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ABSTRACT

COMPOSITIONAL TECHNIQUES EMPLOYED IN THE
FIRST MOVEMENT OF ELLIOTT CARTER'S
PIANO CONCERTO

By

Irene Rosenberg Grau

The first performance, recording, and publication

of Elliott Carter's Piano Concerto aroused keen interest.

This work, Carter's first composition in this form, was two
years in creation. Despite much discussion in the press,
however, a published technical analysis has not yet
appeared.

The present study investigates the compositional
aspects of the first movement of the two-movement concerto.
The findings indicate in a generalized way the creative
impulse which prevails, however, throughout the entire work.
An analysis in depth has been made of form, melody, harmony, den-
sity, dynamics, rhythmic activity and rhythmic character, tempo,
meter, and metrical modulation, and interpretation and
articulation markings. These aspects offer a comprehensive
frame of investigation, and although in this work they are

treated by‘the composer in highly original and innovative
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ways they proved open to study by conventional analytic
techniques, expanded and modified as the situation demanded.

The first, and perhaps most significant point of
the present study, is that a systematic and objective
theoretical analysis must be combined with an attempt to
view the philosophy of the composer as it is expressed in
this composition. Carter's apparent purpose in the Piano
Concerto is the creation of an abstract form which experi-
ments with time factors and with structural procedures.
The development of form in this work is removed from
traditional structural considerations of departure and
return, repetition, reconciliation of antitheses in
thematic material or tonality. The form grows out of the
principle of continuous motivic metamorphosis, in this
work of motives comprised of twelve different three-note
combinations.

Carter makes use of the transformation of time
elements through frequent change of meter and tempo,
notated as metrical modulation, a technique in which a
designated note value retains a constant duration although
it changes in its significance within the metrical pattern.
Combined with extreme fluidity of tempo and meter is a
prevailing use of fragmented, dense, and polyrhythmic
patterns.

The motivic three-note combinations which Carter

creates for this composition are non-tertian and give rise
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to chordal sonorities which are predominantly gquartal,
secondal, or clusters. When tertian or expanded tertian
chords appear it is usually in a polychordal setting.
Both tertian and non-tertian sonorities are used, juxta-
posed and superimposed.

Figures arising from the kind of harmony employed
permeate the melodic structure. The voice lines are often
plural and are usually polyphonically complex. The
melodic ambitus is extremely wide. The melodic design is
immensely varied in contour and in intervallic structure.

Melody, harmony, and rhythm do not coordinate to
create phrase structure, cadences, or sectional conclusions.
Density and volume favor high levels, although both fluctu-
ate widely and frequently. They, too, are disassociated
from structural considerations. The independence of each
of these compositional aspects, in combination with the
techniques of motivic evolution and metrical modulation,
tends to give the work a continual forward thrust which
makes of the composition's total 348 measures an extra-
ordinarily large one-part form.

It is theorized that the aural challenge in each of
these compositional aspects may be intended to express an
aesthetic of extreme concentration and intense emotion.
Carter's use of emotive expression markings can be con-
strued as a further indication of his concern for the

communication of musical character.
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The first movement of the Piano Concerto is

traditional in that it is non-electronic, non-aleatory,
and conventionally notated in equal temperament. It can
perhaps be called futuristic in its innovative compositional

technique and above all, in its philosophy.
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PREFACE

Eliott Carter wrote his Piano Concerto in 1964

and 1965. Preceding this composition lay more than a

quarter of a century of fruitful creative work. Carter's

published compositions prior to the Piano Concerto

include:

1961 Double Concerto for Harpsichord and Piano with
two Chamber Orchestras

1957 String Quartet #2

1956 Canonic Suite for four B Flat Clarinets

1955 Variations for Orchestra

1952 Elegy for String Orchestra

1952 Sonata for Flute, Oboe, Cello, and Harpsichord

1951 String Quartet #1

1950 Eight Etudes and a Fantasy for Woodwind Quartet

1950 Recitative and Improvisation for four Kettledrums

1948 Sonata for Violoncello and Piano

1948 Woodwind Quintet

1947 The Minotaur, Ballet and Suite from the Ballet

1947 Emblems (for Men's Chorus and Piano)

1946 Elegy for String Quartet

1946 Piano Sonata

1945 Musicians Wrestle Everywhere (SATB a cappella, or

with string acc.)

