Ouachita Baptist University
Scholarly Commons @ Ouachita

OBU Graduate Theses University Archives

8-1964

A Study of Aaron Copland and Ralph Vaughan Williams Through
Analysis of Copland's "In the Beginning", and Vaughan Williams'
"Sancta Civitas"

Minerva Ann Phillips
Ouachita Baptist University

Follow this and additional works at: https://scholarlycommons.obu.edu/grad_theses

6‘ Part of the Composition Commons, and the Music Pedagogy Commons

Recommended Citation

Phillips, Minerva Ann, "A Study of Aaron Copland and Ralph Vaughan Williams Through Analysis of
Copland's "In the Beginning", and Vaughan Williams' "Sancta Civitas™ (1964). OBU Graduate Theses. 49.
https://scholarlycommons.obu.edu/grad_theses/49

This Thesis is brought to you for free and open access by the University Archives at Scholarly Commons @
Ouachita. It has been accepted for inclusion in OBU Graduate Theses by an authorized administrator of Scholarly
Commons @ Ouachita. For more information, please contact mortensona@obu.edu.


https://scholarlycommons.obu.edu/
https://scholarlycommons.obu.edu/grad_theses
https://scholarlycommons.obu.edu/universityarchives
https://scholarlycommons.obu.edu/grad_theses?utm_source=scholarlycommons.obu.edu%2Fgrad_theses%2F49&utm_medium=PDF&utm_campaign=PDFCoverPages
http://network.bepress.com/hgg/discipline/519?utm_source=scholarlycommons.obu.edu%2Fgrad_theses%2F49&utm_medium=PDF&utm_campaign=PDFCoverPages
http://network.bepress.com/hgg/discipline/1129?utm_source=scholarlycommons.obu.edu%2Fgrad_theses%2F49&utm_medium=PDF&utm_campaign=PDFCoverPages
https://scholarlycommons.obu.edu/grad_theses/49?utm_source=scholarlycommons.obu.edu%2Fgrad_theses%2F49&utm_medium=PDF&utm_campaign=PDFCoverPages
mailto:mortensona@obu.edu

A STUDY OF AARON COPLAND AND RALPH VAUGHAN WILLIAMS

THROUGH ANALYSES OF COPLAND'S IN THE BEGINNING, AND

VAUGHAN WI' LIAMS' SANCTA CIVITAS

A thesis
Presented to
the Division of Graduate Studies

Ouachita Baptist College

In Partial Fulfillment
of the Requirements for the Degree

Master of Music Education

by
Minerva Ann Phillips
August, 1964



A STUDY O AARON COPLAND AND RALPH VAUGHAN WILLIARS

THROUGH ANALYSIS OF COPLAND'S IN THE BEGININING, AND

VAUGHAN WILI.IAMS' SANCTA CIVITAS

Ma jor Professor

\




TABLE O CONTHENTS

CHAPTER

I.

II.

I1T.

INTRODUCTION: o o o o ¢ o s o o o o o o o
Background of the Study o o « o o o o
The Problem o o o« o o o o o o o o o o
The Significance, « o o » o o o s o o o
Limitabions o o« o o o o o o o o o ¢ o

Definitions e o @ ©& o o o e © ® e o o e

Definitions of Twentieth Century Musical Terms,

Collection and Treatment of Data. « o o

AARON COPLAND AND AN ANALYSTS OF IN THH BEGINNING

Farly Life and Tralning . « « o o o o o
Musical Training In Paris « o+ o« o o o o
His Return To America As A Composer ., .
Jazz Style-Period « o o« o o « o o o o
Abstract Period ¢« o o o o o o o o o o
Third Style Period--American Folksong

Analysis of In The Beginninge « o« o o o

Copland TOday e e e o o o o o e o o e o

RALPH VAUGHAN WILLIAMS AND AN ANALYSIS
OF SANCTA CIVITAS o o o o o o o o o o o

Background and Training « « « o« o o o o
Meledic Styles and Influences « o« o« o
Harmonic Styles and Influences. « o o o

Analysils of Sancta CivitaSe o o o o o o

Vaughan Williams' Mature Years. o« « « o

PAGE

ol

16
51

5L

66
68

73
82




CHAPTER

Iv.

SUMMARY AND CONCLUSIONS.

BIBLIOGI%AP}IY * L] L L L] L > L] L]



CHAPTER I
INTRODUCTION
1. BACKGROUND OF THE STUDY

The rate of change today, socially and culturally, has
been speeded up to a much faster pace. Life demands powers
of adjustment in order to keep up with the changes. Music
has constantly changed through the centuries,

At three points in the history of music--as it happens,
they were equally distant from each other--the forces
of change were so much in the ascendant that the word
new became a battle cry. Around the year 1300 pro-
gressive composers were referred to as modern and

the art d931gnated as ars nova, 'New Art.' The
breakthrough of this modernism produced new rhythmlc
and harmonic principles as well as basic reforms in
notation., The year 1600 is another such landmark,

The contemporaries of Monteverdi raised the banner

of le nuove musiche, 'The New Musiec,' expressive
melody and the dramatic concept of opera challenged
the tradition of religious choral music., Similarly,
around 1900 there emerged the New Music, with an 1
explosiveness that gave rise to many a bitter battle,

New styles and techniques of composition often come
from older styles. The new styles retain certain character-
istics of the older ones. Sometimes the new may seem to be
destroying the old, but when the newness wears off, it seems
to be a continuation of the past. In the early nineteen
hundreds, college professors of music and other musicians

became violent when they heard the New Musice.

lJoseph Machlis, Introduction to Contemporary Music
(New York: W. W, Norton and Company, Inc., 1961), p. 3.




However, the techniques and procedures once rogarded as
startling to musicians have become part of their accepted
vocabulary of musical art. Music that bewildered and jarred
music educators of fifty years ago is today heard with much
more understanding and with every evidence of pleasure,

Contrary to the fact that musicians are beginning to
accept contemporary music as an art is the fact that this
"new" music is still almost entirely unknowﬁ to the majority
of the general pubiic. It 1s a strange phenomenon in the
modern world, that modern music has so few supporters among
the general public. Yet, people who insist upon having the
most recent model automobile, television, refrigerator, and
air-conditioner; who flﬁ in the fastest jet airliners; who
are vitally interested in the outer space program, insist
strongly upon hearing again and again the music of by-gone
generations, If these people do hear a piece of 'New Music!',
they dismiss it as being 'not music but noise,! and put on
a record of Tchaikovsky's Fifth.2

This strahge contradictory phenomenon has not always
existed. Monteverdi, Haydn, and Mozart wrote music that
was accepted immediately. The people in those days wanted

3

new muslc exclusively., 01d music was soon forgotten.

®Bnzo Valenti Ferro, "Modern Music In A Modern World,"
Musical America, 82 (October, 1962), 5.

3Tpid,
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"When the New Music was first heard, people asked why
composers could not go on writing like Tchaikovsky or Puccini....
Art, as an integral part of life has to change just as life
itself changes."h The culture of today and fast pace of
living, out of necessity, requires the composers to compose
in the new style of writing.

The gine gqua non of musical understanding is musical
listening., It is impossible to learn to listen to music
solely by reading about it. Words about music can have
meaning only when the reader knows the sound of the
music being discussede...All music consists of a suce

cession of phrases which %an be arranged in an infinite
variety of larger groups.

Melody is the element of music that most affects the
public. A melody is a succession of tones which forms a
pattern that the mind can grasp. This means that if a melodic
pattern is heard of'ten enough, it will begin to make a pat-
tern that the mind can remember.6 General notions of music
are still so shaped and conditioned by the past century,
which is most familiar to the society of today, that people
tend to think of its essential qualities as qualities essential
to all music,

Contemporary composers do not emulate either the
formal beauty of classical melody or the lyric expan-

siveness of the romantics. They range far afield for
models, from the plasticity of Gregorian Chant, the

b1pia., p. s.
5Allen P, Britton, "Listening to Unfamiliar Music,"

6Machlis, op. cite, pe 17.
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subtle irregularities of medieval and renaissance music,

to the luxuriance of Bach's melodic line.... The con=-

temporary composer 1s not inclined to shape his melody

to standardized patterns of four or eight bars., He

states a thing once, rather than two or three times,

His aim is a finely molded, sensitive line packed with

thought and feeling, which will function at maximum

intensity as it follows the rise and fall of the musical

impulse., Such a melody makes greater demands upon us

than did the old, It requires alertness of mind and

unflagging attention on the part of the listener, for

its clipped phrases do not yield their meaning readily,

Basically, new music has the same elements as older
musice. It has form, melody, rhythm, and harmony. However,
each of thesec elements has been enriched and extended. The
pace ol modern living "calls for a music that is more matter-
of-fact, more concise--and especially, less pabtently emotional.’
Music of the contemporary period is made up of several

different styles and techniques of composition. Impres-
sionism was the first new style used, with Claude Debussy,
Maurice Ravel, and Frederick Delius as its leading exponents.
Neo~Classicism came next with Igor Stravinsky, Bela Bartok,
and Paul Hindemith as its leaders,

In the 1920's a group of six composers emerged in Paris,

Fronce. They were called the Les Six by their contemporaries.

