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CHAPTER I
INTRODUCTION

The purpose of this thesls ig¢ to explore and analyze
the wealth of intrinsic value that 1e to be found in compo=-
sltions originally written for plano duet (two performers
at one plano). Only compositions originally concelved for
plano duet will be conslidered; transeriptions of works that
were at first in the form of planc solo, etring quartet, or-
chesgtra, or any such medium other than plano duet, will not
be considered in thils writing. Also excluded will be works
for plano duet that are not of concert hall use; this paper
is concerned with that literature for plano duet which is of
a caliber transgcending pure pedagogy. Another object of
this thesie 1s to show what a remarkable amount of art has

been cast in the form of plano duet literature,



CHAPTER 11
THE PRECLASEIC ERA
I, NICHOLAS CARLETON AND THOMAS TOMKINS

From not only the historiocal standpoint but alsc the
musical, the survey of originally composed piano duet litera-
ture starte with Nicholas Carleton (around 1580) snd Thomas
Tomkine (1873-1666), Nicholas Carleton was an English come
poger who lived in the forepart of the sixteenth century.

He was known by his arrangements of some of hisg vocal compo-
sitions for orgen or virginal. It is not known which worke
were originally concelved for keyboard and which works were
originally econcelved for volces and then transeribed for
keyboard. But, owing to his composition of A Verse for Iwo
3o Play on One Virginall or m,l he becomes a most im=
portant historical figure for this writing, as this duet is
one of the earliest specimens of fourehand music for a key=-
board instrument, This particular plece has another his=-
torlesl significance: 4% ", . . is the only English gantus
Lirmug composition for which a medium of performance is

designated--and here we are glven a cholce of instrumente ! "e

1 Appendix A, p. 98

2 Hugh M, Miller, "The Earliest Keyboard Duets," The
Musieal Quarterly, 29:440, October, 1943, '
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Whether Carleton or Thomaes Tomkine has the dietine~

tion of composing the very first plano duet originally for
four hands 1s impossible to conclude; it is not known

exactly when Carleton lived or when Carleton's A Verse for

L or Organe and Tomkins' 4

Eancy for ITwo %o Play® were composed.

In conclusion we need only eay that, in addition to
the historical interest of these earliest keyboard
duets, thelr intrinsle musicel intereet and thelr
qualn& charm are factors that undenlably contribute %o
thelr artietic merits and that ralse them well out of
the class of mere ocurlosities, For these reasons t&ey
are gquite acceptable musie for concert performance.

II. JOHANN CHRISTIAN BACH

According to Preston Ware Orem the oldest publiehed
original fourhand pleces are by Johann Christlan Bach
(1735-1782), vhose worke are direct precursors of Mozart's
four-hand plano worke, Others say that Burney's Four Song-
tas or Duets for Tuo Performers on One Rlanoforte or Harp-
gichord (1777) and Theodor Smith'e Nine Sonatas (Berlin,
1780) are the earliest to be printed. It should not be
stated dogmatically that one particulsar composition was the
firet to appear in print, The following information,

S Appendix A, p. 95
4 Miller, gp. 8i%., p. 447



however, is considered authoritative:

An elghteenth century diffieulty in playing harpsi-
chord duets 1s mentioned by Burney himself (Rees!
Cyelopedia, &,v, 'Ravelement')., He says that 'the
1adles at that time wearing hoope, whileh kept them at
too great a distance from one ano%her, had a harpsi-
chord made by Merlin, expresely for duets, with six
octavee,' and goes on to say that, euch duets then '
being composed 'by all the great masgera of Europe’,
the extended compass became general.

A faselnating etatement, 1f true!

Charles Stanford Terry in hls book, John Chrigtlan

Bach, has this to say sbout the composer of the oldest pube
lished four-hand pleces: "Of all Bach'sl:J. S.] sons, his
youngest, the Benjamin of his old age, 1ived the moet
adventurous, in some reepecte the moet successful career, "6
The J, C., Bach SZonatag in C Malor, A, and I fore=
shadow the Mozartian clarity of design and the freshness of
his melodles and hermonles, Christian Bach snd Joseph Haydn
were the two best friends of Mozart, and so 1% is not sure
prising that in Mozart's admiration of Bach, Mozart inherw
ited the ", . . fabulous imagination, the abundance of his
(Bach's] melodie tdess and his somnambulistic awareness of

balance and form . ., "7 Thus, these J, C. Bach sonatss

- 6 Percy A. fcholes, The Oxford Companion to Musig,
Do o

& Charles Stanford Terry, John Christian Bagh, p. v
7 Hans Rosenwald, Handbook of Mugle Higtory, ». 72



(aleo an adeglo snd gllegretto--University edition 745)
occupy a unigue poeition in the fleld of planc duet; they
are the earllest avallable published musle of thie species
and aleo are the direct precursors of Mozart's four-hand
compositions,

Bince the affinity between Mozart and Bach has been
mentioned, an examination of Bach's compositions will indi-
cate a similar affinity between the works of these two mage
tera, The three sonatas by Bach are superior to the sonatas
in D Major (K.381) and B-flat Major (K,358) of Mozart bee
cause the latter sonatas can best be ", . . described as a
reduction of an Itallian symphony--a symphony in which indi=-
vidual groups of winde and strings, of tuttl and soll are
quite sharply distlnguished.“a Only the gdagio of the
K.358 exempliflees the great refinement of melody and volce
leading in an accompaniment of which Mozart is capable. A4n
enalysie of Bach's scoring will prove that i1t is not a mere
reduction of an orchestral score but, on the contrary, that
it is unmistakably a duet for two performers of equal
importsnce. In the C Malor Sonata of Bsch (first movement),
it 1e¢ evident that in measures 1 and 2 both players double

each other for a strong announcement of the prineipal theme

s 8 Alfred Einetein, Mozart, Hig Character, His Work,
.D. o



of the movement.? Bars 6 and 6 of the geconde concern
themeelves with imitating at the ootave bars 3 and 4 of the
primo. The first eighteen bars consist of a double period
(with a measure extension at the end of each period).

Manual interferences gsuch as occur at bars 21 and 107 indi-
cate that Bach must have composed the sonats for a twoe
manual hafpsichord.lO Thus the performer must play the note
that ends the phrase with the right hand and release the

key in time for the left hand to play it agaln, In measure
19, as in measure 16, there ls an exanple of the real
monophony that Bach adopted as he turned his back on his
venerable father's intricate polyphony., At measures 23
through 27, the two performers have a charming dlalogue
congleting of a halfemeasure figure which is in 1mitation.11
2o the London Bach (or Milanese Bach) could not completely
escape the influence of his father's mueic, Christian once
remarked that anyone could write polyphonic exercisee Af he
put himeelf to it. Bars 28 end 29 conelst of a duet between
the right hands of both performers--the same r&guration‘a
major tenth apart., At measure 30 the musle assumes a pri-

marily polyphonlec style of composition until measure 51, at

9 Appendlx B, p, 98, 1
10 Ibld., IX
11 Ibid., IIX



o
which point the gegondo eshoes messures 47-61 of the primeo.
From the end of this echo (measure 55) to measure 65 there
is a olosing section and a double bar, The flrst half of
the binary form makes no reference, eveh as 1% closes, to
any thematic material heard before., On the next page, howw
évar, the 1nit1a1 figﬁre reappears--but in the key of G
Mejor (dominant of C). Only two measures of this initial
figure are heard, when at bar 68 in the primo a rhythmiec
derivation appeare whieh is sequentlally reproduced in
neasures 69 and 70, By the process of imltation, bars 69
and 70 in hhe.ﬁggggﬁg are simllar to bars 68 and 69 in the
primo. Suddenly, at measure 72 a figure appears which core
regponds to a similar figure in messure 30, Measuree 76
78 are reminiscent of meassures 68-70. From the beginning
of the second half of the movement to measure 104, there

is & development-like seetion., Measures 106-114 are iden-
tical to bars 19«28 in part one, Two measures then lead

to a passage (bars 117-127) which is of parallel construce
tlon to bars 4B-55., A figure derived from messure 3
appears in measure 127; the third beat of measure 131
begine the repetition of the four preceding messures., A
two and one half measure godetta ends the second half of
the first movement, As at the end of the first part, a

repeat mark is found at the eonclusion of the movement,

The Bach Sonatas in C Major ie almost an unknown



; 8
work, but it hae been asnalyzed for two important reasons:
(1) 4% 1o one of the very firat sonatas written and pube
lished for pilano duet; (2) with ite companions it forms
the basle upon which Mozart erected his masterpleces, and
these in turn beceme a model for later composers,

The second movement, a rondo, contains nothing that
requires analyeis.t? The most éignifiaant fact concerning
these two movements is that in the case of D, searlétti, a
sonata contains but one movement; J. ¢, Bach's sonatas cone-
tain two movements; finslly, In Mozart there are three and

four movements,

12 Ibid., p. 99, IV

]



CHAPTER 11X
THE CLABSSIC ERA
I, WOLFGANG AMADEUS MOZART

The fact that Mozert employed more than two movements
in his sonatas ie¢ one of the distinguishing characteriastics
to identify his geniue as surpaseing thgt of J, C, Bach,

‘Other than the K,381 and K,368 which have been dige
cussed, there are four sonatas known ast: X,19d4 in C Major,
K.357 in G Masjor (fragment), K.497 in F Major, and K.B21 in
C Major., Of the six sonatas that Mozart wrote, the F Major
is considered as being ". . . one of the composer's finest
works.”l In thie work the plance-reduction style ig totally
asbgent; there is the manifestation that this work was con-
ceilved for two performers of egual ability and lmportance.
This 18 evident from the very beginning where both parts
double ene another at the octave, somewhat reminiscent of
the parallelism in the C Major Bach duet which has been ana-
lyzed. In the lMozart, however, there is no filling-in by
the other membere of the chorde which are suggested by the
doubled melodic motives. In measure 6 of the twenty-nine-
measure Adaglo, the initlal melodle motive 1s modified,

1 0.8, Oldman, Beq.,, "Wolfgang Amadeus Mozart," '
ggég.m.‘.g Dictionary of Music'snd Muslclens, 3rd edition, III,



10
which in turn is modified zgain an octave lower in mezssure

8, The geocondo doubles the primp a tenth lower in each

eope, Mozart could have been influenced by the C Msjor
Bach sonats, which in bars 7 and 29 of the first movement
has & similar construction., The principal theme in the
Mozart Bando in D Malor, K.488,% is s derivation of the
second theme of J, ¢, Bach's Quintet in D Mslop, Op. 11
No. 6.° There are other similer ocecurrences wherein it
can be eeen that a kinehlp existed between the two composw
ers, so much so thet Mozart wae moved to remerk: “1I
suppose you have heard that the English Bach 1s dead?
What a loss to the muslcal world ) !"¢

At measure 10 in the Mozart sonata, a melodic figure
appears which dictates the harmonic, melodle, and rhythmie
gtructure of the remalning Adagio. It is 2 simple grpegelo
consieting of the chord tones of the prevailing harmony of
the respective measure, Beethoven had a keen rlval when
gnothey composer employed a sgeemingly insignificant figure
and turned it into such a striking beautly as this Adesio.

But thle was not unusual for Meozart; he had already achleved

a eimilar result in the great C linor Fantasey (K.475). 4An

2 Appendix B, p, 99, V
3 Ibdd., VI

Ly 4 Alfred Einstein, Mozart, His Charscter, Hig Work,
Pe ~



11
examination of bars 1 through 15 of this Fantasy (espee
elally B-15) and bare 10 through 26 of the Adagio shows a
remarkeble resemblance between the two. Both excerpts are
marked Adsgio, and rhythmically the general outline is the
eame, (The Fantasy 1s in C meter, while the sonate 1eg in
3/4.) In elther case the harmonic boldneess (Mozart's music
wes considered modern in hie day) i1s both progressive and
sublime, The dynamiec pattern is similar in that a forte is
called for on the first beat of the measure, while the
remainder of the measure is marked plang. As of bars 21
through 24, there are no less than four second inversione
in succession, one following at the heels of the other, If
all the tones of measure 21 in the gecondo were played
simultaneously, and if bars 22 and 23 were to be played in
the same fashlon ae a progrescion of three ehords,5 a
glimpse would be caught of Debuesy, who lived some hundred
years later ! Olosing in a subdued style in measure 29 on
the dominant, Moszart then used the very top note of the
prime as a melodic ellelon, Thls ellsion, which is the
final tone of the introductory Adagio, is then repeated and
becomes the first tone of the next section--Allegro 4i
melto. Thé first slx measures of the main body of the
movement belong to the primeo entirely; this opening consists

