamic buildup and large crescendo reaching its peak in measure 

207. The melodic group. led by the cellos In measure 142, is 

playing the "Columbia" quotes. It is the only group marked with an 

"A" and is accompanied by two antagonistic groups and one of each 

type of supporting solo instruments accompanying and 

antagonistic. The large percussion ensemble, one of the 

antagonistic groups. IS the first appearance of this particular 

nroupinn of instruments. e b Ives has often displaced the percussIOn 

instruments throughout the various other groups. thus lending a 

more rhythmic element to those supporting instruments. 

The many resting instruments from measure 1.+6 to the end of the 

section contribute to the 4uider and decidedly different texture 

and much 4uieter dynamics. This textural change allows specific 

melodic instruments to be heard more clearly, including the violin, 

solo piano. the supporting violas. and the extra second violins. 

The strings are the only group and the only "A" marks are next to 

most of the instruments in that group. Their melody IS a chromatic 

sequencing passage with the ensemble eventually augmented by 

the solo piano and basses. Continuing chromaticism, in measure 

148. and the addition of the solo trumpet and clarinet group 
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produce a crescendo while leading into another textural, tempo and 

meter change in measure 149. 

The crescendo is quickly decreased as the instrumentation changes 

to a single paired group and three solo instruments. The two 

conductors, leadi ng 1 n 5/4 and 3/4 respective Iy, are reintroduced 

for these 13 measures. The large block chords by the solo piano 

are the most prominent while the paired group and remaining solo 

instruments are accompanying. !'J'o antagonistic sound quality is 

evident. lhou"h o the re are two different me te rs used 

simultaneously. The lack of an antagonistic group may be the 

result of the style, ostinato motives and piano dynamics used by 

the accompanying instruments. A contrasting yet supportive group 

appears briefly in measure 153 with a pizzicato rhythmic motive 

spread throughout no less than 11 different instruments. The 

timpani, basses. and trumpets eventually join the solo piano to 

form a four member melodic group by measure 161. As all parts 

return to a single conductor in 4/4, a ragtime sound is incorporated 

for the next four measures. The obvious trumpet part is supported 

by the bass and timpani playing mostly on each beat. The snare 

and violin pair play on the accented notes of the trumpet melody. 

These additional instruments begin the dynamic buildup as the 

solo piano returns with the melody in measure 165. The solo flute 
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and a brief accompanying group led by the piano finish this 

ragtime sounding part. 1 

Section 11-7 Me as u re s I 68 -216 

The character and texture change again as three distinct groups 

steadily increase the dynamics. The melodic ensemble of three are 

each marked with the "A" supported by a piano/percussion 

accompanying group. A brass group is playing uneven divisions of 

the beat. i.e. three against two. yet is dynamically at par with the 

flute group and thus should be labeled - countermelodic. Four 

groups and three solo instruments have quickly evolved by 

measure 170. The prominent brass continues as the others have a 

near equal amount of dynamic emphasis playing chromatic 

sequences and imitative material. The rhythmic interest increases 

as canons appear an eighth note apart in all of the groups save the 

brass. Each entrance of the canonic motive is marked with the "A" 

while the brass continues with their unequal beat divisions. 

There is an increase of solo instruments (6) and a dynamic rise 

between measures 173 and 181. The tempo and textural changes 

within these measures include a prominent high bell whose unclear 

downbeat and no rhythmic duplication by another instrument 

Other tnuchcs of ragti mc appear in the H II \~. tho r n e movement of the 
Concord Sonata; the Trio for Violin, Piano Llnd Cello 1904; and a scherzo 
called Over the Pavements (I1106-1lJI3) Chase. America's Music, p.434. 
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makes it a solo instrument. the lone group, which includes only 

bass clef instruments, and the solo instruments emphasize the 

current 3/4 meter but quickly alter to a more syncopated motive. 

The result of these individual rhythms IS several antagonistic 

groups for these first four measures. 

The tempo accelerates beginning in measure 177 and the 

prev ious Iy lone group grows to six parts as two other groups 

emerge simultaneously. These two antagonistic groups are led by 

the orchestral pianos and first respectively. \,,/hile the trombones 

lead the melodic group in measure 178. The bell and other solo 

instruments continue their diverse rhythmic course. As quickly as 

the dynamics rose. they decrease by the end of this part in 

measure 180. 

The dynamic wave falls slightly as a result of a major 

rearrangement of groups (5) and solo instruments (4) in measure 

18 I. The upper strings have an uncharacteristic lyrical melody 

that continues until measure 191. The bassoon and flute groups 

are both heard as countermelodies based upon the dynamics and 

differences in rhythm. Although all participants of the trombone 

group have an "A" in their respective parts. their low register and 

alternating two-note motive function more as an accompaniment to 

the violin's melody. The cello group is playing a syncopated 

ostinato that is almost an exact complement rhythm to the clarinet 
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group and thus, antagonistic to the violin melody. Most of the 

percussion are unrelated to any of the five groups as they all have 

very individual parts in most of these measures. The flute group 

disappears and continues as a solo instrument in measure 188. 

Simultaneously, the solo trumpets enter with their own 

countermelody of uneven rhythms. The remaining four groups 

remain intact and continue with a buildup In dynamics until 

another peak and subsequent rearrangement of instruments in 

measure 191. 

Fewer instruments and the melodic disint~gration create a 

noticeable diminuendo for the next three measures. The solo flute 

has the melody in measure 191 and there are three antagonistic 

groups. A bell group and several solo parts are accompanying in 

these measures. 

