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W57, Ah from a little child,

A\

Thou knowest soul how to me all sounds became music,

My mother's voice in lullaby or hymn,

(The voice, O tender voices, memory's loving voices,

Last miracle of all, O dearest mother's, sister's, voices;)

The

The

The

The

The

The

The

rain, the growing corn, the breeze among the long-
leav'd corn,

measur'd sea-surf beating on the sand,

twittering bird, the hawk's sharp scream,

wild-fowl's notes at night as flying low
migrating north or south, |

psalm in the country church or mid the clustering trees,
the open air camp-meeting, |

fiddler in the tavern, the glee, the long-strung
sailor-song,

lowing cattle, bleating sheep, the crowing cock at dawn.

Walt Whitman

Proud Music of the Storm
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CHAPTER I

INTRODUCTION

The story of Ives is the story
of genius in a wasteland. 1

Aaron Copland

Igor Stravinsky once remarked: "...I think the tinme
has come to turn criticism around and rather than continue %o
emphasize [Ives{l isolation, consider his share in the ideas
of the century."2 In a2 nutshell that st;tement describes
the intent of this paper. Without a doubt Ives' "ideas", as
reflected in certain compositional procedureé, command suf-
ficient musical significance to warrant intensive scrutiny
in order to grasp a trenchant understanding of his music. An

analysis of "Putnam's Camp", the second movement of Ives'

Orchestral Set Three Places in New England, constitutes the

largest part of this paper, and in addition, comparisons are

drawn to relevant portions of the Symphony No. 4, the Concord

Sonata and the Celestial Railroad.

Common to all of these works is the main theme from

Ives' Country Band March, written in 1903, which serves here

as a point of departure. Although appropriate comparisons to

the original march itself might be expected to be a part of
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such a discussion, they have not been included primarily be-
cause Ives incorporated a vast portion of the work, nearly
note for note, directly into "Putnam's Camp". Consequently,

in order to avoid redundancy, the Country Band March has

been left untouched except to provide necessary background
material.
Of the four works discussed in this analysis, only

the Celestial Railroad remains unpublished. The composition

date of this piece is uncertain; John Kirkpatrick guesses

that it might be "1913—1916?"5 and Henry Cowell thinks it

was composed in "1919?"4 Of the others, Three Places in

New England (1903-1914) was published in 19%5, and the Concord

Sonata (1909-1915) was privately printed by Ives in 1919 and
and commercially published in 1947. The Symphony No. 4 pre-

sents a great disparity between composition date and publica-
tion date. Written between the years 1909-1916, the second
movement was published by New Music Edition in 1929. However,
the symphony did not receive an integral publication until
1965.

The central discussion of this paper features the
analysis of Ives' procedure of composing music in distinct
and separate "layers" -- a process reflected in the music by
the projection of independent and simultaneous lines which
conflict with the work's inherent tonality to produce a con-
stantly fluctuating hierarchy of musical textures designed

as a means to engage and disengage the listener's awareness.
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Although they belong to the larger whole and therefore oper-
ate as unified parts of the composition, these projections
offer unprecedented musical combinations most of which can
also function as separate ingredients.

Attempting to place Ives in a historical perspective
in order to better appreciate the following analysis proves
To be an unwieldy task, yet pertinent facts and relationships
do exist. A study of Ives' music reveals that he was

«+..a kind of traditionalist -- if one realizes that
Ives and his father were the only important musical
representatives of that tradition: The tradition
was, of course, that of Whitman, of Thoreau, Emerson
and the New England "transcendentalists", and Ives

set himself the job of creating, single-handed, a
musical equivalent.5

Aesthetically, Ives' tradition was linked to American liter-
ary giants, with the influence of Whitman particularly impor-
tant. This influence upon the composer found a musical
outlet:

Like Whitman, Ives passionately, even vocifer-

ously, asserted the right of the American artist

to be himself and therefore different from any

European, and both men drew on the same flooding

prose rhythms to express what they felt in the

world.6
Moreover, typical of Whitman's spirit in Ives' music is that
"...it absorbs or even revels in contradictions. Like Whit-
man, Ives could contradict himself, he could contain multi-
tudes."7

Musically, Ives' tradition is less obvious although

he writes that "...at twenty-five [he] was listening to

Wagner with enthusiasm -- his reality was real enough to



inspire a devotion."8

As Ives matured he identified more
with the music of Franck and Brahms, not to mention Bach and
Beethoven.9 Of paramount importance is the influence of Ives'
father on his son's music. Representing.a great part of his
compositional milieu, the musical experiments of Ives' father
permeate the fabric of his music.

Although Ives was isolated from the musical scene
during his years of creativity, his music seems to parallel,
at least in two respects, currents in music and literature
which were contemporary in the first two decades of this
century -- his years of composition. First of all, judging
from the mood and content of his work as well as from their
titles, it seems plausible that IQes was|composing an Amer-
ican counterpart to Debussy's impressionism, even though the
musical language of the two men is as dissimilar as French
and English. John Kirkpétrick, the pianist who premiered

the Concord Sonata in 1939, states:

Ives is the great American impressionist, in many
ways parallel to Debussy, but Ives's subject matter
is primarily people, their thoughts, feelings, and
actions, whereas Debussy's people usually fade into
the landscape or the mediaeval story or the blur of
the carnival.lO

Even Ives himself, in discussing the Concord Sonata, concludes
that the work is "...an attempt to present (one person's)
impression of the spirit of transcendentalism....This is un-
dertaken in impressionistic pictures...."ll

Secondly, Ives' music runs parallel to a literary

trend that was prevalent during his years of composition,



specifically, "stream of consciousness". James Joyce and
Gertrude Stein, amonngthers, employed this writing technique

which bears remarkable similarities to "...the free, almost

12

random music of Ives." The literary term may be defined as

follows:

The type of Psychological Novel which takes as its
subject matter the uninterrupted, uneven, and endless
flow of consciousness of one or more of its charac-
ters. By consciousness in this context is meant the
total range of awareness and emotive-mental response
of an individual, from the lowest pre-speech level

to the highest fully articulated level of rational
thought. The assumption is that in the mind of an
individual at a given moment his stream of conscious-
ness...is a mixture of all the levels of awareness,
an unending flow of sensations, thoughts, memories,
associations, and reflections; if the exact content
of the mind ("consciousness") is to be described at
any moment, then these varied, disjointed, and illo-
gical elements must find expression in a flow of
words, images, and ideas similar to the unorganized
flow of the mind.13%

With only a few modifications the preceding definition
could certainly be applied to define the music of Ives
whiqh is also "an unending flow of sensations, thoughts,
memories, associations, and reflections."