B Appendix B, p. 100, VII



12
of four complete measures plus bar 31, which 1s an exten-
gion of the first measure of the Allegro, and messure 34,
which ie a modification of the thirty-second measure,° )
Then the equality of the two performers manifests itself,
which 18 one of the features that ralses thls work above
those of ite companions and contemporariesz elike, The gg-
gonde carries the bulk of the essential elements of the
mugic which corresponds to the eix foregoing measures that
congtituted an abeolute golo for the prime. After three and
one half measures of literal repetition, except for reglee-
ter, the gecondo sequentislly reproduces measure 38, rather
than maintalining o litersl adherence te that which had
transpired in 1ts upper neighbor. An even more salient
observation ie that, while the gegondo ls reproducing vha$
the primo has stated, but in a varled manner, the primo
comments on the entire proceedings with an elghth-note
flguration, giving an atmosphere of boundless yet restrained
galety end wittlelem to the total fsbriec. A three-measure
extension leads to the eecond half of the principel theme,
which firmly establishes the F Major tonality in which the
movement le predestined to alose.? Mogart attempted to dee

celve the listener into thinking he 1s hearing the beginning

8 Ibid., VIII
7 Ibid., p. 101, IX
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of the second section of the principal theme at measure 47
by introdueing a figure in the right hand of the primo and
imitating 1t s measure later in the geconde. But a close
examination shows that the second section beglne with the
anaerusis of measure 46--not 47, Thle second part of the
principal theme ie made up of a phrase which is modified as
it 1s repeated. A melodle figure derived from the repeated
phrase makee its sppearance in bar 53, and Mozart using
thie figure as a sequential modulatory vehlocle, carries the
listener to the dominant, the key in which the subordinate
theme appears, having seemingly evolved organically from
the transitional material, The second theme,® which begins
on the anacrusis of measure 66, takes form as a perilod,
predominately consisting of a number of phrase-members of
two measures in length, The liestener then hears a contra-
puntal treatment of the phrase-member, the full import of
which he can better assimilate by playing and studying the
passage. The genlus of Mozart was multitudinous; not
restralned merely to melodie purity and freshness, it is
manifest in every phase of composlition. At measure 95
there is a faint reminder of the opening melodie figure
whieh brought the Allesro di molto to 1ife; an intervening
éloslng sectlion then forms a bridge that leads to a passing

8 Ibid., X
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reappeéarence of this falnt reminder. At the end of the
expoeltion the customary repeat merk is found, The two
bars between the double bar snd the development seotlon
constitute a momentary 1lull which gives the impression of
guiet before a storm. Indeed, this impression ig con-
firmed. A sudden forte leads the way into the development
seetion, Except for the first measure of the development,
the material in measures 122138 is new,? The grime con-

tains chorde while the gecondo embodies an elghth-note

figuration from bars 122-120; the two parte are reversed,
however, in bars 180.137., Measure 139, with ite melodic
antielpation, introduces familiar material which ig a
rhythmic derivation of the principal theme., This section
(measures 139«165) L& one of the high points of the move-
ment, Within thie seotion a two-measure motive le treated
in imitation and acts as a modulatory sequence scheme,
while an accompanying figure of eighthenotes in the gegondo
adds depth, harmonic emphasis, and drama Yo the resultant
effect.lo In measure 1564 both parte consist of Beflat
octaves which facllitate the progression from A Major to
B~flat Minor, The following measure mleleads the listener;
he thinks he has arrlived at the recaplitulation, only to

e
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find that Mozart has once agaln produced a so-ocalled false
recapitulation--a device he employed in his flrst really
original Clavier Congerto, in D Maior (K,175). The lis-
‘tener, however, is rewarded in the following measures by a
dramatic polyphonlie treatment of thls false recapitulation,
The remainder of the development is devoted to the material
that ocourred at the beginning of the workingeout section,
which leads so subtly and naturally into the restatement
that the listener is quite unaware that he ls actually in
the thlrd and final division, until approximately measure
209, at which point he 1s reasonably sure that he ie not
experiencing another false alarm! Measures 204229, which
form the beginning of the restatement, correspond exaoctly
to bars 30-B4, which make up the start of the exposition.
To arrive at the second theme as of measure 228, Mozart
uged the same procedure in the recapltulation as in the
exposition except of course that the material is trans-
poged; thus the subordinate theme ig found to be in the
key in which the movement 1e to close, The rest of the
movement continues on to & olosing which is seintillating
and most rewarding to performers and listeners alike,
Mentlon need only be made of the repeat mark found at the
demarcation line that lies between the end of the reca-
pitulation and the coda, Not only is this sonata one of

Mozart's best plano duet creations and one of his greatest
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chamber works, but it ", . . is a veritsble model for all
other four<hand muelc¢ and is pervaded by that atmoaphere of
sublimity which 1s felt in Mozart's greatest products.”ll

"The 'Sonata in C Major' (K.521) is also a vigorous
work; stirring, imeginative, and rich in melodie beauty.“lg
Thie sonata is generally rated inferior to ite companion,
the F Major. But thie should not be taken %o mean that 4%
is one of Mozart's leseer works, as nothing could be further
from the truth, Both sonatas are of such a caliber that
pianiste should not fall to know both thoroughly. In this
brillient € Halor Sonata Mozart wrote on the autograph of
the two parts, Jembalo primo and Cembalo secondg, for the
work could only gain by being performed on two instruments,
The powerful theme which appears at the beginning of the
first movement 1s in unison and creates a very exhilerating
etfeot.la The two parte are without Carl Maria von Webher's
display of virtuoelty, but the brilllance of the opening
end ¢losing movementa foreshadowg his works,

The two Fantasies in F Minor, although originally
composed for another medium of expression, were later

arranged by Yozart himeelf for plano duet, and so they are

¢

11 Ralph Berkowitz,
Etude, 62127, January, 1944

12 Log. glt.
13 Appendix B, p. 103, XIII

“Original Musie for Four Hands,"
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eligible to appear in this writing. Altogether there are
three such compositions known, One of them, an Andante in
F Major (K.616), fur gine Walze in eine klelne Qrgel (for
a Little Clock-Work Organ) is not avallable (out of print),
Another one is known as & Eantasy in F Minop (K.594) and
was of 1ittle intereet to Mozart, and 1%t produces the same
effect upon musiclsns of today, The third one (X.608) is
an Qrgelstliok fur gine Uhr (Organ Piece for a Clock) and is
in the same key ae K,684 but ie of a great deal of inter-
est. Both the X.694 with 1ts shortcomings and the K,608
reprezent Mozart's triumph over the strlet etyle, Partiou-
larly in the K.608, with 1te Allegro--Andantge--Allegro
scheme, may the evidence of the estrict style be seen,

After thirteen meassures of introductory materlal the theme
of a fugue appears; four measures later comes the response
in the dominant, The response and ilte counter~subject are
Jolned five measures later by the second snnouncement of
the theme in the gegonde. Preclsely Tfour measures later
the fourth and laet volice enters into the tonal fabrie.
With consummate skill, Mozart inverted the subject in bar
46, seemingly oblivious %o the fact that the gegondo was
busily engeged with the subject in its first form. The
fugue Tinally comes %o rest in a reposeful and expressive
Andente. But thie is not destined to last, for after
eighty-four measures the Allegro returns, In measurve 172
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the original fugue subject returns, accompanied by another
subject, and a double fugue ls the result,
It is wholly understandeble that the composer of
ﬁggeﬁ§§§§&g£§§§§zgf12n§§°w;§§?1333 ggﬁghgg{nggog%d

contaaf4between Mozart and Beethoven may be found
in 1%,

Mozart's Varlations in & Malor (K,B01) are of less

importance than hles other works, though they certainly sure

pass the varlations I} maestro ¢ lo geolars by Haydn, which

in turn rise above hie lesser known contemporaries,

II. LUDWIG VAN BEETHOVEN

Unfortunately, Johann Sebastian Bach dld not augment
the literature of plano duet musie, as he falled to write
any. Likewise, 1ittle can be sald of Beethoven in this
respect, He wrote & limlted amount of plano duet musle,
none of which exemplifies the high degree of inspliration
and workmanship found in his later works for other media.
The Sonata in D Malor, Op. 6, which wae composed in the
year 1796, 1s an early work, The firet of the two move-
ments has a prineipal themel® that is strikingly reminige
cent of the Fate motive which is the basls of the beginning
movement of the same composer's Fifth Symphony. Indeed, Aif

14 Einstein, op. git., p. 270
18 Appendix B, p. 103, XIV
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the leap of a perfect fourth were diminlghed by a mere
half etep, the intervals would be identical in both works.
In both instances the initial motive is transposed, making
the relationship an even closer one. The gonata allegro
form of Beethoven's only sonata for four hands ie o terse
that one might easily migtake it for a sonatina, The last
movement is a second rondo form and thus typleal of
Beethoven's firet perilod,

Beethoven's four-hand works were all written in his
early years, . . . They are Mozartean in a sense, but,
as in much of Beethoven's early worke, there are mo=
ments foreshadowing the Beethoven of later periodes,l8

The only poseible exception might be the Mareia III

from Op. 456, where the real Beethoven makes his appearance,
Mention should be made of his No. 169, Varigtions
Iheme by Count Waldsteln, written shortly after Beethoven

met the Count, who later proved to be one of his patrons,
No., 160, Lied with 8ix Varlationg on a melody to Goethe's
doh denke dein, ie slso included among the other works mene

tioned above and ¢an be found published in an album dlstri-

buted by International Music Company of New York City.

Beethoven's finest work for plano duet could have been Op.
134 except thet it is an arrangement (by Beethoven) of the
"Grande Fugue" from the Etring Quartet, Op. 133, which is

16 Berkowitz, loc., git.
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often heard in this, its original version, An even greater
work probably would have emanated from the sketoh books of
the master had he lived longer, Both a sonata for plano
duet and a guintet were in the process of creation just be-
fore he was confined to his death bed, and he possibly
could have finished cne or both works had he been allowed
to compose after he had rellied from his initial condition,
Ap 1% is, the works of Beethoven for plano duet are hardly

an advancement over Mozart, and Beethoven can never enjoy

- the unique position as in hig other phagee of musical

enfeavor,
III., CONTEMPORARIES OF MOZART AND BEETHOVEN

Jogeph H?ydn'e only four~hand piece, Il §b :
lg'ggglggg Andante with Variations), composed in 1778,
overchadowed all those of hle contemporarles, namely
H, Wolff, Albrechtsberger (Preludes and f{guea), F, W.
Ruet, Turk, Hoffmelister, and many others,

Such high praise as thls, however, does not prevent

Il maestro e lo geelare from falllng much lower when this

work is compared to Mozart or even Beethoven, The thirty-

bar theme and the variations that follow are very obviously
patterned after the title, That 1z %o say, the gecondo is
the maestro (which is so marked) and etetes a one or two=

measure motive which leg imitated note for note by the

17 Joseph Beringer, "Plano Compositions for Four
Hande, * The Musielan, 17:910, October, 1912
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geolare in a different reglster (and sometimes on Aiffer-
ent scale steps). ILxoept for cadences, in which case the
paestro ¢ lo gsgolare Join foreces, this rather primitive
congtrustion is adhered to tenaclously throughout the
entire composition !

The opening four measures of Clementl's Sonata in
Major show a remarkable kinshlp to the corresponding mease
ures in Mozart's sonata in the same key. Unfortunately
the kinship virtually ceases after that point., Even so it
is superior to those sonatas written by hls predecessors,
Fxoept for measures Bl-53 and the corresponding passage at
measures 127-129, thls sonata is quite sucscessful and sure
passes most of his solo planc works, The Kuhlau Sgnatina
dn G Major suffers the fate of not belng very distingulished.
It 1e on a more consistent level of inspiration and craftse
manshlip, albelt somewhat lower then the Clementi, whigh
starte out with great expectationes only to prove surprige
ingly dlsappointing in the above-mentioned sections,
According to P. W, Orem:

W. J, Beet, English orgenist made & transcription of

Clementi's four sonatas for duet of uniform ekcellence,

showing a fine feeling for color and sonigity, particu-
larly number three with its fine Minuet,

18 P, W, Orem, "All about Four Hand Music," Ety
86176, February, 193 o' Etude
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Lastly, J. N, Hummel (1778-1837), a contemporary of
Beethoven, should be mentioned., The slow movement of hie
Sonsta in A=flat Malor, dellicately embroldered in the clas-
slc style, elevates this sonata to & rank that is higher
than the two sonatas, Op. 47 and 112 by Moscheles, or the
three sonatas, Op. 3, 79, and 80 by Kalkbrenner,



CHAPTER IV
THE ROMANTIC ERA
I, CARL MARIA VON WEBER

Carl Maria von Weber poses a rather enigmatic probe
lem in the fleld of four-hand musle. Although he composed
eix such pleces in Op, &, a like number in Op, 10, and
eight pleces in Op. 60, scarcely any of them are of truly
great musloal value or interest, His chief value lies in
the fact that he wae one of the first German opera compoge
ere to employ elemente of Romantiolsm,

We might well add here that in addition to Weber's

contribution to operatic development, he was important
as the forerunner of the Romantic composers of pgmall

lano pleces of independent form--the glgx;§3g§gggg a8
the Germans call them, His use of thie gtyle led di-
rectly to the plano pleces of Schubert, Schumann
Chopln, Ligzt, and & host of minor figures, He is cone
sldered also one of the ploneers in the writing of 1
music for Mannergesangvereine (men'e song societies),

In short, the works of Weber for plano duet, as well
as his operatie works, constitute a starting point and a
foundation upon which later composers erected masterpleces

sccording to their talent or genlus,

1 Howard D, MeoKinney and W, R, Anderson, Musie in
Higtory, p. 622 ’ '
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11, FRANZ PETER SCHUBERT

One of these later composers did erect masterpleces
on the humble beginnings of Weber, and as no other composer
either before or after him hae done. He dld so not accord-
ing to mere talent but to a monumenta; geniug-~his name is
Franz Peter Schubert., Of all those who have oséayad in the
niano duet rqrm, Schubert hag thue far been the most pro-
1ifle. His worke number ﬁearly five hundred pagsé in the
four volumes‘or Peters' Edition. Completely unlike Ludwig
van Beethoven, who wrote in thls category only as a young
artist, Schubert wrote in the form aonatantly; and conse
quently his compositions date from many periods of his
short 1ife, Just glance at his opus numbers and observe
the great quantity of four~hand musie: Op, 10, 27, 30, 35,
40, 51, 54, 56, 61, 63, 66, 76, 82, 103, 107, 121, 138,
140, 144, and 162, These opus numbers represent a very
impressive list !