1944 The Harmony of Morning (4 part Women's Chorus and
Small Orch.) ’

1944 Holiday Overture (revised 1961)

1943 Dust of Snow (Medium Voice and Piano)

1943 Elegy for Viola (or Cello) and Piano

1943 The Line Gang (Baritone and Piano)

1943 Voyage (Medium Voice and Piano)

1943 Warble for Lilac Time (Soprano, or Tenor, and Piano
or small group of instruments)

1942 Symphony #1

1942 The Rose Family (Medium Voice and Piano)

1941 The Defense of Corinth (Speaker, Men's Chorus, and
Piano 4 hands)

1940 Pastorale for Viola (Eng. Horn or Clarinet) and Piano

iv



1939
1939
1938
1938

1938
1937
1937
1937
1936

1936
1933

Canonic Suite for Quartet of Alto Saxophones

Pocahontas, Ballet and Suite from the Ballet

Heart No So Heavy As Mine (SATB a cappella)

Incidental Music to "The Merchant of Venice"
(guitar and alto voice)

Prelude, Fanfare, and Polka for Orchestra

Harvest Home (SATB a cappella)

Let's be Gay (Women's Chorus and Piano)

To Music (SATB a cappella)

Incidental Music to "Mostellaria" (Baritone,
Men's Chorus, & Small Orchestra)

Tarantella (Men's Chorus and Piano 4 hands)

Incidental Music for "Philoctetes" of Sophocles
(Baritone, Men's Chorus, Oboe, and Percussion)

Although there are works for large orchestra,

Carter's attention seems to have been drawn particularly

to smaller ensembles and to chamber music. He uses piano

as a solo instrument only once; and piano in combination

with orchestra, prior to the present concerto, only in

the

Double Concerto for Harpsichord, Piano and Two Chamber

Orchestras. The Piano Concerto is a new line of thought

for Carter in terms of

instrumental sound, but upon review

of his total output to date it becomes apparent that each

of his works expresses an interest in a fresh kind of

instrumental circumstance. A free line of inquiry into

many aspects of musical composition is the hallmark of

Carter's creation. As he himself notes:

I began to question the familiar methods of
presentation and continuation, of so-called
"musical logic," based on the statement of
themes and their development. . . . Too, I
questioned the inner shape of "this" and "that"
-~-0of musical ideas=--as well as their degrees of



linking or non-linking. . . . I was pre-occupied
with the time-memory patterns of music.

The philosophic openness and intellectual strength
which characterize Carter's career reach new expression

in the Piano Concerto.

The Piano Concerto was commissioned by the Ford

Foundation. The selection of the composer to be commis-
sioned on this occasion was given to pianist Jacob Lateiner,
who turned to Elliott Carter. The first performances of

the Concerto were given by Lateiner and the Boston Symphony,
directed by Erich Leinsdorf, on January 6th and 7th, 1967, in
Symphony Hall, Boston. It was recorded at these per-
formances by RCA Victor (LSC-3001l), with the joint

subsidy of the Martha Baird Rockefeller Fund for Music,

the Steinway Foundation, and the National Foundation for

the Arts and Humanities.

Although this event was attended by much publicity
and was widely discussed in the press, a published
technical examination of the compositional techniques
employed in the Concerto has not yet appeared. This lack
is curious in view of the composition's singularity. Both
the Concerto itself and the apparent difficulty of
approaching it represent tantalizing challenges. Hence,

the present study.

lElliott Carter, Jacket notes to Nonesuch Recording
H-7134, of Carter's Sonata for Flute, Oboe, Cello, and
Harpsichord, and Carter's Sonata for Cello and Piano.
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CHAPTER I

PURPOSE AND METHOD

The philosophy underlying this paper is that a
work of art ideally should be understood on its own terms,
as part of its culture, and within an historical perspec-
tive. The sad gap which exists at present between the
contemporary composer and the contemporary listener
indicates that in all three regards understanding is weak.

The personal, social, or historical raison d'étre of

contemporary style and content fails to link many musical
creators today to the general public. Contemporary "art"
music may fairly be reported to be considered widely as
enigmatic, isolated, and irrelevant.

It may.be suspected that the experimental or
avant-garde composer today is misunderstood because his
work lies in advance of the understanding of his time.
Hopefully, our understanding of the musical trends leading
into the future is being aided by the develépment of a
methodology of appreciation, of a systematic technique of
analysis, built upon the past but suited to the new
material.