Beginning III measure 194, most of the instruments grouped with 

the first violins are marked with an "A" and continue to be 

prominent as a carnival-like character continues for the next six 

measures. The upper strings once again are the most prominent 

with three groups and two solo instruments accompanying. The 

trumpet group is playing an exact complement rhythm to the 

trombone group with the solo piano doubling both groups. A 

mixed rhythm of half note triplets makes the bell pair the only 

antagonistic group with the others playing syncopated eighths and 
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sixteenths. In measure 197, a transformation occurs In all of these 

groups except the melodic group. The others are rearranged and 

prepare the listener for the increased number of instrumental lines 

and a major restructuring in measure 200. 

At this point, two conductors are required to handle the 

compl icated rhythms, meters, and tempos until measure 217. Four 

distinctly different rhythmic groups and up to ten individual 

instrumental rhythmic lines all contribute to this disjointed and 

fortissimo sound mass. All of the "A" marks are given to the bass 

clef instruments which add to the increased dynamics. The solo 

trombones. similar to the solo flute in measure 191, have the most 

prominent line and melody. There IS some difficulty In 

subjectively interprt.!ting \vhich groups and solo lines are 

accompanying and which are antagonistic. ~lost groups that have 

similar meters are labeled accompanying while a difference in 

meter would, generally, be called antagonistic. The flute and violin 

groups and the soloistic plano part are considered accompanying 

based upon their similar meters and the coincidence of notes that 

fall on the strong beats. All others are antagonistic to the 

trombone melody. 

The dynamic peak is reached in measure 208, at which point the 

number of instruments quickly decrease to seven. The dynamic 

level sudden Iy drops while the tempos and meters rapidly change 
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in the following three meaSUres. All of the instruments with 

similar meters tend to loosely support each other as another 

radical change is about to ensue. 

The dynamic outburst in measure 211 is another example of an 

Ives characteristic that has been discussed. The two conductors 

lead the six groups and three solo instruments in the dynamic, 

instrumentation, and tempo changes (con furore) of this section. 

The melodic brass motives, (i.e. the cornets in measure 213 and the 

trombones in measure :20 I)' and the dynamic level IS a neneral 
I:> 

continuance of the part that had abruptly ended in measure 208. 

In retrospect. the subdued three measures of 208 to 211 IS best 

characterized as a brief respite within this larger (and louder) 

dynamic scheme. Almost every instrument is marked with either 

an "A" or "8" with only the celesta part resting. Contributing to the 

confusing sound mass are the numerous meter changes and 

quarter-tone markings for some of the parts. Few accompanyIng 

groups or solo instruments can be clearly detected within this 

conglomeration of sound stemming from the many seemingly 

antagonistic groups and solo instruments that are inherent when 

metric differences occur. 

The rhythmic unity of this part begins to dissolve as seen by a 

large Increase In the number of solo instruments between 

measures 214 and 215. The number of groups decreases at the 
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same time from six In measure 211 to four and then two by 

measure 216. The glissandos, trills and tremolos in the final 

measures of this part are reminiscent to the end of the previous 

part (m.201). A quieter section follows this fortissimo which is also 

similar to the dynamic contrast found between measures 208 and 

209. 

Section 11-8 Measures 217-265 

This largo section returns to the use of one conductor leading a 

paired group and seven solo instruments. The first violins, one of 

the solo instruments, are playing a very lyrical melody until 

measure 225. The solo piano and viola pair have closely related 

rhythmic motives. as does the timpani that makes them 

accompanying parts. The remaining instruments having different 

cross-rhythms and unequal pulse divisions, are considered 

antagonistic. The inclusion of only piano (or softer) dynamics 

alleviates any noticeable contrasting rhythms from surfacing and 

this texture remains consistent until measure 225. 

There is a dynamic outburst and a drastic change in the tempo at 

this point by six groups that include almost all of the orchestral 

instruments. There is a fairly equal distribution of instruments 

within each group and it remains consistent for the next seven 

measures. The two contrasting rhythmic groups are led by the 
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trumpet and the trombones with the melody and countermelody 

respectively. Both of these groups have the same meter and the 

instruments marked "A" produce a similar dynamic level. Their 

differences include their melodic motives. individual accents, and 

other articulations. They are both accompanied by the upper 

woodwind group playing sixteenths on each half beat. The viola 

group. also accompanying. has rhythms that incorporate parts from 

both the melody and countermelodic groups. The remaining two 

groups and solo first viol i ns are less related throughout these 

seven measures. Their uneven rhythms seem to be a result of an 

assortment of different meters. These antagonistic instrumental 

parts help to dissolve the prOll1lnenCe of the melody and 

countermelody as the orchestra progresses into the fortissimo 

measures 229 and 230. 

The phrase beginning in measure 232 has seven solo instruments 

and six groups. of which several are only paIrs of instruments. 

This is contrasted to the one solo instrument found In the previous 

phrase. Two of the groups, each led by 3. brass instrument, are 

combined to make the largest and most prominent group for the 

next six measures. The bassoon and left solo piano (Lsp), both 

having different rhythms from measures 232 to 236, join the large 

brass group. This group. eventually growing to seven instruments 

and mostly all marked "A," is accompanied by the remaining five 

smaller groups and a like number of solo instruments. The 
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combining of a large melodic group, numerous accompanying 

groups, and solo instruments helps to prepare for the ensuing 

brass-led soundmass beginning measure 237. This quote from 

Ives' 1903 COlintry Balld March quickly disintegrates beginning in 

measure 237. The fami liar march tune by the solo trumpets is 

accompanied by seven cooperating groups. The largest one is led 

by the trombones. The cornets are antagonistic but eventually join 

the trumpets and SIX other instruments to form a large and 

prominent sound mass in measure 243. The large accompanying 

group, sti II led by the trombones. continues to undergo changes in 

the texture for the next nine measures. However. it remains in the 

accompanying role until the end of this part in measure 246. 