One of Schubert's most exquielte worke ie his

Fantagle in F Minor, Op, 103,

The Fantasie in F, Op. 103 beging with a theme which
is perhaps one of the most hguntiigiy beautiful in all
the wealth of Schubertian melody. The whole Fantasie

2 Appendix B, p. 104, XV
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ig an intengely moving and dramatic work, rich in %n-
vention and beautifully scored for the instrument.

Mpr, Berkowltz has thueg in all Justice annotated a
truth far from general cogniszance, His statement concerne
ing the melody 1g particularly significant, as Schubert'e
music ie best observed in thie than in any other aspect.
"With Beethoven the opposite is true, Here [Schubert ]
melody ie all, Even the harmony imagines 1tself a melody,
a true sign of the Romantic."? The accompanying harmonies,
however, do éven more than that; they set the mood in a
1ittle more than s measure and a half, and in so doing
they prepare the vehlcle upon which the 1ove1y theme 1g %o
glide, The theme iteelf betrays the predilection of its
author for dotted rhythms, but this does not detract from
the theme; on the contrary, it enhances it 15 At measure
23 the gecondo carries the melody, thereby dividing the
task equally, But 1s it a2 task? Indeed not; it ie a
partnership and a true ensemble ss of two instrumente, !
Measures 3-8 (measures 1 and 2 conslst of an introduction,
while the three tones in the prime in measure 2 assume the
role of anacrueis) impart an aura of spontaneity because

of the irregular phrase formation consisting of two

3 Ralph Berkowltz, "Original Musie for Four Hands,"
Etude, 62:27, January, 1944

4 Osoar Bie, Schubert the Man, p. 68 E
5 Appendix B, p. 104, XV
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phrage-menbers of three measures eaqh. Hesesurees 9«12 com-
prise the consequent phrase of this first period and first
half of the double period, which in turn ie to form the A
of the three-part song-form. The interlude embracing the
last half of measure 12 and the Tfirst half of measure 13
presente an interesting use of melodic anticipation, The
partner controlling the treble melodles ls anxicus %o
recommence the initial phrase, but his co-partner desires
to dwell on the dominant harmony, snd sc the second period
becomes reality e measure later then 1t might, had circum-
gtances been otherwiee, MNeasures 14-23 embody the same
material aes the preceding thirteen measures with unessen-
tial modification, At preecisely the same beat in the meas~
ure that part A came into being 1n measure 2, part B in
measure 23 sppears very logleally as an outgrowth of part
A, beling derived from the Initlal rhythmle pattern., The
meledic responsibility now reste with the gecopnde, while
the primo gives forth with 1ittle eche effects and an
accompanying figure. Measures 26 and 27 are reproductions
of measures 24 and 26 whiech are inverted and modified in
measures 28-36; thie procedure leads to the dominant of ¥
Minor, in which key part A is expected to return, The
anagrusis to measure 38 confirme the listeners’ expecta=
tion. But the key signature ie changed at the bar line,
and whille the melody in the primo remains intact, the mode
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changee from F Minor to ¥ Major. During moeasures 3847
part A becomes shortened and varies a great deal from its
firet appearance, Very suddenly at measure 48 the second
theme appears, and the tonality returns to its originsl
mode from the temporary excursion into the major. In this
way Schubert hne avolded the monotony of too much materlal
appearing in the same key sand mode. The protracted beauty
of theee changes and the masterfulness with which they are
acoompliched may be gleaned only by the time-honored test
of playing and scutely listening to the passage under
sorutiny ! The entire process seems so natural, as if the
musie could exlet in no other fashion than in the manner
in which it hae been set down, It ig truly e great
Fantasle,

But now, back to the second theme.a The geg

again containg the theme endowed with 8 strong rhythale
soheme: o J'J J e primg adds to the texture with
an equally virile rhythmic pattern, but with chorde now as
the ohief ocongtituent--ncting ss the violing and brass snd
woodwinds in the orchestra, while the celll and baeses cone
cern themeelves with the bass melody., HNeasuvres 57«83 are
8 variation of measures 48«58, which have Just been dese

eribed, Measures 84 and 65 lead to a transient recurrence

6 Ibid., p. 106, XVI
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of the theme in part 4, but the function ile of a transl-
tlonal nature, and at measure 74 the second theme returns
only in A Minor, After fourteen measures of the second
theme two bars of the same deseription as bars 63 and 64
reappear, This tlme, however, part 4 makes 1is reappear-
ance with more motlon, seince the accompanying figure is
now triplet-eighth notes, vhereas at the beginning two
eighthe to a beat sufficed. Measure 102 constitutes an
elision of part A, and an altered version of the second
theme appears. This altered version ls treated canoni-
sally while the triplet rhythm i1s maintained for four bars
in the gg;gggv however, the following measure sees the
transference of thls accompanying flgure to the geg¢ondo.
The canonle treatment is retained until bar 120, in which
bar the accompanying figure in the secondo assumes the role
of the leading tone of the tonallty iIn whiech the Lergg is
to appesar, On the second beat both prime and gecondo move
up & minor second to F-sharp Minor, thereby foretelling the
key of the slow sectlion as of measures 121-163 ineclusive,

The first four measures of the Largo consist of a
fortissimo statement of a majestic (almost Handelian) motive
that i treated in an imitative faechion.® The following

7 Ibid., XVII
8 Ibid., p. 108, XVIII
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measures, 126~152, concern themselves with the object of
reaching the dominant of Fesharp Minor and thence returning
to the toniec of this second division, This introductorye
like subdivigion is largely made up of eighthenote trip-
lets and triply-dotted quarter notes. It is in the pia-
niseimo measure 134, with its preparatory sccessory in
the preceding bar, that a most sublime tune comes upon
the auanegg it ie second in beauty only to the principal
melody found at the beginning of the Fantasle. The manner
in which thie melody grows from 1te unpretentious start and
gradually accumulates, with the polyphonie imitation in
the geeconde until a elimax is reached, represents an end
result of effectiveness that only Schubert sould have con-
ceived, The sudden appearance in measure 147 of a planig-
8imo oreates an interlude of quietness, and the reappear-
ance (measure 149) of the Largo seotlon is ushered in, but
the dynamic marking is now planiseimo, not fortissimo.
This somevhat modified reappearance works up to a elimax
with the ald of a brilliant figuration in the right hand
of the prime. In measure 163 1g found the dominant chord
of the Largo; consequently, an Fegharp Minor chord is
expected to follow. The expected becomes reality, for

in measure 164 the toniec F-sharp Minor chord appears,

9 Ibid., XIX
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but now the tempo marking ie Allegro vivace, and the llse

tener is swept along by muelc of an almost Mozartlan
f1avor.t® In thie song-form with "trio" the feeling agaln
becomes manifest that thieg third divielon of the Fantasie
proper could stand by itself as a separate entity, The
first period of the Allesre ggxggg 1s regular in construge
tion, while the eight following measures exhibit a very
ingenious device. In short, the four measures (171-174) in
the primg forecast exactly vhat 1s to occur in measures

176178 in the gegondo.'’ In measure 180, the melody

appears in the gecondo while the prlmg merely accompanies
it in elghthenotes. The primg starts a short-lived canon
of three measures (182+184 inclusive). The writer of this
thesls le simply amazed at the great amount of polyphonioc
imitation that Schubert employed in this Fantasie! To be
sure, fchubert was not primarily a contrapuntist, but
rather a melodlst par exgellence. Even so, a close study
of the composition under digcussion discloses a great deal
of polyphony end refutes the impression given by Schubert
that he must study contrapuntal techniques-~as 1f he had no
knowledge of such devices! He made arrangements with

Sechter to take lessons in counterpoint and fugue, as

10 Ibid., p. 107, XX
11 Ibid., p. 108, XXI
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Sechter wae the greatest authority in Vienna on the sube
Jeot. ,
Krelssle, Grove and other blographers have declared
But Shey were WanyAe of his Yevier [ Sokubertis lettes
to Luib ] which sets all doubt upon thé point at rest,l?
And as 1f %o substantiate further the statements
made in the preceding paragraph, a canon in the octave
starts in the primo at measure 190 with an auxlllary note.
The gecondo enters in imitation at measure 192 with an auxe
illary note, and this process continues until messure 198,
Thls bar marks the ending point of part A of the three-part
song-form, which constitutes the prinelpal song of the
design in which thie third divieion 1s molded. For part
B,1% Schubert selected a succession of triad outlines for
a melody, Just as often d1d Beethoven. It is interesting,
however, %o observe the dlametrlcally opposed mode of ‘
treatment which the Homantlciet and Classielst-Romantlolet,
respectively, embody, On the one hand, Schubert has besu-
tifully arrayed hig motive in the most arresting melodie,
harmonie, and rhythmiec garb that is possible. Hence, it
was most difficult, and sometimes impossible, for him %o

develop an 1dea that had been initially endowed with such

12 Newman Flower, F Schubert M
b 268 y LLGNZ » the Men and His

13 Appendix B, p. 109, XXII
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a2 wealth of splendor. Thies aceountes for the fallure of
some of Schubert's, as well as other Romantiolcomposera',
large works that were written in classical forms. He wrote
long, beautiful themes that are quite complete in them-
gelves and require 1ittle or no development, A parallel
simile is the following oriterion of a good libretto: if
a 1libretto 1s complete within 1teelf, 1t should become a
play; if, on the other hand, e proper amount of essential
material and understanding is not present in a libretto and
is capable of being supplied by a muslcal setting, then a
very good opera is possible, all other factors belng equal,
Beethoven 1s the antithesis of Schubert. In his Fifth
Symphony in € Minor, a four~note motlve sufflcee for the
prineipal theme, and le capeble of a great deal of manipu=
lation in the development seetion, This 1s the raison
dletre why Haydn wrote one hundred twenty-flve eymphonies,
Mozart forty-nine, and Beethoven nine gymphonles, because
they were composers of an esgentlally classical heritage
and environment, When the Romantielst fllled c¢lassical
forms with a baslcally different content, he did not write
g0 voluminously ae did hile predecessors., Schubert wrote
nine symphonies, Brahms and Schumenn wrote four, and Chopin
wrote none, Instead, the Romanticlets, while not com=-
pletely asbandoning the larger forme, turned thelr attention

to Impromptue, Moment Musleals, Waltzes, Mazurkas, and many
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of the other smaller forma,

In the third division of the Schubert Fentasie, the
prime carries the materlal of interest from measures 199 %o
214, A canon at the octave, twe measures distant, is ene
countered in the gecondo from meésuree 216229 while the
primo oscillates a pedal point on the ootave bleb? for four
measures, In measure 2192 in the primo, chromatic altera-
tions appear, and the pedal becomes af-a®., A eontrapuntal
mode of writing continues until at measure 249 the dominant-
seventh chord of Fesharp Minor again comes tb the fore, and
measure 260 brings a return of part 4, except that the
Segondo is not simply composed of chords but rather of a
more interesting melodle style of accompaniment, One beat
before measure 275, an entirely new motive is adopted,14
thereby bringing part 4 of the "trio" (or subordinate song)
to 1ife. The motive, which consists of arpegglated chords
in elghthenotes, is treated in lmitative fashlon., The
merking 1s planiesimo con dellcatesnza end offers a refresh~
ing contrast to the galety of the principal song-form. The
anacrusis to bar 289 1ls the beginning of a seetlion that
gives birth to a bright, robust, and bold idea which 1is
also in elghth~notes.15 Thls passage exemplifies Jjuet one

14 Ibid., p. 110, XXIII
156 Ibid,, XXIV
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of the many varleties of shades and feelings of which
Schubert was capable, It lg of the utmoet significance
that a large composition of this length should contain an
almost endlese amount of variety in all the elements of
music ae well ae the unmistakable imprint of the composer's
freshness and originality. There must also be unity, as
well as variety, which is true in any art form, whether it
be musgic, palnting, sculpture, architeocture, or any of the
other hybrid and miscellaneous forms in whloh art may be
expressed., That Schubert has indubltably achieved this
and much more may be readlly seen in the over-all structure
as well as the musical ocontents., Upon arriving at the end
of this composltion, the reader may readlly see at a glance
the artistic form inherent in this Fantasle, which although
of a free construction, has not degenerated to flabby forme
lessness, ;

In bar 297 the return of part 4, which is in the key
of C Major instead of D Major as at bar 275, evolves to a
cadence in D Major (bar 814), instead of the dominant of Fe
sharp Minor, and measure 316 contains the now-familiar
principal theme of the middle division of the Fantasie, A
complete recapitulation follows, eo that measures 164-274
are heard restated in measures 3515-423, The two«bar dif-
ference is due to the faot that none of the sections in the

recurrence le repeated, wheress there are repeat marks the
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first time that the thresepart song-form 1e heard, MNeas-
ure 423 completes the return of the principal theme of
thieg eong form and "trio." The following bar’brings the
tone C-gharp which is doubled in both parte and encompasses
four octaves. These octaves are relterated in measures 426
and 427, and by thle time the almost inevitable resolution
to a tonic F-gharp Minor triad 1s expected. The insistent
octaves, however, now béing heard at a ggxﬁ;gggmg, refuse
to submit, and instead acquire the enharmonic spelling of
Deflat at bar 428, at which point the key signature changes
from three sharps to four flats., The other tones that join
the D=flats at bar 428 fulfill the implication of a Gerx_nah
slxth chord, because after four measures of elaboration;
this augmented sixth chord resolvee in the expected fashion
(F Minor second inversion tonic triad), which in turn re-
golves to s firet inversion II’ chord, A measure of
sllence 1s followed by a tuttl dominant triad, which in
turn is followed by a prolonged measure of rest, and then
the stage 1s set to recelve the principsl theme of this
Fantasie and thereby fulfill all formal responsibilities.

