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INTRODUCTLION

aste geaerally consliderad to be out-
standing rvepreseuntatives of Romantic chamber music. Although
Dvotik was able to absorb a variety of outside influences in
his writing stvle, it was a deep interest in the classics and
the music of his older friend Brahms that provided him with
the discipline necessgavy for successful composing in the cate-
,,,, cry of chamber music. The present writer believes that
Dvofﬁk emerges as the more spontanéous cf the two conposers,
-and that his works are more capable of holding one's fasci-
naticn through their mnatural beauty, originality of textwre,

and contrel of feormal and national elements

[

)vp%ék eventually became a superior crafitsman in the
stvlized use of Czecheslovakian folk music. This may to some
degree acccunt for the freshness and variety that seem to
characterize most of his works. By frequently using suchn
devices as the drone bass, a variety of modes, changing rhythn,

the parailel wmajor-mipor relationship, modulation through the

e

nterval of a third (e.g., g—--B flat--c sharp--E), and re-
peated rhythmic and melodic motives, he extended the expres-

sive range and oviginality of his works.

b
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’

As an orchestrator, Dvo%éd had the ability to use con~
trasting forces in extremely effactive combinations. His
imagination enabled him to quickly wvisualize the possibilities
of a given mediuvm. Rather than purely accidental, this
ability was che logical outcome of a period of orchestral
tlaying, which eventually led him to an intimate knowledge
of the instrumental forces for which he composed. It is seen
in his masterful use of contrasting registers, effactive
melodies combined with gspecial sonorities and rhythms, and
clear textures. Another outstanding feature is the feeling
of spontaneity he achieved through instrumental celor and

rhythm.

’

The chamber works with pianc by Dvozgk are not un-
explored. However, treatments of them tend at times to be
gimilar. Of a total of eight works in this category--two
piano quintets, two piano quartets, and four piano trios,
the piano trios have been chosen for a more théorcugh dis-
cussion here than has been attempted thus far. In their
chronology they mirror Dvorak's growth in style as well as

- his increasing ability to handle musical and instrumental

materials.
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CHAPTER I

A SHORT SUMMARY OF DVOﬁéK'S LIFE

Dvotak, thé first of eight children, was born in the
small village of Nelhozeves, on the banks of the Vlitava
(Moldau) in Bohemia, north of Prague. At that time his father,
Frantisek, was twenty-six vears old and his meother, Annsa,
twenty.l

Antonin Dvofak began his early years surrounded by
village folk music, and by eight yvears of age was under the
instruction cf~a village schoolmaster, who also introduced
him to the violin. During this time, the boy also was
exposed to the music of itinerant wmusicians.

In the town of Zlonice in 1853, the twelve-year-old
Dvordk came under the tutelage of Antonin Liehmann, a teacher
of German and local organist. It was at this poiat in
Dvotak's life that he gained what was later to be con-
sidered a so0lid foundation in theory and parformance.
several occurrences im DvoY¥ak's life which would have elim-

inated the possibilities of a musical future, due largely to

1Gervaise Hughes, Dvogék, His Life and Music (New York:
Dodd, Mead and Co., 1967), pp. 21-23,

2Abe Robertson, Dvordk (London: J. M. Dent and Sons,
Led., 1947), pp. 11-13.
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his father's reluctance tc see him pursue a musical career;
However, through the intercession of Liehmann, Dvotdk wés
able to gain his father's permission to begin studies at the
srgan school in Prague, and was thus spared the threat of
following in his father's steps as an innkeeper.

After his graduation from organ schcal; Dvofrik was
engaged from 1858 until 1871 as violist in the Prague Czech
Prcvisiohal Theatre, under the conductorship of Bedrich
Smetana. Having already tried his hand at composing, he
benefited in this position more as a composer than as a
performer. He had the oppocrtunity to observe and to absorb
the colors and hues of the orchestral sounds around him.
This conscious assimilatioﬁ was later to assist him'in be~
coming one of the finest orchestrators of his time, capable

"warmth and glow'" rarely

of infusing bis music with a
equalled by any other composer.
Up to approximately 1871, Dvorak made no special

effort to have his works published. It was the opera King

and Cocllier, composed im 1871, which marks the transition

from nonpublication to publicaticn. Although the opera was

iu rehearsal for four weéks in 1873, Dvorak finally reached

the conclusion that the work was too complicated for

3Gerald Abraham and others, Antonin Dvorak, His
Achievement, ed. Victor Fischl (Westport, Conn.: Greenwood
Press, 1943), p. 257.

»
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performance and destroyed the parts. He eventually re-

¢

vise

o

the opera, with some success. It was later discovered
{1916) that the handwritten score of the first version had
survived.

Dvordk's bitter disappointment over the unsuitability

for performance of the first version of King;aﬁd Collier

also caused him to destroy nearly all of the compositions

he bad written thus f{ar. Few manuscripts survived. It was
during this pariod of trial, also a pericd of éearching for
new sources of inspiration, that he finally recognized "the
basis of the greatness of the modern Czech music of Bedrich

Smaetana. . . ‘”5 He reazlized that the time had ccome for hinm

to turm to the zich sources Qf Czechoslovakian national

music.

The Moravian Duets for piano~four hands of 1875

and 1876 exemplify this new change in direction, since they
are based on Moravian folk soﬁgs. Dvo;ék also chose to re~
flect national elements in the c¢hamber and orchestral bran-
cﬁes of his music, transcribed from the piano original pf

the same date, 1878. It was with this first series of eight

dances, often couwpared with the Hungarian dances of Brahms,

Ibid., pp. 12-13.

*{bid., p. 15.
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that Dvoirdk firvrst used styiized folk-dance characteristics,
though they were composed entirely of origioal material,
wnile those by Brahms, in contrast, were mostly arrange-

6 . . . ; .
wants. Gowe of the later works which include Czechoslo-

vakian dances aud songs are the Symphonic Variastions for

Orchestra, Cp. 78; the Symphony in D majoxr, Op. £0; and the

String Quartet in d minor, Op. 34, which, for example, con-
‘tains the vepetition of short motives in the'Adagio.7

The Moravian Duets held an additional significance -

for Dvor4k in that he used them in his application for .a
State Scholarship in Vienna, on which occasion Brahms was
s member of the jury. Also included were Hauslick and
Herbeck. Between the first and seventeenth of February,
1877, Dvo¥4k was informed that the scholarship of four‘
hundred gulden had indeed been awarded to him.

This award marks the beginning of Dvo¥ak's lifelong
association with Brahms, an important factor in the success
of his publishing career (Brahms socon recommended him to
hié own publisher, Simrock).8 Thus the friendship of the two
composers "began just at the time when DvoY4dk was reaching

his spiritual maturity; it was broken off only by Brahms®

®crove's Dictionary of Music and Musicians, 5th ed.,
s.v. "Dvofdk," by Otokar Sourek.

Ibid.

8Jarmil ﬁurghauser, Antonin Dvo%ik: Thematic Catalogue
(Prague: Artia, 1960), pp. 481-82.
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death; and it showed itself in many close similarities in
9
the works ¢f both composerzra.”

Dvordk's earlier failure with the three-act King

and Collier (1871) was soon completely reversed with a laterx

and more carefully composed version (1879).
Immadiately following was one of his major operatic

successes, The Pig Headed Peasants, composed to a one-act

librerts by Joseph Stolba. Completed in 1874 but not pro-
duced until 1881, it became by 1900 a regular part of the
opera repertory.

Apother almost instant success came in the form of

orchestral music. This was the set of Slavonic Rhapsodies

which broeought Dvo¥4dk fame in such musical centers as Berlin,
Vienna, and Prague. After the Rhapsodies were performed in-
Vienna in October 1879, he wrote of the conductor's enthu-
siastic response, saying that (Hans) Richter literally em-
braced him and was very pleased'to get to know him.

Richter, a conductor who knew what appealed to the concert-—
going public, thereafter made regular requests to Dvo¥ik

for new ovchestral compositions. .

In August 1884 Dvo¥dk wrote his dramatic cantata

.The Spectre's Bride, Op. 68, for soloists, chorus, and

corchestra. It received such acclaim by critics that the

gRobertspn,vao§%k, pp. 32-35
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‘Birmingham Daily}?ost described it as one c¢f the most
original compositions of its type to come upon the musical
sceune. Successes of this kind only inspired Dvorak to
greater effcrts."By 1887 he had'compcsed a new series of

Slavonic Dances, Op. 72; the Four Romantic Pieces for Violin

and Piano, Op. 75; and the Quintet for Piano and Strings,

Op. 81.