Proceeding from this premise, the present study
involves two main considerations. One is to examiﬁe a

1



significant new work, the Piano Concerto, by the highly

esteemed American composer Elliott Carter. The second
is to evaluate the applicability to this composition of
the analytic techniques which have been useful up to the
present, and to attempt to devise extensions of these
techniques which may be particularly suitable to music
of our own day.

The Piano Concerto has two movements, the first

consisting of 348 measures and the second of 330. Both

movements employ full orchestra of

2 Flutes (Piccolos) 4 F Horns

2 Oboes 3 B-flat Trumpets
2 B-flat Clarinets 3 Trombones

2 Bassoons Tuba

Contrabassoon Timpani (2 players)

Strings (minimum: 7-6-5-4-3 stands)

There is also a concertino group of Flute, English
Horn, Bass Clarinet, Violin, Viola, Cello, and Bass. The
concertino group sometimes plays alone, sometimes with the
solo piano, and sometimes merges into the larger ensemble.

In the second movement of the Concerto, the con-
certino conducts an extensive dialogue with the solo piano;
there is a dramatic confrontation of distinct musical
personalities. In the first movement there is no comparable

theatrical device. However, in all other major aspects the



two movements are very similar, and the compositional pro-
cedures in regard to rhythm, harmony, density, thematic
process, and formal structure appear to derive from the
same creative impulse. Both movements exhibit a unified
and highly distinctive aesthetic, as well as a composi-
tional technique which is readily identifiable in all
parts of the work.

For this reason, it was felt that the present
study could deal specifically and in depth with an examina-
tion of the first movement and still could be understood
to validly represent in a more generalized sense a way of
viewing the compositional procedures used in the second
movement.

The modus operandum is to make as comprehensive a

list as possible of those aspects of musical composition
whose study has proven fruitful in enriching our ﬁnder-
standing of the music of earlier periods. This list will
serve as a kind of cultural definition. Each of these
aspects will then be investigated in connection with the
first movement of the Concerto. In view of the complexity
of the material, a minute and systematic categorization of
data will be undertaken. All the information derived from
the various avenues of study will be included in this
report. Some information may, significantly, be of a
negative character. It may appear, for example, in the

early stages of various lines of inquiry, that the



expected results will not be forthcoming; in some cases it
may be that no conclusion can be drawn. However, all the
relevant data will be assembled and reviewed in the hope
of permitting the information to express its own meaning
without suffering from the bias of preconception. It will
then remain to be seen whether these lines of inquiry have
succeeded in providing a viable analytic framework for the
music analyzed, and possibly for other contemporary works
of similar characteristics and properties.
The musical aspects investigated include:

Formal structure

Sectional organization

Phrases

Delineation of small units

Motives

Motivic uses

Developmental techniques

Tonality

Key relationships

Harmonic function of the bass

Chord progression

Cadences

Functional harmony

Chromatic harmony

Impressionism

Concepts of consonance and dissonance



Chord structure

Non-harmonic tones

Twelve-tone technique

Contrapuntal devices

Utilization of pitch area

Melodic structure

Melodic recurrence

Melodic intervallic relationships

Density

Rhythmic intensity

Types of rhythmic motion

Tempo

Meter

Metrical modulation

Dynamics

Interpretation directions

Articulation

Repeats

Bridges and transitions

Interconnectedness of compositional aspects

Use of folk material

These lines of inquiry, with their concomitant

offshoots; will be grouped under the chapter headings of:

Form

Harmony

Melody and Counterpoint



Tempo, Meter and Metrical Modulation
Dynamics

Density

Rhythmic Activity and Rhythmic Character

Expression and Articulation Markings.



CHAPTER I1I
FORM
The first movement of Elliott Carter's Piano

Concerto is a striking example of an extraordinarily large

one-part form. Referring to his Variations for Orchestra,

Carter said, "As in all my works, I conceived this one as
a large, unified musical action or gesture."2 This concept

appears to be applicable to the Piano Concerto also.

