Feldman the Rughaker, Weaving~or John Cage
By Meg Wilhoite

In an interview with Jan Williams, Morton Feldman described his fascination with ancient
Middle Eastern patterned rugs:

“I'n ol der oriental rugs the dyes are made i n s me
an imperfection throughout the rug of changing colors of these dyes. Most people feel that they

are imperfections. Actually it is the refraction of the lighttbese small dye batches that makes

the rugs wonderful. | interpreted this as going in and out of tune. There is a hame for that in

rugs- it's calledabrash- a change of colors that leads us into piecesllilgtruments 11[1977]

which was the beginningf my r‘ug i dea.”

There is an intimate connection between the rugs Feldman admired and many of the pieces he
wrote in the lasffifteen or so yearsf his life.Theserugs set up an overall effect of sameness by
systematically repeating a set of pattermghile at the same timedisrupting this effect by

slightly altering he components of those patterns. Similafgldman wrote long works that
produce a sense of skewed sameness by writing musictdrpatthat repeat many times, but
change in intonation d/or rhythm almost imperceptibly.

| present here a picture of Feldman as meticulousmaker, as hevovetogether what pianist
Siegfried Mauser referred to as “an i’mage of di s
Thinking of Fe \warksa terms of tugwegvindpyovides us with a useful

framework on whth to hang both small and largeale analyses diis musiclUnlike much of

the scholarship on Fel dfoeasdnfrmblditisonefoik,e ces, s ome ¢
Hamman Johnsop, others of whichemploy descriptiv@nalysis to demonstrate relationships

between musical patterns (Ames, Hirata), my work employareatytical approach that draws

on Fel dman’ s o wnodstoepcidatetize intenidedstatid effeafofthis music.

This study is based on mork at the Paul Sacher Stiftung (in 2003 and 2008) in Basel,

Switzerl and, which houses a collection of Mortor
Londn of fi ce of Funivalsal &ditiors | spent thé moatistetal studying

Fel dman’ s s ket c hdhwsefvrdten from asound 297 leuntil hig deatk is

1987—focusing on a type of labeling system that Feldman used to organize his sketch material.

Thelabeling system presents an interestingpiat e of Fel dman’s organizatio
providing clues as to what types of musical matdmatonsidered as constituting a patterand

also howhe wove thase patterns togetheby organizing them into distinct sets

Judging from his sketchesd manuscripts, it is clear that the visual aspect of the score is a
significantaspecto f F e | d ma n " Ee dreaence of cinledrmimswhichusually

! Jan Williams, “An Interview with Morton Feldman,” Percussive Noteld983): 4-14.

2 Liner notes for Morton Feldman: Palais de MarKairos 2003.

® Feldman: “The degrees of stasis...were perhaps the most significant elements that | brought into my music
from painting.” Feldman, “Crippled Symmetry,” RES: Anthropology and Athetics2 (Cambridge, MA,
1981): 103.

* Other scholars have also noted the significance of the look of Feldman’s scores; see: Brett Boutwell,
“Coordinating Morton Feldman's False Relationships,” Mitteilungen der Paul Sacher Stiftudg (April
2010): 39-42; Tom Hall, “Notational Image, Transformation and the Grid in the Late Music of Morton
Feldman,” Current Issues in Musit (2007): 7-24; and Kurt Ozment, “Musical, Rhetorical, and Visual
Material in the Work of Feldman,” CLCWeb: Comarative Literature and Culturé3, no. 3 (2011).
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servedthe purpose of counting out a specific number of measures per sydteisaters this
assertion Forexample the sketchedorF e | d ma n ' s Thie8 \Bokean marked for nine
measures per system, andccordinglyt h e ¢ o mp o0 s e rconginsmiaemeasucer i p t
systemsthroughout® During my perusal of the sketches for the late pie¢dsund that, more

often than not, Feldman laid out his scores so as to contain a certain number of measures per
system that would gemally hold throughout the scotgNinemeasures per systetin the case

of For John Cagd 982))

Aproblem arises when publish&r i nst ead of r enmgnasdowecdgialy Fel dman’ s
engraveit without adhering to the number of measures per system found in the manuscript

Some of the engraved scores are not edited in a way that adheres tad¢leese number of

measures per system that Feldman laid out in both his sketches and his manuscripts, and

thereby do away with an aspect of the piece that was apparently importahinolt is clear

from statements Feldman madehat the sound as well as the score played an important role in

his aesthetic.