As for the ZSgherzgo of this Fantasle:
The glory of the plece 1g its characteristic and

inimitable Echerzo., In a somber mood, we have heard
Sehubert declare that he knew of no merry (lustig)
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musie. But here is one instance of how light, gay,
g?gdgiaflf %&gt&g music can be, even in the

Bars 440-449 are an exact reproduction of bars l-
10, while the measures between 449 and 476 correspond simi-
larly to‘measures 2147, Measure 476 ls related to measure
48 only in go far as the cadence and the right hand of the
aggondo are concerned. The second theme appears, expect-
edly, in the recapitulation, ﬁut nov a melody in the primo
establishes a very close parthership with the gecondg, and
the result is a subject for a double fugue ! 17 The s¥po-
sition ocoupies the measures intervening between 478-492,
Therefore, 1t may be seen that the composite subject is of
four bars in length and grows into a very strict cast.
The firet response is in the dominant (bar 480), the seo=
ond entry of the subjest is in the tonic (bar 484), and
the second response is in the dominant again (bar 488).
After these forceful end energetic announcements the sub-
Ject appears in the key of the mediant, and this major
feeling of %onallty, together with the dynamlc marking of
Rlang, gives freedom of expresslon to the lyrle, poetie,

and sublime facets of Schubert's nature., Despite these

16 Robert Haven Schauffler, Franz Schubert:
Ariel of Musio, p. 293 ' e

17 Appendix B, p, 111, XXV
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conditions the subjeot itself is but slightly modifled, for
bar 498 merely represents a gequential reproduction that is
a step lower than the previous measure, which ls the final
measure of the subject. Immediately following this one-
measure extension, the subject appears transposed s perfect
fourth lower in the gecondo. The figure in the gecondo of
measure 4956 finds its way to the top of the tonal texture
(measure 502), at which point the left hand of the prime
echoes a modified version of this motive. In bars 506 and
607 of the gecondo, this echo perslsts while the original
figure in the primeo inverts and modifies 1tself and con=-
tinues somersaulting down to the root tone of the ¢ Minor
triad which is :e end this reposeful and then gay section
of the fugue. In bar B08 the fugue subject returns, but
this time it ie not alone, nor 1z 1% the same, The chro-
matic eighthenote triplet, which has constituted the ocon-
trapuntal assoclate since the close of the exposition,
becomes an even more essentisl feature within the frame-
work, The first three measures of the fugue subject become
the basie for a working-out section. In measure 511 the
left hand of the prlime has a rhythmle derivation of the
prineipal motiva;la this becomes increasingly significant
as one of the many high points of dramatic power in this

18 Ibid., XXVI
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work is reached. Four measures later there is a pedal
point whieh, although at first performed by the right hand
of the prime, is transferred at bar 620 to the left hand of
the gecondo. The totalverféet marks not just a high point
in this partloular work, but a high point in all plano duvet

19 Where else hag a composer of Schubert's

literature,
stature concelved a masterplece of the proportions of this
Fantasgle, and not being satisfied by an inevitable return
of & transposed second theme in a recapitulation, has
erected a double fugue on a portion of such a majestic
theme?

From measure 525 to the end in particular, it is
guite obvious that Schubert had in mind orchestrel colors,
While lietening to this work, one can almost hear the ocelli
and basses doubled an octave apart (in the gegondo), while
the higher pltched strings, woodwinds, and brasses produce
& massed effect in the primo. Small wonder then that a
man euch as Ernest von Dohnéhyi ghould orcheetrate this
work ! And yet 1t may safely be sald that an overwhelming
ma jority of pilanists have never played it !

Deseription of the music between bars 525-6B8 is
virtuslly 1mposslble;2° the reader should surely play and

19 Ibid,, p. 112, XXVII
20 Ibid., p. 118, XXVIII
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listen to 1t, Measure B68 reintroduces the now familiar
and beloved haunting theme with which this Pantasle had its
beginning, It rises to great power at bar 665, drops down
%o & plano at bar 668 only to regain its former power three
bare from the end. The final chord is expected at the same
dynamic level ae the II7 chord, but instead the last chord
comes aoftly; and then all 1s quiet, Just as at the stars.

To sum up, the Fantasle ". . . is more consletently
Schubertian than any of the solo sonatas, taken as a whole,
e« + o This most impressive composition 1ls a treassure and
should be heard far more erten.“gl 8o it may easlly be
seen that thle work, whleh was written in the year 1828
and dedleated to his young and attractive pupll, the Counte
ess Caroline Esterhaze, is not only the very best of
Schubert's worke in the viano duet medium but even one of
the finest in 211 the literature,

An entire book could be written on the four-hand
muele of Schubert alone. The plano duet llterature, howe
ever, ls of such an extenslve nature that all the works
therein cannot be discussed in as much detall as was done
with the Schubert Fantasile.

The Op. 10 is a sixteen-bar theme with elght variae

tions and a long coda, Thie work (composed in the summer

21 Schauffler, gp. git., p. 2924293



40
of 1818) was publiehed by Diabelli in April, 1822, and con-
glete of four-hand variations for plano on a French song,
Reposez-vous, bon ghevalier, They were written and dedl-
cated to Beethoven, thereby occasioning Schubert's first
viglt to hlg idol. There are two versions of this first
vislt to Beethoven. One mccount is that of Anton Schindler,
who tells that Schubert went to the master's roome to bring
him the Bon Chevaller variatlons, only to be so abaghed
when Beethoven drew his attention to a fault in harmony
that he promptly fled in confusion. The other version sim-
ply states that Schubert went to Beethoven's roome and,
finding him absent, merely left what waes to be Op., 10 with
a servant, (The opus numbers of Schubert's works have no
bearing whatever on thelr chronologlical sequence, owing %o
irregularities of their publication.)

~ The variations adhere rather closely to the theme
and, with the exception of variations IV and VI, sound more
like figurations or arabesques upon the ever-present hare
monie, rhythmic, and melodic basis. It is a work not lack-
ing in Schubertian qualities, however, as 1s apparent fifty-
geven measures from the end of the work, This 1s a most
2

colorful pansagez and one which the reader will want to

play over eseveral times before goling on,

22 Appendix B, p. 114, XXIX
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In Op. 27 are three Grandes Marches Hérolaues (1824)
that are very fine--in so far as merches are concerned, If
planists are in need of marches, they definitely should use
some of the many marches by Schubert rether than resort to
trangoriptions that abound in such mountainous heapas,

The Zpande Sonata, Op. 30, composed in 1818, dise
plays the influence of classieism upon fchubert, “The
firet movement [B-flat Major) starts with a pleasant re=
minder of Mozart and has interesting harmony in the devele
opment."®® The second movement, marked Andante gon moto,
begineg in the medisnt key and concludes in the parallel
major key (D Major) and represents the composer better than
the other two movementes, After 1ts initisl taete of the
Viennese Mozart, the Elnale, an gllegretito, losea interest
and ends the work with an snti-olimex,

The Querture in F, Op. 34, published in 1825, probe
ably represents Schubert's mookery of the thenepopular
Roesinl, The reader may draw his own conclusione as to the
- resultant artistic worth of this work,

Op, 36 contalne a theme, which 1s a three-part song=
form of orlginal vintage, and elght variations with coda,
These varistione, published in 1826, show a marked improve.
ment in Schubert's technic of varlation over their

23 Bchauffler, op. git., p. 206
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predeceassor (Op, 10), which was published three years
earlier, In the Op. 35 the composer Aild not feel the
necessity to remind the listener incescantly of the theme's
melodle contour; rather, he was concerned with the art of
enhaneing the musical potentislities in each succeeding
variation, All in all thig set iz the very best of
Schubert's variations for plano duet.
The work as a whole is endowed with a particularly
enchanting grace, but in some contemplative and grave
passages, there are moments of harmonic boldness with

whieh Schubert ggnnlnues to surprise us after more
than a century,

Of the six Marchee hérolques, Op. 40a and 40b, num-
bers one, two, and five are the best. It may be sald again
that these marches may and should be used for all occasglons
when a march 1s needed and a plano is avallable. These six
marches, published in 1826, were dedicated to Schubert's
frlend, PBernhardt, Doctor of Medlocine, as a token of grati-
tude,

Irols Marches militasires, Op. 61, contaln the famous
Harche Militaire in D Malor which 1s usually heard in every

version except the original., Thls march is so well known
that 1t neede no elaboration, It is unfortunate that plan-
iste seldom %try over the other marches; the D Major is not

the sole pogsessor of unique virtues! Chopin is sald to

24 Berkowitz, loc. git.
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have exclaimed on hearing these marches that he could
%, . . see the paseing by of the whole Austrian infantry,
ite bayonets garlanded with strings of sausages ! 025

There are twe storles as to how the Divertissement
Eila'ﬂgggggggg. Op. B4, came into existence in 1824, One
version 1s that while walking across the flelds at Zsellg
wlth Baron von fchonstein, ESchubert heard a cow-glrl sing-
ing e folk song. The other verslon claims that this song
came from the kitchen, ‘

Whatever the inspiration, a plece resulted that is
full of rhapsodic color, capriclous contrasts, natlonal
gyncopaetions and cadences, and langorous lyrical out-
pourings jostled by rousing marches, Unfortunately the
outer movements have all too many pages that sound as
sheap 28 the cheasper Liezt Rhapsodies. The best part
is the « 1%t has a strong affinity with a more

i
Teutonic 2 goe, probably weltten a year earligr, the
Ballet which is No. 9 of the Rosamunde music,<6

Op. BB ﬁ;gggg,ﬁggggg‘gggéggg was composed in memory
of the Emperor of Russia. "What gave him [sehubert] hie

interest in the death of Alexander is not known, but the
march is an extraordinary fine specimen, "7

Except for the Op. 61, No. 1, which 1g " o o

28 P, W, Orem, "All about Four Hand Music," Etude
56176, February, 1938 ' ;

26 Schauffler, op. gi%., p. 208

27 %ir Ceorge OGrove, "Franz Peter Schubert," %ggxglg
Rictionery of Music and Muelclans, 3rd edition, IV, 60
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remarkable for its plano orchestration . . .,"2® the 8ix
Polonaiges, Op. 61, cannot claim a very high rung on
Schubert's skysceraping ladder, for they will be hidden from
view by the monument created by Chopin's compositions in
the same form. They make excellent sight-reading material,
however, for advanced players.

The Op. 63 Dilvertlesement is far more interesting

than its companion, the Op. 54 (Divertissement g la hon-
groise), for in the former the writing is planistic, while

in the latter the score 1s in need of orchestration. :
The Marche hérolaue su gacre de Nigolas I, Op. 66,

ig very long for a march but is a well-sustained Schubertian

work, Of particular note is the unusual rhythmie pattern

to be found in the "tric." Thie work is one of his very

beegt marches and is more than worthy of exploration.

The Op. 75 Polonsises are of the same caliber as

those in Op, 61; nothing remains to be sald.

One look at the first eight measures of the theme
and the subsequent variations of Op. 82, No. 1, reveals why
they fall below these varlations on an orlginal theme, Op,
35, The square-cut and block-like construction results in
cubee of great welght which volley againet the ear relent-
lessly.

28 Orem, 9p. git., p. 76



S—

45

The set of variations, Op. 82, Ne, 2, fares better
than 1te companion, Op. 82 No, 1. At least the former is
graced with an introduction of which no other set of varla-
tions can boast, The finale, however, prevents this opus
from reaching a high mark, ,

The Andentino yaris, Op. 84 No. 1, in contrast to
the previous sets of varlations, measures almost as high as
the Cp, 35, It does not begin immedlately upon the tonie
but on the dominant-seventh, Only after two and one-half
measures does the tonlc appear, After four variations and
a coda, the theme reapvears in altered form; in no other
set of fourehand variations by Schubert is this true,

The other half of Op. 84 contalns a rather flashy
and showy Rondo brillant. If duettlets would like to show
off thelr technical achlevements, here is their chance !
The length is such that ocuts are advisable if not manda-
tory.