Furthermore, widely accepted is the fact that fiction
employing the stream of consciousness technique "...differs
from all other psychological fiction precisely in that it is
concerned with those levels [@f the min@] that are more in-
choate than rational verbalization -- those levels on the

nlé It is precisely in this connection

margin of attention.
("those levels on the margin of attention") that is found a

parallel to Ives' projection of simultaneous layers of music.



6
The fact becomes apparent that when numerous musical events
are taking place concurrently, some must be Placed at the
marginal areas of the listener's awareness; hence, the link
to the literary figures.

A second link, this time directly to Joyce himself,
involves the actual creative processes of the two men. "In
Ulysses Joyce's creative brocess was one of continual accre-
tion, expansion and elaboration of verbal and thematic ma-
terial relevant to a particular episode."15 Certainly the
kinship to Ives' extension and enhancement of the same ma-
terial into several scores is evident. For example, the

theme from the Country Band March first appeared in 190% in

the original march, but it is included succe351vely in "Put-

nam's Camp", the Concord Sonata, the Symphony No. 4 and the

Celestial Railroad. Each appearance of this theme is unique.

In addition, there are the countless nﬁmber of quoted tunes,

such as Columbia, the Gem of the Ocean and Turkey in the

Straw, which crop up under various guises in numerous works,
To continue, it should be noted that "...the trans-
formation of trivial into sublime is one of the most salient
characteristics of &oyce's art."l6 Again, the relationship
to Ives is obvious. Few musical phenomena could be more
trivial than Stephen Foster tunes, patriotic-marches and
barn dance ditties. Yet, these tunes are transformed from

the ridiculous to the sublime by means of Ives reworking

these elements into compositions like the Fourth Symphony

.
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and the Concord Scnata making them inextricable from the con-

text of the music.

Turning to the current musical scene, the fact emerges
that "Ives's music has had a direct and continuing influence
and can be linked quite directly with certain recent avant-
garde ideas."17 No single composer embodies this influence
more than Elliott Carter who, since his high school days,
was a personal acquaintance of Ives. After showing Ives

some of his early settings of Joyce's Chamber Music, Carter

says that Ives "...encouraged me to go on and become a com-

18

poseér...." Even more important is the fact that Carter

acknowledges the influence of Ives, and others, on one of

i

his most important compositional features:

...the music of the early quattrocento, of Scriabin,
and Ives, and the "hypothetical™ techniques des-
cribed in Cowell's New Musical Resources also fur-
nished me with many 1deas. The result in my own
composition was, first of all, the way of evolving
rhythms and continuities now called "metric mod-
ulation", which I worked out during the composition
of my Cello Sonata of 1948. 19

Typical of Ives' influence on Carter is the latter's

String Quartet No. 1 (1951). This work utilizes simultaneous

layers of music and simultaneous tempi in conjunction with a
unique independence of the individual melodic lines, all of
which in the final analysis derive from Ives. Carter even
quotes Ives, the master of quotation, in his quartet.

Not only does Ives influence the present day composer
directly but also indirectly through living composers who are

in their own right influential. ~Iike Elliott Carter, John
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Cage is such a composer. Cage emerges "...out of the Ives-
Cowell line..."go; a line which again displays a double in-
vfluence. Initially, there is the influence of Cowell, who
knew the works of Ives from the late 1920's, directly on
Cage as teacher to student, and secondly the influence of an
experimental tradition begun by Ives and carried on by Cowell
and Cage. Yet Cage's direct interest in Ives' music dates
only from the early 1960's as he says: "But more recently
because of my indeterminate and unstructured works, I am
interested in Ives."21 Furthermore, the works of such recent
Pulitzer Prize winners as George Crumb and Jacob Druckman
attest to the fact that, like Stravinsky,.it is impossible

for composers not to be influenced by Ives at this time in

the twentieth century.




CHAPTER II

ANATLYSIS

Music seems too often all
foreground....1

Charles Ives

The multitude of musical elements comprising any

Charles Ives' composition will often relate directly to
images of past experiences in the'composer's life which
have become a part of his personal, musiéal, aesthetiscism.
A case in point is the topic of discussion in this paper:
Ives' projection of simultaneous layers of music, an idea
which stems from at leasﬁ two experiences during Ives' youth
dating probably from the mid-1880's. Of paramount importance
in the establishment of simultaniety in his works is the now
famous Danbury, Connecticut parade in which two village
bands started marching towards each other from opposite
ends of the town, each playing a march in a different key
and meter:

As they approached each other the dissonances were

acute, and each man played louder and louder so

that his rivals would not put him off. A few

players wavered, but both bands held together and

got past each other successfully, the sounds of
their cheerful dischord fading out in the distance.?
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Likewise, a second formative experience also of significant
importance took place when Ives! father, the bandmaster,
placed several ensembles of instrumentalists in various
places around the town Square, to include the church tower.
All of the groups had different arrangements of the same
tune and were instructed to play with varying degrees of
dynamics and tempi as the elder Ives conducted. Needless to
say, these two experiences are not solely responsible for
Ives' concept of simultaneous layers of music, but perhaps
they outweigh the other influences of camp meetings, barn
dances and band rehearsals.
; These experiences, and others, were then embodied by
| Ives, transformed by his fertile musical intelligence into a
sound aesthetic principle, and eventually woven into many of
his foremost compositions. Ives expanded his vision of simul-
taneity so that it not only encompassed'real experiences but
it also became a way of viewing the whole of nature. No one
better expresses this concept than Ives himself as he relates
the following analogy:
As the eye, in looking at a view, may focus on the
sky, clouds or distant outlines, yet sense the color
and form of the foreground, and then by bringing the
eye to the foregroun y Sense the distant outlines angd
color, so, in some similar way can the listener
choose to arrange in his mind the relation of the
rhythmic, harmonic and other material. In other words,
in music the ear may play a role similar to the eye in
the above instance.'3
Other men, scholars in the ways and means of Ives'

musical expression, have drawn similar conclusions about his

—
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music. John Kirkpatrick comments on the Fourth Symphony:

