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IN SELECTED SONGS FROM CHARLES lVES'S 114 SO~ 

Carl K. Wiens 

ABSTRACT 

Charles Edward Ives was the first twentieth-century 

North American composer lO write from a purely American 

perspective. His music also anticipated many of the 

stylistic features which characterize later twentieth-century 

music. This study begins with an examination of secondary 

literature to show how other scholars have interpreted Ives's 

music. Few projects have dealt with the question of 

coherence in Ives' s music, in large part due te the sE:emingly 

disjunct nature of the music. Unit y and coherence were 

overriding concerns ta Ives, as is evident in his writings 

which are srrongly steeped in transcendental philosaphy. The 

second part of the thesis presents analyses of four songs 

fram the 114 Songs: "The Cage," "Ann Street," "Like a Sick 

Eagle," and "At the River. Il Linear techniques in conCE'rt 

with the labelling system of pitch-class set theory are the 

principal analytical taols used ta investigate the songs. 

The analyses begin fram the premise that each song contains 

an underlyin5 campositional plan and is a coherent whole . 
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IN SELECTED SONGS FROM CHARLES lVES'S 114 SONGS 

Carl K. Wiens 

, 
RESUME 

Charles Edward Ives fut le premier compositeur 

nord-américain du vingtième siècle a composer d'unE­

perspective p1lrernent amérlcaine. De plus, par les nait s 

stylistiques de sa musique, Ives a devancé plusipurs des 

traits qui caractérisent la mus igue de la f ln du vingt ièmp 

siècle. Cette étude débute avec \ln examen de lai i tt- ét d t lln~ 

afin de démontrer comment d'autres érudits ont lnterpr~té L! 

musique d'Ives. Peu de projets ont traiter la question dl" Li 

cohérence dans l~ musique d'Ives, en grande partie dG au 

manque apparent d'homogénéité dans sa musique. L'unné f-~t lêl 

cohérence furent les soucis dominant s d'Ives, cornml? C' (.O·st 

évident dans ses écri t ures qui sont fortement enrJr lJll~'~S rLlllS 

la philosophie t ranscendentale . La deuxième prtrt i~.: de Ct:'!" t p 

tnèse presénte les analyses de quatre chansons df~ .J....u..._S()Il'J~: 

"The Cage," "Ann Street," "Like a Sick Eagle 1" et "At thp 

River." Des techniques linéaires ainSl qu'un syst~me 

d'étiquettage du "pitch-class set theory" sont les prinr:ipélllX 

outils d'analyse utilises pour examiner les chansons. Les 

analyses commencent du point de vue que chaque chanson 

contienne un plan fondamental pour sa composition et qu'elle 

soit un tout cohérent. 
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INTRODUCTION 

THE STATE OF IVES RESEARCH 
Charles Edward Ives (1874-1954) occupies a distinct 

position in the hi~tory of Western art music. Often viewed 

as an isolated, eccentric American who peddled insurance 

during the week and composed music sprinkled with quotes from 

popular tunes on the weekend, Ives has become recognized as 

an integral participant in the development of twentieth­

century music on this continent and throughout the world. 

Ives was one of the first American composers of stature 

and many of the studies on Ives and his music have focused on 

his life. It was not only Ives's compositional practices 

which were unique, specifically through his employment of 

quotation and paraphrase; the Wôy in which he lived, viewed 

society, and philosophized about the world around him were 

also engagingly idiosyncr~tic. His ideas about music and 

life were presented, in Essays Before A Sonata as weIl as his 

other writings. Transcendentalism, in particular the works 

of Ralph Waldo Emerson and Henry David Thoreau, greatly 

influenced hlS life and many of its trends are reflected in 

his music. 

The evolution of Ives'b compositional style is also 

linked to his transcendentalist views. Unique to his style 

was the systematic usage of quotation. Composed into the 

very fabric of his works are quotations from popular tunes 

and historically significant art works, as well as 

paraphrases and emulations of past composers. One of the 

earller studies by Henry and Sidney Cowell has focused on the 

many aspects of his compositional style.' Frank Rossiter's 

Charlp3 Ives and his America places the Ives phenomenon 

'Henry and Sldney Cowell, Charles Ives and His Music. 2nd edition. 
(New York: Oxford Unlversity, 1969). 
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within the American oneo è 

The most comprehensive study on Charles Ivc's dJld 11:8 

music ~s Jo Peter Bl.lrkholder' S 198~ d('ctoral (hS~:h:.rLlt Inn, 

:;rhe Evolut_;Lon~t J:'..ha._rJèS_I'y'Q..fL._~_.Y1_u_~lc: __ AeÂtll.~t i.[~_ Qllot ,"!t il)!:, 

and TechnliLld~ 0 \ Burkholdel' rrovidps a cl pa r phot Ill':-' nt 

Ives's evolution as ,1 thinker and the ruots of his 

composi t ional prac:-- lCF:S and techniques 0 

Burkholder' s Cllssertatloll 13 divided into t hlt·'':' 

sections: (1) Ives's ArtIstlc Aims allel The ll- D,:;velupm'·llt 

(2) Ives' s Uses of EXISt l ng Mus ie dnd; (~) T,:-.'chlllqUF'f;: 

Traditional Roots and Contemporal-Y Parallè18o~ Peut T t l,l(',,~~ 

Ives's development as a composer by .~xëimirllnCJ th,> (Jluwth ()~ 

his personal philosophy 0 Burkholder asser ts: 

Tr.e first step ln an éxamlnéHlon ot the .:VU1Ut1\111 <lt 
Charles Ives' s musical met hod must be to (FÜll ëln 

understanding of his reasons for wriUng mUSlC, bot Il 
aes thet ic and pe:rsonal. \ 

Essays Before a Son;;;Lta l8 Ives t 8 personnl testament i1.nd hl 

considered to be his definitlve statement of al?sthét-i(' 

=Frank R 0 ROSS1 ter, Charles Ives and his Amet lca 
Liveright, 1975) 

'J Peter Burkholder, "The Evolut1on 
Aesthet1cs, Quotatlon, and Technique" (Ph.D 
ChIcago, 1983) 

of Charles Ivp.s's MUBIe 

dissertatlon, Unlverslty 0t 

JIn turn, 8'ich of these sectIons have been the saut ce of SUbnl-;!CjIIf'llt" 

publlcat 10ns 
Part :i. 

Burkholder, Charle& Ives New Haven 

Part II 
Idem, "'Quotatlon' and Emulatlon Charles Ives' s Uspr; of Hu; Mndplr; " 

Muslcal Quarterl"y 71 (1985) 1-26 

Part III 
Idem, "The CrIt1que of Tonal-.ty ln the Early Expellmpntal MUfHC of 

Charles Ives" MUSIC Theory~ili.1!m 12/2 (FaU 1990) 203 - 223 

'Burkholder, dlssertatIon (1983), P 10 
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philosophy and purpose." However, the Essays do nOi- tell the 

com[Jleto::: story. Ives researchers often ignore the fact that 

the ~ssays_ came a t the end of Ives' s compos l t i onal career and 

thus represent the culmlnatlon of his philosophical 

th i nking. 7 Moreover, Burkholder argues that Ives' s aesthetic 

program and compositional intentlons varied widely, not only 

ln the different stages of hie career, but also in the 

dIfférent pieces on which he worked - often at the same time. 

Burkholder uses the E_~says as the starting point of h~_s 

examinatlon of Ives's aesthetics. 

Followlng the examination of the many dimensions of the 

~ssaYê, Burkholder scrutinizes the origins of Ives' s 

thoughts. He begins by taking a "Second Look" at the history 

a!1d ef f ect of Transcendental ism on Ives and his f amily . 8 III 

the following two chapters, Burkholder partitions Ives's 

compositional life inta six parts, returning to, and, 

concluding with, the writings of the Essays.q Through this 

examination process, Burkholder effectively traces Ives's 

growth as an artist. 

In Part II, "Ives's Uses of Existing Music," traditianal 

understandings of Ives's employment of quotation as a 

compositional tool are questioned. For ~he mast part, 

~Charles Edward Ives, Essays Before a Sonata, and Other 'l'lr~t:~nqs_ 
edlted by Howard Boatwr~ght New York W W Norton, 1964 The Essa..Y§. were 
f 1 rst pr~nted separate from the Concord Sonata by Kn~ckerbocker Press of New 
York ln 1920 In the 1964 repnnt of the Essay..ê., the eeJitor Howard 
Boatwnght added two other essays "Some 'Quarter-tone' Impressions" and 
"Postface to l1-..i....Songs" Subsequently, Boatwright gathered the rest of 
!ves's wrItlngs (both muslcal and non-muslcal) ; these were published in 1974 
as ES..ê.~ __ Before a Sonata, Thg_Majority, and Other WritIngs (New Y0rk: W.W 
Norton, 1974) 

Burkholder, dlssertatlon (19B3), p 13. 

~IbId , pp 39-84 

"IbId, pp_ XlV-XV Chapter 3 "The Development of Ives' s Ideas ta 1902 
(1) Early Musical Tra~ning, (2) Apprenticeship I: Yale (1894-98), (3) 
Apprenticeshlp II Fu-st Years in New York (1898-1902) ; and Chapter 4 "The 
Development of Ives' s Ideas After 1902" (4) Innovation and Synthesis (1902-
1908), (5) Mature Works (1908-1917), (6) The Writ~ng of the !!;ssays and 
After 
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musicologists have argued that :;::"e8' s use of quotat Llll 1f.êlS ,1 

kind of stunt, a way of providing vaLiety and humour in t\)t' 

set ting of "serious" musi c, and a way f or Ives ta 

differentiate himself from the European C'l)mpOSers of his 

time. Burkholder belie\es Ives's composirional stylt:' (,Inpl()y~ 

r,1ethods s im:i la r ta t h08e uspd by his European coun terpa rI s, 

Ives's compositional styl<:::' 18 very much ct pal.t of the mu~ic(tl 

mainstream of his li,'lè. IO 

In Part III of 11i8 di ss~rta tian, Burkhol d".or high1i<]ht:-: 

the main components of Tves'g compositional technique dl1d 

draw8 parallels ta the techniques of his contemporaries. 

The four chapters of Part III constitute the four main dlf'dS 

of Ives' s technique. Cent ral to Burkholder' s argumeIlt" in 

Part III i8 hi s belief that 

there is one unifying theme, one unifying proc~ss wld ch 
'underlles all aspect s of Ives' s grO\oJth as ct composF'-'r: d 

progressive intensification of exaggeration of music,ll 
techniques and assumpt lons he inhe rited f rom bot Il 
classical and vernacu lar musical trad i t iOlls of l hf? l dt~r 
19th century, a de..relopment of commOI1, alm()st UtliV"I~dl 
procedures and belief s towards ext r:emFèS . Il 

This quotation sums up Burkholder' s undF:'rstrtndj ng of Ives' s 

1''Burkholder argues that the pnrnary composltlonal aeGthetH' nf tilln 
epoch was the modelling of one' s mUS1C upon the mUS1C of the rnastf;r r: Th" 
founder of thlS new composltional plactlce was Johannes Bli\hms Rl ,1hrn~; Wtli; 

able to asslmllate a varJ.ety of tradltlonal approaches ulta hlS m\lf,l(', fOI 
example Schütz, Bach, and Handel as the models for hu; chol-al m\l.31C élIld 
Bach, Mozart, Beethoven, Chop~n, and Schumann as the modp1n iOl hl:, 
instrumental mus) c and sangs (BurJ.:holder, p, 476) Sy morlellll1Cj hl', rmJfol" 

on that of the m;lsters, Brahms was able to C'lpate a dl u·,'! 11 rI" (,t 
tradltlonal contlnulty between h1mself and the paGt 

AlI those composers lnfluenced by Brahms, specl f 1 (',1 11 Y (_~dHJ( lib .. l q dlld 
Ives, adopted Bl-ahms's fonTl of em\llatlon !{owev'-<l, IVl'il dlff"IPd fl'JIn 
Brahms and Schoenberg Hl the mpthods of emulat 10n h~ uS8d Wll"~l p FIl ;,Ilmr, dlld 

Schoenberg emulated the mdsters by tak1ng the key lnrJlpc]l,:nt r
, [rom th"l! 

mUS1C and assimiJating them lnto their COmpOGltlonal ,;tylp, l'''~G P<lJ.l!JlJrcl""rl 
(Burkholder, p. 482) r'1ost researchers assert thal IV8S'S pdrêiphJilf,ln~1 '11,1'; 

only far effect, however, Burkholder shows that t11lS pro(·ç.>;;s act\l,111y WOlIn, 

at deeper structural levels 

IIIbId., pp 462-63 Part III breaks dawn as follows (1) Chapt.·! 'J 

"The Parad~gms for Ives':3 Evolut~on" including a sectIon on Ives' fJ unévl'! of 
ex~sting music, (2) Chapter 10, "Layerlng and Artlculiltion, PrOC'PD" and 
Forro;" (3) Chapter 11 "Harmany, Mdody, and Rhythrn," and, (1) ('Ili1lJt'~r 12 
"Generati ve Systems, Orgaruc Un 1 ty, -md Economy of Means " 

4 
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compositional techniques, process, and philosophy. The four 

chapters of Part III build upon this statement and provide a 

more unified understanding of Ives's compositional technique. 

By moving from the question of aesthetics, through the 

problems of quotation, and finally to a discussion of 

compositional technique, Burkholder demonstrates convincingly 

that Ives not only had a uni:ieà and clear approach to 

composition but also that his music was very murh a product 

of his time, perhdps marvelous, but not nearly as strange or 

anomalous an occurrence, as has ofte~ been maintained. 

Research that deals with theoretical issues raised by 

Ives's music has been limited. Only in the last ten years 

have scholars discussed his compositional method in any 

detail; three scholars, in particular, Lawrence Starr, Lora 

L. Gingerich, and J. Philip Lambert have done significant 

work. 

In 1977 Lawrence Starr published two studies: "Style 

and Substance: 'Ann Street' by Charles Ives" and "Charles 

Ives: The Next Hundred Years -- A Method of Analyzing the 

Music" Il In both articles Starr asserts that the study of 

Ives's music has been hampered by a process of analysis which 

presumes homogeneity. He believes that the music should be 

understood as essentialJy heterophonic and that analytical 

models should reflect this facto 

... [Ives] embraced stylistic heterogeneity as a basic 
principle of musical composition and deliberately set 
about writing music that would reveal the artistic 
viability of this principle. 

In other words, the varying styles in an Ives piece 
are form-making .13 

I:Lawrence Starr, "Style and Substance: ' Ann Street' by Charles Ives." 
Perspectives of New Music 15/2 (Sprlng-Summer 1977): 23-33. 

Idem, "Charles Ives" The Next Hundred Years - - Towards a Method of 
Analyzing the Music" Music Review 38 (May 1977): 101-111. 

l'Ibid., p. 102. 
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In the Perspectives of New Music art icle, St arr examint>s 

the song "Ann Street" from the 114 Sangs; in the MUf,-Jc_K~~i.t~",! 

article, he studies the third movement of the Çgnc.Qf9 Snl);lt;~, 

"The Alcotts." He identifies the differ0nt component 

"styles" within the boundaries of each piece. 14 In turn, the 

ordering of the "styles" defines and articulates the form ot 

the piece. 

In "The Alcotts" five styles and eight style areaR, l.p. 

sections of the piece, are defined. The styles are ranb'd 

from "a purely diatonic, trladic style" ta lia style of 

writing in which trladic elements derivable from a sinql~ 

diatonic scale are combined wi th other elements not rel cl. t I-'d 

ta that scale ta produce a ' polyphony of groups.' "II 

Starr's rationale for this analytlcal model st~ms trom 

his understanding of Ives's philosophy, in particular Ives's 

defini tian of substance and manner. lb He argues that one 

must examine the manner, i.e. the actual notes and rhythms 

which const i tute a gi ven work, in arder ta have al1y hope of 

understanding the ÊUQstance of the piece. For Starr, 

... the stylistic pattern that exists on the surfar~ of 
the piece is not unrelated ta the subtler sourcps of 
musical unit y and coherence at all; rather, the surface 
1 manner' helps llluminate the inner musical ' substance. ' 
... the stylistic pattern i8 itself a basic source of 
unit y and coherence, despite any initial impressions ra 
the contrary. li 

Thus, once we have grasped the manner of a given Ives 

song we will be able ta understand clearly the substance. 

14Starr, Music Review, p. 103 

I~Ibid., pp 104-05. 

I~Ives, Essays, pp. 75 -77. 

17Starr, Perspectives of New Music, p. 33. For Starr, it appears that 
substance carl be found in the music rather than being entirely extra-musical 
experience. 
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However, as Ives points out in his Essays, one can write a 

piece of music based entirely upon manner. Could this be the 

case in either one of these pieces? 
Starr's method does not address the compositional 

rationale of the stylistic ordering. Instead, he leaves the 

reader with a 'divided' analysis which sheds light on the 

compositional manner of the styles but which leaves us in the 

dark concerning the work's coherent musical substance. 

One of the more original analytical approaches to Ives's 

music has been the models d~vised by Lora Louise Gingerich. 

In both of her publications, Process of Motivic 

1ransformation in the Keyboard and Chamber Music of Charles 

E. Ives and "A Technique for Melodie Analysis in the Music of 

Charles Ives," Gingerich focuses on the identification and 

the transformation of signiticant surface melodicjrnotivic 

structures in Ives's non-vocal music. 18 Current rnethods of 

melodicjmotivic analysis, Gingerich clairns, are frequently 

either too general or tao vague to provide insight 
into the structure of an entire work, yet describing the 
relationships among melodic motives throughout an entire 
piece can be a tedious task resulting in unwieldy 
prose. 19 

By first identifying this problem of analytical tools, 

Gingerich develops her own analytical methodology and 

terminology. In aIl, she delineates fifteen operations, or 

transformations which, in turn, define and label the type of 

motivic transformation that the melody has undergone. 20 

"Lora Louise Gingerich, "Prncesses of Motivic Transformation in the 
Keyboard and Chamber Music of Charles E. Ives." (Ph.D dissertation, Yale 
University, 1983). 

Idem, nA Technique for Melodie Motivie Analysis in the Music of Charles 
Ives." Music Theory Spectrum 8 (1986): 75-93. 

"Ibid., (1986): p. 75. 

201dem, (1983), pp. 23 - 49. The fifteen transformations are: 
TRANSPOSE, INSERT, DELETE, SHARP, FLAT, EXPAND, CONTRACT, UP12, DOWN12, 
ADD12, SUB12, INVERT, INVERTALL, EXCHANGE, REORDER. 

Other terms which Gingerich frequently uses are: pitch, motivic string 
(an ordered series of pitches), interval type (the directed distance in 
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Arnong her fifteen transformations are traditiol1al operations 

such as transposition (TRANSPOSE, DOWN12) and inversion 

(INVERT) as weIl as a variety of new ones te.g., INSERT and 

DELETE) . ~1 

Although Gingerich's analytical methods set out ta 

describe surface motivic transformation in admirable detail, 

they are, in large part, unable to provide intormclt ion on tht~ 

issues of larger structural coherence and compositional 

integrity which l seek ta demonstraLe in thi8 study. 

In his dissertation, CO!D.QQsitionèll_Pto(::i.'.Ç!tll@.~LEL tlw 

Experimental Warks of Charles E. Ivp~, and ] Il subs'->quent 

articles, "Aggregate Structures in Music of C'harl.:,s Iv(;s" and 

"Interval Cycles as Compasitional Resources in the Music of 

Charles Ive:::," J. Philip LaP1bert provides Ives scholarship 

with another way of examining the music. ~= Lambert i8 

concerned with the identification and explanation of 

intervallic structures in Charles Ives's experimental works 

Many of Ives's experimental compositions, those works which 

are of tell entitled "Study" or "Exercise,1\ were based on 

interva71ic constructions."3 In these works J the iY1terval i8 

semitones from one pitch LO another, the dlstance lS rep18G P nted by an 
integer, positlve lf the second pltch lS hlgher and negatlve lf the fl~(,Olld 
pitch is ~.:wer), interval strlng (the lntervals between adJaÇl~nt pllchRS of 
a given motivic string) Gingerlch's analytlcal models are patternpd aftnl 
those found in David LeWln'S Generallzed Muslcal __ lllte1v"!ls __ ..<H[d 

Transformations (New Haven and London Yale Unlversity Prp.ss, 1~87) 

:IGingerich, (1986) 77-78 INSERT The transfOl-matlOn INSEPT 
«p,i::>,x)=y lnserts the pltch p between the (1 - l)th élnd the Ith Old"t 
positions of the string x The pltch p thus becomes the lt.h m8mb<o;r ("j( tllro 
new string y. 