Other scholars have discussee | d man’' s desire to cr eachRaulmusi cal
Kopstick Ames in hahapter onPiano(1977§. Ames, a pianist who references interviews she

conductedwith Feldmarnin the early 1980s wr i t e s t \wriirtg of Pi&nein 1@#a n ' s

coinciced with a developing interest in the rugs of gieentieth century Turkg .She also

notes the i mportance of the | ayout of Feldman’s

“Intrinsic to t hePianoinp orseiltdinbama ls purscec eosfs ionfdi vi du
autograph as compositional objects. Because the layout of the autograph directly coadrito
Feldman’'s compositional me t h oRiamdaitgappearslintteound it
autogtaph.”

Ame s’ a mpprdaghtisicamadllingan that her vocabulary draws directly from her
conversations with Feldmamising his own termshe describesind categorizeseveral features
of Piang many of whichare foundinF el dman’' s ot her | ate works

Beyond A me bréestadiesasprieas springboard for my warkthat they explore how

his music eschews narrative and developmentunsuit of the immediate, surface pattern; i.e.,

the aural analog of thevisual t he connection between Feldman’s n
aforementioned rugsin the final chapter of her 2003 dissertation, whaskerts thatanalysids

interpretation, CatherineHx*rt a expounds “the way in which the p
reiteration and change contributes to the distir
drawing a relationship between Feldman’s musi c &
irregulariit es i n the rugs’ patterns |l ed Feldman t o use
matched the slight variations in color and pattettasign in the rugs with the slight variations

® Hall relates a 1983 quote from Feldman (whose early pieces were often written as grids) regarding the
uniformity of his scores: “I still use a grid. But now the grid encompasses conventional notation.”

® Hall goes into some detail on this point.

" Feldman: “Though these patterns exist in rhythmic shapes articulated by instrumental sounds, they are
also in part notational imageshat do not make a direct impact on the ear as we listen.” “Crippled
Symmetry”: 97.

8 Paula Kopstick Ames, “Piano,” in The Music of Morton Feldmagd. Thomas DeLio (Westport, CT:
Greenwood Press, 1996), 99-143.

® Ames, ibid., 102.
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found in the timing and intonation of sounds, particularlyFior JohrCage

Hi rata’s choice of vocabulary highlights Fel dmar
rugmaking: “how he weaves them, and the effect of
considered his patterns as complete units, with no connedtiom one to the other necessary,

that* whereas one pattern might be suddenly interru
slowyunr avel beflsroenet patnextns] may contfast in eve

Catherine Laws’ c¢ h dapithee(with ldmetto ByeSanduel Batkett)lsoo p e r a
focuses on Feldman’'s use of patterns. As the cor

part of Beckett’'s writing process was to “write
then translate the thought back into the English thatceny's t h a t'' Lawb relates this . ”
statement to Feldman’s composi tcontertmlizatientofy | e, de sc

sound. "

I n her discussion of Feldman’s setting of the Be

thetextisamulti-d i mensi onal object, exposi-indgeai fwheirleent f
giving the impression of change.” According to 1
with “surface” definition, so as to capture the
exid ence...Fel dman avoids the sense of development
from the introduction of new material”; change &
to the minimal degree necessary for the continue

BothHirata and Lawiocuson t he sense adf sstiddinse s(s@'f)than“sr iAtle x R
Feldman creates with his minimally changing patterns, which do not seem to share any deep

level connection with each other, nor give the sense of forward emodif which music is

capableThe effectissuchthaef el dman’' s | at e c slatipad warks, inwvhnich seem | i
time becomes irrelevant. Time markers like cadermrethematic shifts are absent (or at least

imperceptible), and the experience becomes much likagiin a gallery gazing at a work of

art.™

Leslie Blasius explains this experience by differentiating between music as narratisty|atid
music. He writeshat,“ t he i ntrusion of virtuosity into | angtl
contrastig in total with narrative, account, argument, or any of the other manifestations of

|l anguage..it [ has] freezingt phhee nt cenreproarla | eBlabjuescotf dfanguag
relates a quote fronfFeldman about his compositional proceSst h e r eontinusty ohfitting

the parts together as in a sentence or paragraph...A syntactic approach would be as out of place