7Machlis, op. cit., pp. 17-18,

8Aaron Copland, Our New Music (New York: MeGraw-Hill
Book Company, Inc., 1941}, pe. l.




These six composers were Darius Milhaud, Arthur Honegger,
Louls Durey, Georges Auric, Francis Poulenc, and Germaine
Tailleferre, These composers rebelled against impressionism,

Other groups of composers in the contemporary period
are the Classicists, Nationalists, New Romantics, and the
Twelve~Tone composers, The Twelve-Tone School, started by
Arnold Schoenberg, has had a great influence on contemporary
music,

This great upheaval in music is a little too close to
pass final judgement on it., Since World War I, contemporary
music has made great strides forward., '"What at first appeared
to be a violent revolution was in reality a necessary evo=-
lution,"?

Contemporary music has had more criticism and misunder-
standing than music from any other period, The people of
the baroque and classical periods wanted new music exclu-
sively, so the composers supplied the music. Today's soclety
ignors its oun composers. I'ifty years after a premier per-
formance of a contemporary masterpiece, the general public

8till does not accept it. These are problems that face

American music today.

9Machlis, op. cit., pe le




The two composers, Aaron Copland and Ralph Vaughan
Williams, are representative composers of music in the modern
idiom, The choral works by these two composers to be analyzed
were gelected in preference to the composer's orchestral come
positions because choral work is the researcher's primary
interest in teaching.

1t has been Aaron Copland's preoccupation, for the

better part of four decades, to express 'the deepest

reactions of the American consciousness to the American

scene,' Composer, teacher, writer on musical topics,

and organizer of musical events, he is one of the most

important figures of the contemporary American school,
"Copland is today one of the most performed of American
composers, and he is undoubtedly one of the most important
nll

of them,

In The Beginning, written in 1947, was Copland's

first vocal work for mixed chorus. It was written with a
style of freshness and invention that marks his maturity
in composing.

The most important figure among the English composers
was Ralph Vaughan Williams. He was a Nationalist, and was
influential in the folksong revival of the contemporary

period,

lOMachlis, Op. Cite, Pe 3.

N rohn Tasker Howard, Qur American Music (New York:
Thomas Y. Crowell Company, 19501), p. 5L5.
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the analysis of the two compositions listed in the statement

of the problem.,

V. DEFINITIONS

Analytical techniques. Analytical techniques is to be

understood as the analysis or examination of the musical
styles and compositional techniques used by a composer in
writing his compositions.,

Textual. Textual is to be understood as the words
in the choral works which are analyzed,

Musical content. IMusical content is to be understood

as the harmonies, rhythms, melodies, and modes in which the
compositions to be analyzed are written.

Modern muasice. IModern music is to be understood as the

"new" music, or music written by composers who employ the
twentieth century compositional technigques in their works.
Modern music sometimes includes works and some stylistic
features from the late nineteenth century.

Contemporary music. Contemporary music is to be under-

stood as music which i1s written by composers who are living

today.

VI. DEFINITIONS OF TWENTIETH CENTURY MUSICAL TERMS
Atonality is the systematic avoidance of the keynote

and the dominant. In atonal melodies the basic tonal
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intervals of the octave and the fifth are reduced by a semi-
tone, the octave to a major seventh, and the fifth to an aug-
mented fourth. The differential interval, the perfect fourth,
plays an important role in atonality, in quartal melodic pro=-
gressions. Theoretically, it is questionable whether atonality
is actually possible, since any combination of sounds can be
referred to a fundamental root. However, Grout believes
that:
The effect of atonality results from progressions in
which the fundamentals are so difficult to define, or
are obscured by such complex dissonances, or change so
rapidly, or succeed one another in a manner so unlike

that of traditional harmony, that the ear is E%able to
grasp the tonal relationships that may exist.

Bitonality is the simultaneous use of two keys. This

technique has become a most effective procedure in contem=-

porary music.

Cross relationship or false relation denotes a chromatic

contradiction between two notes of the same chord, or a chro-
matic contradiction of like character in two adjacent chords.
This chromatic alteration should take place in another part,

usually at another pitch.

L3ponald Jay Grout, A History of Western Music (New
York: W. W. Norton and Company, Inc., 1960), p. OL7.
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Expressionism is guided exclusively by inner soul-

events. 1t is utopian, introspective, metaphysical. It
rejects modality, tonality, and polytonality. The melody
is away from the tonic, in fourths and fifths rather than
in thirds. ILIxpressionism is opposite to impressionism,
This construction serves as a starting point first
for vague atonality, then for the conscious and logical

twelve~-tone method....Expressionism 1s a differentiating
movement, Thus in instrumentation, it individualizes

each instrument, bringing to light the subtlest points of

orchestral color. In rhythm, Expressionism tends toward
polymetric consiﬁpction, asymmetry, extreme shortness of
musical phrase,

Les Six was a group of six French composers for which
Satie was called the godfather. This group rebelled against
the nineteenth-century music and also against Debussyan
impressionism. They were devotees of American jazz and the
Parisian music hall, They favored the bright earthly
approach to art that accorded with the temper of the time,
They loved sophistication and wit, but hated pathos and

passion, This music was fresh and charming.

Futurism, theoretically, is aimed to destroy all
accepted forms in favor of a future music made according to

an imagined law of machine-like perfection. Actually, it is

luNicolas Slomminsky, Music Since 1900 (New York:
Colman-Ross Company Inc., 1949), pp. xvii-xviii.
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made up of a steady beat and syncopation often played

gimultaneously.

Misplaced and shifting accents i1s a method of obtain-

ing rhythmic flexibility through accenting normally un=-
accented portions of a measure, It is sometimes used with
a pattern which does not agree with the meter. '"Accents

may be shifted fractions of a beat as well as full beats."16

Multirhythm is the change of rhythm in almost every

measure. The composer uses this technique "to challenge the
ear with nonsymmetrical rhythms that keep the listener on

his toes. "L/

Nationalism is music with national subjects for operas

and orchestral works. Folk music and patriotic songs are
the basis for nationalistic music. In countries with no
great or unbroken musical tradition, Nationalism flourishes,
America has a great nationalistic hoeritage in its Indian
music, negro spirituals, ragtime, blues, religious, and

secular folk songs.

Neo=-Clagsicism is a return to eighteenth-century

simplicity. It i1s a reaction against the growing trend

16Leon Dallin, Technigues of Twentieth Century Com-
pogsition (Dubugque, Iowa: Wm. C. Brown Company Publishers,
1957,), p. 111,

17Machlis, op. cit., p. Ll
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of program music of the nineteenth century. 'Neo! means
a new way of doing something that has been done before,

In melody, MHeo-Classicism makes use of larger
intervals in a larger melodic compass; in harmony, it
makes use of a pandiatonic extension of tonality. Cone-
trary motion and sustaining tones replace the parallel
harmonies of Impressionism. In rhythm, it preserves
eighteenth century simplicity, but favors unsymmetric
bar periods. In orchestration, it cultivates the
harsher instruments of the orchestral palgtte, in
opposition to pictorial instrumentation.l

Pandiatonicism is the "free use of all seven notes of

the diatonic scale in melodic, contrapuntal and harmonic
combinations, with the bass, the fifth from the bass, and

the tenth from the bass determining the prevalent har'mony."19
In the lower notes, the chords are built in tertian harmony,
and the higher tones in quartal harmony. The fourth from
the bass is avoided, and the second, sixth, and seventh from
the bass is included in cadential pandiatonic formations.,

In pandiatonic usage, major tonalities are frequent--C major

being the favorite key.