DELETE The transformatlon DELETE (l, x) =y removes the l th mmnh»! of 
the motivlC string x ta form the new motivlC string y 

::J. Philip Lambert, "Composltlonal Procedures ln the Expenmenta l Woü:s 
of Charles E. Ives" Ph.D. dlssertatlon, Eastman School of MUSIC, 1987 

Idem, "Aggregate Structures ln MUS1C of Charles Ives" JOUl/lçLt----2! 
Music Theory 34/1 (Spring 1990). 29-55 

Idem, "Interval Cycles as Composi tional RE'sources 
Charles Ives." Music Theory Spectrurn 12/1 (Spring 1990) 

:'Ibid., p. 44. 

8 
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the primary compositional resource. 

For the most part, these experimental pieces utilize two 

types of intervallic structure, either separately or 

conjointly: (1) permutation of a certain intervallic cycle, 

and (2) a process of shifting from one interval or group of 

intervals to another over the course of a work.~ The 

interval cycle can be found as a single cycle or in 

combination with another cycle.:3 As an example of a single 

cycle, Lambert presents mm. 24 and 25 of Largo Risoluto No. 

l, in which the first violin's melody is composed of the 

pitch classes 492705A3816B.:6 The interval between each of 

these pitches is a perfect fourth or interval cycle 5. By 

comparison, a combination cycle makes use of two different 

intervals (such as a major and minor third, interval cycle 4 

and 3 respectively) which are in turn alternated according to 

a set pattern. 27 

Following the definition and identification of the 

intervallic methods that are used by Ives in his 

compositions, Lambert then discusses interval cycles as 

compositional sources. The methods that Ives employs go far 

beyond simple linearizations of interval cycles; cyclic 

structures serve as the source for melodic and harmonie 

ideas. In turn, these melodic and harmonie structures serve 

04Lambert, (1990), pp. 44-45. The precedent for such research dates 
back ta George perle's explanation of Alban Berg's music, in which Perle 
argues there is a "master array." More recently, Elliott Antokole>tz has 
presented similar arguments for Béla Barték' s music specifically the string 
quartets. 

:'Ibid , p. 45. 

=t.rhe use of modulo 12 integers here corresponds ta the system commonly 
used by Allen Forte, Robert Morrl.s, and others. C=O, C#/Db=l .. Bb=A, and 
B=B 

Allen Forte, The Structure of Atonal Music. New Haven: Yale University 
Press, 1973. 

Robert Morris, Composition with pitch-Classes. New Haven: Yale 
University Press, 1988. 

:'Lambert (1990), p. 54. 
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structures serve as the source for melodic and hdrmonic 

ideas. In turn, the se melodic and harmonie structures serve 

as the means of distort~on of the source cycles. The 

substructure may be preserved and highlighted while 

suppressing the source set. However, the source set must 

exert the ultimate control over the melodic and harmonie 

structures - it is the basis of a given composition. 

Lambert's analytical method is largely restricted ~o 

pieces in the experimental category. Compositions which do 

not have the interval (or interval-class) as principal 

compositional resources require other approaches. 28 

THE APPROACH OF THIS STUDY 

Few studies have dealt with the question of coherence in 

Ives's music; that they have not done 50 is in large part due 

to the music's seemingly disjunct nature. Ives's music is 

often analyzed as the arrangement of disjunct sections within 

the boundaries of the larger composition. Unit y and 

coherence were predominate cencerns te Ives, as is evident in 

his writings which are strongly steeped in Transcendental 

philosophy. The challenge Ives's music poses is to 

articulate the nature of the underlying unity. 

In recent years this disjunct view of Ives's music has 

been challenged. In his article "Spatial Form in Ives," 

Robert Morgan argues: 

The problem with Ives is not, as is frequently 
maintained, that he uses a number of different 
procedures that are perhaps interesting in themselves 
but are somehow incompatible with one another and thus 
incapable of producing a unified musical statement. The 

aLambert (1990), pp. 66-67. 
In his other article from 1990, "Aggregate Structures ln MUSlC of 

Charles Ives (Jo~rnal of Music Theory 34/1 (Spring 1990): 29-55.), Lambert 
takes a somewhat dlfferent approach ta Ives's experlmental mUSlC. Other 
Ives studies, such as J. Peter Burkholder's "The Critlque of Tonality in the 
Early Experimental Music of Charles Ives" (Music Theory ~ctr~m 12/2 (Fall 
1990): 203-223.) and Nachum Schoffmann Ph.D d1sseratatlon, "The Sangs of 
Charles Ives" (Hebrew University of Jerusalem, 1977), tdke more tradltlonal 
analytical approaches to Ives's mUSlC. 

10 
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problem, rather, is that we have not yet found the 
analytical key for discovering how these procedures 
relate to one another and, more important, to a unifying 
compositional vislon.~ 

Four of Charles Ives's sangs are analyzed in this 

thesis. AlI four are from his 1922 anthology, 114 Songs. 

The analyses were conceived within a historical context of 

the late nineteenth and early twentieth century. Ives's 

compositional approach must be understood as an outgrowth of 

nineteenth-century practices in concert with his own 

idiosyncratic compositional approaches. In his discussion of 

substance and manner (Essays Before a Sonata "Epilogue," 

Chapter 3), Ives characterizes the philosophical motivation 

behind his music. Substance and manner are described as 

Substance in a human-art-quality suggests the body of a 
conviction which has its birth in the spiritual 
consciousness, whose youth is nourished in the moral 
consciousness, and whose maturity as a result of aIl 
this growth in then represented in a mental image. This 
is appreciated by the intuition, and somehow translated 
into expression by "manner" - a process always less 
important than i t seems, or as sugg._'sted by the 
foregoing. 30 

For Ives, substance is the ide a behind a given work of art 

while manner is the means, the tools, through which substance 

is expressed. Substance cannot simply be translated into 

musical termsi substance is always extramusical. What this 

thesis illuminates is the musical means, the manner, through 

which the substance of a work is expressed. 

Linear and pitch-class analysis form the basis of the 

analytical models used in this thesis. pitch-class analysis 

is valuable for the labelling of structures which fall 

outside of traditional nomenclature. Linear analysis was 

"Robert P. Morgan, "Spatial Form in Ives." 
edited by H. Wiley Hitchcock and Vivian Perlis. 
Illinois Press, 1977), p. 156. 

-Ives, Essays, p. 75. 
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chosen as the core an~lytical method for a number of reasons: 

the unfolding of pitch(-class) structures and registraI 

events during the course of a given work can be tracked; the 

relationship between structures that occur on melodic and 

harmonie planes can be highlighted; and, linear analysls 

concentrates on the progression of events in the arder that 

they appear and cohere in a given work. 

Two of the songs analyzed in the thesis, "The Cage" and 

"Like A Siek Eagle," are representative of the experimental, 

atonal side of Ives's compositional output. They employ 

atonal structures. The other two songs, "Ann Street" and "At 

the River," are grounded in traditional idioms. 80th of 

these songs are in a "key" and use conventional chordal 

voeê'bulary. However, "Ann street" and "At the RIver" extend 

into those murky regions of tonality also found in passages 

of the music of late Brahms, Wagner, Mahler, and early 

Schoenberg. The songs are presented in the following order: 

"The Cage," "Ann Street," "Like A Sick Eagle," and "At the 

River." This order shows, at least in the mind of this 

author, a progression from those works which are most easily 

approached to those which are analytically ambiguous. Sangs 

provide a brevity - as weIl as a text which often aids in 

analytical choices - that is not a feature of other genres. 

Moreover, songs are found throughout Ives creative life and 

cf ter a gredt variety of bath experimental and traditional 

cornpositional practices. It is ta an analytical discussion 

of the four selected sangs which we now turn. 

12 



The Cage 

A leopard went around his cage 
from one side back to the other side; 
he stopped only when the keeper came around with meati 
A boy who had been there three hours began to wonder, 
"Is life anything like that?" 

13 



The Cage 
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"The Cage" represents the experimental side of Ives's 

compositional output. The poem, one of Ives's own, paints a 

bleak plcture of a child watching a caged leopard. The 

leopard's relentless pacing out of its life i8 reflected by 

the voice's eighth-note and slepwise motion. At the sarne 

time, the irregular accompanlmental pattern dlscloses the 

restless nature of the pacing beast. 11 Tlle analysis will 

delineate and discU5S the various parts of the song including 

its instances of word-painting. Subsequently, the analysis 

will consider highèr-Ievel structural issues in the song. 

The text consists of f~ve lines; the musical realization 

of each line encompasses a whole-tor.e collection. Beg~nning 

with WT01 the lines alternate the two whole-tone collections 

shown in Figure 1 below. 32 

FIGURE 1 

Iext 

[Plano Introduction] 
1 A leopard went around hlS cage 
2 From one side back to the other slde i 
3 he stopped 

Whole'Tone Collection 

only when the keeper came around Wl th meat i WT" 
4 A boy who had been there three hours began to wonder WT. 
5 "Is llfe anythlng llke that?" WT" 

The interval of disjunction between each of the first four 

lines is iCl; tne fourth and fifth are separated by ic3. 

'IUrsula Henrletta Euteneuer-Rohrer, "Charles E Ives: "!'he Cage'" 
Neuland 1 (1980)' 47-51 Euteneuer'Rohrer's analysis of "The Cage ll provides 
an interesting interpretation of the text by relating the teyt to many 
Amerlcan historlcal events 

"WTo = CDEF#GIIA# [02468A] and WT: = C#D#FGAB [135798]. 

15 
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EXAMPLE 1: JUNCTURES OF TEXT LINES 

~~ " 
- .... '\ ~ ~ \ '\ h~ --~ \ 

... , • -. , , 
Il' • • • il . ~ .' -,;, - .. Il' • • y 

oi rll,) r,i t,: ~ fil. fr \m,l"", ... ·1, ~Id. 1.' " 1 i ,\ ,·n h "h'!\ 

,1 rour,ri ,-"th m'olt A hoy 

The text gi ves ri se to three cases of word - pa 1 nt lllC] 

which disrupt the voice's whole-tone and continuous Plyhth­

note motion. "Stopped" coincides with the juncture of thf' 

second and third lines. Unlike the link between the filAt 

and second lines, the connection between the second and third 

lines is blurred. The first two words nf the third linp "h", 

stopped" are set to r,4 and A4, both belong to the wholp t-on" 

collection of the second line (WT 1). 
Il Thr>?e hou rs Il i S 1)11] y 

instance in the song where icl 1S found within a cJiv P I1 J 111" 

of text and not at the end. 

EXAMPLE 2: THREE HOURS 

thrl'f' hours bl' gan 

16 
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The "thre€! hours" are perhaps symbolized by a dotted quarter­

note, a duration of three eighth-notes, perhaps also by the 

succession of three quintal chords. The longest duration in 

the VOlce occurs with "Wonder" and is the only instance of 7-

33 [012468A] in the song." "Wonder" i8 highlighted by 

rolling the chard. 

EXAMPLE 3: THE WONDER CHORD 

1~_~=4=-~ 
r~~ ----

won· dpr, 

The piano introduction familiarizes the Iistener with 

the harmonie and melodic material of the song and also 

provides a rough sketch of the overall rhythm, voiceleading, 

and chord progression. The accompaniment consists of a 

series of 5-35 [02479] pentachords. The pentachordal 

movement is interrupted three times, twice by 6-14 [013467] 

and once by a 7-33 [012468A]. The pentachords are arranged 

quartally (ic5); for example, the first chard: D#2-G#2-C#3-

F#3-B3. 

"The pltch-class sets used in this analysis employ the prime forms as 
listed in Appendlx One of Robert Morris's Composition With Pitch-Classes 
(New Haven' Yale University Press, 1987). The prime form set names are 
taken from Appendix 1 of Allen Forte's The Structure of Atonal Music (New 
Haven' Yale Universlty Press, 1973) 

17 
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EXAMPLE 4: THE OPENING 

-
l'I't'n!1I Il Nd m,'/ ii/nI/cali". 
nll rlf'l rd .dl' r", ./11"" d, 

')' pt dt ~'llr (tlm. '-t 

~ . ~ )... k I\;o~o 1 ,: -r' • ~)t+;}.~(1: .' .. ' .. ~~ . .' .' .. 
,f 

Figure 2 shows the piano introduction's chord pcogression; 

the [ ] enclose the pitches which are held invariant betwe<-'Il 

adjacent chords. The -> joins the invariant subchord. 

FIGURE 2 
INVARIANCE BETWEEN THE CHORDS OF THE PIANO INTRODUCTION 

B ~F#l A J F- G# 
F# C# E cJ \ D# 
C# ~ e# B G A# 
G#) D# \ [F# \ D ~ [E# 
D# A# C# [A B# 

A ) l-F# 
E \X_C# 
B lE 
F#Jl A 
C# D 

F 

(5-35- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -- 6-14) 

The maximum number of pitches held invariant b~tween two 

adjacent chords is four. Two transpositional operatols 

achieve this result, T5 and T7 , No pitch8S are held Invariant 

under three transpositional op8rations, TI' TH' ;:Hld Th' Th.::.­

concluding 6 - 14 preserves four pi tch- classes f rrJm th".:: 

previous peptachord A, E, C#, and F#, The verti~al quartdl 

arrangement of pitches i8 abandoned in the 6-14 chard, Th~ 

6-14 chord foreshadows the events of the song. The thr~~ 

middle pitches of the 6-14 chard are a stack of two 
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perfect fifths (D3-A3-E4) which are later melodically 

presented. The upper t~o pitches of the chord, C#5 and F#5, 

are separated from the other three pitches by a major sixth. 

The chord's lowest note, f2, is also a major sixth away frorn 

the next closest pitch, D3. Sixths play a secondary role 

throughout the course ot the song. 

The material of the piano introduction is subsequently 

employed in the song itself. The first two lines of text are 

accompanied by the material of the piano introduction, 

transposed up a perfect fourth (Ts). The voice uses two 

different five-note whole-tone sets (5-33 [02469]). The 

first pentachord (2468A) j 1 derived from WTo and sets the 

first line of t:xti the second (57SB1) is dcrived from WT1 

and it sets the second line. Each of the voice's pitches are 

present in the accompaniment's chords. The reqistral 

position of che voice's pitches within each chord changes 

from chard ta chord. For exarnple, the voice's first F# is 

doubled an octave below by the pianoi the F#3 is the third 

notE~ of the chord. The voice' s F#4 élt "a- round" is doubled 

by the piano at the unison. This time, the F#4 is the second 

note of the chord.~ 

By eliding the setting of lines 1-2 and 3-4, Ives 

effectively portrays the nervous pacing of the caged leopard. 

Lines 1-2 could conclude with either the 6-14 chord under 

"side" or with the D-A-E-B-F# pentachord on "stopped"? 

'~Chards will be read fram the highest pitch ta the lawest. 
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EXAMPLE 5: "THE OTHER SIDE" TO "HE STOPPED" 

-----,-y-- - ------!- - !}-:J 
~~- ---V------- '----~ -- ~ 

o : • • 

{~-~-~~~---~: ~ l~~:: ~ ---:~ 
,~;q~~ -- -~~ ~.- -~-l- ~- --- --~ -.-

l~~ ':=~3f~. ~l~~~~c::é~ 

If the accompaniment of lines 1-2 exactly followed the pjrtno 

introduction, this segment would end with the 6-14 chord, 

setting "side." However, the eighth-note motion does not 

cease until "stopped." By tIds point the third 1ine of tAxt 

has begun. To further compound the prob1em, the return of 

the WTo comes after "stopp2d Il and not wi th "stopped." The 

6-14 chord cannot be considered the end of lines 1-2 but rtt 

the same time, neither can lines 1-2 end with "stopped." 

Musically, the elision is created by the numerous 

repetitions of the piano introduction, establishing an 

expected sequence of events. The music of lines 1-2 i8 a 

transposition of the piano introduction (Td j one expects 

lines 1-2 to end like the piano introduction. However WhA/l 

the end is reached, the events do not progress as before. 

The 6-14 chord coincides with the end of the second line of 

text at which point there is a clear break in the text. Th8 

voice's eighth-note motion does not cease at "side" but 

continues until "stopped." In addition, the whole-tone 

collection of the second line (WT\) seeps into lines 3-4, 

setting "he stopped." The third line's wh0le-tone collection 

(WTo) begins wi th "only when .... Il 

20 



In his doctoral dissertation, J. Philip Lambert 

analyzes lines 3-4 - beginning with the second D5-A5-E4-B3-

F#3 pentachord (the fourth chord of the second system) - as a 

partial repetition of the piano introduction at T3'~ In the 

following discussion, reference will be made to the labelling 

system used by Lambert in his 1987 doctoral dissertation. 

The seven chords of the piano introduction are labelled A 

through G; the rest of the chords 1 through 22. 36 Lambert' s 

analysis supports the assumption that lines 3 -4 begins with 

the sec::-''1d D5-A4-E4-B3-F#3 pentachord at rlstopped" (Lambert's 

chard 8). Chords 8, 10, 13, 15, and 18 are respecti vely T3 

of A, B, C, D, and E of the plana introduction. The 

pentachords that are placed between chords 8, 10, 13, 15, and 

18 are transpositions of the basic 5-35 chord and comprise an 

expanded version of the piano introduction. 37 

E5 is the melodic apex of lines 3-4. In the first 

phrase (line 3), E is a rnember of the whole-tone collection, 

WToi in the second phrase (line 4) E is not a member of this 

phrase's whole collection, WT1 • The second phrase's E5 

breaks the pattern of strict whole-tone motion within each 

phrase. A half-step norrnally occurred at the end of phrase 

where one whole-tone collection was exchanged for the other 

one. In line 4, the half-step occurs in the middle of the 

phrase with no exchange of whole-tone collections. At this 

point, Ives omits the quartaI chords and, in their place, 

three quintdl ones are presented (recall Exarnple 2). These 

three chords each use the top pitch of the three previous 

quartaI chords (BS-C6-AS), although not in the same order. 

~~J. Phl.lip Lambert, "Compositional Procedures in Experimental Works of 
Charles E. Ives." (Ph.D. dissertation, Eastman School of Music, 1987). 

~6Ib1d., pp. 95-96. The reader will find l.t usefu1 to remember that the 
ro11ed 6 -14 chard 1s number 7, that the chord preceding liA boy" 1s number 
13, and that the "wonder" chord 1s nurnber 19. 

UIbid .• pp. 95-96. 
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Foilowing the return of quartaI harmony with the 85 - F1I5-

C#5-G#4-D#4 chard, the "wonder" chard is struck and ends lint' 

4. This "wonder" 7 - 33 chard is the only instance in thp !:Wl1<J 

where the voice and t.he piano accompaniment are synC'hron i. zpd. 

Moreover, this chord lS alsa the only lnstance where a pitr'h­

class complement occurs between voice and accompaniment : 

chord 7-33 is the literaI complement of the whole- tOile 

collection 5-33 which sets the tif th line of text, "ls life 

anything like that?" 

The music of line 1 also sets the final one, thus, 

rounding the song. The boy "who had been there three hours" 

poses the question - "Is l ife anything l ike that?" By 

restating the music of the first line, Ives draws the 

parallel between the monot.onous nature of the leopard' s 

pacing "around his cage/from one side back to the otller side" 

with "life. 1I The song concludes with the third chard of 

lines 1-2 (D-A-E-B-F#). By not recapitulating the entire 

series of chords of the piano introduct ion clnd lines 1 - 2, the 

song is left with an openendedness that musically asks the 

boy' s question. 

leS plays an integral role in the song' s structure. AlI 

of the chords have sorne degree of "icSness." The music of 

lines 1-2 and line 5 are, in whole or in part, a icS 

tran3position of the piano introduction. Melodically, the 

piano introduction moves t.hrough a perfect fifth (the perfect 

fourth's inversion). 

22 



EXAMPLE 6: THE PIANO INTRODUCTION 

The above example exposes three perfect fifths - two in the 

soprano and one in the bass. On a surface level, the bass's 

motion mirrors the soprano's in the piano introduction. 

However, the deeper level progression through the perfect 

fifth ln the upper voice is not replicated by the bass, which 

drops a 'sixth,' Cff to F, in progressing to the final 6-14 

chord. 

The uppermost voice of the aceompaniment leads the 

musical action in "The Cage" and from this point forward, 

will be referred to as the principal voiee. This voice 

consistently reveals instances of ieS unlike the other voices 

in the song i moreover, the instances of icS in the uppermost 

voice correspond with key points in the text. For example, 

lines 1-2 are delineated by a perfect fifth in the upper 

voiee E4 to 85, highlighting "A leopard" and the "other 

side." The three quintal chords also support the notion of 

the uppermost voice as principal voice. The highest pitches 

of chords 12, 13, and 14 (C6, 85, AS, respectively) are the 

top pitches of the quintal chords. Instead of building a 5-

35 chord in fourths below these pitches, Ives produces the 

same collection in fifths below them. 