The next opus number is the F Minor Fantasie, Op.
108, already dlscusged.,

On an equally high plane of ingpiration and susten-
tation is the Grand Rondeau in A Malor, Op, 107. The two
themes whilch appear at the beginning of the Op, 103 and 107

are of such unusual beauty that it ie¢ emall wonder that
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Beethoven once sald, "Truly a divine spark lives in
Sohubert,"@® There are five compesitiong for plano duet
that every planlet should play some time or ancther in his
1ifetime: Mozart's F Malor Sonats X.497 and C Major Sonats
K,681, Schubert's Fangasie An F Minor Op, 108 end Orand
Bendesy Cp,. 107, and the Brahms' Varistlons Op. 25; There
is nothing more that the wrater.af thie thesie osn do %o

induce visnlste %o play these works, exocept to say that if
they do not do so, they are denying themselves a moet beaue
tiful adventure,

Ops 121 Dgux larches ga dstiaues are of 1ittle
pignificance, They are less ihser@suing than the marches

previously discussed, :

Although the fondesu (Notre amitle est Anvardsble),
Ope. 158, will alwaye be dwarfed in comparison to 1%s unique
companion, the Op, 107, 4% %p still one of Schubert's bete
ter works in this medium,

The fourehand fonata in O, Op, 140, known as the
forand Duo," is lees consletently suetalned, Orove
pust have ﬁaﬂ a moment of aberration when he oanlled it
“that splendid work in which, with Beethoven in his
eye, Sohubert wae never more himself," During most of
the anggngg- Beethoven was certainly in his eye; but
the rea oﬁubart gratifies ua all toe rarely, I find
him nelther in the excellent opening of the first movee
ment, nor in the still finer cecond subjeots . . . At
the etart of the Andante there i a strong suggeetion

29 Grove, L. 84%., Do 611
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of him but the musle grows progressively derivative,
and comes to lean heavily but brilliantly upon the
Larghetto of Beethoven's Second Symphony,

The Scherzo is a poor imitatlon of the deafl master,
and 1t ls unworthy of its composer., The Tinale brings
good cheer, It starts with a long, unplanistic E that
recalls the corresponding moment of the "Trout" Quine
tet., Then 1t launches into a perfectly delightful
Schubertian gypsey tune, a 1little like that which starts
the last movement of the B-flat Trio, but even more in-
fectlouss . . . This may have encouraged Brghme to be-
gin the finale of his Plano Quintet, More than once
we have noticed Schubert's mysterious talent for making
ornaments significant and organie, Here the trills are
very much so, Alas! the movement presently loses
touch, not only with its composer, but even with the
standards of first-class musiec,

The whole werk sounds startingly orchestral, If, ae
Professor Deutsch and others suggest, thls uneven com-
position is really a foubehand arrangement of the vane
ished "Gggtein" Symphony, the disggpearaaca of the ore
cheatral score is no traglo loss,

In the epring of 1828, half a year before his death,

Sehubert composed one of his better works, the Allegm

A Minor, Op., 144. Digbelli, the publisher, gave it the
fanoy title Lebenestirme (Life's Storms). The work is
rather well sustained and probably is of greater value than

the Grand Puo.

One is equally delighted by the headlong, flery
gtart, by the soft, lyrical melody that follows, . . s
and by the ppp chorale~like theme two pages rar%her in,
which presently returns with exquisite figurations.®

The Fugue in E Minor, Op. 152, 1s thought to be an

attempt at counterpoint, Except for the limitations of the

30 Schauffler, op. git., vp. 203=-5
31 Ibid., p. 296
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subject and the left hand part of the gecondo in the last
measure, it ls a welle-written fugue, .

The Grosse Sonats, published in 1814, is unique in
oenstructloh. The four-bar Adagioe Introduction contains
the self-sane melody that 1ls to appear as the fugue sube
jeet in the principal Allegro agitato seation,32 Very few
composers incorporate a fugue Tor a Tirast movement of a
gsonata, Another striking feature is the melodie nature of
the subjeot 1teelf, Within six meacures the melody has
progressed down chromatlcally a perfect fifth! Not even
Cegar Franck was able %o progrese in s wore chromatic
fashlon ! Tor a closing cadence of the first movement, the
sub-dominant triad (with the third of the chord ralised)
appears two bare before the end, In the final bar the
tones £2, e, and e-flat® appear in the primo on beats two,
three, and four respectively. On the first beat in measure
one of the second movement, the tone d® 48 found %o be the
fourth and last tone in the chromatic successlion which has
been in progress on the three beats immediately preceding,
This 42, instead of being the second scale step of O Minor,
is the third scale step of B-flat Kajef, which 1s the to-
nality of the second movement, A simlilar inverted figure
appears in the gecondo, The tones are £, g, a, and b-flat,

32 Appendix B, p, 1185, XXX
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These are just a few of the many interesting points that
11luatrate Schubert's departure from the stereotyped modes
of treatment in use before his time,

The Yier Landler and Kinder=Marsch are delightful
1ittle pleces that advanced pupils might play very well,
It should not be assumed, however, that thelr use ends
here; they would be perfectly fitting as encores, or to be
played at the local women's c¢lub,

Among the thousands of pleces for four hands write-
ten ainae Schubert'e death, there is hardly one whioch
T ST & R

The preceding statement should be qualifled for twoe
reasons: (1) because the opinion was recorded in 1907,
necessarily excluding evaluation of works after that date
and (2) the perepective of music written in the past is
congtantly in a state of flux,

Thus concludes the exploration of all of Schubert's

four<hand works.
III., FELIX MENDELSSOHN

Mendelssohn has left plano duettliste with one large

work: Allegro Bpillant, Op. 92. The other composition
which 1s listed ae original ie the Andante and Variastions,

"33 Richard Heuberger, quoted in "Four-Hand Piano
Pieces," The Nation, 84:] 61, ebruary 14, 1907




Op. 83a, which is nothing more than an arrangement for
plano duet of the plano eolo version, Op. 83 in B-flat.
Here 18 a special case in regard to the valldlty of tran.
soriptions. Unlike the Op, 134 of Beethoven, which 1s a
transeription of the original string auartet to a plano
duet, the Mendelssohn was originally a plano solo and con-
gequently does not suffer by being recast by the composer
for the pilano duet medium., The difference in the case of
the Mendelssohn and oase of the Beethoven 1s now gulte
manifest, (The worset erime of all, of course, is to play
in concert plano transeriptions of the Beethoven symphonles
or of any other worke not intended for the powers and limi-
tatione of the plano ! )

The twenty-four bar themes4 of the Andante and Vari-
atlong, Op. 83a, is followed by elght variations. A coda
followe the eighth varlation and presently the theme re~
appears (much in the same manner as in his Serious Varia-
tlong, Op. 54), after which another long coda materializes.
While the varlstiong follow the theme rather closely, they
are still of enough independent lInterest to be appealing
not only from a planiet's point of view but also from the
listener's, All things considered, this plece ranks among

the greatest and best of variations for duet,

34 Appendix B, p., 116, XXXI
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One of the most attractive pleces in 211 the reper-

tolre is Mendelssohn's esointillating Al) §;;1;§g§,
Op. 92, He composed thle strikingly effective wor
for a performance with Clara Schumann,

As might be suspeocted, Mendelssohn, in writing a
show plece, succeeded more than Schubert, at least when the
latter wrote hie Ronde Brillant, Op. 84 No, 2, The fact
that the Allegro Brillant ", . . reculres deft and refined

treatment in perfermane@“aa ghould challenge duettiets to

play this wcrk.37
IV, ROBERT SCHUMANN

Opus numbere 66, 85, 109, and 130 comprise the come
plete works of Schumann for plano duet.

¢ « « his Plcoturee from the East, Op, 66 and the
twelve plano pleces for 1little and large children, Op,
85, belong to the best creations of Schumenn, while
his B %ggggg, Op. 108, and the K Cp. 130,
like a 1ie 1gter worke, show a noticeable decrease
of his powers,

A planiet learning to play the Bilder aug Osten
(Sechs Impromptus) Op. 66, would probably become very fond

of numbers four snd six,

36 Berkowitz, loe. git.
36 Orem, gp. git., p. 76
37 Appendix B, p, 116, XXXII

" 38 Joseph Beringer, "Plano Compositions for Four
Hande," The Musician, 17:710, October, 1912
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In addition to thelr richness of coloring, both are
noteworthy as examples of modern part-writing (free
gﬁgngizgg%gg) a8 applied to the several registers of
The second lmpromptu is also very representative of
My, Orem's statement., From the first measure to the thire
teenth (which ie part A of a threeepart song~form with
coda) the basic bullding block is a one-measure motive that
is treated in a contrapuntal style.4o Indeed, the removal
of the accompanying haermonies would lay bare a fugue-like
structure., Yet Schumann maneuvered the entire passage in
such a manner as to glve the listener the lmpression of
hearing not a polyphonic composition, ae a fugue, but
rather a free, fantasy-like, improvisatory type of composi-
tion that 1le almoet extemporaneous--in short, an inpromptu.
In meacure 13 a second idea®l (part B) appears, also
treated contrapuntally. In measure 19 of the geeondg, the
motive that appeared in the Tirst bar returns and ls treated
as a chaine-phrase, The primg conslsts of a series of dotted
quarter notes, The passage Jjust described proves to be a
retransition, for at bar 23 pert 4, as well as the tonle

harmony of D-flat, recapitulates. In the second ending

39 Orem, loec. gil.
40 Appendix B, p, 117, XXXIII

41 Ibid., p. 118, XXXIV
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(mgaaure 34) the subordinate theme, which appeared in bar
13, recurs except 1t 1is now in the gegondo rather than the
prime. At this point the coda starts, The first motive
returns again in measure 42 in the gecondo and is immedl-
ately imitated in the primo, The material contalned in the
final seven bare ig above the tonle pedal-point, and the
two~note figure in the fifth and fourth bars from the
ena,42 lead to the final tonle harmonlies which create an
atmosphere of complete tranquility.

The fourth impromptu ls a most effective mood set-
ting. A mixture of sadnese and gladness, the mood is ine-
deseribably beautiful, The impromptu may be played through
only once or twice and a part of its great potentlalities
becomes apparent,

The form and content of this 1little masterplece are
simllar in nature to ite much larger companion, the first
movement of the Rlano Congerto in A Minor, Op, 64, The
parallel reats upon the utilization of & single theme as
the basle of the entire composition. The phrase dominating
the lmpromptu is a mere four measuree in all.*® Many times
1t appears telescoped, becoming a motive of one or two

meagures,

42 Ibld., XXXV
43 Ibid., p. 119, XXXVI
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Last but by no means the least of the Six Impromptug
of Op, 85, 1s the final work that completes the set. Its
almost Brahmsisn harmonies are overcome by the Schumanne
esque spirit which leaves an imprint so deep that it marks
a work that only Schumann could have composed,

The over=-all design le tripartite. It is interest-
ing that the theme which appeared in the fourth impromptu
reappears fifteen and one-half measures before the end of
the laet impromptu., Unifieatlon of the whole 1s achleved
in thig bare hint of the eyelic. Schumann employed this
device in other compositions: PFaplillons, Op. 2, and the
Larnaval, Op. 9.

To the discussion of the muslie itself: the first
four-measure phrase*4 is repeated in a modified manner at
measure 6, This repetition is extended., The anacrusis of
bar 13 (right hand of the prime) precedes a melodic motive
that ie a perfect fourth lower than ites derivitive which 1s
present in bar 2, Thie passage terminates when the origi-
nal phrase, found at the very beginning, reappears, At
measure 23 the music begins to gain momentum, and in the
following measure new materlal appears. By bar 42 the
mighty surge has arrived, and the listener 1s carried %o

great helighte in the eneuing dramatic power of the music,

44 Ibid,, XXXVII
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In most masterful fashion the storm calme in measure 50 and
deposits the llstener on the safe shprééAthat he knew from
which he departed, The calm laste for only eleven bars,
nine of whioh reproduce the firet nine messures found at
the very beginning of this pléoa. The two remaining bars
are caaentlal aéd prepare for the sudden release of dynamie
energy in the following measure, This resurgence dles down
asléuddenly as it cane, and in measure 75 the recurrence of
the ohief theme of the fourth impromptu appears, reference
to which has alresdy been made, Yeassure 82 marke a frage
mentary reappearance of the primery phrase found at the
commencement of this pilece, Blowly and softly this phrase
diesolves while an ominous tonie pedel-point rumbles in the
bass. ;

Of the oddenumbered impromptus the Tirast and the
fifth are probably the best, The third one suffers from a
rather commonplace coda, Other than that, its harmonles
are attractive in that they still sound novel to the ears
of musielans today.

Opus 86 L entitled: Zwolf yierhindize Klavier-

Every one of theme is g dellicioue morsel, showing
not only expert craftemenship in minlature but alseo
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an imagination rarely alive and 2&1133%9 even in the
Imaginative School of composers,

: soh" does not measure up as highly ase
the rest of the pleces. The Schubert marches on the whole
are better than this one,

The ”gﬂzgnxgn;“ is a pleasant plece for performers
and listeners who enjoy music that is gay, yet reflned,

It ie rather Aifficult to make this plece sound just as it
should, Particular care in regard to the rhythm and phrage
ing le essential for & proper performance.

Third in sequence is the besutiful "Gartenmelodie."
One can see the flowere wet with dew in the early morning
sun, Thle composition is one of the better pleces of the
entire set, perhaps the best, The opening melody45 esbabe
lishes for Schumaenn a kinshlp with that master of melody,
Schubert,

"Beim Krangewinden" 1s a delightful 1little plece
that rushes along and refuses to stop until the last chord
ls reached. It i1sg very effective.