Planing is the twentieth century counterpart of six-
teenth century organum. Intervals of octaves, fifths, fourths,
and thirdg used in successive parallel motion are known as

planing.

lSSlonminsky, op. cit., p. XX,

91p14., p. zxiv.






16

Quartal harmony is a modern harmonic theory which uses

a harmonic system based on the interval of the fourth instead
of the third which, in traditional seventeenth, eightecnth,
and nineteenth century harmony, determined the major and
minor tonalities. Quartal harmony actually dates back to

the medieval times, but did not go under that name,

Testo is the term used for the narrator in an oratorio

or passion,

Third relationships are triads built a third apart,

thus creating a strong cross-relationship,

Twelve~-tone system is arranged into twelve chromatic

tones called the tone row. The twelve tone scale makes eqgual
members of all the tones., It does away with the major-minor
feeling and the diatonic-chromatic feeling. This system
makes it possible to have unity in a composition without
recourse to the traditional procedures of tonal organization,
harmonic relationship, expansion and development of themes,
etce The tone row is the unifying idea which is the basis
of a particular composition and is the source of all the
musical events that take place in 1it.

Since the twelve tones of the row are regarded as

equally important, no one of them is allowed to appear
more than once in the series lest it take on the









CHAPTER II

AARON COPLAND AND AN ANALYSIS OF

IN THE BaGINWLING

I. EARLY LIPFE AND TRAINING

Aaron Copland's parents, both immigrants from Lith-
uania, werc Russlan~Jewish by nationality., They came to
the United Stetes as children. Aaron's mother and father
were cousins. After they were married, they had four children.
Aaron, the youngest child, was born November 1l., 1900.

The Coplands settled in Broolilyn, iew York, where
Harris Copland, Aaron's father, had a dcpartment store and
made a comfortable living., The cntire family life was
centered around their business. “he parcents were not seri-
ously interested in music, but they did give their children
violin and piano lessons, which were intended to be no
more than on the amateur basis. |

When Aaron was nine years old he began going to summer
camps. The boys he met there became his friends during the
winter also. IHe enjoyed some sports such as hiking, base-
ball, and swimming, but he never felt proficient in them.
Smith states that:

hough he did not excel in athleties, in any matters

requiring judgement and risk the boys always depended
on Asron for guidance and advice. The expression of
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When he was fifteen years old, Aaron heard his first
concert, Paderewskl was giving a concert at the Brooklyn
Academy of Music., No one else in the Copland home was inter-
ested in hearing a piano recital, so Aaron went alone. "The
fact that Paderewski was both pianist and composer began to
stir Aaron's imagination with thoughts of his own future."2

It was the custom for the Copland children to begin
working in their father's business when they were old enough,
Aaron followed this pattern, also. He worked at odd jobs and
odd hours after school and on Saturdays until he was about
fifteen. His father always paid him for this work. Later,
when Aaron went to Paris to study, he had saved several
hundred dollars to pay for operas, concerts, and other extras
not provided for in his student's allowance.

On a family vacation trip in 1916, Aaron met a young
man by the name of Aaron Schaffer, who made a great impression
on young Copland, Schaffer was seven years older than Copland,
but they had a common musical interest, and became close
friends. 1In a letter to Julia Smith, Schaffer states the
following about the sixteen year old Copland:

eooile [Coplandj was a very lively and,..very sensitive
lad and was passionately fond of the piano (which was
then and has remained my favorite instrument). Thus
although I was twenty-two and had received my A. B.

degrees from the Johns Hopkins University, I was attracted
to the youngster at once.

°Ibid., p. 19.
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Goldmark felt that Aaron needed a new plano teacher,
so he sent young Copland to Victor Wittgenstein, Copland
studied piano with him from October, 1917, to the spring of
1919, During this time, Aaron became interested in the piano
works of Debussy, Scriabin, and Ravel. This interest was
aroused because his teacher had warned Copland against the
"moderns”. This warning immediately set him on the track of
the "modern” composers. Copland, at this early age, began to
be known as a musical radical.
Wittgenstein remembers his young student as being
'quiet, shy, well-mannered, and gracious in accepting
criticism. He had a unique mind and his knowledge of
harmony was cons:’Lde:c'z-lb]..e.'~ The boy always ana%yzed
music much more than did the other students'.
In 1918 Aaron graduated from high school. The time
had come for him to make some declisions which would shape
his entire life. Aaron desired to pursue a musical carcer,
but his parents wanted him to go to college. If he refused
to go to college, Aaron was not sure his parents would con=-
tinue to pay for his musical studies. The professional music
schools such ags ¥astman, Curtis, and Juilliard had not yet
been founded., Aaron was becoming dissatisfied in his pro=

gress with Wittgenstein, his piano instructor. All these

problems kept the young Copland in a confused state of mind.

5:[bid., Pe 25,
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Professor Aaron Schaffer, Copland's friend, left Wew
York, in July, 1919, to do graduate study at the Sorbonne in
Paris, France. His letters written back to Copland were
enthusiastic regarding the intellectual and artistic stimuli
of Paris. UIrom these letters, the thought was taking shape
in Copland's mind that he, too, must go to Paris for further
studye.

By 1920 Aaron was attending all the "first performances'
of modern music possible to him.

Aaron's two years of music study, which his parents
had granted him, were expiring. When he announced to his
parents that he had definitely decided to become a composer,
and that instead of going to college, he desired to study in
Iurope, they were greatly astounded and perplexed. His parents
tried to persuade him to give up this impractical idea, but
Aaron refused. They decided to let him go on the basis that
Aaron was still young enough to enter a profession if this
venture did not turn out well., Copland was to go to Paris
for one year's study.7

Aaroh had wanted to go to France in 1920, but Gold-
mark persuaded him to study with him one more year to insure
him a more solid background. This extra year with Goldmark

proved to be a great help to young Copland when he finally

did go to Paris.

TThid., p. 3l
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When ask what the most important musical event has
been in his life, Copland replies, "My introduction to Nadia
Boulanger and her acceptance of me as a pupil!"l

Aaron's composition lessons with Boulanger were private
legssons, His orchestration was studied in class with some of
her other private pupils. Boulanger often had an orches-
tral player present to demonstrate the timbre and individual
characteristics of his particular instrument.

Score-reading class was spent in sight-reading unQ
familiar scores on the piano. Mlle., Boulanger also spent
much time in analyzing scores with her pupils "from the stand-
point of harmony, rhythm, counterpoint, and form. "t

Aaron spent several hours each day practicing the
piano seriously., He continually studied and playcd new music
of all nations. He preferred to do his composing at night,

With the intellectual stimulus of the 'new' music
occupying the daytime hours, Aaron turned to the quiet
of night for working out his own compositions. 1If the
music flowed out steadily, he often worked late into

the night. Aaron didé and still does, all of his com-
posing at the piano.

In the fall of 1921, Aaron completed Four lotets for

mixed chorus, a cappella. The text was taken from the Bible.

O7pid., p. 5. M1pia., p. L7,

121pi4,
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Gortege is important because Copland makes use of polyrhythms,
as such, for the first time., His first example of poly-
tonality is found in "Rondino".

Aaron spent the summer of 1923 in Vienna, It was in
a popular bar in Vienna that jazz struck him as a new poten=-
tiality in composing. He put this new jazz style in the last
movement of his ballet Grohg. His summer in Vienna had been
most stimulating and productive musically. Aaron brought
back his completed chamber music song and much new work on
Grohg.

In addition to developing his musicianship in com-
position and piano, Aaron discovered, during his third winter
in France, that he had the ability to write clear, concise,
and interesting musical criticism, This new talent later
became one of Copland's important assets,

During the spring of 192, Boulanger, recognizing that
Copland was ready to begin his carcer as a composer, asked
Serge Koussevitsky to look at somec of Copland's compositionse.
Copland played his orchestrnl work, Cortege. Koussevitsky
liked the work and performed it the following season with
the Boston Symphony Orchestra,

Copland's introduction to Koussevitsky was an im-
portant step in his development as a composer. They became
friends, and as years passed, Koussevitsky conducted many of

the first performances of Copland's works,
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Ironically, at the end of three years, Copland had
receilved Huropean recognition as a composer, but he had yet

to make himself known in America.