At the age of fifty (1891) he waé'awarded an
honorary doctcocrate from Cambridge University, in honor of
his contribution to'music the world over. Oh this occasion
he surprised several'of his colleagues by speaking in criti-
cal terms of his celebrated friend, Brahms. This a#titude may
have been due to Brahms' lack of enthusiasm for his G major
symphony, played five months earlier in Vienna. Charles
Villiers Stanford, Cambridges professor of music duripg this
‘period,'waé one df the persons to wifness these statements.lo
During the same year, Dvordk also decided to accept the
Chair §f Musical Composition and Instrumentation at the
Prague Musical Cohservatory in New York Ciﬁy.

He departed for America early in Septgmbef of 1892,
leaving four of his six children behind in Czachoslovakia.
Upon reaching the United States he was overwhelmed by the

reception and somewhat resentful of the desire of American

loHughes,‘Dvo§ék, His Life and Music, p. 144.
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reporters to sensationalize the details of his personal
life.

During his five-month visit in the United States,
Dvofdk bacame immersad in the creation of a naw,symphony,

the e minor, From the New World, which he wrote as an attempt

1

to reproduce . . . the spirit of the Negro aﬁd iﬁdian malﬁ-
dies." 1In his use of the word "spirit," Dvordk alsc provided
a clue to his general approach to the treatment of Czecho~-
“slovakian national elements. The symphony was completed

for performance by May 24, 1893.

Under pressure to continue as director of the National
Conservatory, Dvo¥ak agreed to stay another year; ponéééu&ﬁtly,
ne had to send many new works to Simrock from the United
States, a8 situation making the correction of proofs almost im-
oossible for the composer. Simrock therefore askad Brahus,
in Berlin at the time, to accept the task of correcting all
of Dvofﬁk'svincoming proofs, and he was generous encugh to
agree.

The‘decade of the 1890s also s#w publidation of such

works as the operas The Devil and Kate and Rusalka. DvoFik

also composed three overtures, five symphonic poems, the or-

chestral suite transcribed from the Piano Sulte, Op. 98, and

2

the famous Dunmky Piano Trio, Op. 90. During March 1896,

while on a visit to Vienna, he was pressured several times ta
accept the position of Professor of Compositiom at the Vienna
Conservatory. Although tempted, he declined, reluctant to

be awav from his family.
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One of the more interesting events to occ&r toward
the =ud of Dvo¥ék's life was his meeting with Edvard Grieg,
himself an ardent nationalist. Dvo¥ik had alwave held a
high opinion of Grieg, and cirvcumstances finally vermitted
them to meet in Prague in January 1903. Grieg, although ill
during scheduled concert of his own works, welcomed the Czech
composer.

Dvo¥4k was never at his best in cohposing opera, and
his last, Armida., was a final distressing blow to his confi-
dence. Completed by August of 1903, this opera became a
source of continuval aggravation for him. One of‘the prin=-
cipal tencwrs fell 111, and the management of the Natioﬁél
Theatre had shown a general neglect toward the preduction.
During the first performance, the buildup of tension forced
Dvo¥d4k's departure before the final curtain. Shortly after,
he became seriously ill. On May 1, 1904, he died, at the
height of his caresr, from the effects of hardening of the
arteries and uraemia.

The versatility that emnabled Dvof¥4dk to produce ex=-
cellent work dn almost every fleld of composition alsc
enabled him to appeal to all segments of the musical world.
Thus his successes far outweighed his failures and his
contributions are considered ;o be some of the more im-

portant of the nineteenth century.

1)
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CHAPTER II
DvoBAK'S STYLE

Czachoslovakian Musical Elewments

Czachozlovakia is made up of a population said to
have drifted iunto the region from Poland and Russia in about
600 A.D. It encompasses areas known as Bohemia, Silesia,
Moravia, and Slovakia. The Slovakians were not always a
part of Bohemia, and were eventually merged with the other

. three regions to form what is known today as Czechoslovakia.
This merger of territories came as a result of a reélignment
of borders at the close of the Firstc World War.

The borders of Céechoslovakia have changed regu-
larly, depending on the political or economic situation in
a given eva. Dﬁring the treaty conferences of 1918, the
inclusion of Slovakia extended the Bohemian-Moravian ter-

“ritory eastward;‘hence the name Czechoslovakia. A "Czech"
is generally someone who comes from Bohemia or/Moravia. An
"8lovak" is one who comes from Slovakia. Itrwas‘thev
national music of the peoples in this counfederation of ter-
ritories that served as an inspiration for Antonin DvoFik.

¥

. /
Because writers have consistently stressed Dvorak's

nationalist tendencies, and they see him in the unique

11
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position of refiecting the spirit of his national music, it
seems appropriate to begin this study with a review of
Czechcslovakién musical folk elements.

Although the movement of populations around and
across borders tends tokdilute the purity of folk elements
in any mnation, it is still possible to form an approximate,
if not completely accurate picture of them. "Ethnographi-
cal sourcee show that Czech and Slovak folk music must have
been identical, and linked by common roots to the music of
other Slavic tribes and natiox‘;alities."1'l

These similarities occur mainly in texts rather than
in music. The Moravian and Slovak tunes of the east have a
close connection; west of the Moravian river in‘Béhemia
there has been more of an absorption of western influence,
dating back to the Baroque. The important point in con-—
sidering Dvo¥ak is that he drew from the music of all of
‘these regions, but seldom quoted it directly.

Another type of music appearing in Dvo¥4k's compo-
sitions is the dumka. Supposedly of Ukrainian origin, the
dumka is a narrative type of folk music which.aims to exhibit
bthe opposite states of mélancholy and elation;. Even though
it is not called by its Ukraﬁﬁan name, the character of the

dumka may be found in Czechoslovakian folk nusic:

lGrove's. Dictionary of Music and Muéicians, 5th ed.,
s.v. "Folk Music: Czech," by Karl Vetterl.
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In the songs melancholy alternates with high
spirits, tragedy with laughter, and the music
echoes the changing moods of the words. The
old song I am a very old shepherd is a clear
example of such changes of mood. The o0ld man
already has one foot in the grave and feels
the approach of death, then refuses to let
suca thoughts take hold of him and ends with
- » « jaunty cheerfulness. . . 12

In this overview of Dvofik's style, musical folk
elements will be coasidered briefly in the following cate-

govries: Meter aand Rhythm; Scale and Modé§ Melodic Traits;

and Intervals. This will be followed by a look at his
style in terms of the presence of folk elements (meledic,
harmonic, and rhythmic) and of persomal stylistic elements
{melodic, harmonic, contrapuntal), all of which combine to

form his style.

Meter and Rhythm
In Czechoslovakian music changing meters are often
found in dance tﬁnes, one of the mnst important of which is

13

the Koloviat. In this dance the changing meter may be

either implied or written in (Example 1).

. .
“ZGrove’s Dictionary of Music and Musicians, 5th ed.,

s.v. "Folk Music: Slovak,'" by Karl Hasse.

l3H. A. Shimmerling, Folk Dance Music of the Slavic
Nations (New York: Association Music Publishers, 1951),
pp. 39-40.
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Lxample 1. Kolovrat.

a. Implied

Vo &

{ I — 4’“T”/t TNN"‘\~
S A s 8 ” NP (SN SEN TN | T % 7
i SR SRR R AR A S B W S P U |
- — i — 1 ;
b, Written in .
™
j 4 e,
- - J‘G :j i l . 3 ’]. - i 3.
e & ?
|~ x b , : ‘
e A 1 ( i 1 b
¥ A ¥ . e [ (o8
Another form of meter change is found in the popu-
lar rejdovakx and the rejdovacka, the first in 3/4 and the
gecond a metrical variant in 2/4 which follows without
pause (Example 2). "Both use the same melodic material in
a4 phrase of two or four measures,. and repeated."14
Example 2. Rejdovak-rejdovacka dance pair
a., Rejdovak
o'\ o,
1 g & & L4 .
: & ) R AN 2 - S F g T
B A S— - | I S S b —
'/ {{ - ! o .| l !
ey I N _— ¥ '
i
b. Kejdovacksa »
ran .. = i J : - -
\s /) # - \ [ i" R R e
VA -du— - - R — W A B T
07— A= »
- ] . .
The furiant, which is another one of Czechoslovakia's

most typical dances, contains a slightly different approach

14Vetterl,,"Folk Music," p. 218.
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to the use of rhythm. it

fie
02

nature of 3/4, containing

-

accent that creates the fesaliing
b4

two measuves of 3/4-hemiola (Example 3). Tha cause

a displacement of

15

always written with a meter

rhythmic
of three measuras of 2/4 or

of the

Example 3. Furiant
K 1Z.
[ A S | 7 [ . " ' ;
;ﬁmbm'ﬁmwwL“meL;J 1 .F’; - il ; I . v o
. y R -] 0 I { { 11 i | ol
0] | B A I e S P “'FL,‘ l ¥
’ b

| B~ [k Sed —lak Sed o lak -

change of meter during the first two measures in 3/4 time is

the repevition of a word with two syllablas, which occurs

three times in succession: -

The attaching of words to imstru~-

mental dance wmusic is a typical Bohemian trait, one that has

influenced the rhythmic outcome

cf most of its songs. The

hemiola effect occurs in the kolovrat as well as in the

furiant.

their differences lie in their lyrics.

syllable word of the furiant is always repeated three times,

While both dances have this in common,

however,

The opening two-

in contrast te that of the kolovrat, which is not. A second

difference is the written change of meter signature, which

. 15
occurs only in the kolovrat.