Measure 246 begins a large textural change with nine new "A" and 

"8" marks. Although it is marked in this way and the dynamics are 

fff. there is less rhythmic activity and a simultaneous decrease in 

the percei ved sound level. The two principal groups are the 

melodic ensemble of brass and the accompanying group led by the 

orchestral piano I. The bassoon and cello pair are playing an 

uneven rhythm in three while the upper woodwinds continue to 

mostly play an antagonistic role to the brass melody. At times, the 

woodwinds and brass melodies seem to be closely related to each 

other as in measure 249. Many changes occur for the very brief 

period between measures 246 and 252. The gong is vacillating 

between its own rhythm and the rhythm of the main 
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accompanying groups rhythm. The orchestral piano imitates the 

other accompanying instruments but begins to deviate in measure 

248. What follows is a very individual line for the orchestral piano 

[ group. The violin I and viola first begin as accompanying 

instruments, switch for several measures to the melodic group 

(m.247-2S0) and then back to its original status. The four 

trombone parts begin together in measure 246 as accompanying, 

but split in the following measure, so that I and II are with the 

melodic group and III and IV remain in an accompanying role. 

The bassoons split in measure 246 with bassoon II joining the mam 

accompanying group while bassoon [ is paired with the cello and 

playing a different rhythm altogether. 

The last large change in this movement has SIX groups and five solo 

instruments which begin in measure 252. These groups remain 

intact for ten measures with some variation in measure 260. This 

is a considerable length when comparing other group durations. 

The dynamics have reached yet another peak with fff marked and 

all of the instruments playing. The many different rhythms and a 

lack of any discernible groups or instruments that could easily be 

considered the melody add to the unclearness of this part. A large 

group consisting of traditional accompaniment instruments that 

include the cello, bass, and timpani, are all marked with the "A". 

This helps to disguise any melody that would try to emerge from 

the traditional melodic instruments. The trombones and piano 
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group are only a variation of this group and are also marked with 

an "A". The upper strings have sixteenths and thirty-second notes 

In their respective upper registers making more of a true 

conglomeration of sound. The clarinet and trumpet are paired for 

the eight measures but at measure 260 five of the SIX groups join 

together, creating one very large sound mass of 16 instruments. 

Thus far, this is the largest combination of instruments but a rapid 

disintegration occurs in measure 161. Three smaller groups begin 

dissolving until a single held note by some of the instruments 

create an ironically 4uict ending to the movcment. 

Third ;\Ioyement 

The slow movcment to Ives' First String Qllartel, written while at 

Yak in 1896 and subtitled A Rerira{ Meeting, was transcribed for 

the orchestra and IS the foundation for this double fugue 

m 0 v e men t. 1 It is much simpler and shorter than the second 

movement with fewer quotes. a song-like quality, and reduced 

scoring (violin I and II, viola. cello. bass, flute, B flat clarinet and 

either a French horn or trombone - conductor's choice). 

Ives used the traditional four-voice fugue to express an "answer" 

that is a more formalized than his characteristic style. However. 

the traditional structured nature gives way to an improvisatory 

I Rossiter, ives, p.108. 
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feeling created by the highly 'syncopated rhythms. These rhythmic 

uncertainties and the general non-traditional fugal writing may 

reflect Ives' own dissatisfaction with the traditional Protestant 

churches' answers to man's questions about life. l 

The dynamics are more subtle than the prev ious movements and 

there are limited changes in the meters - conservative by Ives' 

standards. When the meters do vary, the composer uses 

unconventional fractional meters such as 61/ 2 /2. Ives had used 

this type of metric notation in the early 1890's.2 Similarities to 

other fugal compositions by Ives is ~\'idenced by Kirkpatrick's 

statement that this movement "is also scholastic-minded, with 

strettos. mirrors. long pedal-points. and a closing augmentation."3 

The hymns. From Greenland's Ic,v MOllntains (Missionary Hymn)4 

by Lowe!! Mason and All Hail the Power. are the principal two 

hymns used for this "answer." The diatonic subject and 

countersubject consist of half and quarter note rhythms and 

encompass a limited range. The double-fugues hymn subjects, 

have the conventional four entrances: tonic, dominant, tonic, and 

dominant. The strict contrapuntal rules adhered to in writing this 

form continually reminds the listener of the precise nature that an 

Ibid. 
2 Cowell. he.\'. p.l66. 
3 Kirkpatrick. Preface. p.vii. 

4 Dickinson. Heritage. p.238. 
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"answer" symbolizes. However, the countersubject IS somewhat 

unconventional and many different key centers are to be found 

throughout this diatonic Andante. It ends with a touch of humor 

by quoting a fragment of Joy to the World. This movement is a 

contrast to the other movements. 

The nature of any fugue does not easily allow a sharp delineation 

of melody and accompaniment. The form and terms generally 

associated with the fugue are not discussed with any degree of 

depth since this is not the focus of this research. When these 

familiar terms are used (subject, countersubject, etc.), they are only 

to help isolate appearances of specific rhythmic areas of interest or 

used as reference points in locating those sections discussed in the 

analysis. 

There were difficulties II1 deciding when conscIous effort was made 

on the composer's part In rhythmically groupIng specific 

instruments together and when it was merely coincidence. This 

was a result of the abundance of half and quarter note rhythms 

throughout the movement. The basic criteria employed in the 

validity of a deliberate grouping was the coinciding of the rhythms 

for at least one measure (and often times two). In those cases 

where the rhythms were more unusual and simultaneously played 

by several parts, these minimums were relaxed. 
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The melodic content of the parts in question was also an important 

factor in the rhythmic considerations as illustrated in measure 

106-107. The fugue subject, consisting of numerous half notes. will 

eventually coincide with a canon that begins several beats later. 