ITI., HIS RuETURN TO AMERICA AS A COMPOSER
A, JAZZ STYLE-PHERIOD
Copland, like other composers, had different styles
of composing. Copland's first style has been classed as his
French-Jdazz period, which encompasses the years 192,-1929.
There are nine compositions in Copland's jazz idiom;
three large works and six smaller piecces. The large works

are his Symphony for Organ and Orchestra, Concerto for Piano

and Orchegtra, and Symphonic Ode. Concerto for Piano and

Orchestra marks the climax of hils jazz style.

Copland's use of polyrhythms is characteristic of his
jazz idiom. According to Smith, Copland explains pqurhythms
in this manner:

It contains no syncopations, it is instead a rhythm of
four quarters split into eight eighths and is arranged
thus: 1-2-3; 1-2-3-}-5, or even more precisely: 1-2-3;
l-2-3; 1-2., Put this over the four-quartcr bass; and
you have the play of two independent raythms within the
space of one measure, Whatever TFlOdy is subjected to
this treatment comes out jazzed.™"t

Aaron had planned to support himself by tcaching. He

sent out cards announcing himself as a teacher of theory and

Wipid., p. 67.
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Critics pralsed the "Symphony" as one of high rank in
the modern school because of the power the composer used in
dealing with rhythm. The "Times" critic felt that "Copland
composed by rhythms instead of by themes and believed that the
'motto!', which appeared in all three movements, was more
notable as a rhythmic pattern than as a themo.”16

Young Copland, in his first year back homc, had sgcored
an artistic succegs with his first orchestral performance,
He had conquered the conductor, the critics, and the audiencs,
all, with an "ultramodern" wor'k.l7

Koussevitsky conducted the Symphony in Boston in
February, 192l.. The conductor persuaded the League of Comn-
posers to commission Copland to write a new composition for

its program of modern works for the following seasone. Cop=

land rewrote his Symphony for Organ, omitting the organ al-

together, and called it the First Symphony, Copland's Cortege

Macabre was performed in this concert, also.
In 1925 the Guggenheim Foundation was set upe. The
purpose of this foundation is to:

add to the educational, literary, artistic, and scientific
power of this country, and also to provide for the cause
of better international understanding throush providing
opportunities for both men and women to carry on

advanced study in any field of knowledge, or in any of

107454, Y1bia., p. 77.




the fine arts, including music...under the freest
possible conditions, and to make available Egr the
public benefit the results of such studies.
The first Guggenheim Fellowship in musical composition was
given to Aaron Copland. He received the award again the
following year. The average individual amount given, up to

the year 1950, was $2,3oo.oo.19

Coplandts most popular work of the French-Jazz Period

is his suite for small orchestra, Music for the Theatre. It
is completely twentieth century in technical craft, and con-
tains both polyrhythmic and polytonal elements. It is com=-

pletely American in expression. It is written without a key
signature, a technique Copland used during the years 1925 to

1935,

Music for the Theatre is an important work in the
development of Copland's musical style because it
marks a separation from the French, or European, manner
of composing into a_consciously American style, with
its new Jazz idiom.,

With the Concerto for Piano and Orchestra, a com-

position written during a six months visit to Iurope, Cop-

&

land felt that he had exhausted nis writing in the jazz idiom.

ls"Guggenheim (John Simon) Foundation', The Foundation
Directory (New York: Russell Sage Foundation Publishers,
Edition 1, 1960), p. 373

lg"Guggenheim Foundation", The Encyclopedia Americana
(fmericana Corporation, 195l.), XIIT, p. 528,

20

Smith, op. cit., p. 86,
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During the years 1927-1929, Aaron did some experi-
mental work, but it was during this time that he began
lecturing and writing criticisms. He preferred this method
of making a living to that of teaching. In 1927 he accepted
& position as lecturer at the New School of Socilal Research
in New York. His critiques "reveal his continued pre=
occupation with the newest compositional tendencies and his
struggle to assimilate these tendencies into his own work."al
In the spring of 1927, Copland arrived in EHurope for
another five months., It was on this trip that he met Roger
Sessions. The two men made definite plans to give programs
of contemporary American music in New York. These concerts
began in the spring of 1928. A total of eight programs were
presented during the concerts! four year existence.
As an aid to the cause of American music, Aaron
Copland and Roger Sessions during this time organized
a series of concerts known as the Copland-Sessions

Concerts (1928-1931), devoted principally to the per-

formance of the music of the younger American composers.22

In May, 1929, just after the Copland-Sessions Concerts,
Copland left for Paris to arrange a concert of contemporary
American works. He planned to present works of Viréil Thomson,
Roy Harris, Israel Citkowitz, Carlos Chavez, and his own works.

All of these composers, with the exception of Chavez, had

“l1bid., p. 97. “Ipid., p. 103.
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studied with Nadia Boulanger. Copland's purpose in present-
ing the concert was to show the Paris art world that America
had a young composers'! movement which would compare with the
French 3ix.

While still in France, during the summer of 1929,
Copland finished the sketch, and made great progress on the

orchestration of Symphonic Ode, the composition which marked

the climax of his French-Jagzz Period. In this composition,
Copland began a process of musical purification which lead
directly into the abstract works of his second period.
He was beginning to rid himself of such composers!
paraphernalia as scales, arpeggios, fill-in sonorities,
literal jazz references, and similar devices character-
istic of the jazz-inspired works, thereby developing a

more transparent texture through a greater economy of
means,

B. ABSTRACT PERIOD

Aaron Copland!s second style period, called the ab-
stract, dated from 1929-1935. The compositions within this
style were termed "abstract" because of their absolute
aesthetic conception. Copland wrote only four musical com-
positions during this period, all of which were instrumental,

They were titled: Vitebsk; Plano Variations; Short Symphonys

and Statements. The public failled to accept these works as

231pid., p. 115.
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readily as it had Copland's previous works. There are two
reasond for this: first, there were fewer performances be-
cause of the complexity of the works, and second, the public's
lack of understanding of the compositional techniques involved,

Copland had eight critiques published during the years
of the Absolute Period, so his critical works outnumber his
musical wérks.

It was also during the years 1929-1935 that Copland
began traveling in FEurope, Africa, the United States, and
Mexico. These travels reveal his growth as an international
composer of contemporary music.

The New York Stock Market collapse indirectly affected
Copland in that the American people considered lectures and
concerts as nonessentials; and, therefore, stopped attending
them. Copland went to Bedford, where his living expcnses
would be lower, and began to compose again. In June 1930,
very unexpectedly, Copland received $S;OO0.00, which was a
portion of the RCA Victor Symphonic Award. With this, he
made plans to go to Europe where living was less expensive

and where rmusic was still regarded as a necessity of life,

It was during the year of 1930 that Copland's composition,

Piano Variations, was written. Copland used the ‘'serial?! or

twelve~-tone technicue in this composition. He seems to have

been strongly influenced by Schoenberg and Berg, because













some works may be listed under the wrong heading.

L2
It is

possible to list several of these works under more than one

heading.
GEBRAUCHSMUSIK AMERICAN STYLE
Music for Exotic Travel Radio Theater
Young America Souvenirs Commissions Works
A, BALLETS
1. Sunday After-|l, E1 Salon 1. John Henry |[l. Hear Ye!l Hear
noon Muasie Mexico 5, Music For Ye!
e The Young 2. Danzon Radio 2. Billy The Kid
Ploneers Cubano 3. Letter from|3. Rodeo
3e g?:;t?o we Home L. Appalachian
’ lie Preamble Spring
4o The Second for a
Hurricane Solemn B, INCIDENTAL
3 >
5, An Outdoor Occasion MUSIC PFOR PLAYS
Overture l, Miracle at
(High School Verdun
Orchestra) 2. The Five Kings
6. Lark (L part C. MUSIC FOR
chorus TFIIMS

a cappella)

(continued)

l. The City

2. The Cummington
Story

3, The Meiress

L, Of dMice and Men
5.
6. Our Town

T« North Star

8. The Red Pony

D. OPERA

The Tender Land

usic for Movies

1.




b3

PATRIOTIC AND ABSQLUTE ‘
Patriotic Absolute

1. Lincoln Portrait l. Piano Sonata

2es PFanfare For the Common 2+ Sonata for Violin and
Man Piano

3. Preample for a Solemn 3., Jubilee Variation
Occasion L. Third Symphony

lie Canticle of Freedom 5. In The Beginning

6., Four Piano Blues

Te Concerto for Clarinet
and String Orchestra

8. 01d American Songs

9. Twelve Poems of Emily
Dickinson

10. Quartet for Piano
and Strings

During the years of Copland's third style period, he
continued to lecture at the New School for Soclal Research,
He gave one man concerts to bring out the music of leading
American composers., It seems that Copland was constantly
devising new ways by which to bring the American public into
contact with contemporary American music.