19 Catherine Hirata, Analyzing the Music of Morton Feldmg#h.D. dissertation, Columbia University,
2003.

! Morton Feldman, “Darmstadt-Lecture,” in Morton Feldman Essaysd. Walter Zimmerman (Kerpen:
Beginner Press, 1985). In the 2009 publication cited in footnote 20, Laws writes that Feldman’s
understanding of Beckett’s writing process here may not have been entirely accurate.

12 Catherine Laws, “Morton Feldman’s Neither A Musical Translation of Beckett’s Text” in Samuel
Beckett and Musj@d. Mary Bryden (Oxford: Oxford University Press, 1998).

3 Alex Ross, “American Sublime: Morton Feldman's mysterious musical landscapes,” The New Yorker
(June 19, 2006).

" Ross: “[Feldman’s] habit of presenting the same figure many times in succession invites you to hear
music as a gallery visitor sees paintings; you can study the sound from various angles,” ibid. Similarly,
Kyle Gann relates listening to Feldman’s music to the experience of looking at a painting in Music
Downtown: Writings from th¥illage VVoice (University of California Press, 2006).
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here as Schoenberg felt a tonality n%t based on
Therefore according to Blasiy$ t o t hmethlag as purely stylistic is to imagine a sort of

radi cal present, one in which an{Thedschéewale devi ce:
of musi c’ s n &isofadursewnet unigaepoaFbldmian, buyrecognizing this facet of

his compogional style highlights the need for a way of understanding it on its own téffisat
is,thenomnarrati ve temporality ofwedviegnttaphor' s musi c r e
meaningful for the purposes of analysis

LABELS

Feldman usedthbelsin his sketcheto designate individual notes, chords, measures and
systems most often for their placement in the final scote alsolabeledless clearly delineated
portions of materialusually a collection of around three measures, at times with@dectrawn
around them. Generallfseldman usethe labelsto organizehis sketch material into the order
in which it appears inhe finished score, though he occasionallyoused the labels as
shorthand. Mtated material is labeled with, for example,atér, and thereafter the repetition
of the material is signified by that letter and notnetated.

Numbers Letters Roman Numerals

Beats within a measure

Entrances of instruments

X

Chords within a measure

Notes within a measure

X | X | X

Chords

Notes

Measures

Groups of measures

XXX XX XXX | X

XX | XXX

Systems

XX | X[ X

Lists of instruments

Fig. 1 The different types of labelssed by Feldman in hiketches for his late pieces, housed at the Paul
Sacher Collection.

Aboveisalistof Fel dman’ s | abel types and how he wused t
sketches for the later piecesh&Xsin bold indicate in which situations Feldmiost

commonly usedhat particular labetype. Though Feldman usdabels in a variety of ways, by

far the most common is as a designation for measures and systems. Overall, Feldman used

number labels most frequently in his sketches for his later piétes.

> Morton Feldman, “String Quartet II (1984),” ibid.

18 |_eslie Blasius, “Late Feldman and the Remnants of Virtuosity,” Perspectives of New Musi€, no.1
(2004): 32-83.

" As Boutwell points out, Feldman went so far as to write on a page of his musical sketches, “The artist has
only one responsibility, notto communicate.”

'8 Dora Hanninen argues “that certain distinctive qualities of [Feldman’s] music render it difficult to
analyse with tools, methods, and practices developed in response to other repertories.” Dora A. Hanninen,
“Feldman, Analysis, Experience,” twentieh-century musid, no. 2 (2004): 225-251.