Although the rhythms may be the same for an entire measure or 

more, it was not deemed as a conscious effort by the composer to 

produce a single rhythmic sound mass, but rather as two or more 

separate musical ideas. 

Section 111-1 Measures 1-48 

There are numerous soloistic and pairs of instruments in the 

opening measures. The exceptions to this occur with the viola, cello 

and violin II forming a rhythmic trio in measures 14 through 20. 

The same combination of instrumel1ls occurs from measures 35 to 

37. The violin 1 is often one of the instruments in the various pairs 

found in this section. At times it is joined with the viola but mostly 

either the flute or clarinet. Besides measure 17, there are no more 

than two pairs of instruments playing simultaneously until 

measure 44. It is at this point that the horn. flute, clarinet, violin I, 

viola, cello, and bass eventual!y join together to form the largest 

group in either section one or two of this movement. 

The dynamics gradually increase throughout the first 38 measures 

as the various instruments enter with the subject and 
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countersu bjects. The first noticeable increase takes place in 

measure 28 as the horn enters. A change III instrumentation 

occurs after measure 38 and a diminuendo begins and proceeds 

until measure 44. As the large group begins to take form, the 

dynamics increase, which help to support the opening notes of the 

original subject. There are two dynamic peaks of this section and 

they occur between measures 45 and -1-9. In familiar Ives fashion, 

there are unprepared outbursts marked fff followed by subito pp 

and sometimes total silence. 

Section I I I -2 \1easures -1-9-88 

This section begins with a drastic change in instrumentation and 

dynamics. The violin I. II. viola, and cello are all playing separate 

lines and there is no group structure for these seven measures. 

The violin II and viola are paired for four measures while other 

solo is tic instruments appear and disappear until measure 68. 

There is no more than one pair of instruments playing at any time 

for the t'irst 19 measures of this section. 

The next part finds at least one pair of instruments playing from 

this point to the end of the section in measure 88. Two groups, led 

by the first violins and violas respectively begin this part and each 

lasts for three measures. The viola and violin II join together for 

the next four measures. The viola and cello pair until measure 84 
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when the organ JOinS them through the end of this section and into 

the next. As the organ forms a trio wi th the two string parts. a 

group consisting of cello, bass, and organ pedal form to help 

support the first group. The violin 1 and II are playing separate 

lines almost exclusively for the last 13 measures of this section. 

The dynamics maintain a mezzo plano level for the first eight 

measures as the four string instruments are playing their 

individual lines. The first group enters in measure 57 and the 

dynamics increase for the next ten measures. A series of dynamic 

"waves" of five measures each occur within the next 15 measures 

lead ing up to the section peak in measure 77. As in the beginning 

of this section. the dynamics maintain a mezzo piano level until the 

section ends. 

Section 111-3 Measures 89-121 

This section contains the most dynamic and instrumental contrasts 

as well as rhythmic activity of all the sections. The violin II, viola. 

cello, and bass all are divisi at one time or another In the next 32 

measures. The organ has separate allegiances to the various 

groups when considering the left and right hands and pedal. 

The section begins with the palflng of the violin I and II and the 

addition of the clarinet entering with its own rhythmic line. The 
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two rhythmic trios found in the latter part of the previous section 

also continue at the start of this section. The flute and cello I are 

playing separate lines and this creates the largest number of 

instrumental parts thus far in the movement. 

From measures 93 to 104. there are a \vide variety of instrumental 

changes within the three established groups. The violin II group is 

joined first by the violin I and the flute and organ are added later 

as the dynamic level increases in measures 97 to 99. These are the 

only instruments to be found in this group although they do not 

continuously play together to measure 10-+. 

The second group. led by the viola, is often joined by the clarinet 

and organ. At the dynamic peak in measure 97 the third group, 

led by the cellos, joins the second creating a group of six 

instruments. As the dynamic peak subsides and a leveling in 

dynamics occurs, the third group is reformed and combines the left 

organ. horn. violin I, cello II and bass. This part ends by having all 

ten of the instrumental parts playing together at measure 104. This 

is the largest group number within the movement 

The final part of this section begins in measure 105 with four 

groups led by the flute. violin I, II, and viola respectively. By 

measure 107, one large group appears and continues until the end 

of the movement in measure 121. Playing first the original subject 
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and then an augmentation of the same, this large group is only 

accompanied by the clarinet and horn whose lines are quite 

independent from each other. 

The dynamics of this section increase greatly from measure 89 to 

the movement's peak in measure 99. A subito pp occurs in 

measure 100 as the three groups reestablish themsel yes and then 

a leveling in measure 101 until measure 105. At this point and in 

measure 108 several quick increases occur dynamically as the four 

groups enter. A level mezzo piano follows until the final measures. 

Fourth ;\1 0 \' e 111 e n t 

This movement is derived from the 1901 Meillorial Slm1.' March 

that Ives had written for organ. It was based on Mason's Bethany 

and has since been 10SLl Ives said of this final movement that it 

was the "best, compared to the other movements, or for that 

matter with any other thing I've done."2 It has also been regarded 

as one of the most rhythmically and technically complicated 

movements ever written. Adding to those difficulties are the 

perplex.ing handwritten alternative parts scribbled in the margins 

that appear sporadically throughout the movement. 

Kirkpatrick. Preface. p. vii-viii. 
2 Rossiter. Ives. pp.108. 
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The main orchestra, separate percussion section, and the distant 

chamber ensemble of violins, harp and chorus are often 

superimposed upon each other requiring the second conductor. 

These three polyphonic contrapuntal groups often synthesize many 

of the compositional elements found in the previous movements 

and are an exploration of free polyphony within the texture of a 

symphony orchestra. 