From the years 1937-194);, Aaron Copland served as
Chairman of the Executive Board of the American Composers!
Alliance. The purpose of this organization was to find ways
and means of protecting the economic rights of American com-
posers, In 19l Copland quit the Alliance to join the more
representative organization, The American Soclety of Composers,

Authors, and Publishers, referred to more commonly as "ASCAP."
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Copland has been the recipient of several coveted
awards, In 1945 he was given both the Pulitzer Prize and the
Music Critics! Circle of New York awards. The Boston Sym-

"Merit Award" was given to him in 1947. In 1950 he

phony!'s
won the Academy Award for best musical score in the film
"The Heiress'"., In 1956 he received an honorary degree of
Doctor of Music from Princeton University. One of the latest
honorary degrees which he has received came in May, 196lL, from
the University of Rhode Island. In July, 196l, President
Johnson released a list of twenty-five names of people to
which he would give awards. The award will be given to these
individuals because of their outstanding contributions in the
vfield of humanities, Aaron Copland is to be one of the re-
cipients of this award to be given sometime this fall, With
all of these awards and degrees, Copland's influence has ex-
tended over North and South America as well as in Europe.
Although Copland had gained fame and economic security
through the compositions he had written with his reliance
on conscious Americanisms, he was growing dissatisfied with
this media of expression. He began to feel that when the
contemporary American composers' music was mature, it would
be American in quality, and the music would no longer be de-
pendent on conscious Americanisms,.
With this new attitude, Copland entered into the second

phase of his third style period, that of Patriotic and Absolute
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Works., The Patriotic works are only four in number, and
simply reflect the composer's reaction to World War II.28

From the beginning of Berkshire Music Center (1940)
Copland has been, and still is, closoly affiliated with it.
The 210 acre estate "Tanglewood" was given to the Boston
Symphony Orchestra in 1936, Serge Koussevitsky set up a
school there where musicians might add to their professional
training under the guidance of eminent musicians. Copland
became head of the school's composition departﬁent, and was
later made its assistant director,

Just after Copland's 1941 South American tour, he set
up the "Inter-American Plan'. In all the leading cities of
South America and Latin America, the United States government
was to cooperate with local persons to maintain cultural
centers for the teaching of Iinglish and the spreading of
ideas about our civilization. The cultural centers were
provided with books and othef materials from the U, S, Govern-
ment, and they in turn, loaned the books, phonograph records,
and printed music to their people. They organized lectures
and concerts relating to the United States culture, This

Inter-American plan was something Copland had dreamed of for

many yearse

28Smith, ope. cit., p. 22l
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The American national imprint is sensed in three
ways: by the composer's adaptation to his own nceds of
American traditional hymnody and religious music sources,
without, however, actually using such material literally,
which herce again has been fused with his declamatory
style; in the aura of 'blues' and Negro spirituals which
permeate the work without actually using such sources
literally, blending these distillations with his pro-
phetic style; and in the definitive American rhythms
sensed in the first sections.

V. COPLAND TODAY

Aaron Copland has been so completely original and
"fmerican" in his musical compositions, that it is difficult
to determine his exact influences., His immediate music an-
cestry goes no further back than his first theory teacher,
Goldmark, However, there arec reflections manifested in his
music which appear to be from American musicians such as:
William Billings, Amcrica's first hymnodist; Stcphen Foster;
Louis Moreau Gottschalk, America's first composer to use
Creole and Latin-American melodies in his works; Ldward
MacDowell, who gave Amcrican music a Huropean standing; Henry
Fo Gilbert, who used WNegro music; Charles Griffes, the first
American to write "modern" music; Charles Ives, a leader in
polytonality; George Gershwin, who used the jazz idiom in
serious compositions; and Virgil Thomson, who used the aes~-

31

thetic of "simplicity".

O1pid., p. 246.

S1vid., p. 293.
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Copland has written four books; What To Listen For

In Music, Our New Music, Music And Imagination, and Copland

On Music. His critical works number approximately sixty-five.

Copland's talents have shown a steady, continuous
growth, He has passed through three distinct periods in his
musical development and he has come now to a command of his

media and his materials and has ceased to grope for the ex=-

32

pression for which he was seeking.

Aaron Copland has a facile technic, an architec-
tural sense, a complete understanding of dissonance in
the Stravinsky and Milhaud manner, has absorbed the
Jazz Age, turning what he wished to his own ends, and
has gone his own way to an expression in which jazz
is merely a memory of gast glories, a part of his un-
conscious cerebration,-3

At the age of sixty-four, Copland has traveled to many
cities, often as a conductor. Copland states:
Conducting is a bug and it's hard to unbug yourself. ILt's
fascinating to do the music the way you hear it. I'm part
ham, which 1s good for a conductor., IHe has to stand up

and do exercises in front of an audience. Anyway, you

come out all wet and feel better at the end of the week.:{L

Copland crusades for modern music and composers where-

ever he goes. He says America doeg not know what it means to

2
“2John Tasker Howard, Our American Music (New York:
Thomas Y. Crowell Company, 1916), p. 515,

>itarion Bauer, Twentieth Century Music (New York:
Ge. P. Putnam's Sons, 19U7), pe. 347

‘ 3)'L"An American In London", Newsweek, 63 (June 8, 196l)
Pe 89.
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be an artist, "They can understand if you did it for money
or prestige, but not for the real reason, which is that you
compose, that's just what you do."35

Although Copland's name stands among the top of Amer-
ican composers, he has not gone uncriticized. He has been
criticized most for writing music Tor the needs of his audi-
ence instead of his own nceds. However, he 1s proud to com=
pose Tor mass mediums,

Bauer describces Copland as:

a clear, logical thinker; a richly endowed musicality;
a brilliant craftsmen; a non-sentimentalist; a man of
high-strung, norvous vitality, one who works with

directness, fearlessness, honesty, supreme concentrae-

tion, and with %ittle superfluous detail, development,
or decoration.3

351pid., p. 89.

36B 1 8
auer, op. cit., p. 340,



CHAPTER III

RALPH VAUGHAN WILLIAMS AND AN

ANALYSIS OF SANCTA CIVITAS

I. DBACKGROUND AND TRAINING

England was known, during the nineteenth century, to
many Iuropeans, as 'the land without music', “he brilliance
of the Tudor and 3tuart periods was followed by a decline
which lasted nearly a hundred and fifty years. The eight-
eenth century English music was dominated by Italian music;
nineteenth century by German music.

'If one reflects on the situation in English music
at the turn of the century it seems astonishing that the
creative spark should have been rekindled at all; the
scope and variety of creative musical activity in this
country today is certainly greater than any impartial,

intelligent observer would have bargained for thirty or
even twenty years ago.!

There are three main trends in the course of the Eng-
lish renaissance. They are: the abandonment of the German
classical and romantic schools as models; the revaluation of
the elements found in the rediscovery of the national musical
past; and the incorporation of the contemporary developments
in furope. The first two were the result of the work and

influence of Gustav Holst and Ralph Vaughan Williams,

lHoward flartog, European Music in the Twentieth
Century (New York: Frederick A. Praeger, 1957), p. 132.
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All English composers born in this century are
greatly indebted to their pioneer work and to their
ingsistence on the study of the English music of the
gixteenth and seventeenth centuries. By directing
their attention to folksong, the madrigalists and
Purcell, and by their efforts to recreate an English
vocal line which should avoid awkward word-setting,

Holst and Vaughan Williams produced works Ehat wvere
both genuinely English and novel in style.

Ralph Vaughan Williams was born at Down Ampney, in
Gloucestershire, on October 12, 1872, His father, a minister,
and family were cultured but not particularly musical. Young
Vaughan Williams studied for four years at Charterhouse (1887~
1890)s From 1890-1392 he studied at the Royal College of
Music. In 1892 he transferred to ‘'rinity College, Cambridge,
where he received the degrees of Bachelor of Music (189l) and
Bachelor of Arts (1895)., In 1895 he returned to the Royal
College of Music for another year of study.

Ralph's study in composition was with Parry and Stan-
ford; in organ with Walter Parratt; and in piano with Herbert
Sharpe and G. P. Moore, At Cambridge, his composition ine-
structor was Dr, Charles Wood, a professor renowned for his
treatment of Irish folk music,

Since Vaughan Williams' birthplace was near Wales,
he was already influenced somewhat by Welsh music. He de-

veloped many of the distinguishing qualities that are associ-

ated with the Welsh people--fantasy, imagination, and great

°Thid., p. 133.