These two dances are the

most popular of a larger group of dances with changing meters.

lsShimmerling,

Folk Dance Music of Slavic Nations,

pp. 39-40, .
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In a similar way, languaze has causad most Czecho-

slovakian folk songs, whather danced or not, to begin on

the first heat of the measure rather than on an anacrusis.

This feature has been emphasized by Karl Hasse in Grove's

—

yictionary of Music and Musicians with respect to Slovak

music as followe:

It is a law of Slovak prosody to accent the first
syliable of a word. . Consequently the songs begin
megtrically with a heavy accented beat. The theory
put fcrward by German musicologists, of an initial
upbeat is contrary to the spirit of Slovak folk
sCngs.

Dvo¥4k reflected this trait, especially in preliminary sket-

ches of compositions, which rarely begin with an upbeat. He

sometimes added an upbeat in later sketches or a final version.

RBecause of its rhythmic interest, another popular
Czechoslovakian dance that has influenced the music of com-
posers is the polka. This is usually danced to a quick
duple rhythm and contains rhythmic patterns expressed with

eighth and sixteenth notes in groups of two or four bars

{(Example 4).

A

Example 4. ©Polka rhythms . C v
ey i - — — ¥
W A RN A | ' L S S | T f F f f ;* -+ i
{I N R - - & . P ) > -\ FFTE
- ) ",
b . il }ﬁ:
P ey R NP . N —— 7 e -~ {
0 Y i B s W =i l 7 t (‘ I £ e HONY DU S SR R v
+ — :
<7 ] — s @ - . 3w T e W M ij%r"%* 41?7“—L*j
16 , ‘
Hasse, "Folk Music: Slovak," p. 359.
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AN tomm
VA7 s KIS S Nt A ) el MY : . N n
P A WA O L SN SOV RN 1NN ¥ B B =l B e i o0 I A AN | {1 i
7 t 1O I L SR A AR SN i 1 A 1 t L P
e o D 2 AN WA NN ) F—'E‘:E"_’ ) . d
- . . - p > ' 1 V
A rather lively dance in duple meter is the skolna,
which needs only a brief description, since it is not fre-
. kol . s N
quently ecvcounteved in Dvordk's music: "It is a lively
. . ‘ wl7
dance with intermixed four~ and three-bar phrases. Nas.

5

ey

17

and 7 of

iliustrate his use of this dance.

Scale and Mode

Dvordk's Slavonic Dances, Op. 46, specifically

Of the ancient modes which are used in Czechoslovakian

folk songs, the lydian mode appears most frequaently.

Fur-

thermore, the mixolydian mode occurs in the tuning of the

fujara, a shepherd's pipe.

The fujara has "undoubtedly

given rise to the shepherd's songs . . . with their mixo-
lydian melody and shepherd . . . subjects" (Example 5 .18
Example 5. Mixolydian mode
EDE A S N S w—
e e PR
I W V. '_.H.__-,L.ﬁ r A ; j‘ t - r 2 ] I 1
N A SR - - ~ PR i « % e
#bq‘f( ¥ e T
. S r P 4 1 L X
- Y |\ \ 1 \ -t
b | N EJ g g ‘Y i
17Ib%£“ ‘
18

Shimmerling, Folk Dance Music of Siavic Nations, p. 41.
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Along with songs in the lydian and mixolydian modes, songs

"in the dorian mode are also te be found im almost all areas

of Slovakia.”l9 Folk songs from furthex west in Czechoslo-

vakia alse contain their share of the three modes, the ly-

dian appearing most often. Of Slovakian origin, the song

\Y v

"Ei prile celi," in the dorian mode, reflects the smoothly

flowing style ¢f a recitative (Example 6).

- 2 = v V.
Example 6. "Ej prile celi"
4 p—— ,
7 L2 1 ) T 1§ ] Py
0 AR S . T A t T PV 1 4 4 ¢
-y ys T > { 7 . } I
J i‘ iy o 'l 7 !‘ 1 L) L
fg T :
- & | _a— i py 1
£ 1 T 1 y [ i F v
—_— ' — ¢ 3 r ’
‘T\:ﬁ . Fﬂ’ﬁ e
17 I " I i S N " - ;
et Nt { ] i 3 { P {  —
i = Y ¢ . 7 Y 1
¥ A v & & [y
+

In Czechoslovakian folk music, the tendency to -shifrt
modal qualities within the same piece may also be observed,
resulting in a potential increase of expressive range due to

the greater number of intervallic relationships thereby made

available (Example 7).
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Example 7.

Czech songs employing

a. "Meta sem hotubka'

change of mode

19
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c. "Anilka mylnarova"
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Melodic Traits
The repetition of both melodic and rhythmic pat-
terns. of short duration (two=- or four-measure periocds) can
be seen in most Czechoslovakian folk songs (Example 8).
Example 8., Rejdovak :
" l [ Y o Wi g
> L0 T A, I T N et O | Z 4 ¥ T i
e i e e e e e L
o r . . @ Lo o 'l s !
G T ’ i T B PN L

|

Expansion of a phrase is often

accomplished through repe-

tition of short melodic motives, resulting in phrases of

asymetrical length.

Example 9 illustrates not only this

element of repetition, but also the use of the major mode.
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Example 9. Czech songs employing repetition of short figures

¥ "

a. "Kdyz jsem plela len"
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b. "Vyleté&la holubicka"
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In the examples cited so far, phrase lengths have
varied to some degree. However, a greater degree of variety
in phrasa lengths is also often seen. Phrase structures; as
illustrated by one example from Bohemia, can oczur in any
even oY uneven combination, as illustratéd in Example 10.

A special variety of recurrence that frequently char-
acterized the treatment of Czechoslovakian nusical phrases
is the repetition of an initial phrase or motive a step ox
more higher {(Example 11). This includes repetitions in the

dominant or relative minor as well. As important as the
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greater

21

of repetition alone is, musical phrases galn even

impact when cast

in contrasting kewvs (Exanmple 12).

¥xample 10. Uneven phrase structures in Czech minor
‘i a. “THusitska"
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Example 11.
a., "Padavec"
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Intervals

“

In Czechoslovakian folk music some intervals occur

with greater frequency than others,

particularly the fourth
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and fifth. For instance, the bagpipe {dudy), which is an
instrument associated with western regions of the area,
usually creates a harmonic support with open fif:ths. It is

alzo a member of the rypical rustic band, which has remained

the same aven up to the present day. Besides the bagpipes,
the typical instrumentation of this band consists of clari-

net and violins. In Example 13 the bagpipe can be seen

supplying the drone on the tonic and fifth.

Example 12.

a. "Pridity %uhajko”
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\ b. 'Nad Tatrou sa blyska"
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Example 13. "Hraly dudy," transcription for voice and piano
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A large part of the song repertory of eastern
Czecﬁoslovakia includes the frequent use of the interval of
a fbﬁrtha usually as the basis for the melodic framework;
this is also frequentlv found in Dvorak'é music. Its popu-
larity is probably due to the pentatonic scale, which appeared

early in the mjsic of the Slovakians of eastern Czechoslo-

The prototype of all scales, it can include three or
20

vakia.

four perfect fourths (Example 14). Some specimens of

Frample l4. Pentatonic scale illustrating the perfect fourth
ot § .
f L [ALA [
Y i P Snd
Sl h W e T P
PN A

Czechoslovakian folk songs display a very clear use of both

the perfect fourth and fifth in their comstruction (Example 15).

Example 15. "Fraji recko"

3
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yi r et s i - | I A
r' o w L — p l

Hasse, "Folk Music: Slovak," pp. 356-57.
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In addition to the pexfect Ffourth the Lydian (raised)

fourth, as seen in Example 16, is often included in songs

containing parallel modal change.

. . v o
Example 148. "Umrem umrem, nebudzem zic"
~
N PR B | ” 74 A A | WP |
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Intervals of the fourth can also be found in a dis-
junct tetrachordal progression (D~G, A-D being the most

characterstic) in some eastern examples of Czechoslovakian

folk song (Example 17).