In develcping these movements (all except the fugue),

Ives often surrounded the simpler texture of the

prototype with what is at times like g densely pop-

ulated landscape or streetscape, or a cloud of hov-

ering angels, or a three-ring circus.4
Henry Cowell laconically states that "...Ives's music moves
in many directions at once and is built on many levels, in
the way that experience comes to the mind."5 Basically, what
Kirkpatrick, Cowell and Ives himself are all saying is that
the music consists of nNumerous elements all of which are de-~
tached from the tonal framework of the Piece and nevertheless
belong to the larger whole.

Implementation of this concept is achieved by the
amalgamation of distinct technical procedures directly into
the music. Initially, basic to the musical texture is the
combination of vertical and horizontal elements which produce
an underlying feeling of fonality, although the degree to
which a tonal area is the most prominent element in the music
fluctuates greatly and sometimes disappears entirely. This
fluctuation results from the interpolation of the musical
elements discussed below which disrupt and blur the rigidity
of the tonal schene. Musical quotes, everything from Bach to
Brahms and Mason to Foster, provide the primary means of
blurring an existing tonal area, and in addition, independent

melodic lines, other than quotes, also form part of the multi-

layered texture in a typical Ives piece. Although quotes and

independent melodic lines are both horizontal projections
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into the music and function similarly, that is, to interrupt
the meter, tempo and harmonic flow of the piece, the quotes
are such a special case as to be considered as separate com-
ponents in this analysis. Finally, vertical intrusions upon
the tonal fabric, in the form of chords not related to the
tonal area and other vertical sonorities such as tone clus-
ters, provide additional disruption and therefore additional
layers to the music. The type of intrusions on the tonal
area result in varying intensities of disruption. Therefore,
the categories designated below account for this aspect of
Ives' technique as each successive layer illustrates the
overall progression from no disruption to the chaotic effect
of nearly total disrupfion. ‘

The number of layers of sound in the music is con-
stantly being altered by Ives, but the compositional proce-
dures uéed to achieve these layers are constanf. To desig-
nate each of the above described techniques which produce

the layers of sound, the following system will be employed:

Layer A: This layer consists of the combination
of horizontally and vertically projected
sonorities which comprise the prominent
tonal area. This is the element which

all the other layers work against --

the referential norm.




Layer B:

Layer C:

Layer D:

—
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This layer consists of the horizontal
projection of musical quotations which,
by adding independent time and pitch
dimensions to the music, blur the tonal
context of Layer A. All quotes belong
in this category even though they may

be in the same key as Layer A.

The horizontal projection of independent
melodic lines other than quotes which,
like Layer B, blurs the harmonic context
of Layer A by use of conflicting time

A

and pitch worlids.

The projection of verticél sonorities,
such as chords not related to the tonal
area of Layer A and all other vertical
densities up to and including tone clus-
ters, comprises this layer. For the
most part, it is usually provided by
keyboard instruments ang occurs less
often than the other layers. Like the
others, Layer D tends to have a blurring
effect on Layer A because of its time

and pitch characteristics.

. .
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Relating these layers back to the analogy offered by
Ives, it should be understood that Layer A is the "fore-
ground" and that Layers B, Cy, and D correspond to the "clouds"
and "distant outlines" in the remainder of the landscape.
Listening to Ives music, the ear does "focus" on different
layers of music from time to time so that one hears in a
type of aural three-dimension. In order to see the inter-
action between these layers of music in an Ives! score, the
followinglanalysis will describe their function in the first
four measures of letter D in "Putnam's Camp”.

Establishing the context of Layer A becomes the first
priority so that those elements which run counter to it can
be readily seen. 1In Example 1, the presénce of Layer A is
strongly supported by the strings. Found in the 1lst violin,
the melody is the theme from the Country Band March while

the 2nd violin, lower line of viola and cello, and the bass
establish a traditional harmonic basis underneath it. Other
instruments, too, belong to Layer A -- the bassoon, horn and
piano L.H. support it the entire four measures while the
flute and trombone-tuba line Join them at measure four.
Meanwhile, the piana R.H. fluctuates between Layer A and
others.

Layer A can be graphed, as in Example 2, to corres-
pond to the normal layout of Ives' score, so that the long

vertical lines represent the bar lines and the short slashes

at the top of the page indicate the beats within the measure.