57
folk melodies., 1In 190l he edited the music of a hymn-book,

and enriched the hymnology with some of his own simple tunes.
Because of his vast interest in sacred music, Vaughan Williams
became known as the 'Father of Contemporary Church Music.‘u

Although Vaughan Williams had a formal education, he
was dissatisfied with his work of this period. He felt his
education had not equipped him to express himself freely,
He had begun to notice the great ease with which the French
composers expressed themselves, so he went to Paris, and in
1908-1909 studied with Maurice Ravel. The study with Ravel
marked the third influence upon Vaughan Williams' musical
education., The first was the solid members of the new school
of British musical composition; the second, that of the Ger=
man romantic school; and the third was the study with Ravel,
which, at that time, represented the most advanced modern
musicianship. With these three influences, however, none of
them seemed to have a strong direct influence upon Vaughan
Williams' style. Instead, they became elements of his general
musical inheritance, Although he selected froely from these
elements, he did not use them enough to change his own distinc-
tive style.

Vaughan Williams did not hesitate to borrow techniques

or musical material from other composers. This fact is

MJoseph Machlis, Introduction to Contemporary Music
(New York: W. We Norton and Company, Inc., 1961), ps 295.
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that one should not study outside his country. He urged
study elsewhere, but only if such study would increase the
composers' powers of expression. Iile believed that travel
study should be preceded by a consciousness of artistic
purpose., "A composer should realize the necessity of speak=-
ing sincerely a language that is the composer's own, that is
the genuine product of his own cultural background.”7 Vaughan
Williams' own inheritance was the BInglish folk-song.

Vaughan Williams described the folk-song as an art
which grows straight out of the needs of a people; an art
which owes nothing to anything outside itself, and an art
which 1s beautiful and vital even now in the twentieth cen-
tury., 'The folk-song, then, could be called "the spiritual
lifeblood of a people."8

The folk-singer is an un-selfconscious and unsophise-
ticated individual who is bound by no prejudices or musical
etiquette, and is completely free in his rhythmical figures,
"The essence of a good folk-tune is that it does not show its
full cuality till it has been repeated several times.™’

‘There are limitations in the art of the folk-song.
First, folk-songs are purely intuitive, not calculated. They

are oral; the eye does not help the ear, They are applied

8

"Tpid., p. 19. Ibid., p. 42

YIbid., p. L3.
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music, either to the words or to the figure of the dance.
The last limitation is that folk-songs are purely melodic,.

Harmony has become so much a part of modern music that
it is difficult to realize that pure melody can be built
without any reference to harmony. Pure melodic music hardly
ever uses the major and minor modes, Melodic music uses
other systems, chiefly the Dorian, Mixolydian, and Ionlan
nodes, The Ionian mode has the same intervals as the major
mode.,

Vaughan Williams stated that, '"the composer must love
the tunes of his country and they must become an integral
part of himself."lo

Vaughan Williams did not hesitate to borrow themes or
ideas from other composers when he wrote music. His philosophy
in this matter was brought out in this statement, "Music
does not grow out of nothing, one idea leads to another and
the test of each idea is, not whether it is ‘'original' but
whether it is inevitable.'Tt

Vaughan Williams, in one of his lectures, quoted the
following statement which he found written in the London

Mercury. This statement continues to prove Vaughan Williams'!

feelings on the subject of '"borrowed" themes.

1lIbido ’ l’)o L:-g.

e

O1pid., p. 48
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'The best composers store up half-fledged ideas in
the works of others and make use of them to build up
perfect edifices which take on the character of their
m@ke? because Egey are ideas which appeal to that
special mind.!

The evolution of the folk-song is this; one man in-
vents a tune. te sings it to his children and his neighbors.
When he 1s dead the next generation carries it on. Often by
this time new words appear in a different meter for which
no tune is available. The natural thing, then, is to adopt
a tune already in existence. After three or four generations
that tune may have developed into several gquite distinct tunes,
but all can be traced to the parent stem.

This evolution may seem to be a process of corruption
and disintegration rather than of growth and evolution. How-
ever, a folk-singoer is a free agent, and there is no need for
him to pass on what he does not care about. The rcal artist
leaves out the bad parts of what he has heard. He sees
possibilities in a tune and adds little touches to it to give
it added beauty. 3o, the folk-song evolves through a process
of naturcl selection and survival of the fittest,.

Vaughan Williams quotes Cecil Sharpt'!s definition of
folk-music:

'Folk-music is the product of a race and reflects
feelings and tastes that are communal rather than

121pi4a,
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personal; it is always in solution; its creation is
10 oxiste mot in one fomm bub in meny. 1l o eEOTY
Te

Vaughan Williams, himself, defines a folk-song as "an
individual flowering on a common s’t:em."lLL

The folk-song is unpremeditated music and therefore
of necessity sincere., It is music which has stood the test
of time, and musgic which is representative of a race of
people,

Vaughan Williams did not believe that a composer could
make his music "national” simply by adding a few touches
of local color. However, he did believe that any school
of national music must be fashioned on the basis of the raw
material of its own national song.

Soon after Vaughan Williams! study in France, he be-
came an active participant in the spread of competition
festivals throughout England, The Leith Hill Festival was
under his personal care for many years,

Vaughan Williams'! first recognition as a composer

come in 1907 with the performance of Toward the Unknown

Regione. Because many of his works written during the first
decade of the twentieth century were scrapped, there seems
to be an indication that the composer had not yet attained

the style for which he was striving.

131pid., p. 60, g,
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One of Vaughan Williams' vocal forms consists of ar-
rangements of folk-songs and carols. Folk music was a vital
influence in his personal and musical development.

Many of Vaughan Williams' choral arrangcments of [folk-
songs are for unaccompanied voices, for mixed chorus or for
men alone, The composer believed that the melody of the folk=-
song was of utmost importance, so the melodies in his folk-
song arrangements arc never lost in the brilliance of the
settings. The complex polyphony is always directly derived
from the melodies,

Vaughan Williams' composition of songs was continuous

throughout most of his career, They are written for volce

and plano. According to Kimmel, the song-cycle is considered
to be his most important contribution in his song style. One
well known song-cycle is "Songs of Travel'" set to poems of
Robert Louis Stevenson. In several of his songs, the ine
fluence of medieval music can be seen through devices such as
strong modal progressions, use of plainsong melody and plain=-
chants., His later songs, written after 1926, took on a new
atmospheres ''hey have a subtle blend of pastoral mood and
subjective contemplation,

An attempt was made by most of England's composers,
including Vaughan Williams, to write operas and ballets,

England has never been well known for these two forms,
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however, Vaughan Williams has written one opera, Riders To
The Sea (1937), which has transcended the boundaries of
England,

‘ Although Vaughan Williams has attempted all the
larger forms of music composition, it seems that his success
lies in the choral music--songs and larger choral works, and

in his few symphonies,
IT. MELODIC STYLES AND INFLUENCES

Vaughan Williams' melodic style consists of three
primary influences--ancient music, folk music, and contem-
porary melodic devices. He used some Gregorian and plain-
song melodies, though not to a great extent. The influence
of sixteenth century music upon his melodic style is pri-
marily in his choral works and song-cycles.

Probably the strongest influencing factor of Vaughan
Williams' melodic invention is the English folk-song. UThis
influence has been an unconscious one because of his extreme
familiarity with that idiom.

The influence has been more subtle, resulting rather
from the natural expression of a composer thoroughly
saturated and completely in sympathy with folk music,
whose melodic instinet has been unconsciously (or con-
gciously) conditioned by continuous familiarity with
that idiom, than from a deliberated decision to give

his music local color through the imitatiig of certain
figures or formulae typical of folk~-song.