/ o
Example 17. "Uéni zZemi"
> *%7 " £ z £ ] - Y .
"'c".) ¥ el o 2 L4 hd ¥ Py & bl
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' 7 o

Even fﬁe music of the Roman Church has left its im-

print -on the intervalic content of Czechoslovakian folk music.
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Its influence dates back

.
i

very likely cracesble

well as to the use of

as

The presence of chant in

at least

0

g

he

25

to the tenth century and

pentatonicism of the chant,

21

the previously discussed modes.

folk melodies raraly consists of

exact imitation but rather of a "recasting of impulses"

derived from it:

it is

. . .

obvious that there is some claose
lationship between these songs and the musiec

re-
of

the Church, whose chant exercised not only a di-
rect influence upon folk melody but gave a fresh
impetus to the people's creative urge and was

gradually changed and adaptgg to accerd with the

spirit of the people. . . .

The

in the free style of Example 18,23

of its use of

Example 18. "Hrabaj diefci"

two-part singing.

influence of the KRoman Church can also be seen

which is unusual because

e Ty — =
, g i £ y 3 ! -
G e e Bt et o s
* . )
NE - 1 1 ,? = Y
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[ 4 \___, V-
) | e Q.
i : EY .
5 e e e s e
2 L/ . aa? G | I M ;a i
+ > < |
ZlHassé, "Folk Music: Slovak," pp. 356=-57.
5
221bid., p. 358, 23Ibid,, p. 357,
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. Koo
Aspects of bDvorak's Style

Presence of Folk Elements

There are two bhasic aspects of Dvorak's style, one
which may be considered to he of natiomnalist or Efcolk origia,
and one that reflects a personal use of formal musical
training. His ability to effectively unite the wealth of
Czechoslovakian folk material with z broad tradition of
formal musical components assured his significant impact
oun the musical world.

This fusion of traditional music with elements of
national character appeared as early as 1875 with the in-
=Ilusion o0of a contrasting mood in the slow movements of the
symphonies in F major and e minor.za‘ These two movements,
with their contrasts created by changes in texture and tempos,
were later designated by Dvor4k as dumkas. From this point
onward, DvoYak's tendency to use national dances and folk
songs increased.

Another important example of this combined use of

traditional and national components is his Symphonic Vari-
oftzan seen throughout their melodic aad harmonic construc—
tion. TFor instance, the second measure of both the openiag
theme (Example 19-a) and the twelfth variation (Example 19-b)

display this alteration in the melody.

24Merton Aborn, "The Influence on American Musical
Culture of Dvordk's Sojourn in America” (Ph.D. dissertation,
University of Michigan, 1965), pp. 35-37.
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Exompl

a. Op

‘ v
e 19. Dvorhk.
ening theme, mm. 1

Svmpnhonic Vari

iations

-

Lento & molto tranqml%o Jugo

27
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b. Twelfth variation, mm. 1-6
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Vie.
Cb.

Equally e

tfective use of the rai

sed fourth appears

s s v £ . .
(circled) as it opens the Romance of Dvo¥ak's Czech Suite,

Op. 39 (£xa2mple 20.) Other natiomnal characteristics

present

at the beginning of this Romance are the use of the perfect

fourth and the‘theme's beginning on the first beat (rather

than on an anacrusis).
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A v .
Example 20. Dvoerak. "Romance"” from Czech Suite, mm. 1-3

Andante con moto 4. =52 )

R — J,MM'* e S —
oy A2 A A Jd I k4
Flauti LII. = : =

Obot LIL

Corno inglese *)

Fagotti L IL o —

L
FERY
Kby

Corni LIL.F j"v;f ‘;_

Violini
i1.

Viole

I.
Violoncell:
“IL.

Contrabassi

Dvo¥ak is known for the use of typical melodic

shapes influenced by both his formal training and his
national backgrouﬁda One shape, often cite&, is made up of
an ascending fourth followed by a gradually descending
line.25 This shapevalso éppears at the Beginniﬁg'of ﬁhe
Remance (see Example 20), and in Example 21. The latter is

an arrangewment of a popular Czechoslovakian folk tune.

ZSJohd Clapham, Antonin Dvo%ék, Musician and Crafts-
man {(New York: St. Martin's Press, 1966}, pp. 44-48,
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Example 2i. '"Hajej muj andilku," mm. 1-13
i i p poriane
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1. Hash-a - bye, ba - by mine,

2. Hush-a_- bye, ba - by mine,
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peace-ful - ly
dim growsthe

— : )
rest;  Moth-er is  rock-ing thee in thy soft nest. Hush-a - bye,
light; Close your eyes, go to sleep,dar-ling, goodnight. Hush-a - bye,

N .
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In the Finale of the Czech Suite one sees a furiant

based on the same general shape (Example 22). This melodic

shape, with its changing meter, is seen extended from

neasures 186 to 1940,

motivic

Dvorak, like Schuhert, pcssessed a flair for

development. In contrast to Schubert, he avoided

excessive length, and aimed primarily for a balance of
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1.
Viol,
iI.

Vie

Vie.

3Q

Example 22. Dvorak. Finale, from Czech Suite, mm., 183-90
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melodic and vhythmic interest. Bisg melodies, as in the folk
melodiea of Czechoskovakis, afa,ﬂaan.ﬁﬁ.vany in lemg#h,fram
four to fifteen bars. As they came to him he wrote them
down at once, refining them at a later stage. Even merer
signatufes were reworked and bar-lines removed. Hence the
great d:foIenLe hetween the initial and final versions.

A prominent and already discussed feature of Czecha-
slovakian folk music is the repetition of melodic motives at
the beginning of a phrase. This melodic aé well as rhythmic
repetition alsoc appears in Dvorak's introduction to the

“Inflamatus®™ from his Stabat Mater. Agaln the ascending

Ibid., pp. 30-31.
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fourth with

its

{(Example 23-a).

Andante maestoso J=54

Dvo¥ak.

gradual descent

"Inflamatus"

is

in

from Stabat Mater,

31

mm.

reen in the srrLug parts,
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" to The Peasant Is

a Rogue,

Example 23. Dvorak. ™"Overture,
mm. 1-5. SR
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Another effective illustration of repeated melodic

motives is contained in his Overture to The Peasant Is a Rogue,

Op. 37 (ﬁxample 23-b). Marked Andante Maestoso and backed by
full orchestra, these repetitions reflect the similar melodic
repetitions seen in Example 12.

The furiant, with its changing mete:, ig evident in

many of Dvo¥dk's works. In his Symphonic Variations, created

during the same period as the Moravian Duets, one sees the

furiant as a basis for the entire twenty-first variation

(Example 24).

"Examnple 24, Dvo¥fik. Symphonic Variations, Variation twenty-
one, mm. 564=-70, . i R
FlL1 5 = = - - SRARSON.... A o : ‘
¢ ;
FLIL = = = = = =
B :I"“:d - “‘ b/'\ -—-\
. J_“A **”*h”*ﬁg::*”izgzzl ——
Ob LI — — e — = : = :!:3%5#&::
CLLIB = = = — = =
—— -
#* ¥ 18 e
- - - = - e P ——
Fag. LIL : 7 t
V- S ';::mmw- :

Another arsa containing folk influence is that of

modulation. A significant type is the so~called "Moravian

1

Modulation," which involves a change from minor to major a

tone lower (for example, from f minor to E major).27

~

This

2714id., pp. 39-40.
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modulation is seen in sevevral of Dvorak's Moravian Duets,

Op. 32, for soprano and alto (Example 25). Coming from
Dvorak's period of transition to a more nétionalistic style,
and based on Moravian folk songs, these duets also offer
evidence of his desire to délve into such national traits as
uneven phrase lengths, repeated motives, and harmonic support

with open fifths.

Example 25. Dvorak. Moravian Duets, Op. 32, "Chudoba,"
nm, 5-8

An additional feature often connected with Dvorak
is his change of phrase or chord progression from major to

the parallel minor, or the reverse. This, as well as the

~

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.

Jir ein  Fog- lein, singt so lieb - Lickh,  singt so  lieb - lich? L
gale  doth war . ble; e - verdoth it sing w sweel hyma,  poco string:
e e g ’-—-“——
o 7 r ——— -
i : 1‘*‘“““"#"}_ 4
ﬁL. » 3. '
Crese.,
P I
- =l
&=
L r r Fo

I [Ploresc.  gm
— **”5*_“” e~ G- S
Ach, © co je 1o
Ach, way st dus
Hark! the night- in -
B - S a— poce string
S I 83 S e el e B e et =
' q:) e } Pt e
sla - vi - &ek, co pek - né&  zpi - va?



34

previously mentioned repetition of phrases at different
levels, also appears in Czechoslovakian folk Music
(Examples 7, 8, 9). These parallel modal changes are
likely to appear most often at cadential or transitional

238
passages.