The second conductor directs an independent percussion section 

called the "Batlery Cnit." They are independent through their 

contrasting rhythms, dynamics. and metric uses. The section 

consists of three drums. cymbal and gong and remain as a quiet 

background ostina£O beginning and lasting the erHire movement in 

si mi lar rash ion. 

The "religious experience" and the "reality of existence" are the 

characterizations that Ives uses to describe the fourth movement.! 

It is an explicitly philosophical program drawing heavily upon the 

religious music of the people and was even "connected in his mind 

with a Communion service."2 It is vastly conceived with the large 

instrumentation and the numerous themes are often playing 

simultaneously. A clear structure and a prominent melody has 

I Rossitcr. Ivcs. p.108 
]. Ibid. 
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difficulty emerging from this soundmass and overcoming this 

problem can be considered truly "transcendental." 

The Westminster Chimes is the nucleus of the movement with the 

middle sections attempting to "answer" the '\Vhat' and 'Why' 

4uestions ina robust and declamatory manner. The hymn N ea re r 

Mr God to Thee (8 e t JWIlY). is interspersed throughout the three 

instrumental groups and the numerous falling major thirds are 

directly from Dorrallce by I. B. Woodbury.1 These hymns are 

someti l11eS on Iy fragmen tary rderences and are th u ndered aloud 

in a very free polyphonic structure by the orchestra and solo 

instruments. 

The end finds a hushed choir humming Neurer ,lJr God to Thee. 

Despite the "complexity of its make-up. all of these musical 

characteristics are combined into a consistent musical flow and a 

perfectly unified sound."2 

There are many divisi parts and an increase in the number of 

groups throughout this movement. This creates a rhythmic 

complexity and a noticeably thicker texture. There are more 

variations (so marked 

Dickinson. Heritage. p.23<J. 
2 Cowell. Ives. p.176. 

vars" in the graphs) of the dominant 
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rhythmic patterns within each group that also contribute to the 

complexity of the overall sound mass. 

This movement contains fewer unexpected outbursts with gradual 

increases and decreases in the dynamic level. The one fortissimo 

in the movement that occurs in measure 59 is even prepared by a 

long buildup over the preceding 20 measures. 

Section IY-l Measures 1-19 

The percussion group is made up of a snare. small timpani (or 

medium drum). cymbal. bass drum and gong. The Battery Unit is 

placed in the distance and there is a difference in meter from the 

remainder of the orchestra. Its rhythms are not directly related to 

any rhythmic groups (for any substantial length of time) in the 

orchestra and often play contrary rhythmic motives within its own 

group. These rhythmic complications necessitate the use of the 

second conductor. 

In viewing the charts it should be noted that the motives are not as 

short in real time and fragmented in length as one may suspect. 

This is a largo movement and. therefore, the real time factor must 

be considered. As a point of reference, the first 10 measures take 

almost a minute to execute. 
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The percussion group begins ad libitum and is scarcely audible for 

the first eight measures. They are joined by the basses who 

progressively enter two at a time over the next four bars. The 

orchestral piano and cello double the basses In measure five with 

no supporting parts. As this motive nears the end of the phrase, it 

is unexpectedly expanded to three groups with a group led by the 

horn elaborating on the final two chords. The three groups are 

comprised of ten different instruments or 14 parts. The dynamics 

rise in this measure but fade away as the melody is given back to 

the lower strings. Only one group is Lll.'l.'umpanying and it is led by 

the harp in measure 7. Toward the end of this motive four 

rhythmic groups appear to take several notes of the motive and 

vary them in a distinctive fashion until measure 9. The upper 

woodwind group imitates the final notes played by the violin I 

group but in a higher register. A large brass accompanying group 

is added and supports the woodwinds. Fewer groups with more 

instruments coupled with a register change create an increase in 

the dynamic level until another textural change in measure 11. 

The dynamics are restored to the familiar calm level only to build 

over the next seven measures. 

Measure 11 changes the previously found legato and elongated 

chords to a lighter and pizzicato section that lasts until measure 15. 

The legato is then restored as the melody in the violin I group is 

supported by three groups and several solo instruments. This 
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helps to increase the dynamics in these measures and the 

complexity of the rhythms. The melodic group is joined very 

briefly by six other instruments during these measures. At 

different times. they clearly support the rhythmic and melodic 

gestures of the first violins. 'Cwo of the accompanying groups 

remain very consistent in this section with the bass group 

sustaining unti I the end of the pizzicato. part in measure 17. The 

harp group does the same until the end of the section in measure 

20. 

After the nearly full rest by the orchl!stra in measure 17, a 

restructuring occurs in the instrument groups even though the 

existing melody continues in much the same way as it did in the 

previous six measures. The violin I melodic group adds many of 

the other strings and flute immediately after the rest. The right 

orchestral plano is the only part that remains soloistic and acts as 

an ostinato wi th the two other supporting groups. 

Section IV -2 Measures 20-31 

This section begins the slow buildup to a dynamic peak reached in 

measure 31. At first it has no real melodic group and the viola 

group is playing an ostinato figure that extends for the opening two 

measures. The other two groups are lending cooperative support 

by playing half and whole note combinations while utilizing some 
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variation In the rhythms. Two of the solo instruments in these two 

measures are also in a supporting role with the solo orchestral 

piano playing the same ostinato motive it had in the previous 

section. Measure 22 alters the groups to a small degree and the 

result is a larger melodic group that includes the trumpet taking a 

leading role. There are accompanying bass and harp groups but no 

solo instruments to help build the dynamics and texture in this 

section. 

~'leasure 2-+ IS the next restructuring of instrumentation and this is 

much more involved than the last change in the rhythmic groups. 