15

vhd Y
I | I L
ﬁ X ! i e i mp AN
L] PRzt « 3 M4 «TI% =N v ﬁ ﬁ v rwz ﬂ
A I ;~ i | B Y - ~H:|. » | Y uud« T8 N A’\ﬁ Eai IR ll.‘o_ 41'
Tr I I ﬂ_x. N L. B Hﬁu..u ) v Ny 1 A \ E p,a
.ﬁﬁ M y “ u n e T ‘N
il <11 X | L - h | I
11— X i | BifL S M, - i
| Py g ) I Mih B Uiig ) € N Al Rt “[IX
L L1 A; <t - el ,__. .h. 1 Ney ) . L Hw A: w—ﬁ Saliads
L 837 [N " ﬁ " oM Ay .E(m - #lfA n’n./ « Y '” - ,.I 4- _ J
(u <y ML » < -,Ol. ] N _ —
PSS S I e i
1O L 7 ol
il ._§ _.‘ “Nlike A Rt 111 <1H» \L b A I
it il Il > ‘ N ;ﬁ N ( i 4. I
I8 T - 1 - | il S
h ) . i ! ﬁ’f». . uﬁlﬂ N Mﬂ \. j F ﬁ .
i e ! iR 1 |- - 1 I
) pe T <« T8l Llaet 1% - ﬁt A ~
. » X [N A
| 1 \ A -”.v P . ...V. | . A { .4
§ L i - | 3 1 il
g = hr 18 N xiv 4
It - 3_.-«, H1g ﬁ»’. . — V sl f 3 / i i .
ol i Rl 4 ﬂ\ k S 3 < 1N P — » {51 n
| il —, .,In_ . -3 ,__J . r N
- o }i I l&. -_ ﬁ v A 4 <Yy »
i I > il <Nk~ A Q N .\ (55 < in .
i # ,”@ Y/ 1 A1 PR AR
“{lx \ L. I8 ( T < 1N KM, e i\
L B N Wi H iy = - A ﬁ
f v BT | ;.w ‘
| w11 . . £ I B U111 | RN AL
,.v ,“ men JIN i XN [ “n ._. (L
. ! ® . - W
._ m. ] 1 i i . - i _ 11y i
! Y . " _
..xx._ ¢ L VA, l” Lam| 81 « T8 » R 'S A Y t
HN . ur > \H" - H I~ H - L | A _ “/N U
i ¥ b PRt .« 1M M
- M”r Nim —w] ~ \ann. § »4* g 4 . xr I
Hg -k o A 4 . I . A M N
44 Ay & < dh ﬂru. B AI,F_ i If |
A M- e -1 ~ 2 \_«. L A xh o 1 &.7
3 | z A AL
L 8 (] 4 ﬁ N Pf’ ,u il { (i3
B = "~ n Pl m\-A:f <IRRN R H. .IEK
i h K i y ” ” ~ N 5 N N4
o A -0 A N i
) i W ,M 2 .+h o Y- 15 ) & .
Q.m; <xin < o N AN - : -
o . ! . p . -
— : Y-y -] ] e 3 =
, 3 i £ s g £2 e - g 5 g g a
ﬂ. % o & - - E& .M& o=

Example 1




16

Each instrumental part is indicated by a horizontal line,
and it is solid only while that instrument is sounding.
Therefore, breaks in the line signify a rest in the instru-
mental part. Although no lines showing Layer A in Example 1
exhibit anything but a sustained instrumental part, other
layers will be added to the chart later ang these breaks in
the horizontal line will become significant in locating the
interaction between the various projections.

Af times, those instrumental parts which belong to
Layer B are difficult to determine. Because of the ephemeral
nature of popular music, in all probability this author has
not detected some quotes used by Ives, hdwever the following
parts, and perhaps others, belong in Layér B. Beginning at

the top of the score, the flute is quoting Massa's in de

Cold, Cold Ground in measures one through three. The oboe

introduces Marching Through Georgia in'measure three and the

piano R.H. joins with the same tune in measure four. The
clarinet and trumpet begin with a unison variation of Turkey

in the Straw for one and one-half measures as the trombone-

tuba part quotes Sousa's Semper Fidelis. Even the percus-

sion becomes part of Layer B by quoting a clichéd street
march cadence. A curious fact emerges when one looks at the
quoted tunes. Each one is in the key of Bb major, the same
key as Layer A, yet they tend to blur the strict tonal out-
lines of that layer because their implied harmonies do not

correspond to the harmony of the Country Band March theme.
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Example 2
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This blurring caused by the quotes, which results in the
presence of another layer of sound, is compounded by the fact
that the metrical placement of one of the quotes does not
align itself with the 2 context established in Layer A.

Turkey in the Straw in the clarinet and trumpet, which actu-

ally begirs on beat four of measure one, suggests the feeling

of a primary pulse at that same point. Example 3 charts the

instrumental movement of Layer B in conjunction with Layer A.
Because Layer D does not exist in these specific

four measures of "Putnam's Camp", the remaining parts are

independent melodic lines which belong in Layer C. After

their brief flirtation with Turkey in the Straw, the clari-

net and trumpet begin a uniscn Layer C line in beat four of
measure two. One-sixteenth note before measure three, the
piano R.H. interrupts its own Layer A part to interject a
short Layer C figure. The viola part is divided so that the
top line is playing Layer C, and the oboe doubles the viola
at the octave in measure two. Like the violas, the cellos
also divide so that the top part belongs to Layer C forming -
an ostinato. After isolating each of these Layer C lines,
the fact becomes clear that some portion of each of these
projections tend to blur Layer A metrically because of syn-
copated rhythms or, in the case of the viola part, the ad-

dition of another meter. Example 4 adds the Layer C projec—

tion onto the graph used in the previous examples.
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Example 3
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As in the bulk of Ives' works, vertical densities

that comprise Layer D are somewhat difficult to locate in

"Putnam's Camp" although a few cases do exist. In Example

5, the score shows the pisno part employing chords which

help to dislodge the tonal implications being reinforced by
the trumpets. Ives uses tone clusters in each hand as well
as traditional chords to fill the measure's four beats with

a continuous vacillation of sound. In this specific example,
the piano is not the only instrument projecting Layer D. The
flute and oboe unite with the upper strings to form a des-
cending cluster while the bassoon and cello double some parts
at the octave. This also properly belongs as part of the
Layer D projection. Example 6 graphs ea;h leyer of the given
measure.

Ives varies his musical presentation 50 that the num-~
ber of layers that are projected simultaneously is in a con-
stant state of fluctuation. For instance, the pPage of score
in Example 7 shows the initial occurrence of the theme from

the Country Band March in "Putnam's Camp" which, unlike

earlier examples, exists solely as Layer A. There is no
blurring caused by the intrusion of additional layers. 1In
the 163 measures of "Putnam's Camp", the projection of Layer
A without the addition of conflicting elements occurs three
times for a total of only 17 measures.