Presence of Persdnai Elements

A number of personal melodic and harmonic features
reflect DvoYak's more formal background, and they conbine
with the folk elements to form his style. It was Dvo%ék'é
ability to successfully unite these formal features with
the wealth of Czéchgslovakian folk elements that enabled
him to reflect the spiri:.of nationalism in his compositions.

One effective personal feature occurring with some
regularity in his.scores is the ﬁse of more ﬁhan oﬁ&bdynamic

at a time. It 1is to be found, for instance in his

SimghoniC'Variatibns; In measure 672 of variation twenty-six,
contrasting dynamic markings are seem to occur on the first
beat (Example 26). Moreover, Dvorak may have purposely
included the counterpoint, also appearing in this passage,

to set the stage for the impressive four~vaiééd fugal

Finale occurring soon afterward.

28Abraham and others, Antonin Dvo¥ék, His Achievement,
pp. 208-09.
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Example 26. Dvorfdk. Symphonic Variations, Variation
twenty~six, nm. €670-675. :
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Another personal feature often associated with
Dvofak consists of the use of melodic material inm a unified
way. In a sense of thematic¢ transformation,; this reflects
the influence of Liszt and Wagner:
A

Many of Dvorak's theme-transformations must be

familiar to almost every music-lover: the basing

of the finale of the Fourth Symphouy on a theme

expanded from the principal idea of the first move-
ment, the coda of the allegretto of the sane
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symphony based . . . on a trio melody [and]the
transformation in the Wew World Symphony, the
metamorphosis of the motto-theme of death in
the Requiem. . . . .29

W " . .
From 1875 on, Dvorak's works are generally considered

to be harmonically inncvative. The Symphonic Variations

are in this category, and, to some extent reflect the
harmonic innovations of later works. One specific vari-
ation, the ninth, contains the ". . ., juxtaposition of the
common chords of C major, D major, and f minor. . . ."30

Among other harmonic innovations connected with
DvoYrik's writing is the alternation of two or more un-
resolved dominant sevenths, sometimes descending by a
minor third.gl This lack of resoluticn was often favored
by DvoYik as a method of creating a temporaxy ambiguity in
harmonic progression. In the Poco Adagio from the Symphony
in 3B Flaf, a descent of unresolved dominant sevénths by
minor third is seen in the lowest string parts, which con~
tain the roots of each chord (Example 28).

One of the more outstanding examples of Dvordk's

gifted harmonic approach lies in the opening and clesing

progressions from the Largo of his Ninth Symphony (Example

29~-a and b). The opening series of progressions (a) begins

in the key of E, avoiding the tonic of D £lat until the last

291444, 301p14., pp. 105-06.

~

31
40-41.

Clapham, Antonin Dvofék, Musician and Craftsman, pp.
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chord. On the other hand, the c¢losing series of progressions
(b) remains entirely in tha key of D flat. Yet the internal
movement of the chords in both series is identical until the
last two chords. Such creative handling of harmonic schemes
is one indication of Dvo¥4k's ability to move at will among

any series of keys.

Example 29. Dvo¥ak. Symphony No. 9 in e minor

e g B

a.

The technique of canonic writing is ever present
v ; .
in Dvordk's works, and is sometimes combined with passages

in stretto (first movement of the F Minor Pilano Trio). It

Al .
32¢ictor Hely-Hutchinson, "Dvo¥ak the Craftsman,"
Music and Letters 22 (October, 1941); 303-12.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Fl.

Ob. L. 11,

Fag.1.11.

Viol.
11,

Vie

Vie.

Ch.

39

is also found at tramsitional or dramatic points within a

piece.33

¥
As Example 30-a demonstrates, Dvorak possessed =&
tirm command of imitative writing, and was able to produce

contrapuntal textures in this style that are musically

interesting.

Example 30. DvoYak. Legends, mm. 80-86.
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33Abrahém and others, Antonin Dvogék, His Achieve-

ment, p. 229.
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Example 30 (b). Dvo%ék, Syaphony in B Flat, Poco Adagio,
Fughetta, mm. 72-77
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AT < PR P .
Dvorak also excelled in other types of imitative

- writing. The "Poco Adagio” from his Symphony in B Flat, for

instance, contaias & fughetta which illustrates his ability
to creare a clear and ﬁusically attractive éontrapuntal
texture (Example 30-b). Much of Dvor4k's scoring also
contains ahrupt dynamic'changes similar to the one in this
passage (measure 73), often expressed with extreme diminu-
endos or crescendos over a short period of time (usually

one to three bars).

In the important area of modulation (not of the
nationalistic type) Dvorak exhibited a preference fbr keys
a minor third higher. This took the various forms of major
tormajor, majocr to hinor, minor to minor, and minér té

R R v
major. As noted by Clapham in Dvorak, Musician and Craftsman,

three chords often complete such modulations (for exampla,
from D to F with a C major chord between).

Mcdulation by -third is also often used for sequen-~
tial repetitions, as it 1s at the beginning of the draﬁatic

cantata The Spectre's Bride. The almost continual shifting

of key which characterizes Dvofik's writing seems to be
rocted in Czechoslovakian folk music, which also changes
34

key frequently. In a comment related to "Der Schmerz,”

from a set of four pileces in Op. 38, one of Dvorak's

4Daniel Gregory Mason, "The Music of Dvo¥ak," The
Musician, 15 (February 1910): 89, 136.
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contemporaries describes modulation as highly characteristic

of his style:

« + « the passage being six times in a new key,
after what we now thoroughly understand as Dvo-
Ydk's manner. But when this section recurs as

a Coda, our composer, by a simple cnange in the
bass, gives it new character. . . . .

Dvo¥ak is often equated with Schubert in his ability
to weaken the average listener's awareness of a tonal center.

He accomplished this through the free use of suspensions and

appoggiaturas, enharmonic, prepared and unprepared modulations,

and a generally ambiguous approach to the feeling of key.
Thus he shares with other nineteenth-century composers part

of the responsibility for the eventual breakdown of tenality.

35Joseph Bennett, "The Music of Anton Dvo?ék," The
Musical Times 22 (April 1881): 169.
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CHAPTER I1I

A SURVEY OF DVOEAK'S FOUR PIANO TRIOS
Only the last four of six plano trios written by
Dvotrdk have survived; the first two are presumed to have
been destroyed by the composer himself. Each of the four
will be discussed below in their order of publication. All
discussion is based on the composer's manuscript, used for

the Critical Edition published by Artia in Prague.

Piano Trio inm B Flat Major, Op. 21

The score for thié work was finished c¢n May 1lé,
1875, and its first performance took place on ¥ebruary 17,
1877. At the writing of this trio, Dvo¥ik had not fully
devéloped ﬁis mature notational style; evidence offered by
;the manuscript veréion Suggesté a.lack of exactness in,such
details as phrase-marks, slurs, ties, dotted notes, accents,
and dynamic markings.

Before actual publication by Schlesinger (Berlin):
Cin 1880, Dvo;ék made several revisions, including a new p%rt
for the middle of the Scherzo movement and several cuts in
the Finale. The trio is in four movements, which follow the
general sonata plan: sonata allegro, ABA, scherzo, and sonata
allegro. Impo}tant thematic material from each movement is
presented in the outline which follows. The work is 30

minutes long.
43
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Outline of Movements

44

First movement (Sonata Allegro), B flat, 229 mm.
Principal theme, § flat, mm, 1-8:
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" An extended development tal

tes place, with elaborate
processes of modulation employed,

Transition to the recapitulation at m. 300:

46

The movement is brought to a close wit

h a coda consisting
largely of material from the subordinata theme.
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Second Movement (ABA), 2, 369 mm:

Opening theme (A), g, 6 barz, mm. 1-6:
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The second theme also goes into four-voiced canonic writing

in g» The opening theme returns in f sharp, and the movement
closes in G.

Third movement (Scherzo: ABA), E flat, 229 mm.

Opening theme (A), 8 bars, mm. 1-7:
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A transition takes place to theme A with canonic writing,

49

mm. 211~26.
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Fourth movement. (Sonata Allegro) B flat, 369 mm.
Principal theme, 4 bars, g, mm. l-4:
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A brief development, with the use of the subordinate
theme, occurs between mm. 115 and 120.
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A recapitulation takes place with the subordinate theme
occurring in g. A modulation then leads to B flat, and
ends with the principal theme in the tonic key.
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Discussion of the Work

The key of B flat for the first movement soon
shifts to the relative ﬁinor in m, 9, and te E £lat at
m. 13. Such changes by intervals of the third are an
early indication of Dvorék's use of this relationship
for purpeoses of key change. 1a this instance the modes
are major-minor-major, 2 nationalist trait {(see Example 7).
Modulation upward by third can alsc be observed in nm.
31 (B flat), 47 (d), and 49 (F).