The question of the feasibility of extending the
concept of unity through a composition of three hundred and
forty-eight measures duration must be solved in terms of
the special and inherent logic of the structure. In the

Piano Concerto, First Movement, the structural logic does

not depend upon the ordering of the structural parts in
either classic or innovative ways, or upon comparisons of
differences or reconciliation of antitheses. The logic
depends rather upon an unfolding continuity of development
which seems to make manifest a sub-stratum of emotive
continuity. In the large one-part form the original tonal

material presented at or near the beginning of the

2Elliott Carter, "Shop Talk by an American
Composer," Problems of Modern Music (New York: W. W.
Norton, 1960), p. 54.




composition must be capable of providing for a great deal
of manipulation. It is also necessary that the emotional
tone of the composition as a whole be rich, varied, and
withal coherent.

Carter's own comments on his compositional pro-
cedure are highly relevant.

The characteristic effort of the serious
composer, as I see it, is not so much in the
invention of musical ideas in themselves, as in
the invention of interesting ideas that will also
£fill certain compositional requirements and allow
for imaginative continuations. Serious music
appeals to a longer span of attention and to a
more highly developed auditory memory than do the
more popular kinds of music. In making this
appeal, it uses many contrasts, coherences and
contexts that give it a wide scope of expression,
great emotional power, and variety, direction,
uniqueness, and a fascination of design with many
shadings and qualities far beyond the range of
popular or folk music. Every moment must count
somehow, as must every detail. For a composer
it is not always easy to find a passage that fits
the particular situation and moment at which it
appears in the composition, that carries to a
further point some idea previously stated, that
has had the appropriate expressive quality
motivated by what has been heard and yet is a
passage that sounds fresh and alive.

As far as I am concerned, I am always inter-
ested in a composer's phrases and their shape and
content, the way he joins them, the type of
articulation he uses, as well as the general drift
or continuity of a large section, and the con-
struction of the whole work. The small details
of harmony, rhythm, and texture fall naturally
into place when one has interesting conceptions
of these larger shapes,3

Carter's usage in the Piano Concerto of composi-

tional factors such as dynamic markings, density, rhythmic

31bid.



activity and rhythmic character, and some aspects of tempo,
meter, and metrical modulation, all indicate an awareness
of the necessity of generating emotional tone as a
structural principle in an expanded one-part form. In
addition, these factors, although they do not delineate
structure in a traditional sense, do combine with tonal
elaboration and instrumentation to present a patterning

of musical events which gives dimension to the form.

The thrust of these musical events is usually in
the direction of change of some kind. Following is a list,
rather like a kind of relief map, representing some of the
more important configuration changes, or, as Carter
states it above, "general drift," with brief descriptions

pointing out the salient characteristics of each area.

1. From the beginning to m. 18.

The original thematic material of a perfect 4th,
diminished 5th, minor 2nd, and diminished 8th, using the
pitches G, F#-C, C#, is presented in a completely
dodecaphonic matrix. (In this paper the term "dodecaphonic"
will mean totally chromatic.) Piano solo, joined by the
concertino, provides a distincﬁive orchestration, in
contrast to the more usual employment of full orchestra.

Meter is 3/4, quarter note = 126. (See page 10).
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2. M. 18-32.

Here occur changes of meter and texture. The

linear writing refocuses into voice leading in pairs. The

orchestra enters. This area tends to be lyrical in the

orchestral part and figural in the piano part.

(Duration: 14 bars.)

M. 18

o de126
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3. M. 32-40.

At this point there begins a series of melodic
phrases in thematic entrances iﬁ the piano part and in
clarinet and strings, with thinning of texthre and

lessening of rhythmic activity. (Duration: 8 bars.)

M. 32

M. M. 40-68.

Significant here is the appearance of a rhythmic
figure of triplet 16th notes which will be pervasive in
this area of the work. The use of timpani makes this
figure immediately recognizable as a compositional event.

(Duration: 28 bars.) (See page 13.)
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5. M. 68-111.

Rhythmic activity and texture diminish. The
triplet 16th figure disappears for two measures. A new
thought emerges: a motive in clusters with glissando.
This area builds upon the accumulation of everything pre-
ceding, and pushes forward for a longer period than any

cf the preceding areas. (Duration: 43 bars.)

¢ —3 I
delicato

D)}

(+Ww)
e (9&‘);

1 I A

J o

sty P——nf ———1 P(=PPp)
T— r—r

6. M. 111-124.

The meter and tempo change, activity lessens,
concertino reappears, piano part dissolves. Sonorities
of 3rds and 6ths can be perceived within the 12-tone

material. (Duration: 13 bars.) (See page 15.)
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7. M. 124-152.