The dynamic level immediately rises as more instruments are 

added and the number of rhythmic groups increase from three to 

eight in only a few measures. The flute and oboe use a variation of 

the prevIous trumpet motive and thus may be considered as 

having the melody. The larger of the two accompanying groups 

from the previous part extends and expallds into this part by 

adding several instruments. This group, along with the harp and 

choir-violin groups, are considered cooperating and accompanying. 

The three instruments involved In the choir-violin group 

progressively evolve into so!oistic parts. The remaining four 

groups all consist of vanous combinations of brass and upper 

strings. Their very different rhythms, when compared to the 

melody, dictate that they be labeled antagonistic support groups. 

These four groups also undergo many changes between measure 
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24 and 27 while the melody and two cooperating groups remain 

much the same during this time. 

The melody switches to the lowest instruments between measure 

27 to the end of this section. This produces an ominous sounding 

effect, not unlike what has been found in previous sections and 

movements. The low instrumental melodic group expands to mne 

different instruments and progressively adds many of the upper 

strings. However, the main accompanying group diminishes from 

SIX to three instruments by the end of this section. The smaller 

and accompanying flute group may be considered coopaating. The 

end of measure 28 begins an increase in rhythmic complexity and 

this increase progresses throughout many of the remaining parts 

until measure 31. Along with the rhythm, the dynamics and 

number of antagonistic accompanying groups increase and this 

hinders a clear melodic group from emerging. The upper brass and 

woodwinds contribute largely to the antagonistic groups with only 

the violin I group cooperating with the buildup by the lower 

sounding instruments. By the end of measure 31, the impending 

dynamic peak dissipates rather quickly and the excited rhythms in 

the antagonistic groups vanish as this section closes and the 

numbers of instruments quickly decreases. 

Section IV -3 Measures 32-49 
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This quieter section begins with fewer groups and many fewer 

instruments. The first violins seem to be the most prominent but 

the other instruments are helping to mask and prevent any real 

melodic line from becoming too outstanding. The violin I melody is 

not doubled by any other instrument which is a rare occurrence. 

The other instrumental groups are all accompanying cooperatively 

except the choir-violins group; their erratic rhythm makes it 

antagonistic In nature. As the violin changes its melodic 

character, it is joined by the choir-violins in measure 35. A 

counterpoint to this melody starts also in measure 35 when the 

woodwinds join the already existing violin II accompanying group. 

A third contrapuntal group is initiated \vhen the celeste is 

partnered with the left solo piano in measure 36. This is the first 

time, outside of the third movement, that melodic lines of equal 

importance have occurred within three groups. There remains two 

accompanying cooperating groups which have grown in numbers of 

instruments. As this part ends, a restructuring of some of the 

groups begins in measure 40. 1 

The large block chords found in the brass melody have a group of 

lower brass that act in a cooperating supporting role. As the 

dynamics begin to rise, the metric changes are more evident and 

the other three groups and three solo instruments act as an 

Il is lhese measures. '+0-63. lhal Kirkpalrick believes are quoles from lhe 
losl Memorial Slow March. Kirkpatrick. Preface. p.ix. 
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antagonistic group to the brass. This part has a slow crescendo 

over the next ten measures until the end of the section measure 

49. The groups remain largely intact, save the antagonistic group 

led by the harp. which grows from three to seven instruments. 

Section IV -4 Measures 50-64 

The dynamics of this section take a step upward, beginning in 

measure 50, and continue to rise until measure 61. The number of 

groups have expanded to nine with tlH\~e solo instruments. The 

brass continues with the melody and there are two accompanying 

groups that may be considered to be cooperating. The violin II and 

the bass groups are helping to support the brass and their biock 

chords and. at times. are doubling the brass part exactly. The 

many varied rhythms displayed by each of the remaining five 

groups and solo instruments make them antagonistic. All of these 

groups remain mostly intact until the end of this part in measure 

58. There are several instruments that join the cooperating 

accompanying groups in this measure immediately before the 

climax. The loudest part of the movement begins in measure 59 

with the brass melody continuing and the bass group in 

cooperating support. Two of the antagonistic groups are very large 

at this point and help to create the chaotic sound for the next three 

measures. The sound begins to die away in measure 62 although 

the groups remain virtually intact until the end of measure 63. A 
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drastic reduction in instrumentation occurs here and there are two 

groups and four solo instruments left to finish the diminuendo. 

Section IV -5 Measures 65-89 

This mezzo piano section once again has no instrumental group that 

is clearly the melodic line. Given the extended equality in 

instrumental consistency and dynamics of all the groups, the Ml, 

M2 etc. marks for melody and melody 2 have been used in the 

graphic illustrations. The first horn group docs endeavor to lead 

the others based on its sizable grouping of ten instruments; there 

are several smaller groups led by the oboe. trumpets, trombone I 

and tuba respectively that also remain intact until measure 71. 

All of the groups are virtually intact \vith almost no changes during 

these measures. This consistency of the instrumental grouping and 

dynamic equality among the groups is not found anywhere else in 

the fourth movement. 

The smaller groups consisting of two or three members help to 

support the block chord sound led by the larger group. The oboe 

group, based on their contrapuntal part to the brass chords, is the 

only true antagonistic group. It is rhythmically quite different and 

lasts until measure 71. 
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As seen In other instances. all of the groups are playing 

complementary rhythms amongst themselves. Ives seems to have 

gone to great lengths In order to not have any instrument 

coinciding rhythmically with another outside its own group. The 

result is that at least one note may be found on ill of the beats and 

many of the eighth-note subdivisions. 