Reflecting a more innovative éide of Dvo¥ék's
personal style in handling modulation are the fraquent
instances of key ambiguity. One such instance is con-
tained in.ﬂis approach ‘to the remote key of e minor for
the development (from B flat to e). He also applies the
tested keyboard devices of broken octaves and chords,
which fan in opposite directions prior‘tp the'double bar
(Example 31). The chords in gquestion, F7, A flat7, D7,
A flat7, and B7, which occur sequentially and without
resolution, confirm the use of unresolved seventh chords
(see Chapter II) in producing a temporary”ambiguity of
key; hence the apparent easecf trangition to & minor.

Progressing from e minor, an elaborate séries
of false modulations takes place in the development sec-
tion itself. The composer's heavy reliance on this

process is demonstrated by a sample listing of a series of
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implied keys.

52

Each change invoclves the principal theme:

e — a - B flat - D flat - to enharmonic parallel
miner ¢ sharp - E - A flat - C flat ~ enharmonically
to B - B7 - C - D flat 7th ~ d half diminished 7th -
c - g ~ C, etc.
- v . . .
Example 31. Dvoridk. Piano Trio in B flat, first movement,
mm, 149-57
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related feature of Dvotdk's style.
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Key change resulting from a change of modal quality

(major to parallel minor) is another prominent and folk-

It recalls the same

process observaed in the folk songs cited for Example 7B.

‘This type of modal change takes place,

for instance, at
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m. 338 of Example 32. This passage leads to D flat, en-
“harmonically on to ¢ sharp through B7, and on to E, reflec-
ting Dvorték's emphasis on this process at transitional
points within a piece. Another parallel modal change

can be found at a transitional point leading to the Coda

(mm. 408~15).

Example 32. Dvctdk. Piano Trio in B flat, first movement,
mm. 335-51.
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Example 32 continued
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Also encountered very often in Dvorak'’s se¢
the use of enharmonic key change, as seen in Examp
(B to C flat)., 1In om. 370-72 of this example, the
wavers between F7 and A flat7 in preparation for e

the third theme (in B flat),

Example 33. Dvo¥ak. Piano Trio in B flat, first
mm. 360-73.
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A passage of expressive interest may be seen in
mm. 82-85 (cello), which illustrates DvoYdk's tendency
toward dynamic accents and syncopaticn. In the same
example, separate dynamic indications for the piano part
reflect the care taken as he aimed for the qualities of

balance and color (Example 34).

Example 34. Dvo¥dk. Piano Trio in B flat, first movement,
um, 852-835 ’

Repetition of short melodic phrases in this
movement (three times at the opening) is typical of most
Czechoslovakian folk music (see Example 8).- This type cf
melodic and rhythmic fepetition.ié also heard in mm. 373~83

of the piano part (Example 35).

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



56

. NS . . . ’
Example 35, Dvorak. Piano Trio in B flat, first movement,

mm. 373-83
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One of the more obvious features of the theme of
the second‘movement is its variable length. An even more
important feature is the repetition of a motive at the s2nd
of the original statement (Example 36). Another is the
~wide Qariétion in dynamics found near the end of the phrase,
* already cited as one of Dvorak's approaches tb dynamic change.
The change iun phrase-~length and repetition of a motive
assist in creating the flexibility and variety for which

Dvorak is so widely known.
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Example 36. Piano Trio in B flat, second movement,
mm. 1-9
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In one section of this movement, four-part canonic

writing carries the motion forward, increasiang the drama

as the texture expands (Example 37). The sudden change

* in dynamics (mm. 110-12) is again seen, this time at the

most expressive point of the piece.

Sudden contrasts of

. b4 .
this type are common to Dvorak's scoring.
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N 7
Dvorak.

Piang Trio in B flat,

mm. 103~-12

58

second movement,
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One of Dvorak's frequent instances of unprepared

foreign modulation is in mm. 34 through 36.

An enharmonic

reading of the first chord in m. 35 (e sharp minor), which

is an altered version of the I of C sharp,

can also he per-

ceived as setting the stage for the dominant (E7 of A) which

follows (see Example 38).
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., ¥ L. . i
Example 38, Dvorak. Yiane Trio in B flat, sescond movement,

mm, 31-35
T e -y - - 4

-8 T e g Tk TS 33 -~—~~\.‘ ;
. B et s - g r. Wi ! toume- A Noramaiaat A Sl mtels vasibnusiuininet ol vatisoiiy ] - T ;dﬁa
@ S P e o e - : ety e T e B
. dim. = - ' ——— ey ‘
NS e —— b _ e~
= e Tt 4 e S ;niflggﬁ
dim ~ . " - w jz—‘-ﬂ" !
e |
R ?

P l,qf b | ) L e o & be ~ .
%‘ £ ; e i ,# 24 9o N h'g'xl i

SO oA o1 i S LAV SRS A ~—- £ - )

¥ 3 :1 i’! T i | - T ; T )r
dim. - - - - . - -pp e S |
oo — premaeomermeny | ") ' :
"‘}z“iz“mf‘“'mm ‘wrm B e e i ;‘ £ e e pEY

o v e yors B B - D i T

1 L 1 i L nd.

iDre-e E—,ﬂ ﬁl _ﬁ ¥ :
Dr’ 'ﬁ »- V b ¥ ¥ by E

With a theme constructed of two~bar motives forming
a four-bar structure, tbe third movement strongly resembles
a2 stylized polka. Alternating patterns of eighth and six-
teenth notes provide the rhythmic framewbrk against har;
monic emphasis of the perfect fifth (Example 39). The
thfee measures at the end of this passage again illustrate

a wide coantrast in dynamics.

) N . ot o
Example 39. Dvorak. Piano Trio in B flat, second movement,

mnm. 37-51
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Example 3% continued
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The trio of this movement contains anrunprepared
remote modulation to B ( a third distant). 1In the short
(tranquillo) Coda which rests on a G pedal for its entire
length, and hidden in the almost aimless series of chords,
is a standard Neapolitan progression (Example 40, indicated
by an asterisk). By altering the melodic line to match
this progression, Dvof4k exhibits an extremely skillful
use of materials.
L
Example 40. Dvofak. Piano Trio in B flat, third movement,
. mm. 119-27 . S .W
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Like the Scherzn, the fourth movement opens in the

relative minor of the tonic key,

to manipulate key feeling is indicated in the progression

iv - 1 din g minor, possibly intended to impart a feeling

The composert's. inclination

of

ni dramatic expectatidn to the opening (Example 41), and to

delay the establishment of B flat.

= v/ s s
Exsmple 41. Dvorak. Piano Trio in B flar, fourth movement,
mm. l-6
., Allegro vivace 4= ws ' TR i
FAF=2 =R } =2 o ’
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. = : = e o o o e s S e o S 1 S i
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T e B o 2 R prem T Y
" i —— =5 T ™ M i e i
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He YTy s d:';’ i = r I 7
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Another method of key manipulation employed by
Dvo%ék is heard in the d4llusion contained in the section

quoted in Example 42. In this, he creates the impression
of preparing the entrance of some far-off key (from a,
nm. 59),; only to end unexpectedly where he began (m. 67).

Also notable is the interesting color praduced by the
note G sharp against the a minor chord.
Of the three themes. in this movement, the third is

sometimes doubled in length (Example 42).
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Example 42. Dvorhk. Piano Trio in B flat, fourth movement,
mm. 59-71
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Dvogék customarily varies his phrase structures in this
way, reflecting the same type of changing length found in
Czechoslovakian folk music (Example 10).

An unusual touch applied by Dvo¥ik for dramatic
contrast is found in the development section at m. 153
where the first theme of the second>movement suddenly re-
appears (Example 43). TheAplacament of instruments through
widely separated registers allows the cello to sing this

theme above the lower rhythmic pedal of the violin. At the
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same time, the piano presents a flowing tonal veil (ppp)
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Piano Trio in B flar, fourth

of which illustrates

instrumentation.

movement,
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Aithough simple in concept, the next passage (Ex~
ample 44) illustrates further use of creative instrumentation,
which amounts to nothing wmore than octave treatment for both
riano and strings. The purpose of this scoring might have
been to approximate an orchestral effect while in canon at

the unison.

N . . L . )
Example 44. Dvordk. Pianc Trio in B flat, fourth movement,
mm. 43~48
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Observations

Brought to completion in the same year (1875) as

Dvorak's Moravian Duets (which signal his change toward

national expression), this t;io also contains‘feaﬁures rTa-
flecting ﬁatioﬁaiism, Modal duality is strong in the first
movement, and is present in the others. Uneven phrase-
lengths, emphasis on the perfect fifth, repetition of mel-~
odic and rhythmic motives, and repetition of a motive at

the end of an uneven phrase also indicate this change. The
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polka as a rhythmic basis for the scherzando third movement
is a specific example of this interest by the composer.
These national attributes are, in general, smoothly in-
corpofatad with Dvorak's more personal style, based in

part oan his formal training.