¥ Feldman also used labels in his earlier pieces; the earliest instance | found was in the sketch for a piece
for horn and piano called “CW” (from the early 1950s, found on slide MF 459-0111, below the sketch for
Projection 4, in which Feldman used circled numbers to count off the number of entrances of the horn. A
similar use of circled numbers is found in the sketchfor T h e 06 H a (19%2), B which Feldman
counted off the number of entrances of the vocal line. There are instances in which Feldman labeled
specific notes with numbers, often 1-12 or 0-11. In a sketch for Triadic Memorieq1981), Feldman wrote
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My analysis shows that ¢oenedingpattérns and gagn-gmdps | abel s i
together in order to create the musical analog of Coptic r@igs, rugs woven by the ethro

religious group in Egypt known as the Coptgg will see for examplehow Feldman labeled

measurelong musical patterngrderedthem by using numberto designate thie position

within the system, and subsequently the position of the system on the pagelabkiing

system is what | think of whenlread Lawse f er ence t o Fel dman’'s “use of
contradictory compositional processésot h sy st e ma t*iFeldmamsdt atihe t ui t i ve. ”
piano, sketched out short musical patterns, and then, using his labeling system, determined how

he would weave the patterns togethét.

RUGS

Fig.2A rug fr om F e l"“dBnea ng’ asmeproduadd)@iudaniMannel Bonet, e¥ertical
Thoughts: Morton Feldman and the Visual Aiablin: IrishMuseum of Modern Art, 2010

the word “series” over a passage in which individual notes are labeled with a number between 1 and 6 (MF
459-0338). To date, | have not been able to discover that these numbered notes indicate the use of serial
technique by Feldman, though I am not willing to rule the possibility out at present.

20 Catherine Laws, “Feldman - Beckett - Johns: Patterning, Memory and Subjectivity,” in The Modernist
Legacy: Essays on New Mugid. Bjorn Heile (London: Ashgate Publishing, 2009): 135-158.

2 Feldman was fairly explicit about this in describing the compositional process for his piano work Triadic
Memories “One chord might be repeated three times, another, seven or eight--depending on how long | felt
it should go on. Quite soon into a new chord | would forget the reiterated chord before it. | then
reconstructed the entire section: rearranging its earlier progression and changing the number of times a
particular chord was repeated. This way of working was a conscious attempt at ‘formalizing’ a
disorientation of memory.” From “Crippled Symmetry” in Give My Regards to Eighth Streed. B.H.
Friedman (Cambridge: Exact Change, 2000).
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At this point it will be helpful to look at one of the rugs from which Feldman drew inspiration.
Figure2 eproduces a picture of one of the rugs in F
rug”, originating in Turkey circa 1880.

Though the maker dhis rug has apparently set out to make an overall symmetrical image

comprised of multiple repeating patterns, certain details skew the symmetry. For example,

notice the dark blue field on which the stdiamonds are laid. On the rightand side the fields

uniform, while on the lefthand side twasmallrectangles of a lighter color appear in between

two of the middle diamonds, and again between two of the top diamonds (one of the diamonds
beinghalved. Al so note the variatildngiithosifabedahue of t he
the corners of the big diamonds in between the points of the stars. Here we begin to see the

abrashthat Feldman speaks ofinHisCr i ppl ed Symmetry” essay

“ T h e -scafe lofonpst nonurban rugs appears more extensive thatutdly is, due to the

great variation of shades of the same colabrash - a result of the yarn having beeryet in

small quantities. As a composer, | respondtothismsostn gul ar aspect affecting
coloration and its creation of a monochromatigerall hue. My music has been influenced

mainly by the methods in which color is used on essentially simple devices. It has made me

guestion the nature of musical material. What could be used to accommodate, by equally

simple mans, mugial color? Patters . ”

This statement has ramifications for the interpr
music; as Kurt Ozment putft, Fel d man set s u pbrashinpugsraadl | e | bet ween
patterns in music. The problem, perhaps, is that we expect Feldnatterns to be modeled

on patterns in rugs, not oabrash My interpretation, | i k earies slightly from

Oz me ’thesabrashas being the aural equivalent to Feld

spellings, minute variations in the rhythm, and subtlerals to articudtion. In addition to the
parallelof abrash we will also seén the analysebow Feldman repeated clusters of measures
or figuresthroughout For John Cagenuch like the way in which a particular figure is repeated
throughout a rug

Another connection to the rugs is the way in whisdldmarnmade his sketches; haften
sketched starting at the bottom of the page, working his way up to the tapepage. This
intriguingbecausehe rugs in his collection were most likely woven entical looms, on which
the rug is woven from the bottom to the top.