The music of lines 1-2 replicates the piano introduction 
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up a perfect fourth (T,). The re8uIt i8 a higher I~vel 

art icu:'at ion of ic5. Melodically, the perfect i 0tll-t h i8 Ih)t 

as prevalent as the perfect flfth_ The C'oncluding G-14 CI1\l1.1 

of the piano int roduct lon combines varlOllS st ructUl"C't 1 

elements which, in turn, are employed in the sonq. Both 

perfect fourths and perfect fifths arp present in the chord 

as weIl as two major sixths (E4-C#5 and F2-D3). This 

interval is found in the top voice between the 6 -14 choni dlHi 

the preceding 5 - 35 chord. Other instancps of t hl::> sixt h ,11 t' 

found at the conclusion of 1 ines 1- 2, and bet wpell t 11P '7 - ~ ~ 

"wonder" chord and the chord preceding it. At "wondpr," t h,' 

sixth is not major but minor (BS-G61 i however, th\:' minot 

sixth is also present in the bot tom voiee of t he piano 

introduction between the 6 -14 chord and the one precedillS} it. 

The structure of the music setting lines 3-4 can hp 

elucidated using similar criteria. In the piano int rodun ion 

and lines 1-2, the goals of the chordal progression Loincided 

with the starting and ending points of those pëlrts. In thf'> 

piano introduction, the 6-14 chord signaled an elld throu~Jh 

its longer iurational value and intel-val content. IK More 

importantly 1 the primary intervals of the I~ .. no j nt rodllct ion 

and lines 1-2, the perfect fourth and the perfect tltth, arr:! 

found on both horizontal and vertical planes and ar~ c·mb'.:ddRd 

in their initial and final structrual points. 

The major and minor sixths play a secondary rol.::: in "Th(~ 

Cage" (the sixths are reproduced in Example 7 bplow). The 

first instances of the sixths are situated in th,::, piano 

introduction - in the 6-14 chord and the immediate motion to 

it. Lines 3-4 begin with the repetition of th~ DS-A4-E4-B3-

F#3 pentachord and concludes with the "wonder" choro, 7-33 

(G- D# - B- F - cn -A- Cl 1 melodic motion by pert ect f ourth. Upon 

closer examination, two instances of the BS-F#5-CftS-G#4-D#4 

'RIn the case af the 6-14 chard that concludes llne 2, lt contrafJto 
textually from the preceding 5-35 chords, lt lS ralled and also, thlS 6-14 
chard is struck at the same time the second line of text concludes 
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pentachord (Lambert's chord numbers 12 and 18) emerge as 
important structural events. The first instance of this 

pentachord occurs at the end of the thjrd line of text, 

reiterating the D5 to B5 motion in the upper voice th~t was 

found at the end of lines 1-2 between the 5-35 and 6-l4 

chords (see Example 7 below). This time the chard built 

b~low 85 is a pentachord and not the previously heard 6 14 
chord. jq 

EXAMPLE 7 

The second instance of the B5-F#5-C#5-G#4-D#4 pentachord 

moves through the same interval at a higher level. As was 

the case with the piano introduction and lines 1-2, important 

structural events are presented on the surface as weIl as at 

deeper levels. In the piano introduction and the (Ts­

related) setting of lines 1-2, the upper-voice perfect fifth 

which spanned the whole progression was aIse embedded in its 

first two chords. Here the progression from "stopped" to the 

chord before "wonder" can be understood ta embed the sixth, 

D5-B5 (acquired from the preceding two chords), within its 

overall motion, as summarized in Example 8. 

'''The major sixth motion is aiso found at the conclusion of the first 
line of text and the last line, but in these cases the chords are reversed; 
the resultant interval is a minor third, the inversion of the major sixth. 
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EXAMPLE 8: THE STRUCTURAL VOleE LEADlNG OF LlNES 3-4 

____ -- _±-t,_ -:.=-_--_ -_-_ ~ _ - ----

==1-
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J 

'1 1 () " IL 1'. , r 

The 7-33 "wonder" chord whieh follows has three primdly 

funetions. First, the chord heJps the listener ta 

differentiate between the music of lines 3-4 and the final 

line. The chord preeeding the heptachord is the same chord 

that follows the E4-B3-F#3-C#3-G#2 pentachord that begills tl1f~ 

last line; however, the two B-F#-C#-G#-D# pentachords 

function differently fram one another. The fust is a pdtt 

of an ending gesture while the second is part of a surface 

motion which reealls the pnmary interval of "The C'arJe." If 

the "wonder" ehord was not present at this juncturl?, thp twu 

chords would be indistinguishable. The second l'hord wO\llrl bl' 

a simple repetition of the tirst with only th~ E-B-Ftt-c#-c# 

pentachord between them and not the abridged return to thp 

music of l ine 1. 

Second, the 7-33 chord cone]udes lines 3-4. The 

"wonder" chord differs from the other vertical sonoriti~s 01 

"The Cage." It i8 one of two rolled chords in t he son'], th ... 

other being the 6-14 chard setting "slde;," it is the only 

chord that has doubled piteh-classes,~ and, finally, it i5 

preceded by the only barline outside the repeat marks of thl? 

piano introduction, a fact which marks it as the structural 

4<The "wonder" chord from top to bottom is G6-0#6-BS-F'5-C#S-A4-0#4-C4-
F3-D#3-A2, 
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downbeat of the song. A minor sixth separa tes the "wonder" 

chord from the preceding B5-F#5-C#5-G#4-D#4 pentachord in the 

top voice. This melodic motion was first observed in the 

bass of the piano introduction between the last 5-35 chord 

and the concluding 6-14 chard, C#3(Db3) to F3. A minor third 

(G-E), the inversion of the major sixth, joins the "wonder" 

chord to the last line. 

Third, the "wonder" chord signaIs the return of the 

music that set line 1. The "wonder" chord is derived from 

the whole-tone collection and is the complement of line 5's 

WTo segment (D-E-F#-G#-A#). Moreover, this complementary 

heptachord is the only instance in "The cage" where the 

whole-tone collection is presented in a chordal 

configuration. The "missing" note of the WTo collection, 

middle C, is the centrally-disposed member of the "wonder" 

chord. 

While the perfect fourth was instrumental in the 

composition of the aceornpaniment's ehords, its complement, 

the perfect fifth, dominates Example 9. 

EXAMPLE 9: THE LARGER STRUCTURE 

At the outset of the song, the bottom voiee duplieates the 

motion of the top voice. However at the moment of repose, 

the bottom voiee moves in cont··ary motion to the top one. In 

the piano introduction, the upper voiee eoneludes with F15, 

the lowest with F2. Similar to the motion between the first 
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two chords of the piano int roduct iOIl, a perfect f if t h is 

found between the first and last chord in top voire, B~ ta 

F#5. 41 This event is not duplicated by the bdSS.~~ 

The bot t om and top vDi ces of li iles ~ - 4 Inevt::" ~'I1t i l't'l y by 

parallel motion. The perfect fifth is chsplaced by the maJ,ll 

sixth, D to B in the top and F# to D# ln the bottom v'lice. 

Instead of the leading top voice, the music of line ~ move~ 

through a rising chromatic motion found in the inner vni'f'>s 

of the chords. 

FIGURE 3 

D D# A Bb B C A 

A A#_______ E F F# G E 

E- ----.----. E# ~ B 
~, 

c C# .- D/B 

/' B---- C ") F# --- G --- G# ---A /F# 

-------. F# G C# --- D --.---- D# -- E/ C# 

Lambert Number: 
8 9 10 11 12 13 14 

Figure 3 traeks the motion of the three crromatic voices. 41 

This motion preserves the integrity ie5. Each of the 

chromat ie voiees move through an icS: A ta E, E ta B, and B 

to F#. 

By and large, the setting of lLne 4 replicates that ot 

line 3. The quartal chords of line 4 (chords 13, 14 and 18) 

41 The same situation follows ~n the sett~ng of l~nes 1· 2, a pel f~ct 
faurth higher. 

CIn the bass, the interval between the first and last chards of the 
piano introduction (Lambert chords A and G) is a diminlshed third 

"A tritone (T~) separates chord 9 from chard 10, no p~tch-class ~s held 
invariant. The vertical arder of the invariant pltch-clasGes in chard 8 16 

different in chard 10: the second, third and fourth pltches of the chard 
8 become the third, fourth, and fifth p:Llches of chard 10 Th~ Game 
relationsh1p holds true for chords 9 and 11 
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w~re found initially in the setting of line 3.~ Line 4 

combin~s quartal and quintal harmonies. Quintal chords 

rehords 15, 16, and 17) are built underr.eath the top pitches 

of chords 10, 12, and 13 (AS, BS, and C6, respect i vely) . 

Twice the set t ing of l ine 4 moves through a minor third C6 to 

AS. Following chord 17, the concluding chord of line 3 

returns, B5-F#5-C#5-G#4-D#4 (chard 12) before moving to the 

flnal chord of line 4, the "wonder" chord (chard 19). 

Overall, lines 3-4 moves through a perfeet fourth, DS to 

G6. Wi thin this perfect fourth frame, there is series of 

lower level motions through an ascending major sixth, setting 

line 3 (llstopped" to "meat"), and a minor third, setting line 

4. Line 4, itself, moves through a perfect fifth from chord 

13 to 19. Both the motions by perfect fourth and fifth on 

the higher level in lines 3-4 preserve the integrityof the 

principal interval class of "The Cage," icS. 

The last line musically makes the comparison between the 

leopard's pacing and the boy's observation, "Is life anything 

like that?," recapitulating the music of line 1. The music 

of line 2 does not return, which ends the song with the 

question unanswered. Moreover, the last line ends with 

whole-tone collection and the first three accompanying chords 

with which the first line of the song began. 

~he reader will notice that chord 13 straddles the boundary between 
lines 3 and 4. Chord 12 is understood as the end of line 3; it completes 
the major sixth motion that began with chord 8. 
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ANN STREET 

Broadway 
Quaint name - Ann Street. 
Width 0: same, - ten feet. 
Barnum' s mob - Ann Street, 
Far from obsolete. 
Narrow, yeso Ann Street, 
But business, Both feet. 

Nassau crosSr::?s Ann Street.. 
Sun just hits Ann Street, 
Then it quits - Sorne greet! 
Rather short, Ann Street. 

- Maurice Morris 
(from the New York Herald) 

30 



ft 

19~ 1 

F- 1'" t ,H: d r." 1" li \' 
- 1 --

1 

r ' r ,,1 ..... ,\ 

Ann Street 
\\ ,ur ,r~ \f ,'" ~ 

------:; 

1 

_ ___->0 

+---- -»rn- -- -:r ~ - 4- ~f- -10..--- - --~----.e---t;--- i i i i-r-"""tI 
ri• - ~ -- -:.- ~ - IoJ. '" ~- - ";1-"'; - ~-=-;+--::- L-: t =- .:...--==.-.:-ç~'~- -~- __ ~~; -:1.. :\. .. 

.. •• ...' -- • --- -- .---..1- -~- ----~::i_:---y_ - .l!~-jf ••• -; --- -- . . - ~- -- ---- - -- ----- -- - ~ . 

-- ~~ ii-!i _~-- -EEJ_. -~ -~ gg;g~---------==--===i • . : - -----=---=-= _~ -____ =-:-3 
t. 

~t r ... t. from ob 

hl Cl'urt .. q of"Th., ,~,.. York H~r.lld" 

31 



\ fl n ... ( rt fOt. 

i 

t 
i 

1 

1 
~ 

32 

.If -:= .>- ,,'\ 

~ • ,--... • -1' ~ .. .. ~ :1' A" >~ ;,. fi . • '.,: •. . r 
l ~ u t ~lU"'" "r ... "" J(~ Il h t ~, t 

" " ....... 
.• ;'-t 
4;, 

, 
" , h .. :.' 

\: ,,~ h .. ~" 
, Q •• "!i~ ... J :-:; ; t .. , 

f r "'h· If t. \ Tl n ... t r '" t 



Ives's music has often been divided into two groups: 

experimental works where he developed new compositional 

techniques, and works which synthesized his experiments with 

a more mainstream musical language. The blending of 

tradltJOnal and atonal practices was not out of the ordinary 

for Ives; it was analogous to the different co]ours available 

to a painter.4~ The goal of his works was to capture O~ the 

musjcal canvas a piece of the living world and each piece, in 

turn, served as a vehicle of expression for Ives's 

philosophical beliefs. "Ann Street" is such a work. 46 

The text of "Ann Street" was written by Morris W. Pool 

under his pen name Maurice Morris and published in the New 

York Herald. The poem describes a day in the life of Ann 

JIAI though ~n his wr~ tings Ives does not expllCl tly state that his music 
blends tonal and atonal compositional techniques, he often dlscusses th~ 
need for a language that will accurately depict the world around hlm The 
quotations below are examples of this sentiment from his writings 

Charles E. Ives, Memos. edited by John Kirkpatr~ck. (New York: W.W. 
Norton, 1972), pp 49-50. 

For instance, te show how reasonable an unreasonabl t • 

thlng in music can be - look at a fugue. It lS, t~ d 

great extent, a rule-made thing. So lf the flrst 
statement of the theme lS ln a certaln key, and t'je second 
statement i8 ~n a keya 5th hlgher, why can't (wJsleally 
speaklng) the third entrance sometimes go another 5th higher, 
and the fourth statement another 5th hlgher? "Beeause lt 
destroys tonallty." Havlng feur niee different men playing 
tennlS together doesn't always destroy personality - tonallty 
is more of a man-made thlng than personallty 

Charles E. Ives, Essays Before A Sonata and Other Writings. edited by 
Howard Boatwright. (New York' W.W Norton, 1964), pp 68-69. The 
following quote is part of Yves' s description of fourth movement of the 
Second Plano Sonata, "Thoreau." 

At a distance over the woods the sound acquires a 
eertaln vibratory hum, as lf the pine needles in the 
horlzon were the strings of a harp which it swept ... a 
vibration of the unlversal lylJ, jUGt as the intervening 
atmosphere makes a distant ridge of earth interesting to 
the eyes by the azure tint il imparts . " Part of the 
eeho may be "the voice of the wood; the same tri vi,'ll 
words and notes sung by a wood nyrnph" It is darker -
the poet's flute is hea'~ our over the pond and Walden 
hears the swan song of tl'lat "Day" - and faintly echoes .... 

J~orks sueh as Three Places in New England, Lhe Third and Fourth 
Symphonies, The Unanswered Question, and the Second Piano Sonata also fall 
lnto this category 
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Street, a short but busy street. As is the case with mally of 

Ives's settings, word painting highlights much of the musical 

action; for example, the lncreased density of the chords ~t 

"Barnum's mob" paints the clutter of people on the street. 

Another example of ward painting is found at "both feet." 

EXAMPLE 10: "BOTH FEET" 

Ives illustrates the firmness of business landing with both 

feet by presenting a series of two chords each an ~ighth-note 

in length articulated by A markings in the music. 

Much like the poem (and the street), the song is quite 

short. It lasts less than a minute. However, there are many 

textual and texturaI shifts in the song which keep the 

listener off-balance. 
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Section 

1 

2 

3 

4 

5 

6 

FIGURE 4 

SECTIONAL DIVISIONS IN "ANN STREET" 
BASED ON CHANGES IN MUSICAL IDIO~7 

Text 

(piano introduction) 

Quaint name - Ann street. 
width of same, - ten feet 

Barnum's mob - Ann street, 
far from obsolete. 

(piano interlude) 
Narrow, yes, Ann street, 
But business, Both feet. 

(piano interlude -
Nassau crosses Ann St.) 

SUJl j ust hi ts Ann street, 
then it quits - Sorne greet! 
Rather short, Ann street ... 

Bars 

1-3 

4-7 

8-10 

10-12 

13-15 

16-end 

The six sections are create~ primarily by sudden alterations 

in harmonie vocabulary. These alterations are, in turn, 

defined by the presence or absence of referential pitches in 

the piano part, by the intervallic relationships established 

between the voice and the piano part, and by the level of 

dissonance. Also, most of the harmonie shifts coincide with 

rhythmic changes in the music, and/or with changes in the 

accompanimental and vocal texture, as weIl as tempo 

fluctuations. 

~7Lawrence Starr, "Style and Substance: 'Ann Street' by Charles Ives" 
Perspe_ctives of New Music 14/15 (Spring-Sununer 1976-77): 31. Starr's 
de11neation of the song is slmilar to my OWTI. Starr separates measures 11 
to 12 into three sect1ons, my sect10n 4, and measures 16 to 20 intu two 
sections, my section 6. 

Starr's second analysis focuses on the textural differences of the 
song He argues that this tyPe of an analysis should be used as the 
prototype for further 1nvestigation of tves' s music Stalr bases his 
analytical model largely upon his interpretation of Ives' s discourse on 
substance and manner found ln the Essays Before a Sonata. Starr concludes 
that the surface details, i.~. the manner of the song, reveal structural 
factors in the music wh1ch are not revealed otherwise and will consequently 
unC'over other dimensions of the mUS1C. 
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Recurring intervallic and motivic sonorities play a 

crucial r0le in the structure of "Ann Street." These 

structural features can be found both on the vertical and 

linear dimensions of the song. The majority of these are 

rnost easily found in the vocal line. 

EXAMPLE 11: MM. 4 TO 9, PLUS GRAPH 
P::> :::...:;:.. 