Other avenues of layer distribution than the single

projection cited above and the multi-layered texture discussed

_
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earlier exist throughout the pages of "Putnam's Camp", and
the segment of score in Example 8 illustrates yet another
approach by Ives. Here, in a unique example, the composer
takes a single idea and divides it-up among several instruy-
mental parts -- the woodwinds, piano, violin, and viola.
Although theoretically belonging to separate projections,
the parts are related to each other as the two string lines
pPlay linearly what is projected vertically by the woodwinds
and piano. Whether the linear projection of the strings
derives from the chordal projections in the woodwinds and
pPiano, or whether the reverse is true, is difficult to ascer-
tain. Whatever the origin of the idea, the important feature
to remember is that Layer A is blurred by‘the interruption
of another musical element, regardless of the fact that its
genesis may be the string line (Layer C) .or the woodwind-
piano line (Layer D). |

Ives employs the gamut of possibilities in his selec-
tion of layer projections. As has been shown earlier, the
number of projected layers varies from the presence of only
Layer A, to Layer A being blurred by a single other layer
(B, C or D), through the blurring caused by the projection
of several layers simultaneously. One final type of projec-
tion used by Ives results when tonality ceases to be a factor
in the music, that is, Layer A has been omitted. This par-
ticular feature occurs concretely only once in "Putnam's

Camp" as shown in Example 9. Although Ives has divided up
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his forces very consistently in these few measures, the mus-
ical effect is one of ambiguity, an effect achieved partly
by a sudden increase in the number of tones, and their rapid
change to other tones. This includes both horizontal and
vertical projections. Generally speaking, the woodwinds
pPlay descending chromatics, the strings play ascending whole
tone scales, while the brass play a combination of the two,
as all these parts unite to project Layer C. Meanwhile, the
piano plays chords which quite convincingly belong to Layer
D. Example 10 graphs the passage under discussion.

The techniques involved in the creation of distinct
layers in "Putnam's Camp" are identical with those through-

out the Ives' canon. Examination of the Symphony No. &

reveals a use of simultaneously projected layers similar to
those employed by Ives in "Putnam's Camp" with one important
exception: no instance of Layer A without intruding layers
occurs in the second movement of the symphony. Nevertheless,
a brief look at two passages in the work should serve to
illustrate that the techniques of layer projection in the
two works are similar.

First of ali, taken from the second movement, the
passage shown in Example 1l bears a strong thematic similar-
ity to "Putnam's Camp", as the primary theme in the below

cited exerpt is the tune from the Country Band March. All

four types of layers are projected in this passage which

is graphed in Example 12. The quoted tunes include Marching
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Through Georgia in the upper woodwinds, Turkey in the Straw

in the bassoon, 1st violin and viola, and Long, Long Ago in

the cornet.

A second exerpt from the symphony illustrates the
absence of Layer A from this specific point in the composi-
tion, as Ives depicts the image from his Jouth when the two
bands march past one another. Example 13 shows the score
while Example 14 graphs the same bassage. Ives quotes

Reveille in the flute, Long, Long Ago in the cornet, and

towards the end of the exerpt he qQuotes St. Patrick's Day

in the 1st violin and viola.
Typical of the layer projection in "Putnam's Camp"

is the fact that when a specific instrumental line is pro-

jecting a given layer, it tends to remain attached to that
layer for several consecutive measures. This.is demonstrated
by score and graph in Examples 15 and 16. However, in the
symphony a8 somewhat different procedure is emphasized by
Ives. Linear bProjections progressing in Layers B, Cor D

will suddenly shift among several layers. In the passage

below, Example 17, the bassoon line changes from its Layer C
projection to flirt briefly with Layer A before it changes
to become part of a Layer B projection. Again in the sSym-
phony, a similar instance is found in the cornet part as its

Layer B variation on Long, Long Ago ig interrupted for a

three beat fluctuation into Layer A vefore changing to Layer
‘ C. See Example 18.

;




|
|
|
1
!

Plesolo

Flutes

Clurinetn in Bp

L Faster, up bo about 1883 d 3 prosibic]

Bassoons
2 Primo
=
a
<
of
™
2 -
g {F
= Secondo {
<
(X
Cornets in € :
1 Trptn f& 1 N 1 A em—— t * i
Trumpets in C =my == §és —=== T T P B S e e T
+¥
£ e mar l' r ar . N —
b A —— % % = o o—
Tros. [& 1 o 4 4
Trombones n @t""m‘g'; s N N N N R i N
e e T Y 2
nﬁy T 5; 7 1 b 7 Y v ¥ ’g y ¥ b k]
Tuds PEEE T Yy 37 ¥ = 3 o
V3 2 S b .
c'l.l‘l @ e r— e : —— e — .
Triangle . f—2J I TR : . J S/ ! !
) l P 2 T 2 - [ g r—L. L —
High Bells — o e e e ; = S rirs =
©C k] ST C4 —t ? : ix ‘\——’l"
Low Bells PEST e e T e > ;
[ - —
Tympani %L‘: &3 E:
[}
Indian Drum 5 £
Snsre Drum _ ®;
Bass Drum 2
O : with Cym. ¥
©r 4 ! -
a) Light [t} e =
Gongs b) Heavy T ¥ 3 x y r e
@V ¥ 1 L4 @1 I

4 Pil allegro [?nster, up to about 138 =J if possible]

8olo Plano

¥

é_;:i;i_‘?" et e 2
P —~—— -

|

Violins I

Violins I

Violas

Violonaellos

e Y S i

;A,;Lf
e il G

' L3 ptan Ly l:s;o

Example 11




35

p‘c' » ) ® » . é . )
FL. R
CL.
BSN,
PRI {5

D
StC. {
CoR. R
TRT.
TRM. {1, -
TBA.,
CEL.
TR, e
HB.
LB. ¢
TYM.
1D ¢
DR, e
G.

D
SO0 §
).
2Vl e
VA,
\VC.
BS.