This trio also contains an ample display of the
composer's personal style. Unprepared modulation, foreign
modulation, and modulétion by third occur with some regu-
larity. These can be combined with the use of enharmonic
key~change, unresolved dominant sevenths, and a strong am-
.biguity of key at several points, to form an indication of
the composer's preference for keywmapipulation. Although
not as prominent as in the next three trios, canonic writing

o, A . . Y
is also beginming to enter as a dominant feature of Dvorak's

style.

Piano Trioc in G Minor, Op. 26

The second of the published works for this instru-
mantal combination was written between the fourth and
twentieth of January 1876, and premiered on January 29, 1879,
at a concert of the composer's works in the town of Turnev,
with the composer at the piano. The manuscr;pt»is in the
posseassion of Dvo¥dk's descendants, and contains forty-threé
pages of twenty-stave manuscript paper, bound in leather. |
The end of the Finale contains his recorded date of com-

pletioa (January 20, 1876). An original edition, issued
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by Bote and G. Bock of PBerlin, was prepared under the
supervision of the composer.

Signs of an increasing awareness of the pianc's
musical resources are present in this work. A distinctive
feature i3 the economy of thematic material Dvotdk chose
to employ. The second movement is remarkable in that it
is basedrgntirely on a two-measure melodic motive, and
expanded through repetition of melodic fragments. Also,
like the second movewment of Op. 21, it is free in harmonic
treatment.

The way Dvo¥ak evolves the formal organization of
this work is a sign of the ease with which he composed.

He providea it with a strong sense ¢f structuxral design
while achievingvgreater expressive depth. This expressive
content is seen at the beginuning of the outline of move~
ments, where the opening two chords and restless thematic
line of the first movement provide an idea of the drama
to follow. The work is approximately twenty-six and one-

half minutes 1in length.
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Outline of Movements

First Movement (Sonacva Allegro), g, 347 mm.

Principal theme, g, mm. J-4&4:
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Second theme, g, mm. 18-20:
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Subordinate theme, B flat, mm. 61-64:
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The development is =2xtended,
with considerable key-exploration.

and includes all three themes,
The use of principal

and subordinate themes at once is illustrated in mm. 106-08.
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Second Movement

Opening

theame,

B

melodic fragment,

(ABA) ,

flat,
it .

E flat, 92

in 4 bars,
1-4:

mm.

69

consisting of a repeated
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Secondary theme (B), made up of the fragmentatior of the
opening theme, and continuously expauded, mm. 40-43:
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Third Movement (Scherzc, ABA}, g, 303 mm.

Opening theme (A), g, 10 bars, mm. 1~10:
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Theme for Trio (B), G, 9 bars, mm, 210~20:
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Fourth Mcvement (Rondo~8&d
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Principal theme (A), E
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Second theme (B), g,

mm.
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The principal theme (A) returmns in G, mm. 73-78:
Poco pia mosso
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The development section (C) consists of fragments of the B
theme with extensive modulation and chrématicism. Mm. 120-27.
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Theme A returns in E flav, theme B returns in g, and
theme A concludes the movement in G.
Discussion of the Work
A strong connection between the first movement of
Opus 26 and the second movement of Oﬁus 21 lies din the
resemblance between their thematic materials. Although
rhythmically different, they are ciose in dintervallic

relationship at their beginnings (Example 45 a and b).

 Example 45. Dvo¥4k. Piano Trio in G Mincr, first movement

a. Allegro moderatc, mm. 16-21
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b. Adagic, mm. 1-~5
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Dvo¥4k often resorted to condensation ar expansion

of thematic material, a process evident in the secand

movement of Opus 21. It is also applied 28 the theme for

the first movement of Opus 26 (Example 46) attempts to

make 1its way, only to be suddenly cut off by two sharp

chcrds. The original length of this theme was five bars.

Example 46. Dvorak.

Piano Trio in G Minor, first movement,

mm. 29-32
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Dvordk is known for’the effective use of counter~-
melodies (m. 154 in Example 47). The theme taken by the
cello is the principal theme, presented against the second
theme in the piano parp. Also of interest because of the
national character it exhibits is the clear series of de-
scending perfect fifths and four;hs as melodic intervals
in the piano treble. Accompanied by a contrast of dynamics,
this theme suddenly reverts to the minor mode in its re-

statement, providing yet another occurrence of modal

dualism.

Example 47. Dvo¥5k.1 Piano Trio in G Mihor, first movement,
mm. 151~58 '
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Thié movement is revealing of the extent to which
Dvo¥4k had improved his skill din utilizing the piano's
resources; there is more effective use of tremolo as well
as lefr-hand chordal passages in the manner of Chopin, the
running passagework is also more skillfully designed,
strongly rhythmic parallel chords for both hands tend to
impel the motipn generally forward, and repeated notes and
thirds for both hands occur more frequently. Finally, Dvo-
¥4k was not above assigning the formerly pianistié texture
exclusively to the strings while the piano part consisted

only of simple chords (Example 48).

Example 48. Dvo¥ik. Piano Trio in G Minor, first movenent,

mm. 226-30
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A far-reaching series. of modulations in the develop-
ment, leading to e and enharmonically to G flat (Example 49)
works its way back to the recapitulation with an augmented

version of the theme taken by the violin (Example 50). In
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Example 49, the rhythmic parallel seventh chords for. the
left hand in m. 202, the repeated oﬁtaves, and the measured
tremolos which follow are evidence of Dvordk's growing
awarenessrof the piano's dramatic powers. An additional
feature is Dvorak'a treatment of strings for harmonic and

rhythmic support beginning with m. 205.

Example 49. Dvo¥£k. Piano Trio in G Minor, first movement,

mm., 201-09
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- v .
Example 50. Dvordk. Piano Trisc in G Minor, first movement,
mm. 217-25

Poco meno mosso
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The single theme that dominates the second movement
includes the device of modal change combined with a‘full
section of imitative writing (Example 51). Although the
harmonic scheme at m. 14 does not directly producerthe
modal change to e flat (this mode would be sensed if com-
bined with the tonic), it maf be assumed the Dvo¥Ak has

avoided this change with a substitution of C flat and

G flat7.
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- = - Y/ . ok . .
Example 51. Dvorak. Piano Trio in G Minor, second movement,
mm. 11~16
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Another nore prominent feature connected with this

theme is its constantly changing length (six bars or more).

As illustrated in Example 52,

its chromatic design allows

chromatic freedom in the piano score,; formed in part by

the appoggiatura figures in the treble against the pedal bass .

One of the

first visible details in the Scherzo

movement is the repetition of its opening theme (minor
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to major) exactly as melodic fragments sometimes recur in
Czechoslovakian exzmples of folk music (s=e Example 12b),
The uneven length of the theme is yet another sign of folk
influence. On the whole, such an even or uneven combination

2 » \/ -
of measures 1s just as common to DvorAk.

Example 52. Dvo¥4k. Piano Trio in G Minor, second movement,

mm. 17-20
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In Example 53, the short theme at "marcatissimo"
is almost predictably combined with canon-like writing be-
tween strings and piano, and, as if to sharply emphaéize
its rhythmic vitality, the piano and string forces play
inyrin octaves.

-Thé metef change from 3/4 to 2/4 in mm. 128 through
136 (Example 54) is yet another way Dvo¥4k has varied the
theme while reflecting possible folk influence; this recalls
the pattern of the "Rejdovak~rejdovacka," which uses the same

material in contrasting sections of 3/4 and 2/4. Moreover,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



the harmonic gimplicity of this movement is further empha=
sized in the drone bass at m. 137.

X/ 3 o s . . .
Example 53, Dvorak. Piano Tvric in G Minor, third movament,
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In the trio section, the parallel modal chaﬁge to
major and the thin texture reflect ome of Dvo¥dk's most
frequent uses of contrast. Because of its simple harmonic
design, this is not only a textural, but also a harmonic

contrast to the other more
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Example 54. Dvorak. Plano Trio in G Minor, third movement,
mm. 128-45
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The effectiveness of the virtuosoc Finale is partly
due to Dvorak s ability to create powerful rhythms, an

ability already associated with several previous examples.

this

instance,

e manages to capture the spirit of the

polka shown in Example 56.

Taking the greatest advantage of the piano to

highlight this dance-like feeling of the polka, Dvorak

shows

thirds and sixths (Example

freedom in brilliant passagework made up of parallel

57). These are combined with
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String passages in contrary motion to reinforca the almost

Brahmsian piano part.

= e . . . . .
Example 55. Dvorak.  Piano Trio in G Minor, third movement,
mm. 210-29
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In contrast to the harmonic simplicity of the

scherzo, the C section (development) of this Sonata-rondo

Finale consists of an extended passage of nonfunctional

harmony to heighten the suspense before its return to

Section A.