=~-"-------~~lii::: ~-t~\~t{t~1- t n l-~~~ -~~r~~--~- ~~J~#J ;~~-l t __ 

l~ù.\\T'tn.{nw_.\nn._~tp, t ".<lth ,d ~.tnl" _. t'Il ft' .. t H,Ir· IlUtn' nl .. h \nn 

'Ir ---~ 

. ------ - ------- ---. ~ . '\ --.-. -~ fJ- ~- .~' -----l-·--îJ:---~'I·- ----ç-4 _. kJ tf,j .~ ~ ~: ::~'-F:-~ ~g ,~=fFC: i~FC ~ ê ~,. f" J-: èr If }, ;rl 
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1 :. ," l ,., • .J 1 1. 1. 1 ..... ~.- ~.. y {--.-----r.-+--+------r.~. ---+--- -+-~-1~'" ~ ... "-- ~ .. 
~~~?~- -tr7=~~~---jr-~:~~.::--),lJfTII)~~· ~,~-

~~/r ' . 
-="-

Cf 

~ 
____ ~l _ _ -: - --------~~----- ._-::~-- ~_.:-::-=-~=---==-: - --L.--________ _ _ ____ - - -- ----- --- : ~ f--- -- .. --

- --------
The first four measures of the vocal line, IIQuaint name - Ann 

Street./width of same, - ten feet.," contain two two-measure 

segments, nun. 4-5 and mm. 6-7, each encompassing a descendinq 

perfect fourth (ieS), A4 to E4. In turn, each ic5 i8 

segmented into two smaller intervals: a descending major 

second (ic2), A4 to G4, which is followed by a dE'!scending 

minor third (ic3l, G4 to E4 . 
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Mm. 4 to 9 establish A as the principal pitch of the 

song. Two ic5's surround A, one ab ove and one below. 

Although D5 is not present in the voice in mm. 4 to 7, it is 

articulated throughout the passage by the piano. 

E~PLE 12: M. 4 

}J 

- --ti:-~sm---
f =-li_~~ ____ • ~ -. - '= 

The three pitches, D5-A4-E4, are presented as a chord by the 

piano in m. 4, anticipating the forthcoming vocal line. 

In mm. 8 and 9 ("Barnum' s mob - Ann Street, far from 

obsolete. "), the melodic l ine encompasses two descending 

ic5's: D5 to A4 and A4 to E4. 

EXAMPLE 13: BARNUM'S MOB, PLUS GRAPH (vocal line only) 

Ii,tr- Ilums mllb __ Arn ~trt. t. trom 

Each of the descending ic5's is partitioned further by an 

ic1: D5-Db5-A4 and A4-G#4-E4. 

The descending ic5 plays several roles in the structural 
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form?tion of "Ann Street." The intel-val is found on many 

different planes - horizontal, vertical, sUl-face, and delO'pf'l" 

structural levels_ leS is the principdl interval class of 

the song. In" Ann Street" and ot her 1 ess t radl t iona11 y 

oriented works, triads do not function like thei r conU1lOn 

practice counterparcs. Often, in their place one finds other 

chordal constructions that serve as the principal pitch(­

class) structure, su ch as the D5-A4-E4 chard in m. 4 of "Ann 

Street. Il One difficulty wlth this music lies in the 

identification of the referential sonority. 

lcS is first presented by the piano in the three-medsure 

introduction. 

EXAMPLE 14: THE PIANO INTRODUCTION 

~lf)ll'I'r 
_. -~~- .-.... - _. -Il +-. .---- - .. 
--=-=t-~. -~-- ~- -- -.- -
--- 4- -. -- - - - --.. 

As the song opens, A is clearly articulated in the bass and 

moves quickly through an arpeggiated (elongated) minor sixth 

gesture, Al up ta F6. Once the F6 is attained the uppAr 

voice descends a perfect fourth (icS) by step through EG Eb6-

D6 ta C6. This gesture i8 subsequent1y repeated in m. 3, 

with variation. Instead of resolving the F6 directly ta CG, 

the top voice moves chromatically upward ta G6 and then it 

leaps down by perfect fourth (ieS) ta D6 before eoncluding on 

C#6 on the last beat of m. 3. 

The ieS, F6 ta C6, is the first instance of the 
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principal ic. This particular ic5 plays a subsidiary role to 

its two primary occurrences in the vocal line: D5 to A4 and 

A4 to E4. Iv~s does reveal the principal ic in the 

introduction but at a deeper level. 

EXAMPLE 15: THREE GRAPHS OF THE OPENING GESTURE 

(a) mm. 1-3 (b) mm. 1-3 

~ ;:=--"1 ~i!1-"""'" Ct' ____ 4" __ 

IJ 1 1'----1 

.. ---- --- -~ --------------
--------

f 
, 

(c) mm. 1-3 

In Example 15(a), the graph highlights the surface instances 

of F6 to C6 and F6 to E6 in the top voice as weIl as exposing 

the principal ic5 (D5 to A4) in the bottom voice of the 

treble clef in mm. 2 and 3. The opening arpeggio introduces 

D5; at the point of articulation, Ives covers the D5 with 

four notes, F5-C6-D6-F6. The D5 grace note preceding this 

chord focuses attention on the DS. In m. 3, Al and the 

arpeggio ùre reiterated. Although registrally displaced, the 

reappearance of Al completes the motion from D4 to A4, 

introducing the principal icS motion of the song (see 

Examples 15 (a) (A4 in brackets), (b), and (c)). The A4 is 

maintained throughout m 3. Al to F6 is arpeggiated as 

beforei however this time, the lowest note of the chord is 

C#5 instead of D5. The C#5 moves upward to Eb5 before 
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leaping down to Bb5 and ending with A4; as was the implied 

case in mm. 2 - 3. The top voice moves in parallel motion t () 

the right hand's bottom voiee. Example IS(c) shows the 

middleground articulation of the princIpal le of the first 

three measures, D5-A4. 

In mm. 4 ta 7, the D5-A4-E4 trichord i8 partitioned inru 

two segments: the upper dyad, D5 to A4, ta the right hand (~ 

duplication of the same dyad of the introduction) and A4 ta 

E4, in the voiee. Each leS is pa1'titioned by the addition ot 

a major second (ic2) below the first note; thus, each larqet 

icS frame contains a major second, A4 to G4, and a minor 

third, G4 ta E4 (reeall Example 12) . 

The piteh-elass content of mm. 4 to 7 is derived from 

the A-G-E and D-C-A trichords of the melody and right hand 

respectively. Both of these trichords have the same prime 

form, [025]. Two pitch-classes are fo1'eign to these two 

trichordsj both pitches are found in the left hand. In m. 4, 

the F3 functions as an upper neighbour ta the E3 and in m. s, 

the Bb3 acts as a lower neighbour tone to C4. At first 

glance, the F3 of m. 6 appears ta reiterate the upper 

neighbour motion of its predecessor. However in m.7, a FUS 

follows the E3. Instead of a simple neighbour tone motion, 

the F3 is part of an ascending chromatic motion, E-F-F#. 

In m. 8, the vocal part opens with D5, the top pitch of 

the principal chard, concluding with E4 in m. 9. 4K The 

vocal part reaches the middle pitch of the principal chard, 

A, in m. 8 on "mob." At this point, Ives blurs the 

articulation of A4 by alternating it with G#4. The G#4 

begins the motion down to the concluding E4 on "obsolete" 

(recall Example 13).4Q 

4RNote that the D5 of the melody ia preceded by a grace note shde WhlCh 
begins with A4 

4~ Although not present in the melody in m. 9, A4 ia the main pitch at 
this juncture. It ia found in the right hand. The plano's A4 reinltlat~G 
the motion down to E4 at the end of m. 9. 
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M. 10 joins sections 3 and 4 and belongs to neither 

section. Ives encapsulates the musical action that has 

occurred up until this po~nt in this measure. 

EXAMPLE 16: M. 10 AND GRAPH 

-----===~-
---------------1 

The descent from D6 ta AS lS given in the top voice of the 

right hand and is doubled at the octave by an inner voice. 

The descending motion to A is broken off at B on the fourth 

beat of m. 10. The descent from A4 to E4, found in the 

bottom voice, is extended in this measure down to Eb4. It is 

this descent, from A4 in m. 10, that joins section 3 and 4. 

In fact, the descent does not terminate with Eb4 but rather 

with the D5 of m. 11. D connects the sections 3 and 4, 

eliding the division between the two sections. The eljsion 

is shawn in Example 16 by a square-bracket around D4 which 

shows the termination of the descent; the arrow connects Bb1 

ta the AS. 

Section 4 - "Narrow, yeso Ann Street,fBut business, 

Bath feet. t1 
- is comprised of structural elements similar to 

those found in section 3 (see Example 17 below) . 
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EXAMPLE 17: MM 11 AND 12 AND GRAPH 

The opening D5 is presented by the piano, not the voiee, and 

is the first note of the descending line. "Narrow" 

encompasses the f irst ieS i the second ieS - A4 to E4 - takes 

longer to reveal itself. The arrivaI of E4 on "But business" 

is annlJ .. lneed by a sudden change of dynamies, from D'lezzQ_rLÏdJlQ 

to fortissimo, plus an octave displacement of E from E4 to ES 

baek to E4. 

Sections 4 and 5 are metaphorieally and musicûlly 

eonnected by "Both feet." Signifying bus iness' s ext rovf.;rted 

manner, the piano's stamping chords straddle the two sections 

before settling on the chard built upon A2 in m. 13. The 

motion to section 5 begins with the ES of "But business." 

This melodic descent from ES to A4 differs from other 

descents found in the song. For the mast part, the ie5 

motions from D5 to A4 and A4 to E4 move direetly to their 

respective goal pitches. 
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EXAMPLE 18: "BOTH FEET," PLUS GRAPH 

In this case, the motion down to A4 is sprinkled with 

subsidiary pitches that are a third below the main pitches, 

Bb4 and Gb4. 

l-"m. 13 to 15 which sets IINassau crosses Ann St." 

reclaicœ D5. Unlike previous sections, these three measures 

reinforce the rlght hand's D5 as weIl as the bass's A2 by 
exact repetition. 

EXAMPLE 19: "NASSAU CROSSES ANN ST." 

>~ . -

A ___ - __ 

'--
~. 
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The oscillation between the bass's A2 to G#2 concludes in m. 

16 with G2. The arrivaI of G2 coincides with the appear~ncp 

af A4 in the voiee and right hnnd. The ieS between mm. 1'. 

and 16 i8 filled in by two secondrtry pitehes, 84 And A#4. 

With the reappearance of A4 in m. 16, the mot irm 

downward by icS ta E4 would seem inevitable. Ives, s"","'nlingly 

aware of this possibility, feints the motion to E4. Just 

befare E4 i8 expected, he turns the music ln another 

direction. 

EXAMPLE 20: "SUN JUST HITS ... " 

then It qUlts_ 
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The motion towards E4 happens not just once but three times 

over the course of the last five measures in the melody. The 

first occurs in m. 17; instead of continuing down to E4, Ives 

brings back A4 in m. 18 which then ascends by step to C#5. 

The second feint is found in m. 19 where the skip down froID 

G4 overreaches E4 by a half-step, landing on Eb4. The third 

feint is found in the final measure of the song and is 

similar to the first one. In this case, Ives concludes the 

song with G4, giving the piece a "shortened" feeling 

effectively painting the last line of text, "Rather short, 

Ann street .... " In m. 20, D5 i8 reclaimed one final time in 

the melody before moving to the final G4, summarizing the 

musical action of "Ann Street." 

EXAMPLE 21: GRAPR OP MM. 13 TO END (melody only) 

Example 21 shows the unfurling of the DS-A4-G4 trichord. 

This trichord of pitches challenges the other trichord, D5-

A4 - E4, as the primary melodic structure of the song. 50 From 

the beginning up until m. 12, E has been a key pitch-class 

component. After m. 12, and especially in mm. 17 ta the end, 

E is used sparingly and it does not carry any significant 

structural weight. 51 Rather, it appears that Ives employed a 

tetrachord as the primary chord of the song not a trichord. 

-.o.rhese two trichords have the sarne prime form: [027]. The employment 
of the [025] and l027] triehords is similar to the usage of the quartaI and 
quintal chords in "The Cage." In both cases, Ives exploits the 
complementary relationship of the perfeet fourth and fifth (ieS). 

IIIn aIl, two E's are found between mm. 13 and the end, mm. 17 and 18. 
In both cases, the E can be interpreted as an incomplete upper neighbour 
tone. 
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At the beginning of the song, G played n subsidiary l'ole, tht> 

means of di viding the ieS from A t 0 E. In the IdS t sect i\.111, 

Ives eliminates E4 as the goal of the descent and replaces it 

with G4. 

In order to enrich and expand the musjcal palette, Ivt:-'s 

blends traditional tonal compositional procedures wilh newer 

atonal ones.~: The two composi tional met hodolog les of Il Ail Il 

Street« will be discussed separately, the tonal elements 

first. Traditional tonal sonorities form the fOUlldrltio!1 of 

this song; three pitches, and consequently thlP"'-' triads, 

constitute the background harmonie support for "Atm St l ~~t:'t 

The three pitches and their essent ia l chordal mf~mbers 

(enclosed i~ brackets) are as follows: AIC#E), BbIDF) 1 dnd 

" 

G{BD). The Bb and G triads, respectively, aet as upper and 

lower neighbours to the tonie A triad. 

A is reinforced by tr2ditional means as the tonie 

throughout the song. A is the first piteh-ciass ot the song 

and is quickly followed by a C# and E, thereby, completing 

the triad on A. Section 2 (mm. 4 to 7: "Quaint name Ann 

Street ... ") emphasizes the domini'int region of A, E. Thf:-' 

third section (nun. 9 to 10: "Barnum's mob Ann Street ... ") 

harmonically moves away from A. The Bb-t~iad hecomes the 

primary harmonie sonority in this section. A is returnpd 111 

at the end of m. 11 and continues into in the static tif th 

section (mm. 13 to 15: "Nassau crosses Ann Street.") . 

Even in an atonal sense, A operates as the central 

pitch of "Ann Street." The atonal techniques do not funct"ifll1 

on the same level as the tonal ones, but seem to op~rdte 

closer to the surface of the music. By usineJ pitr::hes which 

are "outs ide" the key of A, Ives is abl e ta bl ur the 

boundaries of A as the key. The D-A-E trichord defines A as 

the referential pitch-class. In the most trequentIy used 

':Charles E. Ives, Memos. edited by John Klrkpatrick 
Norton, 1972), p. 50. 
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forrn, D5-A4-E4, both D and E are a perfect fourth away from A 

tan index number 6 with pitch-class g as its centre), 

effectively surroullding A. ~3 D and E act as satellites to 

the central A. A is constantly reaffirmed as the referential 

pitch by frequent descents from D through A ending with E. 

Moreover, Ives presents this trichord on the harmonie and 

melodic planes, further reinforcing the centricity of A. 54 

Two passages need further discussion. Both are 

transitional, joining one section to another. M. 10 links 

sectJons 3 and 4; as was shown previously in the discussion, 

lhis measure does not belong to either section. The 

seamlessness of this passage is achieved by two of the 

voices. Ives initiated an upper voice at the end of the 

second section (m. 7) in the piano's left hand which started 

with E3-F3 motion, continued through F#5 (a transfer of two 

octaves), and subsequently reached G#5 in m. 10. The former 

upper voice of section 1 now becomes the middle voice in this 

measure. The G#5 resolves at the final chard of m. 11 on the 

A chard. The lowest voice of m. 10 completes the chromatic 

des cent to D4; however, the goal D4 is transferred up an 

octave at the start of m. 11 and begins a new descent to E4. 

From a voice-leading standpoint, the second passage is 

more complicated than the first. M. 12 is a small-scale 

reiteration of the larger A-Bb-A bass motion, coupled with 

the last two notes of the descending step motion from the E5 

of m. Il (recall Example 18). The first A is found at the 

end of m. Il and the second one at the beginning of m. 13. 

"The D-A-E trichord, with i ts index number of 6 and ils axis of 
symmetry pc 9 (A), has as its other axial possibility pc 3 (D#/Eb). The 
raIe of this pc will be addressed later. 

'"1'hroughout the course of "Ann Street, 11 Ives presents the structural 
motives on bath the horizontal and vertical planes. For example, the first 
chard of m. 4 comb1nes two instanceR of 1CS, D-A-E. This chord, along with 
the inner VOlce of the right hand and the voice offers three different 
1nstances of the same motive 1n the span of 4 measures; moreover, che D-A-E 
chard anticipates the next phrase, mm. 8 and 9. 
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1 These two statements of A are the outer boundaries of the A­

Bb-A motion. The bass, like the soprano, composes tlllough tl 

series of thirds (ie3 and ic4). Common tone mot Ion plays i1 

raIe in this passage. The basa's C# can be understood as ~ 

hold-over from the C# of the A chord of m. Il. The Bb (AU), 

for the most part an inner voice throughout this passage, 

beeomes the bass note on the last eighth note of m. 12. 

SJbsequently, the Bb completes its neighbour-note fUIlC'tioll 

with the A2 of m. 13. 

At a deeper level, Ives constructed "Ann .3treet" anJtll1d 

a simple neighbouring motion, an A triad that moves in 

parallel motion to a Bb triad (mm. 8 to 11) and returns ta 

the A triad (end of m. 11). Once the A trlad i8 reafficmed 

in m. 11, the music proceeds to its ultimate goal, th~ G 

triad of m. 16. As previously discussed, the motion to G 

recaiis the ic2 motive, A4 to G4, of m. 4. Each of th,~ 

triads are located at key structural points within the song. 

The opening A triad establishes the key pitches and sets, th~ 

"tonality" of the song. The arrivaI of the Bb trjad in m. 8 

coincides with an inerease in dissonance and chard 

complexity. The reappearanee of the A triad at the ~nd of m. 

11 is synchronized with the Jortissimo arrivaI of the 

registrally displaced E's on "But business." Following the 

return of A, the dissonance is relaxed and the subsequent 

music clarifies the centricity of A in mm. 13 ta 15 through a 

Iower neighbour chord motion (A ta G# and back ta l>.). 

The Bb does not move directIy back ta A. A chard 

complex bu il t upon G ls placed between the t wo in In. 11. 

Unlike the other two, the bass of this complex is found two 

octaves higher (G4). G foreshadows the bass motion in the 

last two sections as weIl as the technique which was used ta 

attain the bass's Eb in the final section. 
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EXAMPLE 22 

---- 1 

) - ~ 

In Example 22, G5 i5 achieved through a 5-6 motion from the 

basic Bb-D-F triad WhlCh precedes it. 5-6/6-5 motion plays a 

key raIe in the song, especiaIIy at deeper levels. AlI three 

of the structural chard complexes, those built on A, Bb, and 

G, have accompanying 5-6/6-5 components, presented 

melodically or har~onically. 

In m. 16, the arrivaI of bass's G2 coincides with the 

return of the opening melodic motive A4-G4-E4. However, as 

was previously discussed, the expected motion to E4 in the 

melody is never realized. In arder ta preserve a part of the 

D-A-E perfect fourth motive, Ives modifies the A-G-E motive; 

the motiv~ becomes D-A-G. A4 and G4 are reestablished at the 

beginning of the last section. Two of the feints to E4, the 

C#5 and the Eb4 in mm. 18 and 19 respectively, bath impinge 

on D, as lower and upper neighbouring tones, respectively. D 

first arrives in the right hand of the piano in the last 

measure and three beats later in the vocal part (note the now 

explicit neighbouring C#!). Once the D5 has been achieved, 

the melody quickly descends ta G4 ending the song. 

Harmonically, the final section of "Ann Street" 

parallels the action of the melody. Instead of concluding 

with harmonie material that supports A as tonie, the harmony 

steps downward to G in m. 16 and ul timately to in the last 

measure. Eb is realized through a 5-6 motion, much like the 

G4 of m. 11. Three times the bass hints at the Eb through 

the figure G2 -c~n -D3- E3 . In m. 19, the Eb (D#) is placed on a 

strong beat. G, whieh was the root of the chord in mm. 16 to 
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19, is retained in m. 20." Added to the G i8 an Eb, a major 

third beIow; a Bb is aiso added, completing the Eb triad. 

The bass's Eb2 of m. 20 is foreshadowed in the melody of 

m. 19 (a maj or third in the melody (G4 to Eb4)) and in the 

Ieft hand (an augmented fifth in the bass (G2 to D#3)). 

EXAMPLE 23: GRAPH OF FINAL SECTION 

Structurally, G2 is the more important bass pitch of the two 

in the Iast section and the harmonie ~oal of this passage. 

In Example 23, G is established at the beginning of the final 

section and the bass reaches down for the Eb at the end of 

the piece. 

As was noted earl ier, Eb (pc 3) is the other possible 

axis of symmetry resul ting from the index of invers ion of thE:: 

D-A-E trichord with A as the referentiai pitch-class.~ Not 

only is Eb figured prominently at the end of the song, but it 

is also found at the moment of structural and metaphorlcal 

intersection; from the E's "business" to the D#/Eb of "Both 

feet 1" to where "Nassau crosses Ann St.," and where the "Sun 

just hits" the D#6 (m. 16). 

IStrhe term, root, should be thought of in the tradi t~onal sense of the 
word, i.e., a triad in five-three posit1on. 

~See the discussion and footnote number 53 on p. 47. 
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Th~ two graphs of Example 24 propose middleground 

(lab~lled Example 24(a)) and background structures (labelled 

Example 24 (b)) for "Ann Street. Il 

EXAMPLE 24: MIDDLEGROUND AND BACKGROUND SKETCHES 

Exampl~ 24 (a) 

Example 24(b) 

r"M. 't ,1. -Je 

:zf: J-- 1 ±: 
bh=: 

.J L 1 J 

E:JE: 
-..,..,-. 

1 r 0+ 

Half notes are used ta represent the main bass and soprano 

pitches in Example 24(a). The first unobstructed DS occurs 

at the beginning of m. 4 and has been selected as the 

structural DS of the soprano in Example 24(b). Like the 

subsequent D5's, m. 4's DS moves the principal motive D-A-E, 

aIl instances of which are shown in Example 24(a). The 

song's melody is a hybrid of the two primary motives D-A-E 

and A-G-E, the resultant structural motive being D5-A4-G4. 

At a local level, A4 is established in m. 16 and quickly 
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moves down ta G4 foreshadowing the background motion. G4, 

the melody's last note, concludes the song. 

Harmonically, "Ann Street" opens in a referentic11 ,11l'.1 

buil t over A2 and concl udes wi th G2. A2, and i ts cons t ituent 

members, form a large portlon of the song. In m. 16, A2 i~ 

displaced by G2, rerniniscent of opening melodic motive. By 

not returning to A2, the shift to G2 in m. 16 leaves the sonq 

"rather short" - much Iike "Ann Street." 
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Lite a Blet Eagle 

The spirit is too weaki mortality 
Weighs heavily on me like unwilling sleep, 
And each imagined pinnacle and steep 

Of God-like hardship, tells me l must die, 
Like a sick eagle looking towards the sky. 
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The eompositional method of "Like a Sick Eagle" is 

closer ta "The Cage" than "Ann Street." Traditional tonality 

is absent from this song as it was from "The Cage." Instead, 

Ives r.reates the 80ng's syntax through careful presentation 

of piteh material (i.e., recurring chords and pairing of 

pi tehes, etc.). The ehoice of composi t ional method seems 

motivated by Ives's interpretation of the text. In "The 

Cage," t he piano' s 5 - 35 chords and the meandering whole - tone 

collections of the melady symbolize the caged animal. In 

"Ann Street," the scumbled traditional tonal sonorities 

capture the lands cape of the busy New York street. 

The text of "Like A Siek Eagle" i8 drawn from a sonnet 

by John Keats, entitled On Seeing the Elain Marbles for the 

First Time. Ives uses only the first five lines of the 

sonnet. The two texts are reprodueed in Figure 5. 

KEATS 

IVES 

FIGURE 5 

My spirit is tao weak -- mortality 
Weighs heavily on me like unwilling sleep, 
And each imagin'd pinnacle and steep 

Of godlike hardship, tells me l must die 
Like a sick Eagle looking at the sky. 

Yet 'tis a gentle luxury to weep, 
That l have not the cloudy winds ta keep, 

Fresh for the opening of the morning's eye. 
Su ch dim-coneeived glories of the brain 

Bring round the heart an indescribable feudj 
Sa do these wonders a most dizzy pain, 

That mingles Greeian grandeur with the rude 
Wasting of old Time . - wi th a billowy main -­

A sun -- a shadow of a magnitude. 

The spirit is tao weakj mortality 
Weighs heavily on me like unwilling sleep, 