Example 12




p—
\
bA Poco ascel. : J,on funco [‘P 4194 J'ﬁ)".f“*"]
17 DO ¢ 8 £ £ me 3 PGNP S LY YU S
Plocolo & Flutes é Ty L o e d ﬁz}ﬁ_'t £ IEETERY Fm £ac
Ve . ]
P . 8 A, ﬂ,’({;r‘ﬂf . ta
Cleioets 1o Bb 'gﬁ— S § B T G g e LI e | LR AR I e Yo
. ;’f 34 fj/‘}*‘—-
— .2
Bassoone
2 §
2 Primo
B
<
el
™
17
‘ 1
| 5 Becondo
(=}
3
-
N o o 5 (Bh® . e e o
Cornets InC fio=mf— o YR b ey Fg b ga b Ik =l
[ | Jawge= Lart™ LAty T I3 S
. =~ =  — [S—
rysd o o = O o W
Trumpets in C e e e .;‘;—_;5*“—9—5‘5‘—_—‘——:3:: ;E::::Ts—,;...__..,ﬂ.; :..,:::_:.._'_,__- S e y——o
I,‘&g) 3) -7 - - F7; A J\_ i3 -3 E3
GArTNe e e — ® 1 A h R
Tromb D ST e g 152 = | e e
il 3 1 i e <
e (JiJ-) fr[wﬂh Dr::m Corps] r
Tabe 3 T T 3 § =7 —_F
= : = 3
Celesta rests ¥ ¢ |&d (‘J )®f§ — — Tt
Triangle  f D b y | ) 3 g J S J y J b 3
fomm T 7 = D g S— Pt
High Bells Fose = T = 3= =T : s == - 3
T \2 ba 2 T e d
Low Belle P F—T—=t : —i = : Z 2 £ — s
[ ——— —_— e " P —
High . = =2 —r ] Oy pyl >
Tywpazi 5 FF= B e e = i==3 " el
. N Ld w L W w Ld Ld
i v . ~. (ol J-)@ . A
Indian Dram f[5=18 ¥ 2 =g = ¥ ¥ 2 ! X = =" —
—— T ¥ i e SN - ~.
Bpare Drum |} y 4 X — | | ’ 2 ® _z 2_2 I P> -
Bass Drom fF—————-—r — = Y e P A e e
O =+ with Cym. = T i " 3 T 3 ¥ ¥ T-’ = ¥ -
a) Light fap—ct - u! . RO Y
Gongs p, Hegvy 75 g ey R e T e e o
|4 14
(4 d)
N poco accel. o )y Con fuoco
T = s SapSe==== seEe s =
:,-““—"Fg——"g hd 5 i f—; o 1““ v’r_ :
Bolo Plano = . . — o~ ~——t
| = e =1 /A ey
St e NS e

& P - —

Violins I
Violine 11
3 T %_ s
Vielas e kAT T PRI o |
'\__," =d = —
Violoncellos
Basses PR =
-3 ¢

i poce uccel.

Example 13




’ Pleoolo & Plutes
Clarfoets {n Bb
3o T o TN
Basnoons i e el SR T G D T g
> 4 N
¥
= 9 _._l
iy K o M= b F—
- _ gy e o et
o 4 ¥ i E"f
> Primo v Iy ! v
< 8§v3(80¢A Aands! "'A'J)' 4
I~ = T B = — ity Yo —
g A
a e e e e e e e
E Zecondo v il s . b §F v ¥ 3o w -
3] bl . [ bl b b . PES
(F—y e x4 b= 5 T4 x: 5y Seae—
v v Y v v v v v
s A A A S
Cornets in € Lol rr 37 34 B S e P ey
. g T L4 "y
N A Apr—— " ‘P\
Trumpets in € |5 "5 a == e TS R e S S g B e S i e
7 ko s o & =
@ ¢ T s ~—__} 7 ~— ~
2,300 2 XS A o e N S S Y Y N S P IR P I YAy
D S e e e e f £ — — APty VTS
v v v v v > -+ v v A
Trombones .
P r——s— i bVt ¥ ¥ T 3 oY pa oy
v v v J v v v A4
Tuba T=—F = ; : £ = ——
~ b - - e C S <
Culesta rests T —— I —
Triungle J- . | Jd . p
f—TpLg 4B Y -~ e ‘
High Bells el + T £ —1 T £ 3
5 i — |
Low Bells == - : T £ = : = |
= 1= -7 & w: [+ < = _,»]x
N N . . N .
Tympani EL‘: F==F s Ry 7 ¥ Y, D e e e e e e e
o o v v
Indian Dram F 7 =—F ' P e
. . . . A A . . R
Saare Drum 2 ] } £ _ | | hY . é T3 | - £ 1 !
e e
O :with Cym. 24 t4 ’ v ¥ ¥ ¥ ¥ & Y\ V; » %
A A Y N h ~ 5
Gougs ) LMt B e e e % : e
¥ ¥ ¥ 7 ¥ y x
4 7 7t 7 v
"_é-——zf e 3 o Sy : e g
“? ¥ Lr% 2 j -
8olo Piano o X q - &7 3 1] - b f
b J bl bd bl b | fo ;
= X 14 £ ¥ =
v r) 7
LY A, A,
i o o FEy TR YzREfEE e
Violins ¥ o et S i gt e e o S e = = —
2o T " = e
3 Z ) i —
A A A A A
Viol{ne T
Violas
Violoncellos
Basses

A
\@3{4 1.4 - ' 4 3 &
4 v

Example 13 (continued)




38

PICx FL.
CL.
BSN.

PRL. {

SEC. {

COR.
TRT.

TRM. {
TGA.
TRI.
HB.
8.
TYM.
DR.

O

phrp rnocnwaoonbm-

oW §
1y,
28V,

VA.
\IC.

BS.

Uxﬁﬁhb

Example 14

R,



39

Fl.
| Ob.
i
cL
Bas'n
Hn
Tept
Tromb.
Tuba
San.Dr.
Bass Dr. |
> % 5 i £ 3 5 =3 = X 5 % e e aAs
Piano | ! ! i L
ot yhed et Y JB«"J":«’; T L A ’
B A T R E e T = e = S
b E x NS ES3
TP T T T BT T or T
v M v v v v ; v . v
v v v
L ® C s :
VLI (43; — bl e A [y A o} -
5 P —F T = = = = Y =%
‘ T l ' I LJ’:' v ¥V 1 T — vlv
IR 1 : P N N . A
VLI [f5oe—F e =3 == : : L
. 3 L — X s T ST » Lrivu'" X ' X I : : -;. : r}:
Vs i ]’ e ¥ ¥ T =T
Viola [ : e S W o B G =TT
tola 3 e e R e e T e e et o St oo St it e S v X =
A i i il G AL s A S A At ===
by v v . J [ —
arcoml Y A a A A o . .
% L , A ; . i !
N N SSR B s s sonn I S s S B T
——-—"——-—Ea,—. —r—; = = = = Y} =
prac. M 24 £ . ¢ W2 ) " vl
Vi r | T L I | | 4> 5,’ | r-rcal'__.l' I
ncc"r——‘[——‘,_‘. .ﬁ- - Py \ . N N . )
Bass - 32 ';i‘fk-..f‘..-‘ ‘L-.. r—— ‘ L e : J
3 P g = - = ——% =
v v v v

Example 15

o



OR. a

CL. | B
BSN. |
HN.
TRT.
TRM. |a
TBA.

PERC.