The fast "Krostenmarsch" gives a feellng of mili-
tarism, The muslc deplcts a scene of marching men, so im-

puleive is ites messured rhythm,

46 Ernest Brennecke, Jr,, "The Amenities of Duete
Playing," The Musical Quarferly, 121547, October, 1926

46 Appendix B, p, 120, XXXVIII
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From the exultant feelings resulting from the march,
the listener 1s plunged into the bottom of the abysee of
sadness, That 18 precisely the title of the sixth plece--
“Eggggn.“47 1t ie a sweet sadness, though, of the vener
able type. It 1g as though 2 man had grown old, and having
experienced the hurts infllcted upon him as a youth, and
suffering egain as a result, endures fresh wounds with a
emile, He is sble to do this because in hile struggle with
1ife he has learned that to feel bltterness toward the of-
fender 1e¢ to deepen his own wound, Put to receive dis-
appointments with a smile, a reticent understanding, is a
triumph over those forces that would tend te destroy him,
That ie the kind of sadness thie plece depicte--not abject
gloom, but abjeet gloom with a smile, What a treasure
house there ig in the works of Schumann !

Although the "Turniermarsch" does not reach the
heights of the "Kroatenmargch," it 1s atill better than any
transeription,

"Relgen" or "Round Dange" is an effective and de-
lightful member of Op. 885, The canonic device from bars
17-23 in the primo and the pedsl-point that occuples the
last twenty-two measures of the plece tend to enhance the

total srtietic effect.

47 Ibid., XXXIX
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Number nine ie entitled "Am Springbrunnen." It is
patterned after the perpetual motion type of composition,
To play thls plece as a2 violinist would play Novacek's
Eerpetusl Motlon, however, would be pure folly. It must
be played poeticslly, not as a Lour de force. For this
reason, it is quite 4ifficult, but in the end the time ie
well spent,

"Verst " 1s one of the most ingratlating of
the entire set. This plece, with ite Jolly exubersnce, is
infectious and very much worth learning to play. Both the
modulation from C Major to D-flat Major (bar93) and the
three-note sequentlial flgure in the gegondo, at the end,

distinguish this gem as a precious one indeed,

" (Ghost
Storleg). And how vividly are the stories told! Only a

Number eleven is entitled "Geskengtermarche

genlus of Schumann's stature could compose such descriptive
miniatures filled to the brim with eso live an imagination,
The coneluding plece of the set ie the well-known
"Abendlied." This work asectuslly requires the use of only
three staves instead of the usual four. The prime has a
melody for the right hand,*® and nothing 1e written for the
left hand to play. This plece, of course, ies so well known

that 1t has been arranged for nearly everything, and as a

¢

48 Ibid., p. 121, XL



59
result practically no one knows its original medium,

The Ball=8cenen, which containes nine characteristioc
plecee, is the 109th published work of Schumann, The work
begins rightfully with s "Rrdambule.” With all the exclte-
ment, it cannot, unfortunately, begin to compare with the
much earlier work with the same title, the "Préambule"
found in the Carnsval, Op. 9. In the duet work, scope and
breadth of expression are necessarily limited because of
its compactness and short length, Despite 1ts shortcominge
ag compared to the solo plano work of the same name, the
plano duet work retaing ite superiority over some of the
other works in the Op. 109, Although this “Préambnle“ be=
ging in the key of G Major, 1t ends on the dominant-seventh
chord of D Major, which resolves in the customary fashion,
and a "Polonaiece" emerges.

If Schubert and Schumann could have lived for a year
or two in the present century and realized the undisputed
first-rank artletry of Chopin's works, especially the Folo-
nalses and Mazurkes, they probably would have written just
about half the number of workse in this form that they didw-
if that many. A muslelan of today, for thle resson, chane
cing upon a dance form of these specles, is psychologlically
prejudiced more often than not ageinst the work in question,
and rightly =0 in almost allreasee. Of eourse the best way
to decide the intrinsic merit of any music is hard study of
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its aesthetle, musical, structural, and ell other pertinent
qualities. The eriterion of time is also a necessary and
important factor, inasmuch as the formation of perspective
glves the layman and scholay allike a strong basis upon
which to stand and meke noteworthy observations.

Number three, "Halzer," is indlcative of the devioces
and forme of polyphony of which Schumann made use in hie
later years, The end result is interesting even though the
polyphony ie sometimes employed in works of no great asig-
nificance, s ,

' Number four, which is entitled "Ungariech," is an
unsuccessful attempt to capture the Hungarian spirit,
Schubert's venture into this realm was more satisfactory
regarding color, even though suffering from over-extension,
Such is the disaster when a Romanticlet attempts to elongate
and streteh thinly his beautiful melodies upon the broad,
massive and gymmetrioal contours of the classicel forms.

"Frangaise" is a charming and gay little plece. It
typifies the relative sub-standard rank of the total set
of pleces, Not all of them, to be sure, are as unsuccess
ful as thies particular one, but even the best of the set
cannot compare favorably with those in Op. 66 and 85,

The sixth composition is s "Magurka." Only Chopin
could endow the Polonalse and the Mazurka with the all im-

portant sutonomous flavor which is so necessary !
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Of the three remaining compoeitions there is not
much to be sald., They are: "Egogselise," "Walzer," and
4 nade." They are of 1little significance.
The last work of Schumann for plano duet is the

Xinderball, Op. 130, Of these six easy dances, the "{al-

zer," "Ecossaise," and "Ringelreibe" are the best. The
“Polonalse," "Menuett," and "Erangeise" slmply are not of

sufficient interest to warrant any discussion., The second,
fourth, and sixth, on the other hand, while not hils best
workse by any means, are of better quallity.

Everything congldered, Schumann wrote some firste
clags literature for plano duet, and as such his works
clalm a very deflinite place in the repertolre of plano du-
ettlete, Opus 66 and 85, therefore, form a part of the
basic foundation of plano duet literature, and lmpoverishe
ment certalinly would be the result if they had not come
into exlstence and occupled such a fundamental relatione

gship to all the other literaturs,

V. JOHANNES BRAHME

The duet musle of Johannes Brahms dates from the
year that he presented hls minlatures, such as the Lilebeg~

Jleder Waltzes and especlally the Hungarian Danges, to an
astonished and delighted world,



62

The latter at once attained to an unexampled popue
larity throughout Central Eurcpe, a popularity that
was in fact almost vexing, since it affected his other
worke unfavoursbly.

He remained for a long time exclusively the composer
of the Hungarian Dances, which he had not composgg at
all, but merely arranged from national melodles,

The Hungarisn Danges are so well known by all that
further discussion is not necessary,

The ¥Waltges, Op. 39, originally written for plano
four<hande, are inlmitable in thelr dellcate, caressing
grase and possess a charm which perhaps exceeds that of any
known examples of thelr kind,

They represent his first essay in handling the most
popular musical idiom of Vienna, With hidden irony
Brahme dedicated the 1lttle pleces to Edward Hansllek,
as & subtle indication of what he conelidered the bagéc
frivolity of that Crand Panjendrum's musical teste.

A set of waltzes for plano four handsg, with charme-

ing parts gd libitus for vocal quartet, constitute the

Liebeslleder Yaltzeg, Op. 62.

Brahms caught here the %ay teasing, exhllirated
and often voluptuous splrit of popular Viennese mugic

even more fully than in the instrumental Valtzes, opus
39, The colouring is laid on with an unerrin% brush;

and the impersonal, subordinate ugg of the voice lends
thig experiment a unique quality.

The Brahme Ygristions on & Iheme of Robert Schumann,

49 Richard Specht, Johannes Brghms, p. 161

' B0 Robert Haven Schauffler, The
Life, Character gnd Workg, p. 366

61 Ibid., p. 334
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Op. 28, are among the moet beautiful of his many fine
achievements, ", . . and present for admiration consplocuous
qualities of thelr own arieing from the opportunities of-
fered by thelr composition in duet rcrm."ﬁg The story of
how the theme came into existence 1s quite well known.
According to Schumenn, the theme was brought to him by the
gpirite of Schubert and Mendelssohn who had bidden him %o
vary it. Inaemuch as this occurred three weeks before his
malady reached ite crisle, Schumann wae in the midet of the
fourth variation when he cast away his pen and rushed to
hurl himeelf into the Rhine.

This theme, with all its traglec connotations, was
actually the one which the tactless Johannes inno-
cently chose as the baslis for musle which should bring
Joy and consolation to the dead master's dear ones,

The labour of love was carried out in a spirit of reve

erential ?lety. In these eleglac pagés we find none

of Brahme' bearish, contrary, caustic, or deflant side,

Cne hears a tenderness akin to Schumann's, and a gentle

sweetneess as of Mendelssohn; but the heavy-hearted can-

on of the fourth variation and the free deademarch of

the close are moving tributes to tragedy, worthy of

Sohumann'e protépd,®d

The structure of the theme ig a two-part song-form

design. The first part 1z a double-perlod in predominately
parallel consgtruction, It has been sald that in simplicity

lies beauty., This theme ies certainly a personification of

" agg Florence May, Ihe Life of Johannes Brahmg, Vol, =
Aoy p, '

65 3chauffler, op. git., p. 562
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this adege. The first four measuressé of the gecondo
merely maintain the tonie pedal~point, while the primp is
engaged in stating the inlitlal twoebar phrase.member, which
ie immedlately reproduced sequentlally a major second lowe
er. All of this could have been realized by a child as far
g8 the formal prlneipies involved are concerned., Yet, be-
cauge & genlus organized the elements of music in this
particular fashion, the result is a most profound expres-
sion, The consequent phrase takes on a contrasting con-
tour, the rhythm, harmony, and melody forming a new shape.
The bass line also changes, for in measure 5 1t moves %o
the submedlant tone and progresesec stepwise downward to the
tonle. The only point of contact, or the only prineciple of
unity between the two phrages is the descending motion of
the melodic material., As a matter of faect, this observa-
tion holds true of the entire theme, and one wonders 1if
thie downward seeking of the melodiec materlal snd the rela-
tively static motion of the bass do not have eleglac conno-
tations. Whether this speoulation 1s right or wrong, the
fact remaine that Brahms muet have sensed the inherent
qualities of the Schumann theme, for in the variatlions the
atmogphere of the theme exerclises a very definite influe-

ence.,

84 Appendix B, p. 122, XLl
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The second half of the theme (bar 1?) is similar in
construetion to the first, in that a four measure phrase
is sequentlally reproduced, except that in this case the
reproduction is a major third higher, while in the first
part, a phrass-member (half of a phrase) is sequentially
treated a step lower, An evasion of the tonic cadence in
measure 26 results in a four-measure extension, If the
repeat 1s taken as marked at the end of the second part,
there will be sixteen measures in part I, and twenty-four
measures in part II,

Variation 150 pepresente the theme as Brahms saw 1%
through a palr of rose~colored glasses, Thisg muet not be
mistaken %o mean that thie varlation 1s slimply a figura-
tion and, as such, superfluous, HNothlng could be further
from the truth, Anyone who has studied a bullding of the
Romanesque ers and then one of the Gothie or Rococo will
see the relationship between the SBchumann theme and the
first variation., It should be noted that Brehms invali-
dated the repeat mark in this varlatlon, and in veriations
four end five, by writing out the repeated portion,

The second variastion is baged on a new motive of
five sixteenthenotes®® and 1ts modifications, Within the

55 Ibid., p. 123, XLII
56 Ibsd., XLIII
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last five measures®’ there is a most sublime harmonie
change that in 1tself would endear the variation, and the
work as a whole, to anyone.

In the third variation®8 Brahms exhibits his pre-
dilection for thirds and sixths, as well as for crossg-
rhythnmic effects.

In the E-flat Minor veriation®? nesrly all contaoct
with the theme is forsaken, The only similarity between
variation and theme, other than the equal number of meagw
urea, 1s the use of the pedal-point, The prineipal device
ugsed in this variation 1ls the holleow sounding canon which
gives a funersal aura throughout the variation.

The £ifth variation®0 is in the key of B Major, one
of the most distantly related keys %o E-flat Major. How-
ever 1t fite into the scheme of the variations very well,
as this bright key of five sharps counteracts the other-
wise all too somber E-flat Major and E-flat Minor tonality.
Desplte the fact that thie variation 1s in such a remotely
felated key, the B Major tonallty 1s not a shock to the

ear, as the enharmonic tones C-flat and E-flat appear three

87 Appendix B, loa. git.
58 Ibid., p. 124, XLIV
59 Ibid., XLV

60 Ibid., p. 125, XLVI
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bare before the end of the preceding variation, and the
eleglac tinge that 1s present in the themé is retained,

E-flat Major returns in the sixth ﬁarlation,el
ushering in a more joyful mood., The joytulnosa is quite
momentary, and even at those fleeting.and transient page
gsages, a certain amount of restraint is present which pre-
vente any bombast or over-exuberance from coming to the
fore,

The seventh variation®? i quite difficult to make
gound well because of the similarity of the rhythm in both
parts. In short, 1t requires é great deal of artistry and
gensitivity to produce the desired result,

The eighth variation®d presents the same atiributes
ag the third veristion; namely, the use of thirds and
sixths and a bilerhythmical scheme. An unusual property of
the elghth varlation 1s that 1t ig neither in a major key
nor in the E-flat tonallty of the theme, but in the key of
G Minor,

One of the rare occasioneg during which the music be-
comes truly energetic in purpose ie the ninth variation54

in C Minor. Composed of thirty-second-note scale runs,

61 Ibid., XLVIX

62 Ibid., p. 126, XLVIII
63 Ibid., XLIX

64 Ibid., p. 127, L
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triplets, and dotted eighth-note and slxteenthenote
rhythms, 1t rises to greast heighte of dramatic power.