The meter and tempo change. Oboe makes a prominent
entrance with a subject consisting of melodic intervals of
3rds and 6ths, followed by imitative counterpoint.

(Duration: 28 bars.)

M. 124

2
Q—’J"J-J-ﬁo.zs—o
7= ; ﬁ—iﬁ

8. M. 152-167

The distinctive feature here is the absence of
piano for fifteen measures. (Duration: 15 bars.)

(See page 17.)
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The piano, absent since m. 150, makes a vigcrous

re-entry. (Duration: 21 bars.)

10. M. 188-223

" Volume, density, and rhythmic activity drop low.
(Clusters, noted at m. 68, are again the main sonority.

(Duration: 35 bars.) (See page 19.)



19




20

11. Upbeat to m. 223-256
At this point, marked un poco espressivo,

p decrescendo to pp, the piano, in a solo entrance,

unfolds a series of 4ths. (Duration: 33 bars.)

M. 222

P

ant

I
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12. Upbeat to m. 256-270

These orchestral entrances use material related
to the first statement of the composition, the augmented
4th, minor 2nd, and diminished 8th. The original pitches

C-F# are conspicuous in the cello entrance. (Duration:

14 bars.)
M. 256
2 o o e
i : — ¥—7
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13. M. 270-313.

The meter and tempo change. The concertino
reappears in a series of imitative entrances, initiating
the composition's propulsion to its conclusion.

(Duration: 43 bars.) (See page 23.)

14. M. 313-328

A distinctive event here is the crashing chord
which embraces the totality of pitches from sub-contra C
to five-line b, an effect used only in this area of the

composition. (Duration: 15 bars.) (See page 24.)

15. M. 328 to the conclusion

This event is noteworthy as an extremely rare use
of recall within the work. The original thematic material
is re-used on the original pitches: G, G-flat (= F#)-C,
D-flat (= C#). Further mnemonic reinforcement is offered
by the original tempo, re-affirmed, at m. 329, at quarter
note = 126. The psychological rounding off and sense of
completion, caused by the return of characteristics of the
| beginning, signal the approaching end. (Duration: 21 bars.)

(See page 25.)
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The landmarks included on the foregoing "map" are
only the main and most apparent ones. Other parts of the
landscape will of course be perceived and subjectively
evaluated. The compositional landscape preéents a picture
of extreme fluidity and organic self-determination, free
from arbitrary structuring through the imposition of
historical mores or mathematically oriented aesthetics.
The spacing of events in terms of the numbers of measures
within each area is: 17, 14, 8, 28, 43, 13, 28, 15, 21,
35, 33, 14, 43, 15, 21. The spacing in terms of time-
duration must surely be equally varied, since the tempo
continually changes.and the measure lengths are unequal.

It is worth noting that the graph (see Appendix I)
of this study of form-happenings reveals an absence of
meaningful cdfrelation with the graphs of other compo-
sitional factors. The formal aspect, like all the other
aspects of this movement, is completely independent.

The nature of the events within the work is also
varied. In some cases only a brief effect is noted. 1In
other instances a change in the on-going situation is
perdeived and different emphases will be apparent iﬁ the
entire new area.

The study of the form brings out clearly this
significant finding: it does not seem possible to
designate any of the areas of this composition by pre-

established formal terms such as theme groups, transitions,
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developments, recapitulations, or the like. Most of the
time it is clear that, while some elements provide change,
other, simultaneous, elements offer such strong lines of
continuity that the elements of change do not bring about
a separation of distinct parts from the structural whole.
The factor which is probably strongest in pro-
ducing unity is the tonal material itself, which is
totally chromatic throughout and which makes use of
tightly organized motivic interval patterning. The
independent functioning of each compositional aspect, as
will be demonstrated further along in this study, also
provides unity through overall characterization.
Finally, the fact that the evolution of thematic,
rhythmic--indeed, all compositional aspects--is pervasive

and continual is in itself a unifying principle.



CHAPTER III

HARMONY

Harmony may be understood in this study to refer
to three different concepts: (1) harmonic texture or
chérdal sonority, (2) cadential forms, and (3) harmony
in relation to formal organizétibn.