PN, §

vy
2"V,

\IA {.L A

VC. L
BS.

B
i

Example 16



41

. acest,
- A gLV s F A7 v A # e e Y A : A =
Picsolo lé:?:iﬂ-;tgr =s S i B e S B .;;ui:zj::z-,r;;:giza&;%
LAY SV S Y & b 7 T Y}
Shw—t L R e -3 L5 5 L= =N I
Plutes é“ 'rfltr*"gg:,:t~fo iy :-"—,:iﬁ?:‘—!tf;‘"xp T = ,,..;-r:?&"ff,,,A,‘.._': Lf:"*yr:—_:‘,\"g: m———
o — ¥ aJL ¥ s o 3 7 e L4 7 C .4 3 3
- n 844
Clarinets in Bb _¥ -rt:ﬁ?]l;;—.‘f*_:g—_:“ A
Y 0 ; 7=
Bl —..
Buloonc :f-;: =
LB
P
(=] e
:Prlmo
=
<
-
=
= = z\:
1]
:U:Secondo
g —
s ——— B B = e e ST Bt
3 g 3 Rt 3 BE S y B 3 3 #E i L
Trumpets in C
ornets
Tromb
Tubs
Celesta @ i = =: =
Triangle 3 3 d 3 v b2 3 d E2, I S N 3

A
High Bells %f ==
F

Low Rells

Bigh
Losw

Tympani

Indian Drum

8nare Drum
Bass Drum
O = with Cym.

a) Light
b) Heavy

Gongs

Bolo Piano

Violfna I

r %
[ gl uf Joas ]

r ]

Violins II

Violins III

Violas

Violonesllos

Example 17

R,



42

T T T m
o “ b * ﬁ_, "M . ! o
v ' i X 1 | . .
all Iy i .ﬂ J L P “, H mv
! ; ; ! b ! il 1
i _ _ I THI T | w
i . ! ! 5 ! i
! . [N il gL > < il i$)-» : |
! ; > «
it 11 | Y M 2 i -
i i ° it i & &) ™ :
,uw Lr&. “ ¥ AMV i | Tl ﬂ“nv Anmg 1ii B - A.Axh « h
__ Ik h il
h_ SR T £} b 8 o n " mJ % Ly »H, !
i e Al HTisE ey sl I
N F T i
b B X HE > <X e > 9 i A_
“, xL -~ i 43 Lt o 4 M - il = | ‘".L
~ 4 ..4. -~ k L4 | i
W] Ly Lt : ki ‘u r Hgh-> <-4 L 8 q .zf_ _W
e b | : it
w w it~ - ¥ | P SH 1 :f,.l.. M_
i T 58 A \,w. l L ﬂ Y
.n-n 1 _ * i
gl ] it !
_!wﬁ tn _..WA % g I;.;/ THS-> 8% N> i & g r#, b
7 T , T e
f i 1 syl : Sl g i 0
[ Al s IRICREL adh ol e et [ ~
LY | - e i 4 ! Hi ] "
i _ ™ s _; T I : qm.v,-
| “* uwu. 3 > <f 9] Hp ! T J—_.._s. L3 e Lt p
i _ L..f) WAJ i I X Il " .”3v mm .?\‘ r m
95 m al N um ﬁ I b ¥i L) .UL < l: ; x
P -~ . ! | h |
o] 1y WL L] I : , R &
-4 rl b e loy H b -Aumlv 1“1 > ~ i m - J f i N N -.rﬁ “ r Li
A 3 H 1y - — 1 - : i i beed 1._
1 , ; W
13 1 H Sl ‘
ol 3 Ny Y o i h ¢
_ | [k ] ! I ! N i . m
_ xﬂ,é Auﬂ_vlm hul> Tra|> 3 i “ rw; w 1 e ﬁ %. i th
b ; i ‘ i L )
_ LL. by =" 1 ..xWI i g - f AJ J~ ﬂmw | H !
ti | [y » i A3 N |t ] eyl 7_ il o« ry “
1 | P L-. - i . !
m / : ” ﬁ i B __ A:...J w*...»ov w _w H
(._ @ _ I e ;w..rvnr L, ,_,.ﬁ. I v.rv > i T, Y ,q_1. Lt L [ <l J_g *niu ey «latl .,.u.
N | % 2 <X A ﬁp rh M ,F i m ﬂ °l " | jIRIIE LR
, a ppefne ol ol ose | e Bl Al m WK 9% M deqo AR
- e
L o o 1 § 2P
s s = 2 . ,.“Bh._m . ¢ 5 S5 23 [ g5 32 g - = 3
s £ = 3 ] H L 2 T ® I 2 ¢ & a5, =4 g H H
H 3 1 - = 8 £ - H o L] B o8 aa = = .m K] H
» H a - ° M. -ﬂ — a - - ) ® g L) - ] -
H T A & @ i S £ 2 Lt § £ ifF o 3 g = 5 3 @
Kl ONVId VHISSHOHO K £ " & _m. LU | @ > & 2




Plecolo

Flutes

Clarinets in B

Bussoons

=]

x Primo

<

=

[

-

= =1

e BLIY QP

o 93‘-‘ o~ Tl b
= 8 & 3
& Becondo

<

Coraets in C

Trumpets in C

Ziboa - al TEa .- - e N TN i b i .
- Trombones fz}[.‘:;,? » e SR e T e e o o Y S e :'r—~A‘¢-’:I:'— ' ;,;_——_.
- - =t F R
5 pr— ]\ . < SRS S e o -
Tubs . -‘,_‘—3';7."'?;:;—}?7:3 = i B e ==
—— T S —— Tt v H
r A ] . o
Celesta @M-, e e e e : 3 = =
Fe e ——atree
bl ] ; A T N s TR
Triangle --f- x oo
- 3 ~— —
High Bells
Low Bells
Tympani gfﬁ:’

Indian Drum

Snare Drum
Buss Drum
O= with Cym.

s} Light
b) Heavy

Gongs

8olo Pianc

Yiolias {

Violins I

I}
Violas @“5—:54‘5& he. bl

\ L]
Yiol llos ?—!}—f—_f

Example 18 (continued)



4l
One final example should serve to illustrate the point. In
Example 19 the trombone part vacillates between Layers A and
C befofe finally remaining in C.