%2 Kurt Ozment, ibid.
28 «The rugs’ coloration finds its analogue in Feldman’s repetitions and variations. The latter include
revoicings, chromatic alterations and reregistration.” Paula Kopstick Ames, ibid.
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Fig. 3. Example of a rug being woven on a vertical Idbttp://www.little -persia.com/?action=persian
rug-making

These parallels between Feldmammusic and the rugs notwithstandingis impotant to

acknowledggo ot h t he “systematic and t hpesitionalt ui ti ve” as
process (as Laws putit). Thaosy appr oach expl ores Feldman’'s syst
weaving patterns together, at the same time recognizing that how he composed thosersatter

and the inspiration he drew from the rugs during the process must have been largely inttiitive.

FIRST ANALYSIS

In addition to the rugs in his own collectidreldmarwrote of his“avid interest in all varieties of

arcane weaving par t iheulMa dIdyampldE af sarhsGbptintextilgsg e x

on permanent display at the LouvféLouis Goldsteigivesa clear description of these rugs:

“ @e sees the same patterns repeated throughout a space, and the impression is strong that the

resut is symmetrical. However, closer examination reveals...that an inverted candelabrum

shape along the borders is repeated eighteen times on one side and nineteen times on the

other, and further,thecbor s do not mdobkethe samp but arefifett t er ns ...
composed of small vaffiations among the details.

 Feldman was clear that, unlike many of his contemporaries, his late music was an exploration of sound,
not the working out of an a priori system. Nonetheless, the labels appear in enough of the sketches for his
late works that it is safe to say that the grid of the score, with its prescribed number of measures per system,
existed as a type of framework into which the results of his sound exploration would be placed.

> Morton Feldman,“Coptic Light,” ibid.

% Louis Goldstein, “Morton Feldman and the Shape of Time,” in Persgectives on American Music since
195Q ed. James R. Heintze (New York: Garland Publishing, Inc., 1999).
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SketchlMy reproduction (using digital engr aweldag and

the Paul Sacher Stiftungracketed measure numbeasid clefsadded by me.
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Wefind an example opatterns tha “look the same buére..composed of small variatiohs
towardt he end oForJeha Cap@&care 1 contains measuregB884 of the

publishedscore Sketch 1 presents mysketchgsywhasdmata por ti on

corresponds to mm. 87384 Sketch 1 should be read from the bottarhthe pageto the top;

see discussion aboyéelhe piano part irmm. 872883 of Score 1 contairssrepeated alternation
between Bflat and Aflat. A closer lookaveals that the duratiosof these notesare altered

subtly every two to four measuresvo half notes played as an octuplet in 7/8; two dotted
guarter notes played as a sextuplet in 5/8; two dotted quarter notes in 3/4; and two half notes
in 2/2. | hear his as the aural equivalent tbrash the notes(colors)are the samebut their
durations (hue) aresubtly different.

In Xetch1 we see the circled number labeling the measuin the case of the 7/8 and 5/8

measurescombiningtwo measuresintooneand si mul t aneously indicat.i

position within the systenas seen in@rel (see my bracketed measures numbers in Sketch 1)
These | abels clearly designate each measur e’
about Fel dmaofwhattypecohmusigalimaterial constitutes a pattern.

First, we see that the individual chords contained in the first twateasures at the bottom of
etchl are placed together two per measure in mm. 827 ofSorel.
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Ex. 1b

That isFeldmansketchedthe individual chords and then later padthem offso thatthe piano
pattern of B-flat moving down to Alat is visually contained within a measu&econdwe see
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that texture—here, the thin alternation between-Bat and Aflat in the piano, and the denser
dyad in the violin, inching upward by semitoredefines the largescale pattern, as the texture
both before and aftemm. 872884 differs significantly from this section

Third, we sedghat Feldman moved the first two measurisund in Ex. 1élabeledby Feldman
with circled numbers 8 and 9) to the last two measuresn. 872873)of the top system irEX.
1b, thereby starting this new pattern at the end of a system instead of beginniegvasystem
with it. Similarly, v also see that he moved the first measure of the top system of Sketch 1
(labeled with a circled 9) to the end of the second system on Scargiry the final measure of
the pattern to begin the third systeni.e.,ending his pattern at the beginning ofreew system.
The visual effect is such that the relative straifirivardness with which this pattern group is
presented in the sketch is skewed by the shifting of the material on the finished score.