And each imagined pinnacle and steep 

Of God-like hardship, tells me l must die, 
Like a sick eagle looking towards the sky.fl 

'7John Keats, The Poems of John Keats, sixth edition edited by E. 
de Sélincourt (London' Methuen and Company, 1935), p. 275. In Ives's 
adaptation l preserved the layout of the poem but substituted Ives changes 
for Keats's words. 
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The temperament of the two texts is somewhat different. 

Keats's sonnet deseribes the poet's mortality when eonfronted 

with the beauty of Greek art. Ives's truneated version 

reflects his personal philosophical and spiritual beliefs by 

focusing on the relationship between God and the universal 

mortality of the human body and spirit. 58 Several words are 

changed, altering the original meaning of the text: "My 

spirit" becomes "The spirit," shifting the emphasis of the 

text from a personal experience to a general one; "godlike" 

becomes "~od-like," and "Eagle" becomes "gagle" in Ives' s 

version. By uslng the lower case "e" for "Eagle" and by 

capitalizing "Gad," Ives creates a hierarchical order in the 

song; the "eagle" is subordinate to "God," a creation of the 

t.lmighty. 

The setting of "God" is the focal point and the climax 

of "Like a Sick Eagle." The music after "Godl! concludes the 

song by releasing the tension whieh was built up to this 

point. Musically, Ives articulates "God" in a number of 

ways: the voice's highest pitch, Db5, is approached from a 

minor ninth below (C4-Db5), the only larg~ leap in the voiee; 

the Db5 is accompanied by the thickest vertical sonority of 

the song (G2-E3-B3-C#4-F#4-C#5-F#5); and the chord is rolled 

(cp. "Wonder" in "The Cage"). 

51Nachum Schoffman, "The Songs of Charles Ives" (Ph.D. dissertatlOn, 
Hebrew University of Jerusalem, 1977), pp. 44-45. Schoffman argues that 
Ives placed the wrong date on thie song, "mistakenly connecting it with his 
wife' B illness and his own lonell.ness during the time she was in the 
hospital" thereby showing "h1S thoughts about '~nt~mat~ons of mortallty' 
were very difterent trom those of Keats." 
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EXAMPLE 25: THE "GOD" CHORD 

~ ~~P. 
(ioe! 

The "God" chord's five pitch-classes play a major role in the 

composition. The "God" chord lS, in fact, a synthesis of the 

two referential collections of the song. C# and F# are 

members of the first referential collections and are often 

accompanl·-d by C, D, and Ab (Example 26 below will show these 

instances). This referential collection is mainly comprised 

of pitch-classes from WTo collection (02468A). The first 

referenti~l collection dominates the music leading up to the 

"God" chord. Following this, the three other pitch-classes, 

E-G-B, displace the first referential collection. The 

traditional triadic sound of this collection contrasts with 

the dissonance of the other referential collection and 

represents a dissolution of the tension. Ives preserves the 

character of the two referential collections by placing the 

cn and Ftt into the right hand of the accompaniment and the E­

G-B in the left hand. 

The two referential collections accompany key textual 

words and phrases. The first collection, C-C#-D-F#-Ab, is 

found at six places, listed in Exarnple 26 below. Ives treats 

the two collections differentlYi the first referential 

collection is treated as a pool of pitches from which he can 

choose certain elements in order to construct the appropriate 

sonorities, harmonie and/or melodic. The first referential 

collection does not operate as a single set-class, unlike the 

second referential collection. Instead, the various 

compositional procedures and techniques that Ives used in 
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this song - wedges, retained tones, recurrent voice lp~tiinq~, 

etc. - are designed to arrlve on trichùrd/tet l"c1C'hord 8ub8~~t ~ 

of the first referential collection at significallt textu.'ll 

structural points, as illustrated ln EXdmple 26. 

EXAMPLE 26: INSTANCES OF FIRST REFERENTIAL COLLECTION [01268] 

N c:.le. 
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The C-D··F#-Ab (0268) tetrachord subset of the first 

r~ferential collection is found at His" and "weak." The E-G­

Bb (47A) trichord and the bass's Bb are understood as non­

constitutent members of the first referential collection, 

non - harmonir:: tones. This t.richord serves as an intermediary 

step (a passing chord) between the two instances of the C-D­

F#-Ab tetrachord. A slmilar situation is found at "wi:i.:i.ing 

sleep. " The C -D - F# -Ab tetrachord reappears wi th the f irst 

syllable of "willing" and "sleep." The intermediary trichord 

has changed; now it i8 C#-E-G (147) Both of these chords 

are over a pedal E2 in the bass. At "pinnacle" a different 

subset, F#-G#-C# (681), i8 employed on the first syllable. 

It is soon followed by another subset of the first 

referential collection at "steep," C-D-G# (028) before moving 

on to the "God" chord. Thus, "pinnacle" moves from its 

fourth-churd configuration (G#-C#-F#), through the passlng 

(minor and diminished) sonorities back via the whole-tone 

collection at "steep" (C-D-F#l to the combined fourth-chord 

and E-minor triad at "God-." 

Two instances of the flrst referential collection occur 

after the "God" chord. The first is found at "me" and 

contrasts with the following hL'lrmonic setting of "1" which is 

accompanied by the second referential collectlon. At ume," 

the bass's A# extends the wholp.-tone subset of the first 

referential collectlon (0268) by one pitch-class; now, the 

flubset is (0268A:. The second occurrence of the first 

referential collectlon sets "eagle." Although it is not 

present at "eagle," Ab (pc 8 1 ls implied through an inner 

voice motion that began locdlly with cs at "sick" and 

proceeds downward by step, CS-Bb4- (Ab4) -Gb4-F4-E4. 

The second referential collection is found in three 

places, aIl of which occur at or after the "God" chord. 
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EXAMPLE 27: INSTANCES OF SECOND REFERENTIAL COLLECTION [037] 

~
------ --- - -

-':_-7"'C :::..::-.:::-__ - __ : 
--~-~- ~--:"Y' - ----. 

Upon first glance, the presentation of the second refcrpl1Lial 

collection at "sky" appears to be an irregular torm of this 

referential collection. However, if each pitch that Ih~s 

outside of the chard were to move by step to the next pitch 

the second referential collection would emerge. 

EXAMPLE 28: RESOLUTION OF THE FINAL CHORD 

.t 
Ihor-

~s; ---
IJ 

'l- -, --

J ---
~j:11----

~JiJ 

Ives alludes ta this resolution of the final chord in the 

melodic motion which precedes it. The G3-A3-B3 motion is 

found in the right hand and voice, G4-A4-B4. ~'l The bottom 

two voices of the left hand move by contrary motion ta B, 

'*rhe p~ano is comprised ma~nly of four voices which shall be referred 
to as soprano, aJto, tenor and bass. 
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resolving like the augmented sixth of an augemented sixth 

chord. 

There are four principal levels, which, for the most 

part, all move in a strictly synchronized eighth-note motion: 

the vocal part (WhlCh lS doubled by the piano), the plano's 

soprano voice, the Lenor (the top voiee of the left hand), 

and the bass. ftO The top two voices move in parallel motion, 

~ ~ voiee (and alto) by minor second (icI), the soprano by 

major second (ic2). The cornbination of the chromatic and 

whole-tone scales creates a wedge; aL the widest point the 

two voices are an augmented sixth (minor seventh) apart and 

major third at their closest point. ô, In Example 29 below, 

the complete wedge is given; a box is placed around the 

pitches that are used in the song.n~ The top staff co~tains 

the accornpaniment's soprano and the bottom staff, the voice 

and the alto. 

EXAMPLE 29: THE WEDGE 

op, "NO ~ .H. 
.li ~: ~ :t+ "-

Iïf--- --
1 si'J -.,. • ':Ic,: ~ ~ A 0 l Lt ;;, 
!t:"':.. E- l 1 

-

. ;#; y + ~~ ~1f1'" 

?,,', ~~_'i 5 (, f S :. ._----- --

~Schoffman (1977), pp. 38-39. 

~IJ _ Phill.p Lambert. "Compositional Procedures in Experimental Works of 
Charles E. Ives" (Ph.D dissertation, Eastman School of Music, 1987), pp. 
110-50 

~Ibid., p. 88 and Schoffman (1975), p. 39. 
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A number of wedges frequent the song, not aIl dlélwn from th,' 

ab ove Example 29. For instancf=.:, the song opens and conclud.';-.; 

with a wedge which has Ab (G#) at its extremitie:s. This 

wedge and others will be dlscussed subsequently. 

Only one dyad lS repeated within the wedge, D-F#, 

indicated by the two vertlcal lines in Example 2Q. D ,111<1 Fff 

are constltuent members of the first refer~lltlal coll,:,('r llHl 

and consistently appear at the signific.mt textua.l-structuLt1 

points. Moreover , F# 18 found at both extrenlltiEs nt rh,' 

principal wedge segment of the song (recall Examph~ 2l-i) 

"Pinnacle" peaks on F# (combined wi th GU and CU), At 

"steep," the wedges coll ide on C and D, with GH ill th.? bass 

and Gb immediately after; at "of God-like," the C and D 

converge on Cff and aiso pass througn E ta the high FU. The C' 

on "of," however, also splits in the alto reglster ta B-CU 

and invokes a wedge motion to WT I (C#-D#-F-G-A-B). This 

motion accouncs for the bass G-natural and the subHequent 

Cenor A, while it retains the E and the FU of the plec~ding 

WTo subsets. 

After opening wi th lU, the bass voiee moves up to ('3 and 

begins a diatonic descent, concluding on the last chard with 

C2. Ives indieates the bass volee of "Like A Sick Eagle~ by 

down-turned stems.~ For the most part, the bass's d0sc~nt 

is unbroken. The only deviation from the d,,::scent occl1rs 

between "pinnacle" and "1." 

~'The on1y exception to th~s rule is the Bb2 Whlch 19 found ln the fllGt 

system under the word "weak· The Bb2 IS the last note of thlfi elghth-nut~ 
cluster and proceeds directly to the next hass note, A2 
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EXAMPLE 30: "EACH" TO ''l'' 

The D2, found at the beginning of the third system at "each,» 

is not followed by C2. Instead, the bass moves up to G3 

which, in turn, mayes up chromatically to B2 ~lder "1." 

Following "1," the bass continues on to C3 and subsequently 

descends to the concluding C2. 

In eamparison with the three other voiees, the tenor 

part plays a smaller roie. This voiee moves mainly by whole­

tone motion, intermingied with the occasionai chromatic 

motion. The tenor takes on a more significant role in the 

third system, especially after the "Gad" chard and the 

ensuing wedge (see Example 32) . 

The "Gad" chard divides "Like A Sick Eagle" into two 

parts. The first part 'composes inta' the "Gad" chord; the 
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second 'composes away' fram this chard. Composiug into thp 

"God" chord is achi~vo:>d by consistently using tht" fin:::t 

referent ial collect ::Jn and adding more dissOIlcillC'· clS lfll'" 

climatlc "God" chord is approached. By the t ime t hp "Goo" 

chord lS reach~d, th~ first refet'entlal colleet" ion I1ds bt"t'll 

reduced to two pl t ehes, C# and F#, which are b lenc1..?d t oCJt"t hl-' 1 

wi th the second re fe:::-'2l1t laI collect ion. The subs~4uellt mus i (' 

compos~s away from the "God" chord. The tritldic s .... cond 

referential collect12r: replaco:>s the t11'St one. Tllls t~x('I1.l!l'!.· 

relaxes the dlssonan~~ he~rd ln the firet p~rt, 

Two secondary C'~r0m('1tlc wedges in the Uppt"t' twu v()it'\)s 

announce the progress :.on to and away f rom the "C,Oti" ch()ni. 

The first chromatic wedge begins at "pinnacle" clnd COIH'ludt-'~ 

with the "God" chord (see Example 31 be]ow) . 

EXAMPLE 31: "PINNACLE" TO "GOD" 

This chromat ic wedge accelerates the motion tow;:n-ds "G()d." 

Coupled with the chromatic wedge, beginning with "ellch" (nlf~ 

start of the third system), Ives variAs the prl-?violls]y 

consistent eighth-note motion of the four VOH:f'.~S by 

syncopaced sixteenth-note motion in th~ lo:>ft hand, This 

wedge begins at "pinnacle" with an allusion to the iniUal 

referential collectlO:1, F#5-G#4-C#2.',.j SubseqwC:'nLly, t"h~ 

upper two voices start to contract by consecutive minor 

seconds and terminate with the e#s inner voire.at "God." A 

small wedge - one reminiscent of the song'8 primary wedg~ -

""F#S ~s the h~ghest pltch of the song; along Wl th the lit, t h<"!j" 
foreshadow the cl1mact~c F#-C# at "God- " 
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b~gins at "steep" with D5. As shawn ~n the ab ove Example 31, 

the DS completes the descent ta eus at "Gad" while 2ol111"'.encing 

a whole-~one motion to FnS. The melody's CS, the other pitch 

at "steep," leaps down an octave ta C4 ta establish the lower 

C#4. 

Beginning with the "God h chord, a second chromatic wedge 

moves the music away from the first referential collection 

and towards the second one. Immediately following the "Gad" 

chard, the voices begln ta contract towards the second 

referent:al call~ctlon. Caupled with the pitch wedge, ~he 

uniform elghth-nate motion :5 restored. The second 

referentlal collection emerges al the beginning ot the tourth 

system on "1." Only the C# and D, which are part of the 

tenor, lie outside of the second referential collection and 

continue the sixteenth-note motion. 

EXAMPLE 32: "GOD" TO "I" 

The bass maves up chromatically fram G2 at "Gad" ta the B2 on 

"1"; subsequently, the bass leaps downward to E2. Two af the 

inner VOlces, the tenar which moves by sixteenth notes and 

the melody, both conclude with the G4 on "I."~~ The tenor 

starts at the "God" chord with the half-note 83. 

After a lower neighbour note motion ta A3-G#3-A3, the tenor 

leaps up a tritone to D#4 from A3 and consequently mayes by 

--------------

"The melody's A4 ("tell") 18 not doubled the plano part under "tell", 
the only lnstance ln the song where the plano does not double the VOlce. 
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step. The soprano beglns a chromaric descent llke the 

melody; at "tells" the soprano proceeds upwards by n1dlor 

second, resuming its prevlous whole-tone character, to E~ ~t 

"1. " 

The majority of "Llke A Sick Eagle" cOmprif:èS a whult~­

tone/chromatic wedge - the soprano of the piano m,lVing by 

whole-step and the alto/vocnl part by half-step. In thP('lY, 

this wedge would bf~gin with a llI1ison A# and tf.~tmlnrttp wlth 

A#, the final A#'s belng an octav." apart. Ives only ll~es a 

portion of this wedge ln the song: a major third dt its 

narrowest point, D-F#, and a minor seventh at its wldest, G#­

F# (see Example 29, p. 61).M 

The song does not open wlth this wedge. Ives delays the 

introduction of this wedge by placing another one b."fore it. 

The song opens witn a short piano introduction; the é'llto 

voice i8 not present. The alto part always doubles the voicI" 

and, therefore, lS not needed here. The ~0prano moves by 

minor and major second. With the entry nf the vnlr~, the 

soprano converts to strict whole-tone motion. Th,.:-· VOiCf~ 

enters on Gb4, a pitch heard frequently in thô:! soprano, and 

subsequently descends by consecutive minor seconds to E1. 

""rhe component pitches of the wedge' s dyads ... 111 be 1abelled from thf! 

bottom ta the top. 
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EXAMPLE 33: THE OPENING TO "WEAK" PLUS WEDGE 

-- ----= " ~- .. - • ~.::'.-l. '-;:--.­
, I\ H • .J..., • - Ir~"" - • --

. ".' .- fi'· ,! .. -! •. 

'~t"~ ----
-----

--::::-~-

At the same time that the vocal part begins, the upper voice 

of the accompaniment begins its whole-tone portion of the 

wedge; however, this is not the wedge which comprises most of 

the song (the opening wedge is shown in Example 33 above), 

Immediately following these [irst three dyads, the top two 

voices are adjusted in order ta accommodate the song's main 

wedge. 

The main wedge commences at its widest point, F#5-Ab5, 

and descend ta narrowest point, F#4-D4, on the final syllable 

of "mortality" at the beginning of the second system.~ A 

series of as cents and descents wend forward to "pinnacle" 

where an entirely chromatic wedge drives to the climatic 

"Gad" chord. 

The main wedge i8 reinstated at "1" and is dovetailed 

into the conclusion of the local wedge which br ~n at the 

"Gad" chard. The wedge contracts to its narroweSL point, D-

~'Lambert (1987), p 88 
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F#, on the second syllable :Jf "eagle" (here, the intt?t'val 18 

a compound major third\. The concluding 1>hrase of th"" song, 

"looking towards the sky," l.S set ta the opt->ninq w~?dgF' of t !Jt""' 

pleee (l'eeall Example j3). The E'G dynd, found.lt "1," i8 

preserved but bet W8t::'11 inner voi ces. By COlle luding wH h t ht' 

opening wedge, Ives is able ta round off "Llkt, A SlL:k Eciqlt'." 

The return of the openlng wedge links mUtnc:ally thL" ulw'ninq 

1ine "The spirit" to the f:nal one "lookill'J t,;wclrds th,> ~ky." 

The bass provldc>s overall structural lllllty tl) "Llk,"" A 

Sick Eagle." On the one hand, the bass Cnn be und'.:'lstO()c1 dt' 

a diatonic descent from C3 down ta C4 which is pn-?(·.'d .... d by ,Hl 

anacrusis Al, the bass's flrst pitch.h~ 

EXAMPLE 34: BASS GRAPH (cp. SCHOPFMAN) 

At "each imagined" (beginning of the third system), the 

cont inuous descent of the bass is broken of fi an aso"l1t 

corrunences up to C3 at ndie." Inunediately following thi s C'3, 

the previous register is reinstated with the C#2 b~for~ 

concluding with the C2 at "sky." 

While this analysis desC'ribes the bass's contour, it 

does not deI ineate the funet ion of tl1i s voi ce and i t s role in 

the overall fabric of the song. In the above analysis, it i8 

di f f ieul t ta determine points of arrivaI nnd, r:ollseq\lent 1 y, 

to compare structural pOlnts. The raIe of th~ h~ss's op~nin~ 

Al i8 downplayed, reducing it to an anacrusis. However, Ives 

has given this pitch durational ernphasis. While this 

"Schoffmann (1977), P 40. 
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0bs~rvat:or. is som~what crude. Ives consistently links 

pltches of long duration wlth key structural points in the 

song (for example, the "God" chard, the bass at "sick eagle," 

and the closing chord at "sky").~ 

EXAMPLE 35: OPENING BASS AS PROLONGED A 

In Example 35, Al is followed by a leap of a compound minor 

third up ta C3. Subsequently, the music descends through Eb 

and returns to A. In this portion of music, A is the 

structural pitch, not C. 

At this point, the distribution of the pitch-class 

content of the first referentlal collection needs 

clarification. Earlier on in the discussion, the first 

referential collection was said ta consist of the pitch-

classes C-C#-D-F#-Ab. Two other pitch-classes, A and E, 

accompany the first referential collection. These two pitch­

classes along with C are usually found in the left hand and 

function as the song's bass. 

A i8 confirmed as the bass's structural note by a tenor 

gesture. The opening Al is accompanied by three tenor 

pitches: C, Bb, and Ab. When A is returned at "mortality 

weighs" (including the repetition of A2 at the beginning of 

the second system), the same three pitch-classes reappear 

with A. 

~·In aIl seven p1.tches 1.n the basa are given longer durational values 
than the others the opening Al, the C3 WhlCh inunediately follows the Al, 
the A2 settlng nmortallty welghs," E2 under "unwilling sleep," the G2 and 
G#2 at "God-llke hardshlp, " the C2/Cl tremolo at "sick eagle," and the final 
C2 
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EXAMPLE 36: THE THREE BASS A'S 

The song begins with Al ~n the bass and C3 in the tonor. Th,: 

tenor leaps up to Bb3 and lS followed by Ab3. This 

descending gesture i8 repeated with the return of A. At 

"mortality, " the bass's A2 is preceded by Bb2 (an octave 

lower than the previous Bb); A2 i8 followed by G*n in tlw 

tenor. The same three pitch-classes are reiterated (lt thl-' 

beginning of the second system. Following th is gest u re, l h~ 

bass descends through G2 and F2 to arrive at the next 

structural bass pitch, E2. Similar to l ... E2 is of gn;dtf-~r 

duration than the other bass pitches which surround it ond, 

like the bass, E2 lS accompanied by its own series Dt tenor 

pitches. An ascending tenor motion beglns with (;2 

I"heavily"l, F#3 to G#3. At this point, a div0rging w0d~0 iH 

found between the tenor and bass. It continues with F2 ot 

the bass and G#3-A3-A#3 in the tenor. The wedge conclud.~s in 

the bass with the arrival of E2; the tenor carries on 

chromatically IC4-C#4-D4) until it reaches E4 at th8 

beginning of the thi rd system. 'll 

The next structural bass pitch coincldes with the 

setting of "Gad." While a lot of rhythmic action is found on 

the surface of the music ln the third system, the hlgher 

level bass motion is uncomplicated. The D2 and C#2 which 

"'Note that B3 is absent from the chlomatlc motlon from G#3 ta E4 ln thp 
tenor part The due B3 would have pl'oduced a complete E mHlOT tI lad b<:>tween 
the flrst two syllables of "un-wIll-lng,· 
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pr~cede the "God" chord's G2 are part of the minor third 

descent from the previous E2 ("unwilling sleep"l 

EXAMPLE 31: OVERALL BASS MOTION 

The G2 commences a chramatic ascent away from "Gad" ta the B2 

of "1." At this point the bass leaps down a pertect fifth to 

claim the E2, a member of the second referential collection. 

Subsequently, the bass attalns C3 - continuing the motion 

which began with the "Gad" chord's G2 - before switching 

registers ta reach C#2 and, consequently, C2. 

The "God" chord's bass note, G2, begins a motion through 

the second referential collection; the other two pitches, B2 

and E2, follow at "1" and "unwilling sleep," respectively. 

In fact, this motion tnrough the second referential 

collection is slmilar ta an auxiliary cadence (shawn by the 

bearned notes 1 n Example 38 below) .71 At Il 1, Il the leap down a 

perfect fifth from B2 reclaims E2 as the primary bass note. 

Following this point, the bass concludes with C2 found in the 

flna) chard of the song. As was the case with "Ann Street," 

"Helnrlch Schenker, Der Prel Satz, translated and edlted by Ernst 
aster (New York and London: Longman, 1979), pp 88-89 (figure 110) and 
pp 112-14 (flgures 130 and 131). Further discussion on the auxlllary 
cadence wlll follow ln the analysls of "At the Rl ver" Although the 
iwxlllax'y cadence" III Llke a Slck Eagle" lacks the tonal context of the one 
ln "At the Rlver", the motlon through the second referentlal collectlon "In 
Llke a Slck Eagle" corresponds to three slgnlflcant textual pOlnts in the 
song The sltuatlon lS compllcated by the tonal nature of the second 
tefelE'l1tlal collectlon, a mlnor triad, ln an atonal context Ives uses thls 
collectlon to replesent the look heavenward by the eagle and away trom the 
mOltallty of parth, represented by the atonal first referential collect10n 
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Ives has eut the ending of "Like A Sick Eagle" short. The 

left hand of the final chard of the song is an unresolved 

augmented sixth (see discussion on pp. 60-61). The bottom 

two voices can be considered "unresolved" for they are not 

members of the second referential collect ion which is clt~arly 

found in the other voices of this chord. The resolution of 

this augmented sixth would neatly attain 13 in bath voices by 

moving outward by half-step from C2 and A#2. The other 

unreso]ved voice, the top part of the left hand, would 

complete its upward motion by resolving to B1 tram A3. 

Overall, "Like A Sick Eagle" comprises the progression 

from the first referential collection to the second. The 

first referential collection is primarily reserved for the 

part of the song leading up to the "God" chord while the 

second referential collection is found in the part following 

the "Gad" chord. 

EXAMPLE 38: OVERALL GRAPB 