The above mentioned examples are but a few of the
numerous occasions where these rapidly fluctuating layers
exist. To determine why Ives chose to punctuate the flow
of the line in this fashion results in perilous guesswork,
yet two related possibilities come to mind, one aesthetic
and one technical. Ives utilized this compositional pro-
cedure to parallel his aesthetic analogy of the eye viewing
images in the foreground and then focusing on clouds, or
other objects, in the background. A second supposition is
that these fluctuating layers within one‘melodic line help
to produce the textural effect he desires -~ a constantly
changing fabric with snatches of different melodies darting
in and out seemingly at réndom. In reality, perhaps the two
possibilities are actually only one, as it seems that the
technical feature is used to implement the aesthetic premise.

In an issue of Die Riehe magazine, GySrgy Ligeti in-
troduced a term called "permeability" into the musical vocab-
ulary. Its application is as follows: "This means that
structures of different textures can run concurrently, pene-’
trate each other and even merge into one another completely,
whereby the horizontal and vertical density-relationships

6

are altered...."  Although the parallels are not exact, the

fluctuation discussed above among the layers in Ives' works
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embraces a type of "permeability" where the independently
projected layers can run concurrently or penetrate and merge
with one another, and thereby alter the textural makeup of
the éomposition.

Because Ives' output of compositions was so vast
and so varied in their technical procedures, it must be
established that the "layers" as discussed in this paper
are valid mainly for his mature works for orchestra which

constitute, along with the Concord Sonata, his most impor-

tant music. Yet even such early works as the Symphony No. 2

(1897-1901), which has its roots firmly in the tonal tradi-
tion, foreshadows Ives' later extensive uée of simultaneously

projectéd layers of sound. In the Second Symphony, the fifth

movement has a melodious horn solo accompanied by a type of
obbligato in the violin. Coyly disguised as part of the

violin accompaniment is the juxtaposition of Turkey in the

Straw and a figure probably derived from Bringing in the

Sheaves. See Example 20.

Although Ives' concept of composing music which in-
corporates several layers of sound is usually limited to
orchestral works, distinct parallels can be seen in his piano

works as well, especially the Concord Sonata and the Celestial

Railroad. Briefly, the following examples cite a few cases
to illustrate Ives' use of layers in a medium other than
orchestral. Example 21 illustrates an unadorned Layer A in

the "Hawthorne" movement of the Concord, Example 22 shows
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Layers A, B and C in the Celestial Railroad, and Example 23

parallels an isolated Layer D.

Turning to the final topic of discussion, one en-
counters a new variation on the projection of simultaneous
layers of musical elements. Previously, in this analysis
of "Putnam's Camp", with its numerous layers of sound, Ives'
compositional material was understood in terms of tonalities
and other elements which conflicted and blurred them. But
now it becomes necessary to augment that previous analytical
format to include special cases where Ives intends that two
larger musical bodies confront, conflict and blur one another
so that both groups entertain an equally brominent position
to the listener. |

Such a case can be found in "Putnam's Camp" as the
orchestra divides into two opposing groups -- roughly speak-
ing, strings and woodwinds versus brass, percussion and
piano. Quite literally, Ives revives the image of the "two
bands" here so that four measures of one group equals three
measures of the other, and as seen in Example 24, both groups
play the clichéd military march rhythm "Left, Left, Left-
Right-Left" but in éifferent tempi. Each grbup is constructed
harmonically on chords containing augmented triads yet the
feeling of tonality remains, however tenuous it may be. In

short, Ives has exploited two unique time worlds, each inde-

pendent but linked as part of a larger whole.
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Other works such as the Holidays Symphony and the

Unanswered Question exhibit the same procedure, as part of
the orchestra, often off stage, plays a unique and auton-

omous projection. But once again the divergent elements

merge at a higher level as part of one and the same whole.
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CHAPTER III

CODETTA

The art of Ives has depth and
ecstasy, humor and sadness,
commonness and exquisiteness.
To translate into words the
feeling of any music is fu-
tile -~ one must hear the
music itself. 1

Henry Cowell

"We're learning, I hope, to stop\loéking at Ives as
the Grandma Moses of music, as a crude if inspired primitive,
snowbound in a Thoreau-ian New England wilderness and pro-
ducing raw, rugged, original music in utter isolation."2
Hopefully, this paper has portrayed Ives in his new role —-
his proper role -- as an important contributor to the musical
ideas of the twentieth century.

Musicians can recite from memory the number of root
position diminished seventh chords in the chorales of Bach as
well as the ordering of the twelve tone set in Schoenberg's

Variations for Orchestra, yet few people can discuss, with

any authority, the significant technical contributions made
by Ives in his voluminous canon. Long before much of the
world had even heard any of his music, Ives was famous for

his musically artistic accomplishments of polymetric and
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polytonal excursions as well as for rhythmic conglomerations
never previously employed by a composer. Although his music
has been mentioned, in scholarly journels and verbally, very
little attention has been paid to the precise compositional
procedures exercised by Ives in any given work. The attempt
of this paper has been to make the reader aware of Ives'
preeminent compositional legacy, one which has received
wide acclaim, yet one which theorists have rarely analyzed
or discussed in depth.

In conclusion, the final words shall be reserved
for Ives himself, as he speaks of the ideal in music, a
music imbued with profundity, a musical 6dyssey which alters

the very essence of all who embark on its adventure:

Whence cometh the wonder of a moment? From sources
we know not. But we do know that from obscurity
and from this higher Orpheus come measures of sphere
melodies, flowing in wild, native tones, ravaging
the souls of men, flowing now with thousand-fold
accompaniments and rich symphonies through all our
hearts, modulating and divinely leading them. 3
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