All of the seven solo instruments in these measures. including the 

two instruments that leave their group to become solo instruments, 

are upper register instrument making them more pronounced and 

in the forefront of the mass of sound unti I measure 71. Several 

instruments within the groups become more varied In their 

rhythm. However. they may still be consicicred part of the group 

since the variation aJds to the complexity of the sound. The 

unvaried dynamics allov,: all groups to remain relatively constant. 

The complementary rhythms. solo instruments. register, the 

rhythmic variations and the level dynamics help to create a 

conglomeration of sound where no clear melodic line stands apart. 

The quotes simultaneously found in this conglomeration include 

Bethany I Martyn I Dorrance I M issiollary C /zallt. P roprior Deo, St. 

Hilda. the Westminster Chimes and As Freshmen. First We Came to 

Yale.! 

! Kirkpatrick. Preface. p.ix. 
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A one mt:asure modification within the groups occurs at measure 

7l as the dynamics slightly increase and peak in the next measure. 

This may be considered aural preparation for the final groupings of 

instruments as the end of this movement progresses. A long 

diminuendo begins In measure 72 wi th the 
. . .. 

vOices Jom mg the 

trumpets in the second half of the hymn. Be liz ([ lZ}', and the 

accompanying texture based on the end of the Second String 

Quartet. l Except for a slight rise in measure 78, this continues until 

its completion in measure 89. 

There art: two large and three small groups along with four solo 

instruments beginning this part. They remain somewhat consistent 

until a disintegration starts In measure 77. The large melodic 

group led by the trumpets consists of ten instruments. It is 

accompanied by a large, seven member. lower register and 

cooperating group. The other groups and solo instruments may be 

considered to be antagonistic though they are very much 

overshadowed by the two main groups. The groups and solo 

instruments undergo numerous changes from measures 77 to 89 

with many instruments dropping out of all of the groups. The large 

melodic group in measure 76 has 13 instruments and eventually 

loses its foremost standing evidenced by the four remaining 

instruments in measure 83. The bass group IS the exception, 

increasing the number of instruments in the final ten measures. 

1 Ibid. 
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The number of solo instruments also increases to eventually eight 

and most of these do not dissolve until the final measures. 
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BACKGROUND STRUCfURES 

The foreground relationships In the previous analysis section 

demonstrate how Ives combines instruments into groups, their 

length, rhythmic interaction, prominent letter markings, etc. 

These relationships are illustrated by the graphs in the Appendix -

Table A. In order to reveal the background structures, the 

following method was used. The number of instrumental groups 

and, separately, the number of solo instruments were counted in 

each section and these numbers were compared to the overall 

dynamic curve. This was accomplished in order to investigate 

whether Ives consistently used more instrumental groups in order 

to produce loucler sections of the work. Once again, the dynamic 

curve indicates the overall amplitude of the orchestra rather than 

the written dynamics. 

The resulting graphs display the total number of groups and solo 

instruments but do not include the type and size of each group. 

Instances where a group stops playing but IS simultaneously 

replaced by another do not affect the total group number nor the 

size of the graph's bar. Solo parts were counted in the same 

manner as groups. 
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Each graph In Table B utilizes the same measure numbers as were 

used in the first set of graphs (Table A) and are also displayed on 

the top and bottom of the page. The identical dynamic curve is 

also taken from these graphs. Directly underneath the top 

measure numbers are graphic bars displaying the number of 

groups and their duration. The vertical size of each bar is 

proportional to the number on the top of each bar indicating the 

number of groups playing at that time. A separate bar graph for 

the solo instruments is placed under each group display. These 

bars show the number of solo instruments and their duration. 

Some observations can be made concerning the relationships 

between groups. solo instruments and the sound level. 

The number of instrumental groups IS directly related to the 

dynamic level throughout the first movement. As the dynamics 

increase and decrease. the number of groups rise and fall. This is 

the only movement in which this type of relationship occurs 

consistently. In contrast, the number of solo instruments 

remained relatively consistent, never exceeding two instruments 

throughout the movement's 41 measures. 

There are as many as nine solo instruments that begin the second 

movement as the dynamic level starts pianissimo. This is an 

indication of the polarity between the number of solo instruments 
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and the dynamic level. At various points throughout this 

movement, the numbers of solo instruments increases and 

decreases in direct opposition to the rise and fall of the dynamic 

level (rn.224-232; 111.118-138). However, the number of 

instrumental groups in the second movement rarely changes in 

this opposing manner (the exception: 111.211-216). Relative to the 

number of solo instruments, there is less fluctuation in the 

number of groups (m.181-198). 

This more consistent manner In the number of groups is prevalent 

in all of the movements, and especially the third. The 

conservative nature of the form and a reduced instrumentation is 

reflected in the few changes of group numbers for the third 

movement. The numher of groups remains at two or less until 

several very brief increases occur towards the end of the 

movement. As one would expect with a tonal fugue, the dynamic 

range is more conservative as well. The number of solo 

instruments generally increases during the movement, reaching a 

peak of five soloistic instruments in measure 63. From that point, 

they resort back to fewer numbers of solo instruments, similar to 

the heginning of the movement. 

The fourth movement begins pp and a crescendo builds for the 

next 62 measures. The numbers of solo instruments remains 

surprisingly steady for entire sections (m.45-63; m.20-32) unlike 
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the second movement. In contrast to this, the dynamic climax In 

measure 65 contains numerous solo instruments. The number of 

groups change more often than in the previous movements. They 

generally hold their numbers steady when the dynamics are 

somewhat even (m.32-50) and fluctuate greatly reflecting the 

dynamic level. (m.20-32) 

In contrast, the fourth movement has sections where the number 

of groups reduce as the dynamic intensity rises. as in mm. 50-63 .. 

The number of solo instruments also decreases at this point. In 

the final 25 measures, the number of groups 4uickly increases, 

along with the number of solo instruments as the dynamics 

diminish. 