The harmonic texture of tﬁe fifst movement of

- Elliott Carter's Piano Concerto includes a vast array of

chordal sonorities. Some of these sonorities are pre-
sented simultaneously; some occur as arpeggios or chordal
figuration; some can be comprehended vertically or
diagonally as chords accumulated by extension on the time
continuum. Careful analysis indicates that some of the
classic sonorities used in the common-practice period are
included among Carter's chord types. But more prevalent
are'innovative sonorities resulting from the intervallic
aggregations typical of dodecaphonic manipulation.

As the variety of chordal sonorities arising in the

Piano Concerto is so great, it may be well to define

further the concept of "chord" as it will be used in this
paper: the co-existence of three or more tones within a

time span sufficiently compact so that their relationship

28
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may be perceived. This definition permits chordal
sonorities to be classified into eight types.

l. triads (tertian)

2. seventh chords (tertian)

3. polychords, or juxtaposed tertian sonorities

4. expanded tertian (9ths, llths, 13ths, 15ths)

5. tertian with added tones

6. tertian with cross relations or split chord

members

7. quartal-quintal

8. secondal-clusters
There is of course some overlapping of chord types and some
variation in analysis does occur.

It should be noted that two-note sonorities occur
only rarely in this work. A study of the density aspect
(see Appendix IV) reveals only seven measures which
contain one to two simultaneous pitches, these arising
only in the first third of the composition.

Chord type I, the tertian triad, hardly exists as
a complete, self-sufficient entity within this work. When
tertian triads or seventh chord structures appear they
almost always form a part of polychords.

Carter's technique in regard to polychords is
highly original and can be directly linked to the very
distinctive textures prevailing in this composition.

The usage of polychords in the past has often
relied upon wide, juxtaposed spacing. Separation of the

constituent chords by pitch area has been an effective

means by which independent chordal sonorities have been
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held in aural counterpoise. Carter's use of polychords
departs almost entirely from this traditional method.

Most often his polychords are not distinctly juxtaposed

but are crowded together in a dense and rapidly changing
texture. The existence of tertian triads and seventh

chords can be traced, but their power and distinctiveness

as functioning entities are sacrificed in favor of a sub-
ordination into a richer, more complex web of interrelation-
ships.

A further distinction is that traditional methods
usually deal with clearly recognizable tertian structures,
whereas, through the use of added tones and cross
relations, as well as secondal and guartal sonorities,
Carter's chords often lose the customary means of identifi-
cation as polychords and merge into other categories.

An interesting and typical example of the compli-
cated use of polychords occurs in the orchestral score at
m. 41: the first 16th of the measure is an e minor triad
(C-flat = B), the third 16th is e minor plus a major
seventh (diminished octave), the seventh 16th is E major
plus a major seventh with F major implied on the upper
staff. At the beginning of m. 42 there are three levels:
C-flat major in the middle, A major arpeggio Qith a
sustained B-flat on the top level, and F contra entering

on the lowest level in the piano part at the second 8th.
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Diminished triads are rejected. The augmented
triad occurs occasionally, as at m. 328, last beat, where
it appears in conjunction with the interval of a major

third D-flat-F.

M. 328

L

2.y

e t 3

Seventh chords and expanded tertian sonorities
can be found frequently, as in m. 36 and 37 (see page 33)
and m. 231, 232, and 233 (page 34).
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The tertian sonorities are never organized into

successions which resemble functional harmony.

The major-minor seventh chord (dominant seventh
structure) occurs only rarely among the other types of
_seventh chords, as in m. 105, where it appears fléetingly
in a polychordal context (see page 35).

Major-minor seventh chords have neither the
priority of occurrence which they enjoyed in the music of
the past nor the predictability of usage found in earlier
styles. Most often the interval of a minor seventh will
be left empty, or will be placed upon an interval of a
third, forming a ninth chord (both illustrated in m. 184,

page 35).
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If the interval of the minor seventh is filled, it is

most likely to contain two fourths, as in m. 227.

This is one of Carter's favorite sonorities in the

Piano Concerto, as jllustrated in m. 339-340 (p. 37).

The diminished seventh chord, like the diminished
triad, is rejected.

Parallel éhord streams and alternations between
polarized harmonies, suggestive of impressionistic tech-
niques, are also absent in this composition. Passages
in which consonant Harmony or consonant intervals are
prominent do sometimes conta%n streams within the texture,
for instance in m. 95 througﬁrm 104 where the lower score
of the piano part is, with one exception, a series of

twenty-four 6ths,whi1e'simultaneously the lower score of
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the orchestral part presents a series of fifths (see pp.
39-40).