~~~~~~::-~---=-=:::=-:_-~_:=;:--- --------
_~~' ~ __ H ____________ __ 
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The motion from the f~rst referential collection ta the 

second is most cl~arly r~presented by the bass. The song 

opAns with the Al of the first referential collection 

continuing through E2 and concluding with B1, a member of the 

second referential çollection. The aux~liary cadence, G2-B2-

E2, restores E2 as tne pr~ncipal bass pitch; this time as a 

member of the second reEerential collection. The B3 which 

was ~bsent from the tenor's chromatic motion in the second 

system 18 now present wlth the bass's E2. Following the 

return of E2, 1 he bass x.oves down via C to the impl ied final 

81. In the t rebi e, t l'lere are constant Iower level 

presentatiorls from F# by consecutive major second ta D and to 

E. The motion from F# ta D is part of the first referential 

collect~on and F# to E effects the replacement of the first 

collection by the second one. On a higher level, the overall 

motion of the song comprises the seccnd of these two lower 

level motions. This motion, like that of the bass; proceeds 

through the first referential collection ta the second one, 

both of which effectively portray the plight of the sick 

eagle. 
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At the River 

Shall we gather at the river, 
Where bright angel feet have trad, 
With its crystal tide for ever 
Flowing by th~ throne of God? 
Gather at the river! 

Yes, we'll gather at the river, 
The beautiful, the beautiful river, 
Yes, we'll gather at the river 
That flows by the throne of Gad. 
Shall we gather? S~all we gather at the river? 

- Robert Lowry 
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At the River 
from 4th \'In!:n Sonata 

J918' Rob"rt 1.owry 
:\ 1;, 'gn>ttn 

~ 
l_~ ___ ~~--:'_=:-.- : ~_ .~- _"-::'_ -- ~ ~~_- :~-_:_ .-=-:--=-r.:.-=::-=-:-==-=-.::::::--~-=-~..:~ ~- .;-:::.:~ -.;:-__ :-_-:::==1 
--~- -------- -------------------- ---- ------------ ---=-] ------ ----~ t~ - -. 1i-J- - - .. ----l-_ -.,- +--- -_. :J=-----..---,--t---..- jJ--- ----

( - -:-B"-'::-~' T --!! --: 1 .bi. =-=-_-:J_ -:.' -. -,-;.;, -. .--=::=_=-~-.:r._::3.!""::--~_=_ _::-~!=.::-
) B# ~.:-7-=r' ----------'------ ~ ~t=f'-- _______ ..L-. ____ _ 

1 pp/l. 2. lit 

~ '1 f !~:>~.::--::.:,~,,-~ .--~ ~==.c-::~===:-==--:=-===---=-

t
·~ .....-----".,.t - -- -- -fT 1 -- -+.- ---, .... :--:---. - . .....--....l.:..::~--:t~-----

,i.!Ï' _ ---_ -- ~ 9'-- ~ - ~-'~:f "{J.'- -:: =-~----.~-~jf--- 1. .. --:-.::::-~r -'. :.--~-=-:::-:--~. ~.--~~-~ 
t. -. --- ---.- '-- -.------. ----- --,,----- -.---- _D - - -- -'- t ___ ~.:3 

fI\ t'r, \\'hl'f" brl~ht ,In - g"l {"pt t1,H'" trod, 

1 ____ ______ 1 ----..... 1 

1
-~. ---r ..... --.-- -.--- '. -- - -1-- -- --~~. - 4!.. 
~'--t.!7.-a:4h~ . - - ~ - '-~ : -:-=-:-=- - ---:~- -, -~.t.,-' ----~~---r...;,:,,;.,., l7. ~ - - - - ~ ~ • - - -- ~.,,-: ~ 1P" -----

!7 8' 
:> 

- - .- - .-- - -_ .. -- - -- -~------ . - ~:: -- ,li· ~ -. -3'-- --::--:--:.:.-.- ---- .-- ~. -_~-- --.--:.~;, ==E!= ..•. --"-=1( - .---::.:--. =--- :. ~ =--= 

~ ~, ;. -4 ~~1-) _~i~J-~i~ 
\\ dh ,1- cr)~.t.tl tld,' for ,'\ nrw - mg h) thpthrnnf> of 

75 



1 

rI \ 

1 , .' .. ' 
)~; ~l~ l~i~ 

-1: ~~.: . , . 
.~ ~ -~ . 

(~-~, \~: , , 
: .. 

:.. l.. ----+--- - -... -

~-._ -:.:-.' -_- . 1': ~ : -- \ ; 
,; -!' :'~ ~'~ .~: 

~-- .... ~ 
.... h l.: , .. ,' _. " It~l "r ~ ... r t" ,. 

t.;;,'-~--f .r-'~--
- .; . 1 L ...:_ 

, r, Yt'~ 

f . , . 
: A4- • (,',Ir--:::-____ -

- - --
fj---
~ ;,.. 

r l l~'Ji·' ~ ;":I~ ;Ji t 
1 
12../ f 1 , 
+ 

l-l .. 
l~' 

, 
1!' -. 
~. :.' 

- .T'"' 
:> ~. . 

).~ ~ ;.~ !.~ 
~ 

.; . -.. 
.!. 1 1 ~1 , r ,1 ~. , r. 

"r. 1 1\, 

•• .J, l
! ~ !~:!Î';,le: 

+ f • .1. 
/' 

f . t 
'1, ,j, 6' 

~" h.~ .----... 
f~p' J ~ ,: ~ ! , 
1 t 

\\ ,.'11 g.lth "r .tt 1 tw rl\ 1'1 

~, .' , t-' l '!'F: 1~:1 S: 1 
-' .. S - , r· f.ïi, 

1'( 

.' J, 
,~' 

, 1 , 
- ._-

:;,. :. 

~ •. !I: • 

#~, ,., 

. 
; ... ~.il 1 
ftt":I: ,':: ll~ 1"' 
1 Z L 

1 ,~: :J' .' I~' " •. 
~., :.' ~: . '! • 

!' .~ f~. -..:- ..... 
\ 1 r J 

l mp plU rit.":! •• --

ft t ~ .- h. h ~\ !. t ,.,.: , 

\1~2~ --" " J~! ":.{; i,,: tn::'p': , -;-.--.- it'~ , ~ ;'1;: 

l /IIp plU nt ... r 

(.) -~ -. !,~~: .:n,-
t _D' _____ . :1:1' 

. 
jl, 

9, 

76 

-------_ .. 
, ---f-\ 
~~:---.--i. , • 
!~. " 'J -' 
, ---..; 



. 

555 ShaH We Gather at the River? 
8.7.87. Wllh Refrain 

ROBUT LoWfIT 

1. Shall we galh - er al the riv - er Whl're bnght an - gel feet have trod, 
2. On the mar - glO of the TlV - cr, Wash - mg up Its sil - ver sprav. 
3. Ere wc relch the shlo • mg nv - er. Lay we ev - ery bUT-den dOWD. 

4. SOO[I we'lI rl'ath the ShlD - mg nv - er, Soon our pl! - gnrn-age will cease, 
-9-

-J ... • if· __ • ..;:a 't:' ,- -. • --- ~ t -• 1. -1 • .... ,,'. ç:' f! l '! --'! '! ~ ~-'- -II. g-- -J 
.... - t ~ ~ ~. -r+- t- ...! . -.-.!.. --- - .2-"L.-__ + - - tI- .,. -- ., - ~ -1--- ,-- -r--r- t;1 - ~- ~-~ - ---

't -1--:r--~--~--~-r:-1 ~-:-L--1IIl- ----~--+-~E 1 'L! ' j =-'. ~ -.. -.... -9. --== -r- -- + t~; -+-:.;;;1 -+ - - -1 -- ., ,! -II ,.~-, 1:? __ :' ,---. ~r --r~ 1- 1 -
~ 

With its crys - tal tide for - ev - et Flow - ing by the throne of God? 

We mil walk Ilnd wor-shlp ev - er, Al! the hap - py gold - en day. 

Grace cU! spir - its Will de - Uv - er, And pro - vide a robe and crown. 

Soon OLif bap py hearts Will qwv - er Wlth the mel - 0 • dy of peaee. 

-1'- !'lit 

~,-: --: -. ;.~-.~. --: ~ ~ ~ .:- ~r; a--~ ~-~-~ ~ -~ ~=-~~d' 
'fJ~..... - +~ .~ ..... ,- - -- ~ -.==r: -fI-- ----./ +---1- - ~- ---P"'__ -\--- - 1 - ,-

Yes, we'll gath -er at the riv - er, The beau - ti -fuI, the beau-ti - fui riv - er; 

~ fi" ..... ~ ... ~:2: ~ 
, - . - -. • .. II __ ! • r! ""'u· JI -,-1 ! ...... -'-.-" •• .~ -- .... 1 

" ~ -j.: ;i - ---,...- - -~ P' --:.-. .::t: -r:-- -- t: -- t: t-: r-. t-:: --: ;:~L 
'P:~ t:- L - --~ ~ r'-.f- ~--'-- - .--'-- ....... --.-- -i=: 
_.t. -- - - -+-- --. .".-r: '~-V-~I -

~ . ..11 -=\ ._~ -~-.r-=; ".---tli-~--l""--c.:----~~-~-- " -.; -, ,-.,. ..- • -. ----; -; _ ,-1 --:-t- - -"'--4 - -- ---
\+ ~=---._ : ...: ___ /1 ir '..J_ ~ _:-,~ -,- - +- - - •. ::-, _ ,.'-' ~ 
tr----------i-- -~ -- -- - -"_1 __ 11-.- • 

Gath·er with the samts at the riv • et That ftows by the !brone of Goà. 
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"At the River" ::.s one of four ,)t l'hl'" 114 _::3,)1l~t=: l'.l;-;··d ,)11 

hymn tunes; all fou1" of these son(js a!>? trallSCTlptil)llS iv.'s 

made from his cwn wor~:s.": The quot at lon ot t cHlll l Ln' t Ull"S 

is an integral compon'?!1t of Ives's composil'i')l1cll sty1", Oll\"' 

Emul dt i ()ll 

is not uncommon in the rust ory of mus il'. 

Gustav Mahler, and Arnold Scho.:>nbprg WPrE' a11 1 nt 1 u.--'/lC','d dlld 

'1 emulated the mUS1C ()~ r::omposi?rs who pr'-'l'e(-k~d t hc·m, 

emulation method ditférs [r'om those ot Br"hms, M,dl1"Jl, <lIlO 

Schoenberg in that the J. lstener i8 able t.a 11('('11' l p,'ld il Y t il·-) 

prominent quotations and 18 inviled ta seardl fOI th.· hldd fc'Il 

anes. The entwineme:l~ of these two mC=lIlner's "1e(1(1::.; [th.:, 

listenerl b'2yand the plece l tsel f and lnto his or Iv:·!' UWll 

inner liEe, wher'3 music is transformed tht'l)lI':Jh m,'mury llld 

dream. ,,'4 

... even Ives' s co11a~:Jf~s are not ra.ndom: the tlll1"S Whldl 
appear on the surface of an Iv>?s work etH:> u::;urlll y i t S 

source rather than a pure1y foreign elernent. Whl'J} O/lf." 

treats the borrowed materlc.ll as elr:rnents of th".: 
campos i t ion i t sel f, one can ana lyze a work of IVf-'~ dS if 
it wen:: an orqanic unit y, without referencp to 
extramusical impllcations.-' 

In Robert Lowry's hymn there aro? four verses and <1 

refrain, Ives on1y used the flrst verse. 7l
' Ives \cîilorpd th",' 

':The other three sangs are "Watchman ''', text by John Bowllnq, "Hu! 
Exaltatlon", text by Robert Poblnson, and "The Camp'Mep.t.lll~", t.ext by 
Charlotte Elliott (ln part), "At the Plver" 18 drawn flom the thlld 
rnovernent of the Fourth Vlolln Sonata 

"Robert P Mm'gan, "Mahler and Ives." Nlneteenth Cpf]t:ury __ !1\lGIJ~ 2/1 
(1978/79) 72-til 

'·BurkholdEl' (1983), P 487. Burkholder's assertlons are s\lppoltf'd by 
an a~'tlcle by hlS advlsor, Robert P Morgan, "Ives and Mahler" Nlllf:'tP.tl1ttl,::.. 
Cen.!;Jll;y Musiç 2 (1978): 72·81. 

"Burkholder (1983), p. 485. 

7'AII four verses are presented below. 

Shall we gather at the rlver, 
Where bnght angel feet have trod, 
With its crystal tide for ever 
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t~xt t0 his own phllosophical views. Ives picks up on 

I/)wry' s questIon mark at the end of the flrst llne of the 

t 1 rst verse. At thlS pennt ln the hyrnn, Lowry is questioning 

lf the river wher~ the congregat:on of man has gathered lS 

t_ he one wh; ch fI ows by God '::; thr-one. At the end of the first 

v",:,rse, Ives adds the line "gather at t:he river!" The 

~xclamation mark emphatica~ly suggests: "Yes, we shall 

gather at the river!" At the c0nclusion of tne song, the 

dssertlve cry of this IH1'ë: has be,:::n dropped. Instead, both 

pàrts of the reiterative fInal line l'ShaIl we gather? 

Shall we gather at the river?" are closed uy question 

ma rks. 

Lowr:'s original hymn divides into two sections, verse 

and refrain, and lies completely in the key of E-flat major. 

Each of the two sectiJns comprises two four-measure phrases; 

p~rfect authentlc cadences are found at the end of the second 

and [ourth phrases and an i~perfect authentic cadence at the 

end of the third phrase (the hymn lS found on p. 77). Each 

phrase ran he divided into two smaller segments of two 

measures enccmpassing one line of text. 

Ives retains the proflle of the hymn in his settjng. 

However, several alterations are made to the tune. The 

Refrain 

Flow1ng by the throne of God? 

Yes, we'll gather at the I"lVer, 
'l'he beaut1ful, the beaut1ful r1 ver 1 

Yes, we'll gather at the rlver 
That [lows by the throne of God. 

On the margin of the ri ver, 
Washing up ltS sllver spray, 
We wlll walk and worsh1p ever, 
All the happy golden day 

Ere we reach the shlnlng rlver, 
Lay we every burden down, 
Grace our splrlts will del1ver, 
And prov1de a 10be and crown. 

Soon we'll reach the shlning river, 
800n our pllgrunage will cease, 
Soon our happy hearts will qulver 
W1th the melody of peace. 
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or iginal metre of 4/4 is replaced by l he comlklund :11. ,t ! F', 

12/8. The 1ast two mi'3asure segment s of 1'llt,"1:':"'108 t w; ..... dl1d !, 1\11 

are alter~d (compar.::- mm. ?-12 of the song tL) mm. c,.", llt th,' 

hymn and mm. 18-21 0: the song to nm1. 13-16 ot tht~ hymIl'. I:J 

Ives's adaptat10n, the two elghth-noté?s pickup 18 ')rlll! t "d ,1:1.1 

t.he corresponding 1111e of t ext is c,Jmpt eS8ed j I1t II t WI) 

measures. 

The authentlc cadences of the orlginal ,11';-> (lr!,l.ttpd Il ,m 

Ives's adaptation. In plaee of thf>se endinqs, rv·,s .Icld~ .1 

cadent ial formula of h15 own des ign ; see EX,'ln1rl}., ~ '1 hl' l ()w' . 

EXAMPLE 39: MM. 11-13 AND 20-22 

Mt 

lr~ j --:-~ -~J-' 5.\i.f~.J ~~'_ ~J.--~~~--_: ~_~l J:'~ J 
~- ... ~-- - ~-----'" -1' ... - - _. r 

f1nw'!n1{ Il) Ih,'lhrOflf' 0(- C"d', f(,ilh If ,It th. f""r' 
"-}--' 

IJ ' P'U"t : __ -. 1 

.! 1 
J .. ; , , 

. !ul· :.;. ~J"j J 
, 1 , 
--- - -~ ---
~ :.. 