171p14d., p. 100,
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Vaughan Williams used modal melodies in almost all of
his works., It is easy to find melodies based upon each of the
modes common to folk-song. Aeolian, Mixolydian, and Dorian
are the modes most often used, Vaughan Williams seldom usged
the pure major or pure minor mode. It is also rare to find

)

a single mode used consistently for any length of time. The
composer modulates from one mode to another,

Modal, pentatonic, Gregorian, and sixteenth century
elements are so thoroughly mixed and combined with other
clements, harmonic, rhythmic, and contrapuntal, that it
is difficult to melodies purely characteristic of any of
those gypes which have exerted their influence upon
them.l

Vaughan Williams used incomplete scales and pentatonic
melodies to produce an angular, austerec, and rustic atmos-

pherc in his melodies. The pentatonic element 1s present in

Sancta Civitas, and could be considered a widespread character-

istic of his melodic style,

Folk-song and plaingong assisted Vaughan Williams in
freeing himself from classic tonality, and the free type of
melody made it possible for him to discard accepted formal
demands and to achieve a melodic style independent of harmonic
and metrical considerations.

Vaughon Williams loved all manifestations of the Hng-

1ish spirit. His many hymns and carols exemplify his belief

B1pid., p. 103
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key feeling., The next step was toward polytonality where
keys are combined simultaneously. Through increased chro-
maticism and freedom in the melodies and half tone progresse-
ions of triads, atonality was his next step. "Throughout the
whole development the simple triad remained the primary tonal

n25

element,

IV. ANALYSIS OF SANCTA CIVITAS

Sancta Civitas is the only work, written by Ralph

Vaughan Williams, that is actually called an oratorio on its
title page. Its text comes from the Book of Revelation and
it 1s prefaced with the following quotation from Plato:

'No reasonable man ought to be dogmatic about the
details of what I have just been through, yet something
of the sort is the truth about our souls and their
habitation after death, since in any event the soul
appears to be immoral, So it seems to me that it is
right and proper to take the risk of holding this
opinion--for risk is a fine thing--and a man should,
as ig6were, have it as a song in his heart and sing about
it,?

BEven though Sancta Civitas is considered an oratorio

by the composer, it is shorter than most works that come under
that designation, It only takes a 1little over half an hour

to perform., The words of the oratorio are f rom the Book of

25Ipid., p. 131.

?6Frank Howes, The Music of Ralph Vaughan Williams
(New York: Oxford University Press, 19511)s De 150
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The text to this section is analyzed in the same
manner as in section two.

Revelation 21:

1 And I saw a new heaven and a new earth: for the first
heaven and the first earth were passed away; and there
WaS NO MOre Sede

2 And I John saw the holy city, new Jerusalem, coming
down from God out of heaven, preparcd as a bride adorned
for her husband.

11 Having the glory of God, and her light was like unto a
stone most precious, even like a Jjasper stone, clear
as crystals;

12 And had a wall great and high, and had twelve gates,
and st the gates twelve angels, and names written there-
on, which are the names of the twelve tribes of the
children of Israel:

2l And the twelve gates were twelve pearls; every several
gate was one pearl:t and the street of the city was
pure gold, as it were transparent glass.

22 And I saw no temple therein: for the Lord God Almighty
and the Lamb are the temple of ite

23 And the c¢ity had no need of the sun, neither of the
moon, to shine in it: for the glory of God did lighten
it, and the Lamb is the light thereof,

25 And the gates of it shall not be shut at all by day;
for therc shall be no night there. .

26 And they shall bring the glory and honor of the nations
into it.

Ch. 7: 15 Thereforc are they before the throne of God, and
gerve him day and night in his temple: and he that
gitteth on the throne shall dwell among them,

16 They shall hunger no more, neither thirst any more;
neither shall the sun light on them, nor any heat,

17 For the Lamb which is in the midst of (he that
sitteth on) the throne shall feed them, and shall
lead them unto living fountains of waters; and God
shall wipe away all tears from thelr eyes.

Ch. 22:

1. And he shewed me (I saw) a pure river of water of
life, clear as crystal, proceeding out of the throne
of God and of the Lamb,

2 In the midst of the street of it, and on either

side of the river, was there the tree¢ of lire,
which bare twelve manner of fruits, and yielded
her fruit every month: and the leaves of the
tree were for the healing of the natlons.
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I, And they shall see his face; and his name shall
be in their forcheads,.

5 And there shall be no night there; and they need
no candle, neither light of thc sun, for the Lord
God giveth them light; and they shall reign for
ever and ever,. ,

In the description of the precilous stones which are
as clear as crystal, Vaughan Williams used some harmonic
clashes which do not sound at all "as clear as crystal.”
Further on in this section, the composer used his character-
istic "swaying triads™ a tone apart.

The first part of section three is scored for all
three choirs. Contrary to the antiphonal singing of section
two, section three is sung almost entirely in four part
harmony.

Part two of section three is a quiet, sustained
gection of "Sanctus". The distant choir sings 'Holy, Holy,
lioly, Lord God Almighty'. The full chorus and semi=-chorus
then sing the rest of this section, both in harmonic, and
contrapuntal style.

The last page of the oratorio reverts back to the
beginning phrase (Example 6) and a tenor soloist sings the
single phrase 'Behold I come quickly, I am the bright and
the morning star.' This is answered by the chorus' 'Amen,
even so come Lord.! The text of his last page 1s taken

from Revelation 22: 20.
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V. VAUGHAN WILLIAMS!' MAYWURE YEARS

In the last years of his life, Vaughan Williawms was the
leading composer of his native land. This aspect of his carceer
was strengthencd when the "Credo" and "Sanctus" of his Mass in
G minor were performed in Westminster Abbey at the coronation
of Queen Elizabeth II.28 Upon Vaughan Williams' death, the'
Crown proclaimed a week of national mourning, an act which 1is
seldom practiced, Ilis ashes were buried in Westminster Abbey.

Vaughan Williams made three trips to the United States.

The first trip was to conduct his Pastoral Symphony at the

Norfolk Festival in Connecticut. The second, in 1932, was to
deliver a series of lectures at Bryn Mawr College., These

lectures were collected into a book entitled National Musice

Upon the third visit in 195l, at the age of eighty-three,
Vaughan Williams delivered a series of lectures at Cornell

University. These were published as The Making of Husic,

Tart

Vaughan Williams did not believe in the doctrine
for art's sake', His fundamental desire was to bring art into
direct relationship with life., Vaughen Williams states:?

"The composer must not shut himself up and think about art:

he must live with his fellows and make his art an expression

2'8.["18.01’11]13, _QR. Citc’ Pe 2950
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129 1t was through this

of thc whole life of the community,
doctrine that he became an advocate of national music.

Vaughan Williams devoted his entire life to com-
position, and nothing else, excent his hobby of gardening,
He was an Inglishman of knglishmen. He was a conservative,
politicselly, and had a vast respect for the Crown.BO

The Inglish composer had no conception of time when
giving comnosition lessons. He might spend one or two hours
critiecizing the pupil's work, another hour discussing music
in general, and then scrve tea,

The White Gates, Vaughan Williams' home, was a typical
Inglish country house. The house and the surroundings both
produced an atmospherc of peace and well-=being. This atmos-
pherce was the background for wmuch of Vaughan Williams?
creative activity., In his later years he seldom left The
White Gates, cxcept for very special occasions. The White
Gates 1is described by LeRoy Brant, on a personal interview
with the cowmposcer in 19,9, as "the charming little estate

vhere dwells Bngland's dean of composers, his invalid wife,

I 31
a deaf maid, and Foxy (a cat).””

I Tbid., pe 296,

3OLeRoy'V. Brant, "America Holds The Hopes of the
Musical World," Etude, 67 (April, 1949), 215.

31

_:_[:_Q:_i_-g-_o, Pa 215-
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In Brant's interview, which wags a very casual visit
with Vaughan Williams, the composer made this statement about
America:

It seems to me that you in America hold in your hands
the hopes of the world. Certainly this is true politically
apcaking, and 1t seems to me it may be true musically
sponking, tone. At least, something grest must come out
of thec oprortunitles you give people there. The peoples
of Ilurope arc cold and hungry, and it is devilish hard
to write music under such circumstances. A few, like
Schubert, made it, but not many. 3ven with us, the con=-
ditions are hardly the best for writing music, o2

The most celebrated musical event in London during

April, 1951, was the premiere of The Pilgrim's Propress, an

opera by Ralph Vaughan Williams, The composcr, then seventy-
eight years old, was present in the first night audience., Ie
was regarded with an admiration of awe and respect.

"The Pilgrim's Progress, nearly fifty years in the

making, is both a swmmary and an explanstion of Vaughan

n33

Williams' whole development as a composer, The composer
had always felt a deep devotion toward John Bunyan's Pilpgrim's
Progress. This opera also contains references to the Tallis
Fantasia, the masque Job, and the slow movement of the Fifth
Symphony .