Thisinstanceoflabsel i n Fel dman’s sketches reveals that: 1
smallest patiern to be ordered, and 2) that this pattern is ordered so as to create-mieasure

systems that obfuscate visually the organization of the patt@imepianochord in m. 84 is

found several times throughoufor John Cagand appears to be a staradone pattern that

occurs at the beginning or ending of a larger pattgroup?’

SECOND ANALYSIS
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(London) Ltd., London/UE 21280:44 to 34:43mm. 811837)of Marc SabatStephen Clarkeecording
(Mode Records 82/83, 2000).

27 Boutwell states (see footnote 4) that Feldman first began using such recognizable, stand-alone chords—
found in many of his later pieces—in his composition False Relationships and the Extended Endit$$8).

Wilhoite 10



A i — W o g o3
pppepE e B gl lc 1B A
& covp Co g 8671
(N bhe. -h.

B ,P < ?

(@] T —
825} (826} {827 (8281
A?x: ,? 'y c D &y U , X
,9 T IL: -—‘"5’“—- o o G /B /A>
e e fed Col CRis-190
3
3
(0] obe 1-4—1»3__
Si== b
#EF

(811} 812} {213) {510} (815}

Sketch2. My reproduction (using digital engraving and handteritnotes) of El d man’ s sket ches, h ¢
the Paul Sacher Stiftungracketed measure numbeasid clefsadded by me.

Sketch 2 should be read like Sketch 1, from bottom to top. Heringdehe letter label, which

Feldmarused to designate one to two measures’ worth
denoting the repetition of already labeled material; this is one of the few instances in the

sketches in which Feldman simply writes a label to indicate the repetitialiazdy notated

material.

As you can see frommy bracketed measure numbers okedch2, mm. 811 through 818nd
mm. 825 through 837 dicore2 arerepresented Measures 820 through 824 Sfore 2, which
are missing irftketch 2, contain the exactepetition of previous materiaihfm. 766770). This is
one of many instances #or John Cage which Feldman has inserted an exact repetition of
earlier material later in the piece, with long stretches of different matdresrdin between.As
discussed abovéis bearsaresemblance to the way in which selbntained patterns (like the
star-diamond in Ex. 1) are repeated on a largeale throughout the rugs.

Looking at each systeseparately on I&tch2, we see that the letters indicate a palindrome: A
B-GD-GB-A in the bottom system, and-B-GD-ED-GB-A in the top system. Here agathge
measure containghe smallest pattern with which the larger, palindromic patterns are woven

together. Even in the instances in which a letter designates two meageuggs, “ A” i n t he
bottom system of Sketch 2)hese measures are subsequently combined to form the single
measure pattern directly followinge . g. , “B” i n the .bottom system o

Note that &etch2 presents the two palindromes in a straightforward mmer: each palindrome

occupies a single systes n the case of the first analysisowever,we can see that Feldman

hasrendered the material less straightforwana Score Dy inserting prior materigbetween

the two palindromes, and also by shifting the se
system.Hereagain we see a resemblancette rug inFig. 2 just aghis shiftdisruptsthe
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symmetrical effect of the second palindrorrso thegroups oftwo smdl rectangles mentioned
above disrupt the symmetrical patteof the rug.