» 

1 , 

1 -.' ! 1 - -- ~ - _.-

~I . _. 

~"-_,_ =~. _1. __ '. 

~., l..,l4lll· d: é.· ! 
#'"'." I··r· " . . 
).l_ 

j I~' \~: =f ~~. ~ •. L' ,.. i .;. 

Like the original hymn, the second and fourt h {JhrdF"s ot t LI 

song conclude with the tonie Eb in the m~lody (mm. 12 rlnd 

21). However in the song, the mus i c preced i ng t hl? f J !lei l Eb 

raises doubts whether the music is indeed goinq ta t~rminat" 

on the Eb. The two notes which preface the Eb, Ai) and F, dr .. 

replaced by A-natural and F# respectively. These two [Jltdl' 

classes lie outside of the diatonic Eb tonality and thr:ir 

RO 
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1 
pr~~~nc~ at th0 mam~nt of cad~nc~ aid in i11ustrating the 

(:~nr rill "qul:-;stir)n" of the song. 

Imm~diat81y follc.Jwing both (:adences, "gat_h-::r at t.he 

tlv,:,r" is r'?stèiteo. At thf? end of the verse section (mm. 5 

tn 13), the reiteration of -:1:18 11ne answers the quest.ion "By 

t tl P thr one of Gnd?" The second t ime, at the end ot the 

rpfrain, "gather dt the rive-rIt answers the ass<::rtive 

~trit ~mf:'lll "Yi?S w8'll 'Jdther at thE:: riv~r that flows by the 

thrc,!1'? of Gad" with thf? quest.ion, "Shall we gather? shall W8 

fJ;:jth~r at the river?" Th-..:: assert::..ve statemi?l1t is musici111y 

\Indermll1'é::d by an immE'-dldte rn:::Jve away from Eb which would have 

p·-inforced the ending of thl'? vocal part. MOl":::ovpr, IV8S does 

not concluBlv81y end t.he song; Eu does arrive ln the bass in 

m. 24, but the Ftccomp.=:tnying pitches do not support Eb. 

Ives' s interpretation of the text is reversed from 

Lowry's original. In the hymn, the first verse posed the 

qu~st ion which was subsequent ly ."lnswered by the chorus in the 

affirma! ive. In Ives' s setting, the question is immedlately 

answ'?red by "gather a~ the river!" at the end of the versE' 

portlon of the sung; at the f?nd of the chorus, the hyrrm's 

COllC] URlve ending is C'iI1itted and is replaced by the 

lIlC(.JncltlS1ve one. This rearrangement literally asks the 

qllt-'[-,t Ion: "Sh."lll we gather at the river that flows by the 

tllrone of God? Il S lmi l ar to the other t hree songs in t. his 

th..:>si..~:;, "At th€! Rivpr" addres::~es the existence of a higher 

being and, ronsequenrly, a higher arder. This song deals 

directly wlth existence of God, as jid "Like A SicK Eagle." 

By C?I1dll1g the song in t his mar ner :. t would appear tha t Ives 

i8 not. ent i rely convi nced burnankind shall "gather at t.he 

river that tlows by thl'? throne of Gad." 

"At the River" consists of four main sections. Th...: 

verse and the r:::horus portions, lTIIT' •• 5-13 and mm. 14-21 

u:,spectively, constitute the maiority of t.he song and are 

enclosed by (ln introduction (mm. 1-4) and concluding (mm. 2:1.­

~5) passages. The song lS organized around the key of the 
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hymn, Eb major; though, it 18 difficult t() speak of th·' ~~ ':,'1 

being "in" the key of Eh. 

not clearly articulate the key; instedd, the accompdIlln,t':': 

composed "around" rat her t han "in" the kt?y (Jf Eh. Th·' 

harmonies used in the song often fe;Hure niJlt.hs, eh'vt'Iltll:-;. 

and thiru:enths which greatly f~xpand the baSIC ttIdds; olS 

well, the harmonies occasionn.lly omn 8011\(', or a11, of t li·· 

fundamental components of th~ (Jl!o·mentdry t r L1d. 

The extensions to "nd omlssinns fl')nl 1-11,' b,1!';i(' t 1],td 

obscure the concise labelllng ut t he V~:,l t 1(',,1 Sl'IlUl i t- i ·'H. 

EXAMPLE 40: THE INTRODUCTION 

-.... 

, " .. ' 

, 

-Arnold Schoenberg, Theory of Harmon~, translated by Roy E Cartel 
(Berkeley: Univezsityof Californla Press, 1978), pp. 255·56. 

Idem, Structural Functlons of Harmony, edited by Leonard St.el.n IUew 
York: W W Nort.on, 1969), pp 44 - 50 Much of the ensulng dlf3course on 1 ver; 
harmonie treatment is based upon dlSCUSSl.ons found ln t:he t.WO book:3 qurJtrod 
above. 
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Th.· tirst r::hr:>rd of the song, (from the bottom ta the top) Ab­

Eb-C-Fn-A-D, can be labelled at least two different ways 

which ar~ shawn in Exampl~ 40 above _ Eorh inte~pretar_:.ons 

r1~lin~dte the first chord as a predominant l1armony. 

In the bass, the tOnlC Eb and Its accompanying harmonie 

members arrive at the beg:nnIng of the verse section of the 

song (m. 5) when the VOlce enters. The introduction is 

almost entIreIy compGsed of predomInant harmony, givlng the 

Intloductlon a sense of "backlng Inro" the bass's Eb at m. 5. 

IVl?s achleves this phenomenoll through the ambiguous extended 

harmol1y, t he predomInant harmonies, and an auxi 1 iary 

cadence. '8 

EXAMPLE 41: LINEAR REPRESENTATION OF THE INTRODUCTION 

-'Helnnch Schenker, Der Frel Satz, translated and edlted by Ernst 
Ostel' (New York and London' Longman, 1979), pp 88-89 (fIgure 110) and 
pp. 112 -14 (fIgures 130 and 131) In the quote below, Sehenker detalls the 
harmonlc dllectlon of the auxll1ary cadence. Alsa provlded are the parts 
of the f 19ures ft-om Free CompoSl tlon that relate dll-ectly to "At the Rl ver. " 

Ft"om our experlence of the ascendIng arpegglatlon l'le 

understand, ln rett"ospect, that the fundarnental tone 18 
C ln all SU ch cases, especlally sinee C appears 'l'he 
vOlce-leadlng 15 "c]osed off" from what precedes It 
that 18, the IV, III, and II are r.elated only to the 
forthcomlng l, they pOlnt only to l t However, despi te 
the degrees WhlCh belong to the fotthcomlng root, the 
space up to its actual entrance belongs conceptually to 
the precedlng harmony In a sense, the terrI tory of the 
pl"eV10US harmony pt"ovldes a base for the preparation of 
the followlng one (p 88) . 
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1 
Wi th t h~ auxil iary cadence, Ives i s ,~ble t,) pn:-sPllt 

linear"'tlly the tonie tl"iad \Eb-G-Bb) in the bdSS bef,l!') It~ 

vertlcal l-epresentation Flnd arr-ival in m. 5. Tlw d\lxi Ildl]' 

cadence moves the anÙJlgllous in::-l.'odllC't Ion t lllllly t (\ th.) kt']' ,l! 

Eb. 

Eb lS nat totally absent fl'om th':! lutruduct iOIl. Iv.·~ 

buries the pitch cons lst ~llt l Y 111 an l 1111er VOl('e t-ln \1lIqfl( 1\11 

this passage; it 18 the finH pltc'll adcÎIc'd dtt.'!' tllP tll:-:t 

chard has been stluck. Aitflo\lgh Eb is not lldtnhmil'dlly 

significant in the same sense <'lS cl bc1SS or sllprdllll Illt"<'ll, th.· 

insistent repetition of Eb in an itln~r voici-'> f()lt·:-·dl.ld\lw~; itH 

reinforcement as the tarne and key of thp son,] al m. L,.-" 

Two Roman numeral analyses of t'he introduct ion au" 

presented in Example 40. In the first cas'.?, t"hl="> tilSt" r'ilOtd 

functions as the subdomlnant of Eb; the ~:;oprdllo':::; 0 ,1Ilri 1\ dt!· 

int erpreted as the ra lsed elev"?nt h and t id t t ("I1(,d Il i Ilt h, 

resper.tively. In the second case, this ChOld tUl1clions (lS 

the dominant of the subsequent mediant cllOrd (mm. 2 ami ~). 

The rooe of thi8 chard, D, 18 placed in the sopra.no Alo11<j 

with the fifth and seventh of the chard, C and A 

respectively. 

The soprano' s D inl t iates a des cent that eVI".!nt Urt Il Y 

coneludes with the G of m. 5, shawn in Example 41. Thp 

descent is divided in haIt; both halves move LhroLl':Jh cl mllior 

third. The Bb is presented in m. 4, but not III t he ~i()p:r ()no. 

Instead, Bb is placed ln the bass, flrmly setting the 

dominant of the song's key. The sopri'tno picks up clgc1in in 

m. 4; this time the A-natural moves down ta Jill (U1e sr~v'-'nth 

of the dominant) and subsequently down through GAnd F, 

'"A slmilar sItuatIon 15 found ln Claude Debussy' 5 P.l_~lude_~ . ..J,..~AJ?J.Î,'Q~. 
midI d'un faune The openlng flute solo does not clearly delln~ate a k~y 
(the keys of G# or C# rfunor are certalnly "better guesses" than E maJor nt 
thlS Juncture). In m 4, the harp and woodwlnds (2 oboes and 2 clar Inptfl 
ln A) sustain a A#-C#-E-G# chord In the mldst of thlS chr:Jrd. the hOln 
plays an E WhlCh foreshadows the eomlng E maJor tonIe, WhlCh Ir; only cl!?arly 
establlshed wlth the added 51xth at m. 21 
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,ml Idpdt ing an Eb. The supporting harmonie pitch.:=:s of m. 

4's c1cminrl:lt r;hord ",rI? flot at all clear. The cornpositional 

r ,,::dmiqur::- thal Iv~s ~mploys here and throughout the song are 

r.lkin ta th-=: àra.wIn<~ t .:=:chnlque of scumbl ing. ~I' Ives i1ChIi:::VeS 

this affect by delaYlng a pitch of pr~sented chard or by 

anticipatlng the pItch. 

EXAMPLE 42: MM. 4 AND 5 

. ...---......-- -- - -~_#-

In m. 4, the third of the dominant chard, D, has been 

omitted, leaving the chord without the leading tone. D is 

found in the next measure along with the tonie chard. From a 

chordal standpoint, the D is simply an added seventh to the 

tonie harmony. This is only half of the picture. One must 

also consider the contrapuntal çomponent of the song, in this 

case, the suppression of the D until m. 5. Throughout the 

course of "At the River" Ives delays expeeted pitehes and 

then incorporates them as extensions to the harmony of the 

ensuing chord. 

The verse section of the song, like the hymn, divides 

into two phrases, mm. 5 - 8 and mm. 9 - 13 respecti vely. The 

tirst phrase ends on dominant harmony and the second on the 

tonie. For the mast part, the first two measures of the 

verse's first and second phrases are identical. Due ta the 

!<°Phllip Babcock Gove, Webster' s Third New Internatl.onal Dl.ctl.onary of 
the Engllsh Langua~, thnd edl.tl.on (Sprl.ngfield, Massachusetts G & C 
Merrl.an1, 1971). P 2044 The appljcation of the term "sc\lITIbling" to musical 
Sl.tuatlons of this type was coined by my thesl.s advlsor, Don McLean. 
Webster' s second deflnltlon of scumble is: "to soften the ll.nes or colours 
of (a drawlng) by rubblng hghtly (as with a stump or a flnger) . 

85 

l 



1 
goals of th~ t-wo phrases, the last two mt:'clS\lr·':-> l'f th.· t W,1 

phrrtses are fundamentali..y different in thf-'ir ,lt t,linn~~'ll: \,t 

the phrases's harmonie goals. 

phrase, the flrst phrase maves ]n a srri'iighttol'Wdn1 nldl1n"1 (\) 

the gnal domir:ant. Th",: "econd phra::.''''-', which 0IH':18 ~ lk.' t Il,' 

first, strays from Eb i1t the end of m. le1. Ail E minot" r'll()ld 

(E-G-B) in six-four posItIon i8 prt-">sent,?d él.nd 18 inUl1f>di.lt,'ly 

followed Dy a sorü-'s é,f four ,-::,hClt'ds. Th>-'Sf~ rhl)l-d~ dl L' 

coincidADt wi~r. the substItutlOll of A dll·j Fit fCH Ah dnd F in 

the vocal part. 

strongly suggests the rn:::,~ Ion to i'l.n Eb r rld.O, an ,-lut 'p ,)wl Il Il! 

the paral1el triadic mot:.lon whicl1 he'Jrlll in m. 11. Thf' ll\(1t i\lll 

ta Eb occurs flrst ln the bél.sS and thpn the VOICi? He)Wt'VPI, 

the resol.ution of th,:, D F# A in the pi.-mCJ ' s r iyilt hdnc1 tu dIl 

Eb chord i5 thwartpd by the 1n8'=1'tiol1 of tllf= ('horo, Ftt AU-('tt 

Gtt. This measure is 1mmediately followf3o hy cl 1 j ttlf:! c()dt~t td 

which repeats the music of m. 11. H<:re, the mus i" do~s Ilot 

lesolv~ ta Eb '-n any of the pFlrts, undt~r\.:\1tl ing t h~' 

affirmatlve punetuatlon of the text. 

In comparlson te th,,:: vers'=' sectirm ai the ~()nlJ, r-hl:' 

harmonie language of th~ chorus is male oirect with lesH 

dissonance and added chordal members. Also, mélny of th'" 

chorus section' s ehords ~re (~omposed of roulths tat h'~r thdtl 

thirds. Two phrases comprlse the chorus part of "At thp 

River. Il Similar to the Lowry' s hymn, the r:'horus' s Lw') 

phrases (mm. 14-17 and mm. 18-21) both end on th(~ tonie. 

The f irst phras~"? is less complete thall 1 he sfê!cond t rom ,1 

melodic standpoint for the first phrase closes on th,~ m'"di".lll 

and then l.eaps to the dominant of the tonie clvHo; 1 hIC> Rf?Cond 

phrase closes on thè lornc. In m. 20, the Rer it=S uf t ()Ur 

chords which were found in m. 11 (the end of the S";('olld 

phrase of the verse section) also concludes this phr~se. The 

last two bass notes of m. 20 are different than their 

predecessors. Instead of Bb and Gb, C and A ar~ presented. 

The former pitches are clearly in the Eb major orbit; C and A 
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Ar~ nGt. Additionally in m. 21, Ives does not provide the 

itCCGmpdnyi.ng Eb hi'lrrnony nec/?ssary for a definitive Eb 

("one l us ion. Instei1d, t he music resol ves decept i vely over the 

('()\lrse of mm. 21 and 22. 

Following thp deceptlve close, a short codetta ensues. 

It, too, reiterates a portion of t~e previous text: "Shall 

we gather?/shall we gather at the river?" Unlike the eodetta 

to th/? verse section, the ehorus's codetta does not repeat 

th/? chordal series. Instead, it brings back materlal that i8 

r/?miniscent of the ma]Orlty of the song's music. The closi.ng 

hi1rmony is anything but conclusive. The tonie Eb is the last 

bass plteh (m. 24) but subsequent harmonies of m. 24 di lute 

the conclusive weight of thlS final tonie. Moreover, the 

voiee noes not end with the tonJc. In Its place is the third 

of the tonic triad, G. The song concludes by stepping "out­

of-the-frarne" of the harmonie model delineated by the hymn by 

coneluding with the third in the soprano and reflects the 

trend in the nineteenth-century away from the classic perfect 

authentic cadence. 

The higher level techniques used by Ives throughout the 

course of "At the River" are centred around a three-note 

motive. This motive is underpinned by traditional harmonies 

which are enriched through extensions to the basic triadic 

unit. Other techniques, such as common tone relations (or 

progression), are also used in concert with the descending 

motive. 

EXAMPLE 43: THE MOTIVE AND SOME OF ITS TRANSFORMATIONS 
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... 

The motive itself has many guises. In its si.mpl~~t form, t-lw 

motive 18 a series of three pitches descendinq ct mrtjor t 11i1 d 

from the mediant degree ta the root of ct majur tl'iad. IVt'~: 

transforms the motlve a number ot times thlOUC]hout the Cll\ll~t' 

of the song. Sometlmes the motive only d8scends ct minol 

third or a "la] or second, but ital ways comprises a minim\llll of 

three pitehes. 

The mot_ ive ls eont 1nuous ly dovetailed 111\ 0 dnot her 

instance of the motive throughout the course ut the ~on9. 

Through this method, Ives creates many of the f!xtensiun~, t ,l 

the basic triadic units. 

EXAMPLE 44: MM. 5-6, BREAKDOWN OF THE VOICE-LEADING 

In mm. 5 and 6, the motive (G-F-Eb) is in the top voic~ ()[ 

the piano's right hand. The concluding Eb i8 in an inner 

voiee in m. 6 while another motive begins. This time th~ 

motive is transformed from G-F-Eb ta G-F#-E; êlgêlin, the LU-olt 

note of the motive lS found ln an Inner voiee and anoth~r 

motive (D#-C#-Cl begins on top of the E. The motivç~ 18 ,1180 

found in other voices. For example, in m. 5, the 

accompaniment's soprano, doubled by a tenor voiee, pr"~s(~nt~ d 

transformed version of the motive (Eb-D-Db) wherein the tin,! 

two pitches are presented simultaneously. In m. 1), the Eb 

whieh was the last note of the soprano's motive is also th~ 

first note of the alto's motive, Eb-D-C. 
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Ives a1so uses the motive in the soprano of the 

introduction, although transformed. The constant insistencp 

upon A-natural in the introduction strongly suggests the 

resolution up by half-step to Bb. By omitting the Rb, Ives 

skirts both the to~ic and the dominant of the kcy. MOleOVet, 

Ives does not resolve the A-natura1 to Bb. Once the Bb has 

been reached in the bass, the soprano quick1y elides ta Ab, 

the seventh of the dominant seventh chard. 

In m. 7 and 8, the motive has been spread out to 

encompass two rnedsures instead of two beats. Bath instdnces 

of the motive begin underneath the CS of rn. 7 and are found 

in the right hand. 81 

EXAMPLE 45: MM. 7 AND 8 

::::.=L= -- ---+- =r=----~~Ef-~- --~ ~u-._:::,,:--===---+-~-=-- -t. -- --:Il :::=_ --":'jF-=· -- - ---:- -- .:::::- if;. -- - :-- ::-
- _. _____ .J.L ___ -=--F=--:-::'--"-- . -- _- .::: ----! _- ~_: 

t.. Whf'r.' hnght .ln - g .. 1 f,'pt h.lv,· trnd, 

S'The CS is the '.ast pitch of the soprano's DIt-~#-C matlve of m 6 
and 7. 
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The first instance ot the motive begins with the Eb4 of the 

first beat of m. 7 proceeding thraugh D4 and concluding with 

C4 of m. 8. The duration of the motive's second note, D4, is 

greatly elongated. Ives doubles the D4 in the upper voice. 

Thp. doubling of D4 preserves the upper register which is used 

in the following measure. 

The second instance of the motive in mm. 7 and 8 is an 

expanded forrn of the original. In ita simplest form the 

motive would be presented as Ab-G-F. However, there is an F# 

accompanying the G# (the chromatic equivalent of Ab). This 

F# suggests a possible Ab-G-F# presefitation. Nevertheless 

immediately following the F#, the music moves to a G-F dyad 

which js doubled up an octave rnelodically. The Ab is also 

placee together with the G-F dyad in the left hand, thus, 

providing a compressed presentation of the motive. 

The second part of the verse sectioL opens exactly like 

the first. The first measure and one-half (mm. 9-10) prolong 

the Eb tonie harmony through the various manifestations of 

the basic motive. From the second haIt of m. 10 to the end 

of the verse section in m. 13, the second phrase continues on 

its own course. This change of direction is largely due to 

the change of harmonie goal - tonic in the second phrase, in 

contrast with the dominant goal of the firat. Accornpanying 

the change of goals is Ives's transformation of the original 

hymn (see pp. 78-81 for the discussion of the changes to the 

hymn tune). Ives also recasts the origiGal authentic cadence 

of the hymn. The Ebls are preserved in the outer voices of 

m. 12 but the accompanying harmony is not placed in a strong 

metrical position; hence, a weakened authentic close. 

The changes begin with the E-G-B chard of m. 10 beat 3. 