This tremendous surge is ghort-lived, for it soon
sucoumbs to a funeral march in the tenth snd last varia-
t10on.8% On one page snd two staves, Brahms pours forth
every vestige from every féeet of hie genlus go that all
maey see and hear hie utter sorrow for the paseing of his
prophet and dearest eolleégge. Proof of hie esuccess is
seen in a letter to Joachim, to whom he expressed the feel-
ing that'CIara Schumann ", . .‘had something againet the
work,"®8 Undoubtedly the work aroused in the lady memories

too polgnant for tears,

65 Ibid., LI |
66 Schauffler, op. git., p. 362



CHAPTER V
THE MODERN ERA
I. CLAUDE DEBUSSY

The first lmportant plano duet of Claude Debussy is
his Petite Sulte, which was published by A. Durand et Fils
in the year 1904. The four pleces are entitled: "in
Bateau," "Cortése," "Menuet," and "Bgllet.! A comparison
between the Retite Sulte and the "Engulfed Cathedral' re-
veals the two primary and essentlal styles of writing eme
ployed by Debusey. The former and earllier work is almost
conventional in harmonlie structure, slthough the whole tone
goale is used and parallel fifths occur, but not to the ex=
tent as in "V " (the second prelude in Book One) or the
"Engulfed Cathedral." Many music lovers are prone to be
under the delusion that Debussy is personified by one style
of writing only--that of L'spresemidl d'une faune. The
misconception is largely due to thls work and to ite popu-
larity, which block recognition and endearment of his other
works of art,

The formal and melodie oraftemanship of "En Bateau"
ghowe delineation worthy of Mozart. This should not be
taken to insinuate that Debussy was attempting %o improve

on Mozart. In the first place this would be impossible;
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in the second place only a genius of Debussy's temperament
sould have concelved the particular phrase-strusture of
the first three bars.l These qualitles-~beauty of melody,
attractive rhythms, and engaging harmonles--merely hint at
the great wealth lnherent in this gem.

The "Qortége" is a processional that is at first
somber and majestle, only to become playful during the sece-
ond sectlon before resgolving to 2 recapitulation of the
firet section. Major and minor thirde dominate the role
of the primo, giving a somewhat Brahmsian flavor to the
total effect.

Third in succeesion is the "Menuet." It was ob-
served in the "Corteze" that major and minor thirds assumed
an important place in the texture, The same tendeney is
true in the "Menuet," except that sixths are used instead
of thirde, and thelr use is not protracted to such great
lengths,

Completing the suite of four pleces 1s the "Ballet.”
Ag might be expected, the rhythmle virllity ie very pro-
nounced--in fact, 1t is almost intoxleating. In measure
182 a dominant pedale-point of sixteen measures begine. In

the left hand of the gegondp measures 68-75 reveal the bass

1 Appendix B, p. 128, LII
2 Ibig., LIIX
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moving chromatically up an entire octave. These isolated
points of construction will indicate that Debussy did not
abandon devices which had been used in the works of otheyr
composers, some of whom were hls antagonists. Planlsts
whe sight-read this "Ballet," or any of the other members
of the sulte, willl be pleased at the great amount of enjoy=
ment that may be derived from such & pastime., But only by
studying the work and presenting 1t as a performasnce and an

experience for others will the full measure of satisfaction

be gained, ;
Debussy's Six éplaraphes antiques, or Anglent Tomb-
dngeriprtiong, were published in the year of his death,

They represent hls art at ite ripest and deal with
a subjeet, for him, of uncanny sultability. In them
he hag at last achieved complete independence from the
rocogo remnant of nineteenth-century sentimentality or
ﬁghgggmggg;- in them he 18 perfectly cool, perfectly
slear-minded, perfectly detached.

In this significant work for four hands, Debussy

dlscarded the medievalism of his P&lleas and M&lieande, the

neo-clagsic style of his ngngéggg;g;'ngng'ggggg, and the
troubled modern hysteria of his L'Isle Joyeuse. Instead

he turned for inspiration to the calm, subtle beauties of

the Apthologds Lyricg and the eleglac fragments of the
Dorians and Aeollans of the sixth snd seventh centuries,

3 Ernest Brennecks, Jr,, "The Amenities of Duet-

Playing," The Musicel Quarterly, 12:562, October, 1926
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B.c. v
According to a further statement by Exnest Brennecke,

Jr,, concerning Debussy:

His colors are flat, dellcately composed; his hare
monies are thin, hieg rhythms pointed and trenchant,
his melodies brightly polished. 1In a word, his mood
is the mood of the earliest Greek antiquity: an eager
and ready and wide-open-eyed reveling in a balanced
eostasy of life, untroubled by hegrt~burn1ngs or by
ineoluble puzzles in eschatology.

The first plece of the set is entitled "Pour inve-

7
quer Pan, dleu du vent AT Debussy's employment of
modal scales, which evolved from antiquity, ie very appro-
priate for invoking Pan, the anclent god of the wind of

pummer,

"Pour un jombeau gang m“e ie the title of the sec-
ond composition in this set. Again Debusay has succeeded
in garbing very adroitly the connotations of the title.

The parallel lles in the fact that the whole~tone scale is
a scale without a name, lnasmuch as none of the tones as-
esumes the ldentity of a tonle, juet as the tomb in the
title is unidentified, In short, the wandering whole-tone
scale does not establlsh a single tonallty thaet can be
named, Likewlse the tomb, despite the fact that it has

4 Brennecke, loc. git.
6 Appendlx B, p, 129, LIV

6 Ibid., LV
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been standing for thousandes of years, cannot establleh the
identity of the inocumbency,

Ernest Brennecke, Jr,, has thils to say about the

"Pour gue la nuith: ", , . the night is full of erctic
promise, 1ts dellghts are anticlpated with the eagerness of
a tempered avidity.“?

The author of the quotatlon does not glve any clue
ag to how he came to such a conception of this plece. At
any rate the composer has surely created the atmosphere
which the title has suggested.

- The fourth compoeition of thie sulte is the epie
graph, "Eour la deneuse aux grotales."® If one can recall
the Spanish flavor of Debusey'e 5Interruptea Serenade, "
then the slmllar stmosphere in the fourth epigreph does not
come ag an unprecedented and unwarranted effort in thig die
rection, In both ingtances has he captured the essence of
the Iberian spirit without resorting to the stereotyped
patterns of rhythmiec deesign that are so often encountered
in works by lesser lighte,

Ir Maurice Ravel accomplished a difficult feat in

)y then Debussy must be given due credit for his

artistic treatment of a esimilar device--the pedale-point,

7 Brennecke, loc. git.
8 Appendix B, p, 130, LVI
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which he used in hls epigraph, "Pour nggxggggggg*"g Exe
cept for bars 35-42 incluslve, what is known in conven
tional harmony ae a double pedal-point 1lg present for the
entire firfty measures, In the hands of Debussy the pedale-
point loses 1ts clésslfication as a device and becdmea'
instead e means to an end, resulting in an effect that is
perfectly enchanting.

The laet eplgraph, “Dour remercler la plule au
matin, "10 1g very reminiscent of “Firaworks," which come
pletes the second book of Debussy's £§§ig§g§ for plano.

One significant difference: in the duet the effect of rain
is the lmpressionistlc goal, not something approaching a
French Bagtille Day celebration. The mueic is not meant %o
result in cloyingness. On the contrary, it is a tingling,
vibrant, and happy toccata which leaves listener and per-
former gently smarting from ite ingenious harmonies and
breath-taking pace. A modal and slow moving poatludell
leaves one feeling greatly rewarded for the listening
experience~~oxcept for the few Philietines who would find
fault with the VE (f-natural) of € Major progressing %o a

tonie chord in 6! Thankes to men of Debusey's caliber,

9 Ibid., LVII
10 Ibid., p. 181, LVIII
11 Ibid., p. 132, LIX
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musiclane no longer heed those musical savants who point
out that Bach dld not go beyond the dominant ninth chord;
instead, composers explore, explolt and create masterworks
anew that lmpatiently await thelr consummation on the hoprie
zon and the beyond.

Finally, one's attention ls drawn to the opinion of
an internationally celebrated musician, The dletinguliehed
French planiet, Alfred Cort®t, entertaine the highest of
opinions of the plano duet worke of Claude ?ebuasy. The

following 1s taken from hie Lg Husique Fransaise de FPlano:

I1 convient d'y ajouter quelques pidees 3 quarte
maine, comme the gavoureuse Mai 288 ; :
Comtes Roge, ecrite en 1891, orchestrfe vers 1008,
1la populaire et charmante gggligﬁgg%ﬁg éaitde (sie)
en 1894, dont une adaptation orchestrale éexiste
éealement, malie non de la main de Debussy, et

arugg en 1916, parentes mineures
ge cergafns”des Prgiuges.gg ;

II. MAURICE RAVEL

The Mf&hgg : Sulte by Ravel conslets of five
1ittle pleces that were originally written for four

hande at the pilano, At the first performance of the
work in Parls, 1910, it was played by two children,
one aix and the other ten years of age. In 1911 Ravel
arranged and orchestrated the music as a ballet and
it wae produced in thet form in Paris in 1912, The
music from thile ballet arranged as a Sulte then ape
peared,

i mat Rire Cort®t, La Musigue Frangalse de Plang,
Ol s Do ©
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Although not in the strictest sense taken from the
book of o0ld Mother Goose, these stories are all muslcal
portrayals of old falry %alea.

No, 1 W%ﬁ'%ﬁlﬁm’é& Deauty. Thie'ls a
, on’

very short moveme y twenty measures long, . . .

No. I1 B ' My Thumb, Ravel quotes from the old
Perrault téi%?'Q"He elieved that he would easily be
able to find his way, by means of the bread whioch he
had secattered wherever he passed, but was surprised to
discover not & single orumb; the birde had come and
eaten 1t all " , , ., :

No. I1I gmggggg ' Pagodag.
Thie story 1s from the reen erpéﬁ%;%hfh the collec=
tion of Falry Tales by Mme, d'Aulnoys, who 1lived in the
geventeenth century,

Lailderonnette was a princess oursed in her cradle
by a wicked falry, and as she grew into womanhood she
became more and more hideous, Her parents gave her a
distant castle in the wildernees where sghe might live
in solitude., In the forest outslde her palace Lalder-
onnette met a green serpent, who told her not to fear
him as he wag a prince in disguise. 8he had many ade
ventures, Embarking in a emall boat she wae carried
out o sea but was seved from shipwreck by the ser-
pent, who ¢arried her to the land of the Pagodas.
These strange creatures were dwarfs whose bodlies were
made of preclous stones, They played sweet music on
tiny instruments made of walnut and almond shells.
They made Lalderonnette thelr princess., Then it ie
discovered that the green serpent is their Emperor,
The spell of the wicked falry who has enchanted them
both is set aslde, and as Prince and Princess they
rule thelr kingdom, known throughout the world as the
moet beautliful rulers to be found,

The movement ig in march time., . . .

No, IV Tne Sonversstion of Heauty and the Beast.
Thie 18, of course, the old %élry ale that we all

know so well, told in music in the form of =2 waltz. . , .
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‘ No, V Gardeh. This charming short number
whigh closes the work, opens with a theme in the ¢

strings (orchestral version], . : et ve in C msjor,
The entire movement is develépea rom %his one theme, 13

Although the "Ravane de la Belle au bois dormant*l4
e only twenty measures in length, thls three-part song-
form ranke with any of thé Chopin Preludes in intensity and
concentration of expressiveness, The modality of the hapye
monie and mglodic material sounds a note of appropriateness
in respect to the %itie which assures this gém of a2 place
anong thelimmortals.

The second plece in the set is a closely knit work
and is developed essentially from the two 1deas in bars 4
and 12,18 The manner in whioch the consonant thirds are
employed in a dlassonant framewak, thereby claiming a new
identity, is most ingenious, Coupled with this mark of
distinction are the use of pedal-points and the flerce de
Picardle at the end, which rank thie movement far above
the average.

The story of the third plece, "Lglderonnette,
¢ deg Pagodes, " hae been described above by Anne

Shaw Faulkner, There ig, however, more to say regarding

. 13 Anne Shaw Faulkner, What We Hear in Musie, pp.