On Vaughan Williams'! eightieth birthday, Lverett ielm

said the composer's contribution to music was by no means

P 1bia.
2
3JCecil Smith, "An American Music Critic in Britain,"
Musical America, 71 (May, 1951), 3.
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complete, for just before that date, the composer wrote such

a youthful, frecsh work as the Seventh Symphony. It would

certainly not be his last. 'Fow composers have had the good
fortune to be musically productive and in full possession of
thelr creative powers at the apge of eighty.”Bh

Vaughan Williams was not a mrn who accepted compliments.

Helm remorked to Vaughan Williams, after the premiere of the

composer!s Fourth Symphony, that the orchestra had played very

well under his direction. Vaughan Williams'! reply was, "Yes,
I followed them well tonight, didn't® I?"35

Vaughan Williams was a very humble man who spent his
entire 1life searching for a technique which satisfied him.
This search led him through several phases of composition
before he finally achieved his goal, which came one year be-
fore his death, IHe wrote, "I have struggled 211l ny life to
conquer amateurish technigue and now that perhaps I have
mastered it, it sececms too late to make any use of it.“36

On November 1, 1957, in honor of his eighty-fifth
birthday, Vaughan Williams' Symphony No., 8 was performed
by the Boston Symphony Orchestra. It was considered, at

that time, the most individual and pleasurable symphony

3L"Ever-ett Helm, "Ralph Vaughan Williams Observes
Eiphtieth Birthday,'" Musical America, 72 (October, 1952), 23.

i
°Thid.

36Machlis, op. clt., pe 290,
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introduced to Boston. The outstanding aspect of this sym-
phony was its vigorous, young, musical quality. Vaughan

Williams was eighty-four when he wrote the symphony. This

37

does not happen often in musical history,.

With the death of Ralph Vaughan Williams at eighty-
Five years of age, kngland lost the most beloved of her
composers, Vaughan Williams not only loved the land and
people of Ingland, but his own personality symbolized many
of the best and most sallent traits of England.

He was a profound lover of nature; he was a trenchant
and wholly independent thinker; he had marvelous common
sense in music as well as in other matters; and he was
too honest, too forthgéght, and too busy to pay heed to
fashions and foibles,.

At the time of his death, Vaughan Williams was working on a
setting of carols to be performed the next Christmas.

Throughout Vaughan Williams'! whole career one is
conscious of a highly sensitive, poetic individual
seeking to express himselfl sincerely and without affcct-
ation in a gtyle that 1s of his age and of his people;
continually tempering that style with an inherently re-
fined sense of taste and fltness; despising excess,
ignoring prailse, indiffercent to rcnown,

37Cyrus burgin, "Boston Symphony Observes Vaughan
Williams' Birthday," Musical America, 77 (December 1, 1957), 20.

38"England Loses A Master," IMusical America, 78
(September, 1958), L.

39Kimmel, ope Cibe, po 131,



CHAPTER IV
SUMMARY AND CONCLUSIONS

In this study it was pointed out that each time there
was a distinct change in music, which.has occurred about every
three hundred years, the general public refused to réadily
accept the "new" music,

The last change, which occurred around 1900, is no
different from the others, At the turn of this century all
kinds of experiments were being carried on in music, and it
seemed that musie was going through a pefiod of' dugeneration,
However, from those experiments, there evolved a new type of
music which freed the composcers of the strict compositional
techniques of the past two centuries,

Two of the most influential composers of the "new"
muslc are Aaron Copland and Ralph Vaughan Williams. Both
of these composers were nationalists, striving to crcate
music which represented their countries in a nationalistic
spirit, Copland was American; Vaughan Williams was English,

The two composers, Copland and Vaughan Williams, can
not be compared on the basis of their similarities, because
they werc quite different in many aspects of their carcers.
Copland has attended only one professional music school,

- Fontainebleau, France, and that was only for the duration of
a summer session, His nmusical training has all come from

private instructors. Vaughan Williams had a thorough formal
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education which included a Doctor of Music degree from
Cambridge University. Both composers have received honorary
doctorate degrees,

The compositional styles of the two composers are
quite differcent., Coplandt's style evolved from jazz, the
twelve tone and whole tone systems, and folk-songs, His
use of unusual rhythms is a distinctive characteristic of
his works. Vaughan Williams' primary style evolved from the
Inglish folk-melody. One of Vaughan Williams! most outstand-
ing featurcsg of composition was his use of lovely melodies,

Both In The Beginning and Sancta Civitasg are repre-

sentative works of the composers in this study. In The
Beginning, written in 1947, was Copland's first vocal work
for mixed chorus. It was written with a style of freshness
and invention that marks his maturity in composing, This
work was written during the composer's third style period
and is classified as absolute music. A letter from the
Boosey and Hawkes Publishing Company revealed that the sales

of In The Beginning have been quite good.

Sancta Civitas, written in 1926, is Vaughan Williams'

only sacred oratorio and is considercd to be one of the
composer's mature works. In answer to a letter written to

the publisher of Sancta Civitas, G, Schirmer, the letter

revealed that there were as many copies sold of this work as

there were salcs of other '"new' choral music. This fact
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seems to show a tendency toward the acceptance of Vaughan
Williams' conpositions as standard repertoirc.

The musical growth of both America and ingland had
been rather slow until the influences of Copland and Vaughan
Williams began to spread. Through their many organizaotional
activities, they were able to stimulate thé growth of music
in their respective countries, The music festivals which
they organized have contributed, to a large extent, to the
inspiration and musical development of many young composers
of both countries.

After making this study, it seems that "new" music is
being accepted more enthusiastically today than it was at the
turn of the century. Contemporary styles and technigues of
composition often reflect the pace of living which has been
set in the twentieth century, and it seems that more people
are beginning to realize this fact. Through the mediae of
television, radio, movies, and phonograph, more people are
listening to music. Therefore, other composers, like Copland,
arc composing music for the masses, or Gebrauchsmusik., Much
of the music being composed today is written for high school
and college groups to perform. As these groups perform the
contemporary works, they should become acquainted with some
of the twentieth century techniques of composition. With
- morc emphasis placed on "new" music, it is hoped that the
general public will gradually begin to accept and better

understand 1t as an arte
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The problem of this study is to analyze a significant
choral work of two modern comnosers to determine the come
positional techniqgues and styles as they apply to textual
and musical content., The worss which are analyzed are Aaron

Copland's In The Beginning, and Ralph Vaughan Williams'®

Sancta Civitas,

The primary sources used in this study include bio-
graphiss of Aaron Copland and Ralph Vaughan Williams and the

musical scores of In The Beginning and Sancta Givitas. Other

sources include: books on American music, English music,
and general musie history; music dictionaricecs and encyclopedias;
and periodicals.

Several twentieth century.musical terms are defined in
order to give the reader a better understanding of twentleth
century compositional techniques and styles used by Copland
ond Vaughan Williams., The biographical studies made on Copland
and Vaughan Williams include: (1) their musical training;

(2) influences which affected their compositional styles;

(3) the diffcrent style-periods of their composing; and (L) the
influcnce the two composers have made upon the musical growth
in their countries--Copland in America and Vaughan Williams

in England,
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As the two composers grew toward maturity, their styles
and techniques of composition went through certain changes.
Copland's music is divided into three distinctive styles:
(1) jazz style-period; (2) abstract period; and (3) American
Tolkasong and Gebrauchsmusik. Vaughan Williams! style was not
divided into definite style periods, but was a style of con-
gtant growth toward greater freedom and independence, Pro=-
bably the strongest influencing factor of Vaughan Williams!?
melodie invention is the English folk-song.

In The Beginning, a mature work of Copland's is his

first vocal work written for mixed chorus. Its text is taken
from the Book of Genesis, This study reveals that the sales
of this composition are quite good, which seems to indicate

the popularity of the work.

Sancta Civitas is Vaughan Williams' only sacred oratorio.

It is considered to be one of the composer!'s mature works. Its
text is taken from the Book of Revelation. This text is typical
of Vuughan Williams becuause of his preoccupation with symbolic
religious subjects. This study reveals that the sales of

Sancta Civitas arc equal to the sales of other "new" choral

music,

Both comnosers, Aaron Copland and Ralph Vaughan Williams,
have influenced the musical growth in America and BEngland, not
only with thelr musical compositicns, but through their organ-

izational activiti i, music festivals, lectures, and teaching.
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