One might intuitively expect that the number of different 

instrumental groups would increase as dynamic intensity rises. 

This occurs in this piece in the majority of cases. However, it is 

important to note that the use of more instrumental groups 

diffuses the strength of the orchestra into more areas of the sound 

spectrum. If Ives' intent was simply to increase dynamics, the 

amplitudina! strength of a few instrumental groups would focus 

and intensify the sound of the orchestra much more than the 

diversification of sound Ives provides at increased dynamics. 
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Therefore. it seems safe to say that Ives was more interested in 

broadening the shape and texture of the orchestra than he was In 

making the orchestra louder. His crescendos seem to be. more 

often than not. an increase of textural activity and variety rather 

than a focused. intense sound. This point is also borne out by an 

intuitive response to the music. 



COKCLUSIONS 

"Form is a silent element [of music J ... A different use of 

tone color may hide a theme; a change of dynamics may 

well be a formal device. Recognition of structure may be 

the final element of music to be pt!rceived, yet, whether 

the form is recognized or not. the ordering of musical 

ideas (or texture blocks) is the only element of music that 

gives meaning to the interplay of timbre. harmony and all 

the othl.:!r facets of the art of sound." I 
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As stated. this research establishes an initial step in codifying a 

specific and formalized textural theory, thus developing an overall 

system for illuminating textural activity. The musical elements 

integral in this codification include the rhythm, instrumental 

groups. and dynamics. The information found certainly can be 

refined and enriched by later analysis. Although the ultimate 

implication of the present study has special import for timbral 

analyses relating to Ives. further research and study will, in all 

likelihood. uncover additional details concerning the formal 

structure for many of his works. It may simultaneously envision 

new boundaries for that which has remained quite mystifying to 

the listener. performer and theorist. 

Jack Sacher. The An of Sound (Englewood Cliffs, New Jersey: Prentice
Hall, 1971). p. Ill. 
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Finding very clear-cut organizational principles based on 

parameters of sound was made difficult by the "non-linear 

characteristics of the relationships, and the relative, discrete 

isolation of the sound components." 1 The interplay of these 

various parameters and "sound components" including dynamics, 

group densities and instrumentation was the primary focus for the 

following analytical conclusions. The graphic representations of 

the large amount of data collected greatly facilitates the process of 

producing some overall observations. 

The basis for sectional ization based on dynamic considerations was 

supported by the textural parameters of the piece which directly 

affected the sound level. The changes in the number of groups and 

their instrumentation, as well as the numbers of solo instruments 

involved often had a striking effect on the overall dynamic 

structure of the movement. Specifically, many of the fortissimo 

parts were often the result of a multiplicity of groups with fewer 

instruments rather than fewer groups containing many 

instruments. 

The relationship between the length of time which an 

instrumental group performed without rests and the overall 

Robert Cogan and Pozi Escot, Sonic Design: The Nature of Sound and Music 
(Englewood Cliffs. New Jersey: Prentice-Hall. 1976). p.77. 
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dynamic level of sections was explored. The length of 

instrumental lines was not generally proportionate to the dynamic 

level. However, the instrumental groups and the soloistic 

instruments that were of relatively short time span often were 

coupled with louder dynamics and crescendos. Based on the 

presence of groups with short length, one is able to predict that 

the dynamic level would be high or increasing. However, the 

opposite case was not true, as there were many instances where 

dynamic tension or increase was produced from a building of more 

lengthy musical groups. 

The specific letter markings found In the second movement 

revealed a limited relationship to the dynamic le\·el. The majority 

of sections that included the building of dynamics were marked 

with an increased number of "prominence letters" throughout the 

parts. These were of relatively short duration, often less than ten 

measures. There was, however, no direct correlation found 

between the presence of the specific letters "A" or "B", and the high 

dynamic levels. There was also no correlation found between the 

dynamic level of particular instrument or group accompanied by a 

melody \vith a prominence letter. Often the prominence letters 

indicated relationships not realized In Stokowski's recording and 

seem impractical to realize (cellos and basses at II - 7 Measure 

2(0). The letters appeared next to most all of the orchestral parts 
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at one time or another and thus no. regularity of specific 

instrumentation coupled with these letters was found. 

The antagonistic and cooperative nature of groups seemed to be 

directly related to dynamic levels in many instances. The groups 

and soloistic instruments were more antagonistic in the sections 

that were either building or had reached a peak dynamically. As 

this stylistic characteristic revealed itself, it led to a fluency in 

di scoveri ng the cooperati ve or antagonistic nature of instrumental 

grou ps. 

Overall. it may be said that a clearer understanding of Ives' 

methodology was gained through consideration of texture 

throughout the work. However. consistent principles of order for 

predicting relationships were not present. The chaotic textures 

seem to be conceived as a multiplicity of strata. These strata are 

analogous to melodic lines in contrapuntal structures of tonal 

Illusic. Further study will reveal the value of this analogy. 

hope to have contributed to the definition of the sound 

organization of !ves' Fourth Symphony. Through the research and 

analytical approach contained within, discovering stylistic trends in 

other Ives' works may be possible. In the future, the subjective 

interpretation of the data collected may be replaced by a more 

specific set of measurements and calculations. These would be 
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used for partitioning and classifying discrete sound events and 

reveal the presence of additional musical gestures on other levels 

of structure. Combining this approach with other twentieth 

century analytical techniques may develop a more effective system 

for the analysis of all modern music. 

"The polyphony of inckpendent ensembles Illay have more to 

suggest to the future of music than any of the European masters ... " 1 

Wilfrid Mcllcrs. Music in c.l New Found Land (New York: Alfred A. Knopf, 
1965). p.64. 
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