In m. 6, the chord at the parallel juncture was C#-G-B-E-D#. 

The three middle notes of this chard are preserved in m. lOi 

in the bass, the C# is replaced wi th a B and an E replaces 

the D# in the soprano. In both cases, the chords are 

achieved by a common tone, G, from the preceding tonic chard. 
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The motive plays a role in the presentation of the E-G-8 

cflo ..... -d. The G - FI - E and Bb -Ab - G figurations are l ike t hose (> t 

the tirst phrase. Added is a D-Db-B figure which aLtêlins the 

bass note of the chord. The top note of this chord, ES, i s 

the tirst pitch of another instance of the motIve which, in 

turn, dovetails into the cadential gesture. 

EXAMPLE 46: MM. 9-12, BREAKDOWN OF THE VOICE-LEADING 

«'f\M. Il 1(, It 

-~:.~~~~-
------

The series of four chords, which commences the cadential 

gesture, has buried wi thin i ts midst another instance of the 

motive, F-E-D. This case is quite similar to the one found 

in the introduction. In that situation, the motive felnted cl 

leading-tone motion to Bb. Here, the D's (D5 and DG) 

strongly suggest the resolution up to EbS and Eb6. Eb's are 

found in the next measure but they are at tained througl' 

motions from FI to Eb in the voiee and by 1escending fifth in 

the bass, Bb down to Eb. Ives does present EbS and Eb6 in m. 

12 but the chord is deJayed by another chard, F#-A#-C#-G#, 

before it reso1ves to tne tonie chord on the third beat of 

the same measure. The end of the verse section is quiekly 

followed by ~ repeat of the eadential gesture in m. 13; 

however, this time Eb is not attained and the chorus ensues. 

The E-G-B chord of m. 10 functions as a Neapolitan chard 

in second inversion (the chord would be spelled as Fb-G-Cb in 

Eb). The bass note, B2, resolves to Bb2 of m. 11 while the 

soprano, ES, begins a stepwise motion down to DbS. 
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EXAMPLE 47: MOTION TO AND FROM THE CHORD OF M. 10 

...... 
~ .. -
~. , .. 

:. 

--
\ ~- (.- 1 1:'.. - ~ 

The chard results from a eommon tone motion from the third, 

G, of the preceding tonlC chord. Direct motion from the 

tonic chord is interrupted. 'T'he chard, Db-Eb-Ab-C-F# (m. 10 

beat 2) 1 plays a secondary role, the rneans by whieh the 

soprano's motives (G4-F#4-E4 and Eb4-D4-C4) and the bass's 

mot ives (Bb3 - Ab3 -G3 and D3 -Db3 -B2) are presented. 82 

The E minor triad of m. 10 obscures the expeeted motion 

ta the dominant chard. Even though the B2 acts as the bass 

of the Neopolitan chard, the presentation of the entire E 

minor triad on top of 82 startles the listener for, up until 

this point, aIl of the music has been grounded in Eb. But 

instead of 11ngering in this realrn, Ives quiekly returns the 

music ta Eb. 

The E minor chard foreshadows the alteration of the 

melody at the end of m. 11, the close of the verse section. 

Here, the Ab and F of the hymn have been omittedj in their 

place, Ives has added A-natural and F#. Following the motion 

from these two pitches, the melody closes on Eb of m. 12. 

Unlike the motion ta the dominant in rn. 8, the route taken to 

the tonie is less direct. In part, the close seleeted by 

~:G3 could have been plaeed in the bass, a resul t of the motion from the 
tonie chard and the mati ve (Bb-Ab-Gl. However, the G3 is amitted, per:laps, 
in order to save this pitch for the ensuing diatonic descent of m. 11. 
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Ives at this point ~eflects his interpretation of the text. 

The verse section closes with the question" ... f10wing by 

the throne of God?" It would seern inapprop~iate for Ives I() 

close such a 1ine with a clearly artiC"ulated cwthentic 

cadence. Instead, the flnal El:::: i8 rhythmically delaYt=d. In 

addition, the motion from A to F# strongly suggests 

resolution ta G instead of Eb. The motion from the fifth tl) 

the third of the dominant chord is a typirill ~esolut ion t () 

the root of the tonie trlad. In this cas,,,,. 1\ ,'l.nd F# coupl ..... d 

with the D-F#-A chard tempo~aJly det as the Jornil1cmt of c;. 

However, the D- F# -A chord 18 part of a serifè's 0r four t r l:ld~ 

that move by ascending parallel motion up ta Eb dnd the 

melody immediately falls to Eb4 in m. 12 instead of G4. 

From the standpoint of the text, m. 13 provides the 

verse section with a conclusive end. Musically, m. 1, leaves 

the verse section open-ended for it repeats m. 11 with minor 

variations, the music which preceded the tonie. T111 s meilSlll"F'! 

provides a srnooth Ilnk to the ensuing chorus section. 

The chorus, like the verse, divides into two phrases (mm. 14-

17 and nun. 18-22) plus a small codetta (mm. 23-25). 80th 

phrases close on the tonie, the first one on the mediant in 

the soprano and the second on the tonie; except for a few 

alterations, the first two measures of the phrases are 

identical. In m. 15, the melody has to accommodatP the r ext- . 

The second syllable of "river" falls on the naturally 

accented third beat while "the," the first word of the rH-~xt 

line of text and an article, is placed in a metrically w~dk 

position on the third eighth-note of the fourth beat whi~h 

acts as the anacrusis to m. 16. The 1 ine does ;lot requ i r<-: dn 

anac..rusis in m. 19 and the whale bdr serves ta set "rivf:r_ Il 

Additionally in m. 19, the two chords in the right hand which 

follow the second beat's chord, Bb-F-C-D, are different thdn 

those chords found in the same metrical position in m. 15. 

The desce .. lding motive which was so prevalent in the 

verse section i8 absent from the first half of both phrases. 
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True, an expanded form of the motive is found in the melody, 

Eb-D-C-Bb (mrn. 14-15 and mm. 18-19), but" the total 

in\:olvement of the motive in aIl of the voices is not found 

in these two parts. In its place, Ives hints at a new 

motive, one that ascends (F#-G) rather than descends. This 

motive can be derived from the series of four chords of m. 11 

and 13; however, in the midst of these chords is the 

descending motive. u The ascending motive arises from the 

right hand's two chords, F#-A#-C#-G# and Eb-G-Bb-Eb, of m. 12 

and m. 13. 

EXAMPLE 48: MM. 12 AND 13, BREAKDOWN OF THE VOICELEADING 

,d, --
God? gath - .. r dt tht, n\·fOr' 

--- --- ~=Uu:h.:.-=-=-==~ 

"".... l'l. 13 

~.-. '~b~:--~; ----------- -

1 ~ 
. -,}---::-----=-----=- . ~+------~-=~-;=v; 

-1 1 

~lThe ascending motive can be followed through AbS-BbS-C6-D6 in the 
subsequent measure. However, Ives does not pursue this avenue in the 
ensuing chorus section. 
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Similar to the motive found w:thin the series of [Oln Clh~ld~. 

the a8cendJ ng mot Ive is t ound ln tht-:> middit7 of t hesè t wo 

chords. The F#5 rises ta G5 while the AI*(Bb) 18 l~eld 111 

common between the two chords and the G#6 fa11s to Eb!;, 

EXAMPLE 49: INSTANCES OF THE ASCENDING MOTIV~ 

~~~~~-E--"-T-"-=]r]f, -----"- ..... -... -!1.~ .-:-:-.. -li.- " 
~ - =- __ ,-=--±-_~--=ff-~~::~"- "~~.: J' "=-"-J , i ~ t ,"l'r-

..... ,,'\\ galh-t'f al lh!' fi" - pr, Th.· Y.'"' " .. '11 !o:~th-<'r ,Il ttH' ri' 

1:Jj~;--Tf t ~ijii -j j~hF~~lf· l - ~ 
,'1 pa (""po , 5"" i J' 

"1 

- -.: --- ---"_---:~----l~-_:.- .~:"-;~:?~-:- ~}:~-:~~ ~f~~ -- .. - -

In the chorus section, the ascending motive is found in rh.-: 

right hand of measures 14, 15, 18, and 19. 

Immediat~ly after present ing the new mot l ve in mm. 14" 1 S 

and mm. 18-]9, the descending motive returns in mm. 16-17 and 

mm. 20-21 in a number of voices. 

EXAMPLE 50: GRAPH OF MM. 16-17 AND MM. 20-21 
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In mm. 11) and 17, the motlve is found in t!1e alto and ::enor 

voices of the accompanlment. The motives in this part of the 

chorus are davetail~d in a manner slmilar to what we found in 

the verse section. For example, the concluding Eb4 of the 

F4-E4-Eb4 motive ot the rlght hand also serves as the first 

pitch of the Eb-D-Db-C motlve. 

Harmonically, the mUS1C of the chorus section IS 

remlDl,cent of the song's introduction. The only significant 

difference be~ween the twc passages is the second chard of 

the progressIon. ln :he lntroduction, the progression went 

IV-III-V-I while in the chorus section the two phrases use a 

tonlC chord in place of the mediant chord of the 

introduction. Til tht:: Eirst phrase of the chorus sect~on, the 

bass arpeggiates the tonie chard of rn. 15 and the ensuing 

dominant chard. 

EXAMPLE 51: POSSIBLE AUXILIARY CADENCE 

By presenting the chords in this manner, Ives suggests the 

auxiliary cadence of the introduction, thus, connecting the 

opening and closing of the song. 

In the second half of the second phrase, the series of 

four chords return. This time the bass is altered; the first 

two pitches, F3 and D3, were a part of the gesture in m. 11 

but the second two pitches, C3 and A2, are new. The Eb 

arrives on the first beat of m. 21 but the bass is not in 

concert with the voice. The concluding Eb is absent from the 

base. 
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Fallawlng the alrlva: of Eb ln the melody, the 

accompaniment apparently depa~ts from the established tonie 

key At fi~st glance it appears the music of mm. 21 alld 22 

are nat at aIl linked ta Eb. In fact, these two measures are 

an elaborate deceptive cadence. 

EXAMPLE 52: MM. 21-22 

The descending motive i~ found in the top voiee; the F"5 18 

transferred down an octave to F4 and concludes with a implied 

E4. The bass mayes up from F"2 to 82 which then arpeggiates 

to D"3, the C"3 is a passing tone. The D#3, in turn, 

functions as the leading tone ta E3. In the inner VOlces, 

there is consistent descending motion that begins with the 

F"4 of the first chard in this passag~. After the first 

chord of m. 22, the continuous desce'lt in this voiee is 

abandoned and resolves up ta F4 along with F#4. 

In the key of Eb, the usual deceptive resolution is to C; 

in the major mode the standard resolution is to a e minor 

chord and in the minor mode to a Cb mnjor chard. In thlS 

song, Ives ernploys a C major chard in this passage, the 

rnodally mixed version from the major mode. However, this 

chord does not conclude the passage but is its penultiIDdte 

chord. Instead, the passage closes with the modally ffilxed 

deceptive chord of C major, A. The soprano of the A n~jor 

chord retains the sup 'osed E of the previous chard while th~ 

A2 and the C"3 are a Lesult of motion from the C3. 
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In the ~nsuing codetca, th~ mediant of the A maJor 

chord, Cff, provldes the transltlon back ta Eh by belng 

r~interpreted as Db. Db i8 not a forelgn pltch to the song 

and has been us<'ri qUlt.e fr':'q'uently throughout "At the River" 

~s part of the descending ~otive and as the seventh of the 

chord built on Eb re.j., m. 4, the chord i8 Eb-G-3b-Db). The 

codet ta is remi niscen' _ of the verse' S cadet ta, in that, i t 

follows the rlose of the sectl~n by rep~ating a portion of 

text. In l he V{:.~s,,::' S cod1ë:t ta, ::r.c; text was rer>?ateè III order 

ra end the v~rse sectIon wlt~ an assert~ve cl~se. 7he 

chorus's endetta answers t!le previous statem~r.t, "Yes, 'Ne'll 

gather at the rivl':r that flows by the throne of Gad." with a 

question, "Shall we gather? shalJ we gather at the river?" 

This ending leaves the song open-ended and doubtful of its 

textual goal. 

Ives confirms thiE sentiment through the music. Eb àoes 

return at the end in the bass but the tarie i8 absent from 

the final chord. The descending motive i8 found within the 

codetta but not to the extent it was used in the verse 

section; the compressed versio~ of th~ motive (from rn. 5, Eb­

D-Db) returns in m. 24. In the reduction of Example 53, the 

'normal' voice-leading is shown rather than what acutally 

occurs. Doubt IS dlso expressed through the rhytr~ic setting 

of the text in this passage. The beat is often dlsplaced by 

ties, accents, and the duplet of m. 24. 

- ~-=-::-. ----_. -
... h . .!! 

EXAMPLE 53: THE CODETTA 
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EXAMPLE 53 (CONTlNUED) 

r .. -
/ -~~~;~J 

---- • t~ i~ 1 '-'1. 

1,:"-
1 

A 'Jariant of the auxlllary (~J.dent lêd pn)grpssl0n of th,' 

opening i8 the under~ yll1g progrpss ion Hl th i S pdSSClgr->. Tl! i ~~ 

instance of the auxil iary cadenl:e, which undf~rmillPs t hl' 

dominant, 1S based on an lncompl ete harmani c progrpss lon, 

iib-V-I, a reworklng of t:1"? downward motion of the IV lIT V 

progression of the introduction. The lncompl"-,t p hat'manie 

progression in concert Wl 'ch the upward motion musicall y 

portray the cuncluding question, "shall we gaLher Clt the 

river?" 
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CONCLUSION 

In this th~sis, l have focused on the overall structural 

organization of each of the selected sangs by tirst exaMining 

rhe surface details and 8ubsequent1y relating these findings 

ta the entire song. 

The piano introduct1on of "The Cage" de1ineates the 

harmonie matprial as weJl as the boundaries of the melody. 

Ail of the churds in the song are ln so~e way interval­

r:l;}sslir)S bas",,:d; the 5-3S chords, which c~nstitute the 

ma]orityof the chords of the song, are themselves, of 

course, a simultaneny of four consecutive ic5s (e.g., D#2-

G#2 - Cff 3 - F# 3 - B 3). The pi tch - classes of the uppermost icS of 

the first chard, F#3-B3, become the outer limits of the 

melodl e mot ion through ieS, (here as perfect fifth) B3 lo 

FHS, in the piano introduct1on. Each of the subsequent 

settings ot lines 1-2, 3-4, and 1ine 5 move through icS. 

With the setting of lines 1-2. the entire piano introduction 

is traflsposed up by ic5 (T~) and serves as the accompaniment. 

In the music of line8 3 4, the motion ls through an icS, DS 

to G6. The final chard of the 11ne 4, the "Wonder" chord, is 

not the usual 6-14 but the only instance of 7-33 in the song. 

This 7-33 ehord syntheslzes ln a transcendenta1, God-like 

moment of "Wonder" the melody' s 5 - 33 and t.he harmony' S 

predominate 5-35 pitch-class sets; moreover. the "Wonder" i8 

the literaI complement of t~e 5-33 pitch-class set that 

comprlses the melody of 1ine 5. The final ]lne which returns 

the three chords of line 1 also moves through icS but on a 

B ma Il ers ca le. 

In "Ann Street," the principal harmonie and melodic 

components are derived from the [027] trichord. There are 

two [027J trichords used in the song: D-A-E and D-A-G. The 

first trichord IS primarily employed on the surface levels. 

The second trichord constitutes the deeper structural level 

of the song, beginnlng with D5 of m. l through the A4 in m. 
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16 and concluding with the f:nal G4. The bass èmploys d 

pO.:-t10n of th,::. second trichcrd, beginnins wlth th., Urenilh] 1\1 

and concluding wlth th"" G2 of m.16, which support~, the h1qh>'1 

level melodic motion. Two [025] trichords, A·C;·E dlld L) c'-1\, 

utilize the lnvertlbillty of ~he 1('58 (.1\-E d.l1d D-A) ShL1!"d Ly 

the [025] and [027J tr1chords. The int en'}1é-mgp of 1H'l-[,"("1 

fourth for perfect fifth in this song is simil~r lu the 

exchange of quartaI harmonies for quintë\l harmùni.?s in "The 

Cage. " 

In "Like a Sick Eagle," the primary motion i8 ft()l11 Oll/-_' 

referential collection to another. Tins moticlll pf[i-'ctiv,'ly 

paints the text: the f1rst r,::.terplltial co} lection (IJLUJAj 

represents the mortality of ~he sick eagl~ th~t i8 slowly 

sinkinq ":0 earth; the ~rCldltlonal-~ound1119 secono r',:.j.c!n'ntLll 

collection [037] deplcts the eagIe' 8 heav'-'l1waro J ook. 'l'Ill"> 

pivotaI "God" chord commences the dissolut ion nf U1P tirsl 

referential collection and the ~mergencn of tho second 

referent ial collect ion. This process 18 d.ch l,-;veo by me 1 od le 

motion in the bass through a structure Lhllt respmblr:s an 

auxiliary cadenc~. The f l r"st re f èT'en t ia 1 co Il':-c t lO!l T'et \11 m; 

a few ti mes after this point but the sAcnnrl. rt'ferAnt Lü 

collection domlnates and concludes the ~ong. 

The compositionai process in "At the RivAr" 18 c<=!l1tr,=d 

around a descending motive WhlCh, in lts simplest farm, 

comprises three notes (G-F-Eb). Ives's version of t.he mf '·1ody 

preserves the hyrnn tune in the voca1 part (though not in j l's 

entirety, as discussed in the dnalysis nt the song) whi}~ 

providing a new dccompaniment that i8 bf~st dr:'scr i br"d an 

beglnning around the key of Eb rather than in Eb. This 

phenomenon i8 best illustratAd by the cp,,:,niWJ mLJtlon thrOlF]h 

the auxiliary cadence in the introduction anrl in tf!':' mlllUpl p 

interpretations of its harmonies. The detinite, authentic 

(lmperfect and perfect) cadences of the orig i nai are repl;:.lc(~d 

by endings that leave the song inconclusive, endings which 

eloquently paint the question of the verse and of the 
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chorus's codetta. In the verse, instances of the descending 

motive are stacked upon one another to generate chords. In 

the chorus, Ives hints at a new ascending motive, but it is 

not fully established. The descending motive is used in this 

section and eventually afflrms its dominance. Following a 

brief excursion away from Eb, the song concludes with a 

codetta which lS reminiscent of the traditional hymn's plagal 

c,::dence. 

Th~ materials used by Ives in each of the songs are 

quite different. However, there are many similarities 

between the songs, especlally when one has examined the 

compositional technique behlnd each song. In each of the 

sangs, Ives defines the materials that are ta be empIoyed at 

the beginning of the song; the materials are usually quite 

short and concentrated. Principal motivic Elements are 

manifested on both surface and deeper slructural levels in 

the song. These motivic elements are found on both melodic 

and harmonie planes. For example, the top dyad of the 

opening 5-35 chard in "The Cage," F#3-B3, is found between 

the first and last chords of the introduction, B3 to FIS. 

The same holds true for "Arm Street" (the D-A-E [027J 

trichord) l "Like a Sick Eagle" (the various instances of the 

referential collections in the melody and harmony), and the 

instances of the descending motive in the melody and in the 

harmonyof "At the River." 

Before closing, l would like to add a short critique of 

the analytical techniques employed in this thesis. The 

employment of linear analysis techniques in concert with 

labelling of pitch-class set theory served as the principal 

investigative tools in this thesis. The primary aim in using 

these tools was to illuminate the overall as well as the 

surface organizatlon of the songs. With these short pieces, 

linear analysis successfully illustrates the Jinks between 

the surface and deeper levels as weIl as the sirnilarities 
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between the harmonie and melodic components of a given pie('~-'. 

The difficulties with techniques employed in the t ht-'l::;18 

are many. Unlike the music of the Common practice era (17()O-

1850), the musical language and syntax employed by rClmp()Sf~l s 

since the end of the nineteenth century has become 

increasingly diffuse, almost ta the point where composels 

seem to work with independent musical languages. This 

development is most evident on the surface level where 

disparate stylistic features proliferate. A comnl0n set of 

analytical tools capable of disclosing synthetically the 

coherence of a g1ven work remains lacking. Instead, c1l1alytlt::4 

must seek the patterns of the composer's style and reflect ill 

their analyses the way in which these patterns aid .=t work's 

structural organization. l have, in this thesis, pursued 

analytically the underlying compositional idea ot four Ives 

songs and have endeavoured to reveal in them a structural 

coherence which lies at the heart of his compositional and 

philosophical approach. 
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