The two palindromes are similar to each other. In each, the pitch material, as well as the level of
repetition, gradually increases towatlde middle of the palindrome, and then deases to the

end of the palindrome. Further, the pitch material itself is essentially the same between the two
palindromes.

piano chords, mm, 813-815 and mm. 829-831

m. 813 m. 814
i e—— = :
- ‘in ): 9#! -th:'—
- |
Z | — Z
m. 829 2 o L T - ‘.bé
b 1, % u

1D,
=S = Vo
,:D'E Ew

The top two notes of each chord in
m. 813 are transposed down an
octave as the bottom two notes of
each chord in m. 829. The bottom
notes of each chord in m. 813,
D#-C and G-Db, become the

The top four notes of both chords in

m. 814 are transposed down an octave

in m. 830, with the F% of m. 814 respelled
as Gb in m. 830. The bottom two notes of
the first chord in m. 814, Ab and D, are
transposed up two octaves in m. 830,

The top four notes of both chords in

m. 815 are transposed down an octave
inm. 831, with the F# of m. 815 re-spelled
as Gb in m. 831. The bottom four notes of
both chords in m. 815 are transposed up an
octave in m. 831

top notes of each chord in m. 829
with a few slight alterations:

the D¥ of m. 813 is changed to Gb
in m. 829. The G-Db of the second
chord in m. 813 is transposed up
two octaves in m. 829,

with the Ab respelled as G¥#. The bottom
mwo notes of the second chord inm. 814
are transposed up two octaves in m. 830.

Noteheads in parentheses indicate sketch
notes that were changed for the score.

Noteheads in parentheses in m. 830
indicate sketch notes that were changed
for the score,

Noteheads in parentheses indicate

notes present in the sketch but not

in the score

The violin line is transposed up two octavabe G of the first palindrome replaced by the
enharmonic Adoubleflat—while the piano chords of m. 813814 and nm. 829-830 mntain
mostlythe same pitch material, with the register of the two halves of each chord switched, and
again with enharmonic chang&5Additionally, Feldman extends the second palindrome by four
measures with tke addition of the first and last two measures.

Following &etch2, wecandescribecore2 as comprising a palindrome, followed by the
repetition of a priomattern, followed by an extended and slightly altered version of the same
palindrome. Here agaiwe see Feldman as rugaker, through the subtle alterations to a single
pattern, and through the weaving togethef larger patterngroups.

How does this understanding of how Feldman organized his patterns affect our listening?

Certainly no amount of stly will result in a hierarchical listening of this piece. Nonetheless,

being able to parse the score can attumen ehkasing and make it easier to concentrate on the

events at hand, in the case of these small sections, at least. The piece as a whallalstlla

focused listening; i.e., Feldman is still successful in eliminating any sense of the forward
progression of time as the piece is performed.
of pattern informs the metaphysical appreciation of theater works, both as sounding music

%8 Ames refers to this chordal variation technique as “crossover revoicing”, ibid., 115-116.
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and visual artt is impressive that something so structured can still both soundaokiso
unstructured.

CONCLUSION

Morton Feldman’s | at er gtoadhogewishing to gaim sisigphtinems ent ¢ hal
their inner workings. Their lengthy durations and fieeling of stasis produced by the repeating

patternsserve to put the analyst looking at the score in the same state of mind as she finds

herself when listemig to the music:hat of a pensive trance, inhich objects for the mind to

grasp slip in and out of reach.

F e | d ndesine' tasexplore th concept of scale in his musasulted inlengthypieces such as
Neither(1977),Spring of Chosro€4979),Triadic Memorie$1981),Coptic Ligh{1986), and-or

John Cagél982) and the sixhour String Quartet No. 2As Feldman writes,tHequ e st i on of
scale...he reciprocity inherent in scale...has made me realize that musical forms...are essentially

only methods of arranging material and serve no other functiot han t o ai dlnone’ s me
each of these pieces, Feldman explores the extended repetition of patterns over the course of

(at least) an hour, eschewing any sense of progressithinwor between the patterns. As we

have seen,le patterns themselvesra composed of small musical figures that are reiterated

and altered slightly.

Examini ng Fe ltdaoughthe lens sf kugst(andtieeseby of stasis and pattern)

all ows us to parse these | arge pieces of music i
organizational proces$Ve can appreciate just how intricately constructed and structured the

late pieces are, though they do soulike throughcomposed improvisations of sortas

Feldman left us with such a large number of sketches, my study ishenlip of the iceberg

and further analysis along these lines will surely help to refugtiier organizational principles

behindthe late pieces.

% Morton Feldman, “Crippled Symmetry,” ibid.
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