M. 156 through m. 165 shows two simultaneous
independent lines, each of which is compoéed almost
exclusively of the melodic ana harmonic intervals of the
3rd and the 6th. The relationship between the two lines
is, however, highly dissonant (see p. 41).

There seems to be no concern in the presentation
of any of the chords for such matters as root re-inforce-
ment or sonorous doublings. Registration and voicing
over the pitch range is immensely varied, as is shown in
the study of melody (please see Chapter 3), but the guiding
thought does not seem to be the play of sonorities per se.

Tertian sonorities are most frequently blurred by
the addition of non-chord tones, by cross relations at
the chord root as in m. 111, first six notes, or m. 261,
downbeat (see page 42), or by split chord members within
the chord structure as in m. 134 (p. 42).

The most prevalent sonorities within the Piano
Concerto are those which contain seconds, sevenths, or
ninths, often in conjunction with perfect of augmented
fourths. The interval of the fourth is motivic and often

- occurs as quartal harmony, in the form of interlocking
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329, or m. 2 and 3,

fourths, m.
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or juxtaposed fourths, m. 334.
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Another favored sonority is clusters, as in
m. 50, 68’ 181'

sometimes spread apart into sevenths or ninths, m. 72-74
(see page 45),
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sometimes tightly bunched with a fourth as the outer

parameter and a third contained, m. 193-194.
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Clusters are sometimes used in expanded form as fistfuls

of sound containing as many as all twelve tones, m. 245-
246 (see page 47). |

Carter's harmonic texture in this composition is
immensely varied. There are brief areas where a particular
sonority may prevail, for instance in m. 18 through m. 22,
which is predominantly quartal, or m. 188 £hrough m. 194,
predominantly clusters, or m. 106 through m. 110, totally
chromatic. Usually, however, the harmonic vocabulary is
displayed in such richness that classification of the area
or even of a group of specific measures by chord type is
impossible. This observation becomes increasingly valid

as the composition progresses. An example of a measure
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with a characteristic wealth of harmonic suggestion is
m. 294. This measure is an extreme but typical example
of the aesthetic of dodecaphonic saturation, containing
elements which are atonal, polychordal, triadic and

tertian, secondal and quartal.
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Elliott Carter wrote in the program notes to the

first performance of the Piano Concerto:

Technically the work is based on twelve dif-
ferent three-note groups (triads): six, used
exclusively by the piano and concertino and six,
by the orchestra. Each triad is associated with
one or more tempi and expressive characters.
Musical ideas are formed out of constantly chang-
ing uses of these fundamental materials.
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At the outset, the piano and concertino state
ideas derived from the triad shape exemplified by
C, F sharp, G and the three speeds and characters
associated with it. This is answered briefly by
the orchestra using material from one of its triads
(shape: G, D flat, F). Later these two triads,
which are the primary ones for the orchestra and
the piano, each join three others from their
respective instrumental groups to form one twelve-
note chord for the soloists and another of dif-
ferent character for the orchestra, the alternation
of which constitutes the conclusion of the first
movement, summarizing in brief all the various
expressive characters that have been brought into
increasingly sharp focus and contrast.4

Nearly any small section of this work will reveal
the presencé of the two basic three-note groups or their
metamorphoses. In fact it is usually impossible to proceed
beyond any fourteen to sixteen note sequence without having
included therein all twelve tones. M. 1 to 5, or M. 138
to 139, or m. 223 to 224, or the single measures 235 or
302 all illustrate Carter's characteristic technique
of accumulating twelve tones (see page 50).

In view of this typical saturation it becomes
highly debatable whether it can be perceived that the
metamorphosis of these two basic groups into six assigned
to piano and concertino and six assigned to orchestra, as
outlined by Carter, does result in giving clarification to
the texture or dimension to the tonal characterization.
The interrelationship of the basic "triads" is so close

and the means of presentation so dense that a lucid dif-

ferentiation of usage does not seem to result. This

4Elliott Carter, "The Piano Concerto." Boston

Symphony Program Notes (Boston, Mass.: The Boston Symphony,
January 6, 1967). . ‘
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conclusion, however, in no way'negates the fact that the
concept of such different<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>