14 Appendix B, p, 132, LX
16 Ibid., p. 133, LXI



o AR I A S SN, 4SS LSS 230

78
the music 1tself, "Ravel . . . used the exotiec Chinese
mood succesefully in his "Lalderonette, gggééggg;gg des
Pagodes . . 116 Algo of interest ie the procese of de-
velopment of the two-note motive in the ggeondo at the be-
ginning,1? The sudden dynamic changes from measure to

18

measure, which appear in bars 24-28,"% are a Beethovenesque

tralt. Of the five occaslons in the entire sulte when the
dynamic marking is greater than forte, "Lalderonette,
Inpératrice des Papodes" contalns the first appearance of
s fortissimo, which occurs in bar 63,

"Les gntretieng de la Belle et de la BEte" is the
penultimate plece in the set. The transmutation of this

work from the old tales has glven rise to the use of two
leit-motives,? both of which become modified during the
course of the composition, In short, Ravel has not only
succeeded with characterization but has also created in the
process a work of inestimable worth,

 The concluding movement is "Le Jardin féerique."
Here, Ravel demonstrates his sense of the dramatic., The

work is of Just the right proportion and length, thereby

16 Marion Bauer, Iwentieth Century Muslg, p. 147
17 Appendix B, p, 134, LXII

18 Ibid., p. 135, LXIII
19 Ibid., LXIV
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denylng the need for a toccata or any other similsr device,
Anyone who has heard the exhilirating gllssandos in the
brimo, while the geegondo adds great force with its heavily
accented rhythmic rigure,go will not ieave the performance
with the somewhat pessgimietic reaction to the title of
these rieces that he might have experienced before the pere
formance. Each and every movement in the Ma mire 1'Ove
sulte 1s perfectly satliefylng in its way, The music is not
of great prbtundity, but the fact that the sulte 1s a suc-
cess 1s evidence enough that Hével has been vlietorious in
his effort to compose music vhich has had s Juvenile gen-
erating force. Probably the only other composer who has

been able to achleve a similar result is Debussy with hils

Children's Corner.
III. IGOR STRAVINSKY

If the reader will recall the remarks concerning the
“Abendlied" in Sohumann's Op, 85, No, 12, he will see a
point of contact existing between that work and Igor
Stravinsky's Ihree Easy Pleges. Thie similarity, which
is the use of three staves instead of the usual four,
should not puzzle the reader, however, for here ends any

correlation that may be found, The "Marche," "Valse," and

20 Ibid., p. 136, LXV
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the "Polka" are all written on three staves, and the gge
gonde 1s slimpllolty 1tself. DBecause of thls lack of com-
plexity in the bass, the primg, of course, has to maeke come
pensations, If the treble player does not mind crossing
hie hendge~-particularly in the "Marche"=--the satisfaction
galined will be well worth the effort. Though neither pro-
found nor characteristic of Stravinsky, these pleces and
one other set (Flve Epsy Pleces), will have to be the only
representatives of Stravineky in the duettist's repertoire,

In contrast to its role in the Three Esgy Pleces,
the geconde becomes the more diffleult part in the Five
Easy Pleces, while the primo consiste of a simple melody.
However, the simpliolty of this melodie line presents a
challenge to the performer, for it is often diffiocult to

make a simple tune sound convineing and expressive, The

Five Essy Plecesg are titled: ‘'Andante," "Espaghola,
“Napolitana," “Balalalka," end "Galop."

Here 1s a splendld opportunity for the elementary
plano student to perform ensemble musle of dlstingtion
with an advanced partner,

The gﬁ;mg (first part) is comparatively simple, al-
though (second part) makes some demends on
the advanced player. Both partieipants will, however,
gain considerably from the team-work, because of the
rhythmic problems posed, as well as %he musical cone
glderations inherent 1n these exceptlonal plieces.

H

in order to realize the effect of a balalalka in the
3rd plece, the gegonds flayer must pay particular at-
tentlon %o the albernat ng changes from forte to plane.
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The accented portion of each palr of eighthenotes must
be followed by a sudden hushed and detached note. The
fingering provided, if carefully obsgrved, will greatly
ald in obtaining tﬁe desired result.gfv
Anyone who has heard two professional planists play
the Stravinsky works wlll probably agree that in addition
to thelr great value for teaching purposée, as evaluated
by Mr, Alphenaar, these pleces truly deserve thelr rightful
place in the duettist's modern repertoire. It is to be
hoped most earnestly that more four-hand works will be
fortheoming from this cutstanding composer, A% any rate,
at least two of Stravingky's contemporaries have enriched
 this needy literature; they are Paul Hindemith and Franeis

Poulena,

IV, PAUL HINDEMITH

Probably the most important work for plano duet of
current vintage is the Sonata by Hindemith, written in 1938,
This three-movement composition represents his sole contri-
bution to fourehand literature, except for the "lanze,"

Op. 20,

The first movement starts with the interval of an

ootave sounded in the ggggggg.gg The composer chooses such

21 Gerard Alphenaar (Editor), Igor Stravinsky, Five
MMU Do 1

22 Appendix B, p, 137, LXVI
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& congonance go that he may better employ the more disso~
nant and higher tenslon intervals and chords in later dra-
matic passages, Thoege readers familiar with Hindemith's
Sraft of Musical Composition will fully understand the ree
lationghip among the intervals, according to how distant
they are from the perfect cctave and fifth,

Btudy of the right hend in the gegcondo reveals a
scalewlee descent, whlle the left hand sustalins the tonie
pedal-point, It is not long (bars 5-6) until a most freeh
and original color becomes manifest, The prinecipal theme23
develops and 1g treated canoniecally and finally reappears
in measure 21 with added textural ingredients., Measure 7
(beat one) through 11 (beat 1), inclusive, represent an ine
teresting rhythmic shift involving the primo and gecondo.
Specifically, the material contalned between bars 7 (beat
one) and 9 (beat three), inelusive, is congruent to that
which appears between measures 9 (beat two) through 11
(beat one).?® Precisely the same procedure is found %o
exist in bars 29 (beat two) through 32 (beat one), As of
measure 32 (beat three) to and including beat one of meas-
ure 39, a melodic phrase-member of two bars length is se-

gquentially treated, The subordinate theme appears in the

28 Appendix B, lac. git.
24 Ibid., LXVIZ
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pring at bars 39-45.25 The ge

octavee the second theme as announced by the primo in bars

gondo immedlately repeats in

45-51. A transitional section appears at measure 61, and
at measure 68 the second theme reappears in the primo. An
examination of the bass line in the gegondo discloses the
often=-thought and time-worn movement of tonie, subdominant,
dominant, and then back to tonie. (This fundamental proe
gression end its repetition may be found between bars 68«
64 inolusive.) However, the second theme, with all its
gtriking harmonie and rhythmic energy, reveals the latent
potentialities of this kind of baes movement, If Richard
Strauss had recognized the pregnant merits of this and
other works of Hindemith, he would not be noted for his
supposed remark, "Why do you write atonally? You do not
have to, you have talent ! "26 0f course the piano duet ie
not atonal musle, for it has a tonal center--E Major,
Subsiding, the second theme dissolves into a pedal-
point on the three lowest B's of the plano. New material,
of which the augmented fifth 1s the most sallent feature,
appears in the primeo and is superimposed at bar 6027 atop
the pedal-point, and so begine the development section. 1In

26 Ibld., p. 138, LXVIII
26 Bauer, op. glt., p. 266
27 Appendix B, p. 138, LXIX
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the segondp the firet three bars of the second theme appear

2t measure 84 and are sequentlally reproduced three bars

later, The inltlal figure from the beginning portion of
the second theme begins te undergo extended treatment until
dramatic power of great force e attalned, The muslo then
becomes subdued and, Just as the gecondo regaaga the tonle
pedalepoint, the prineipal theme ie ushered in, snd thue
the resapitulation arrives, Though the recapitulation 1e
abbreviated, no dlsappointment ls In astors, for the prine
cipal theme 1s beautifully treated, while the second theme
ie then treated polyvhonically.

Although the other two movements will not be dis=
ouegsed, they are in no way inferior to the first movement,
These three movements are of great artistle value, so muoch
so that the sonata becomes one of the finest and moet ime
portant works in the literature of plano duet musie,

V. FRANCIS POULENG

The Francle Poulens Sgnata, 1918, holds a unique
plage in the literature of plano duet musle, for 1% 1ls the
enly known duet which may be played on either one instru-
ment or two, The cover of the musio (J. & ¥, Chester, Ltd,)
epecifies Plano Four Hande (or Two Planoe Four Hands), The
Hozart Sonats in € Malor (K.521) might be placed in this
same category except that the merkinge gembalo prime and



86
gembalo gsecondo appear only on the autograph and not on the
published copy.

The first four,barsze of the Poulenc composition
conglst of a dramatic, virile, rhythmic pattern which uti-
lizes exclusively the tonic minor triad with the added sec-
ond and seventh and omitted fifth., The half beat before

529 marke the entrance of the principal meledic ne-

measure
terial of the firet movement which is entitled "Prelude."
Bar 10 reveals the conclusion of the prineipal theme and
the return of the introductory measures 1, 2, and 3, The
seventeenth bar dlscloses a preview of the second theme
which ie to appear nine measures later., The primo prevails
to the complete exolusion of the gegondo between bars 26
through 36.30 This device, which 1s far too uncommon, wae
used in the Sonata in F Malor by Mozart, Of speclal in-
terest in the Pouieno Sonata ls the left hand of the primo;
the same one~bar figure is present in measures 26-33 inclu-
glve., In measure 49 the principal theme returns and the
movement ends Presto gtrident on the same harmony as found

in the first four bars, After becoming familiar with the

28 Ibid., p. 139, LXX

29 Log. gi%.
30 Ibid., p. 140, LXXI
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material in the first movement, the reader will undoubtedly

be prompted to investigate the second and third movements

which are titled "R " and "Final." Although the
Poulenc Sonate 1s not as profound a work as the Hindemith
Sonsta, 1t will always claim an important role in the

repertoire of duettists,
VI. MARY BOWLING

The final compoger to be consldered ls Mary Eowling,
member of the College of the Pacifie faculty-~teacher of

plano and composition., The following is her own descrip-

tion of her Theme, Arabesgues gnd Iogoata for plano duet:

Based upon a lyrical theme,al revolving around the
tonallty of Cesharp minor, the eight arabesques are
treated as fPee variations, the second an elaboration
of the first, the fifth an elaboration of the fourth,
The eighth variation ie conslderably extended, leading
to & restatement of the theme in ite original Torm.
The mood of the whole 1s gulet but intense--based hare
monieally upon eimple and broad treatment of disso-
nances, with oceasional polychordal sections,

The Toccata whioch follows is swift and brilliant,
with considerably freer use of dlssonant combinations,
Written in sonataw-allegro form, both subjects are some-
what chromatle in character, fne mood as a whole is
one of sustained 1ntensity.3

51 Ibid., p. 141, LXXII |
32 Mary Bowling, unpublished comment on'I%ggg
. Gog ncﬁtan,

; lege of the Paeific
FEabpacans 1rorn1a,ﬂ§Wm 1, 1981 i
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Only those who have heard this penetrating and
muglclanly score can appreclate its considerable signifil.

cance, The ITheme, Arabegaueg and logecata truly deserves

a renk comparasble to those works previoualy discussed in

this chapter,



CHAPTER VI
SUMMARY AND CONCLUSION
I, BUMMARY

To summerize: an attempt should be made %o evaluate
the relative importance of the many works in the literature
for plano duet, Certain elements of subjeotive Jjudgment on
the part of the writer of thls thesls must necessarily ine-
fluence this present evaluation. It is hoped, however,
that this thesgils will be an aild in seleeting that music
presumably of the most rewarding nature to the person ine
terested,

Although the Nigholas Carleton and Thomas Tomkins
duets are useful for recital, they fall short of the three
Sonatas of J, C, Bach which, in turn, are somewhat dwarfed
by the Mozart works, The compositione of Beethoven also
are aﬁy of the mark made by Mozart. Hence the entire Pree
classic and Claselc Eras of plano duet muslc are dominated
by the figure of Mozart, the giant in whose shadow rest
the worke of the other masters,

The task of summarizing the musle of the Romantic
Era 1s not quite as simple as in the case of those eras
preceding. Except for the works of Weber and Mendelssohfie=

reasons having been given for thelr limitations--there are
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several of the Romantlc composers who have contributed
compositions of notable rank to the planc duettist's rep-
ertoire. The most prolific of these oonfrlbutors was
Schubert, Although not all of hls works are of the same
sustentation, two clalm a2 very high mark in thelr own par-
ticular way. Of the four compoeitions for plano duet by
Sehumann, the Op, 66 and Op. 85 are undoubtedly the best.
Among compositions in variation form, one must look to
Brahms before the Classic composers, In addition to the
Op. 23 Variations, one cannot overlook the Op, 39 Wgltzes,
which are unsurpassable. ; . ,

In the Modern fra, Debussy, Ravel, Hindemith, and
Poulene have contributed the most important works for four

handse,
II, CONCLUSIONS

To conclude: 1t might well be advanced that the
Mozart Sonatas in B-flat Major (K.388), F Major (K,497),
and C Major (K,821) are the most important works to appear
in the Clagsie Era, For the Romantlc Ers the following
probably comprise the moet important worke: Schubert's F
agle, Op. 103 and the Grand Hondeau, Op. 107;
Schumann's mgw Lrom the East, Op. 66 and the Iuyelve
Elano Pleces for Little and Large Children, Op. 86; and
finally the Brehms Yariations on g Theme of Schumann,
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Op. 28,

The Modern Ers has préduéed the four following works
which are probably the most outstanding: Debuésy's Antigue
Eplgrephs, Ravel's Mother Goose Sulte, Hindemith's Sonata,
and the Poulenc fonata. ' ‘

It 18 %o be hoped that the reader, after extensive
gtudy of the literature, will be thoroughly oonvinced'that
musle for plano duet 1s of consliderable scope and importance;
and it ie to be hoped that the exlstence of professional
duet teame will be encouraged, In very recent years pere
forming artliete have become aware of the worth of the exten-
eive literature for four hands, "For a truly rewarding ex=-
perience planlsts ghould, of course, play and study this
type of ensemble music for themselves,“l 80 writes Ralph
Berkowltz, accompanlst for and ensemble player with Gregor
Platigorsky. '

If this trend should continue until planists, pro-
fegsional and amateur allke, redlscover the immense amount
of beauty and mutual enjoyment to be had from performing or
Just playing over these works, then the wrlter will know
that the aim and purpose of this thesle will have been more
than Justified,

" 1 Ralph Berkowltz, "Original Musile for Four Hands,"
Ltude, 62127, January, 1044
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THE EARLIEST KEYBOARD DUETS
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