The details of this passage are a microcosm
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of Dvo%ék's creative invention, including a pedal bass.
against steadily rising rhythmic motives, canenic writing
(beginning with m. 204) in a transitional situation, clear
texture, repeated parallel and broken octaves, chromaticism,
avoidance of tomal center, short rhythmic motives, and a

wide variety of dynamics (Example 58).

Example 56, Dvo%ék“ Piano Trio in G Minor, fourth movement
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Example 57, Dvo¥ik. Piano Tric in G Minor, fourth movement,
mm., 36-46
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Dvo¥Ak. Piano Trio in G hlnor,
mm., 190-220

Example 58.

fourth movement,
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Example 58 continued
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Observations

This is a more formally and pianistically effective
piano trio than its predecessor. In only a year since his
decision to capitalize on the features of Czechoslevakian
national traits, Dvo¥édk's rapidly developing sense of style
and color has given rise to a more effective deployment of
pianistic figures--such as the Chopin-like chord work, the
Brahmsian tendency toward sonorities of doubled thirds, sixths,
and octaves, which are all strategically placed in effective
registers, and reversal of dinstrumental roles.

thythmic vitality has been ‘enhanced with synco-
pation and note and chord repetition. Even the principal thema
(made up of descending fifths and fourths) of the first move-
ment becomes a repeated rhythmic motive, adding impetrtus and
excitement to the general texture. The repetition of paral-
lel chords in transitional aregas is also more pronounced.

A more subtle merger of national, pefsonal, and
formal traits has taken place. For instance, the indefinite
quality imparted by the continual spinning out of the theme
for the slow movement goes well with the genérally uneven
phrase~length$ ﬁound iﬁ the first and third movements. Modal
dualism is often present and actually combined with the formal
technique o¢f canon. Chrométicism and simple intervals are
contrasted effectively with the use of nonfunctiongl harmony
placed in close proximity to the drone and pedal bass. Finally,

vivid portrayals of the polka and "Rejdovak-rejdovacka"
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(3/4-2/4) have taken place, and the repetitian of short
thematic material with octaves in canon symbolizes Dvo¥idk's
bid to create an effective union of national with formal

elements.

Piano Tric in F Minor, Op. 65

The first version of the third published piano trio
was completed in Prague between February 4 and March 31, 1883.
It marks a stage of composition for Dvor4k that is often
described as containing much of his most outstanding work
(e.g., the D Minor Symphony). There is in these compositions
a sense ofvtragedy and glcoom, reflecting a personal distress
related tovthe death of his father and mother, aand problems
cdncerﬁiﬁg the publicatién of his works. |

A first version underwent massive revision bhefore
its fifst performance on October 27, 1883, to the extent that
the finél result comes close to being an entirely new work.
The beauty of this finished product is an éxample'of Dvordk's
refining process at iis best. He reversed the order of the
two middle movements, made many cuts, altered instrumentation,
and completely revised various passages. At iés first
performance at a concert given in his honor, the composerb
himself performe& the piano part. In Novewber of the same
year (1883) N. Simrock published both the present work and a

version for piano duet.
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Irn the 1llustrations which follew in the outline of

movements, it can be seen that the composer preferrad the

use of a greater number of subdivisions of thematic material.

The length of performance is thirty-nine and one-half minutes.
Outlinz of Movements

First Movement (Sonata Allegro), f, 343 nmm.

- Principal theme (a), f, mm. 1-~4:

Allegro 1ma non troppo
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only mm. 115-23 are shown here:

-
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Second Movement (Schevr=o, ABA), ¢ shar 194

Opening tbeme; ¢ sharp, mm. 3-10:
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Third Movement (ABA), A flat, 108 mm.

3

Opening theme (a), A flat, mm. 1-5:

Poco adagio
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A A ” = -~ F‘u
sandite=r——1¢ S 1
== - £ marcato 2 : . P

\ - 3 o : ¥ 1 = =
= pEE: = T marcato . }
’ e T - T e e

—a E £ £ 2 Eefelel S o s Befolal
gt Bafefe® ereter S e
h“}h&%f‘tg A =1 i i e 8 —— ———
1% A 1 I imrmac - -

t 1t , , _ .
T - R id (,‘2.' —: f f/r.!‘ ﬁ = . .f z/“_________. Kfz

e —— ' ﬂ.,._ = 1 SE=E=rer=c= ;
e e SRR
% u] b L ' e e ‘r‘_________‘/ ﬁ Ao
# Q. *,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



94

Part b of second theme, B, mm, &8-49:
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Section A of the movement returns with part b of the opening
theme, C flat, mm. 64-63:
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Fourth Movement (Rondo~Sonata: ABACABAY), f, 528 mm.
Prinecipal theme {(a), f, mm. 1-11:
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The subordinate theme is included in the C section. There
is a return to the principal theme (A) in £, which takes
place at m. 325. A rhythmic derivative of the subordinate
theme in F occurs at m. 392, to begin a long Coda.

Finale statement of the principal theme (A) at m. 520:

Diécuséion of the WOrk

This tric is considered by §ourek to be on the same
"symphonic level of expression' as some of Dvorak's best
orchestral works. As thg first movement opens, a sense of
dramatic ténsion is forecagt with a sweeping statement of
the theme by the strings, pianissimo (Example 59). 1In a style
reminiscent of Brahms, the opening theme is then paraphrased
in dramatic dotted rhythms, with a typical use of parallel
thiﬁds,rsixths, éndvchordal inversions. One of Dvo%ék’s
effective uses of instrumentation can be seen in m. 7,
whare the piano continues the rhythmic line begun by the

strings.
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Example 59. Dvo?ék.

Piano Trio in F Minor,

mm. 1-8.

"Allegro ma non troppo
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The importance of rhythm in Dvorak's ability to

control mood can be seen in his smooth approach to the

passage beginning with m. 53 (Example 60),

It contrasts

sharply with the agitation marking the previous, thé

opening, statement.

The second theme (taken by the cello)

in this example is an intervallic pattern oftem associated

with the composer, but also found in Czecheslovakian folk’

music.

or more,

and followed by a gradual descent.
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) v . s , . .
Example 60. Dvo¥fdk. Piano Trio in F Minor, first movement,
mm. 53-82.
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Dvo¥4dk's steadily increasing control of the piano's
resources is evident in his treatment of the passage be-
ginning with letter G, taken from the develdpﬁéht (Example 61).
The dotted rhythm of the first theme has, at thiﬁ stage,

‘reverted to sixteen-note patterns (m. 127, piano; m.-129,
st:ings), which are taken over by the piano and scattered
about to complete the iexture. Above, fragments of another

part of the first theme are woven into a canon-like intefplay,
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intensifying the drama of ths antire passage. This display

of thematic transformation iilustrates Dvorfdk's expert hand-

ling of contrapuntal textures.

Example 61. Dvorak. Piano Trio in F Miner,

first movement,
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The frequency of imitation in this work is apitamized
in the passage that prefaces the recapitulation (Exanple 62).
As a transitional device and based on the second theme, imi-
tative fragments undergo diminution at m. 171 while climbing”
into the high registers.

The seccnd movement and the first arve thematically
similar. Both are structured on intervals of the fourth and
fifth, and have the compass of an octave (dominant to
dominant), thus hinting at a planned relationship {see
Example 63a and b).

While there may be a thematic relationship between
the first twq movements, the contrasts. in key tend to achieve
just the opposite; this is indicated by the remoteness of
¢ sharp (Scherzo) to the basic key of f£f. More effective
contrast in key results from several uses of the Moravian
modulation (from minor to major a tone below; see Chapter 1I1)
at the end of the main theme (Example 64, mm. 7-1C).

Toward the middle section of this movement, canonic
writing can be seen in the string parts (Example 65) while
the pianq continues with a trill unusually placed in the low
register. Additional color is provided by a tremolo (low
bass in the piano) against the lowest statement of the theme
in the movement (m. 97). The beauty of thig conception lies

in the clarity and wide spacing of relatively thin lines.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



102

Example 62, Dvorak. Pianoc Trio in F Minor, first movement,

mm. 167-77.
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3 - 4 . » " Y .
Example 63. Dvo¥dk. Piano Trio in F Minor, second movement

a. Mm. 1-2

s
/

P N - . ] — ol .
{ L { 1 - L | T {
LI S ») 1 o 1 ¥ AP T T
N T i s A ¥
J ..‘Lo J . e
b. Mm. 1-2
j
2 , . 4 ‘
7 & A ’”“‘q y B

Y 1.1 { )

/ —— T

MJ

: : . v R .. .
Example 64. Dvotrdk. Piano Trio in F Minor, second movement,
mm,. 1-15
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Example 65. Dvorak. Piano Tric in F Minor, second movement,
mm. 94-104
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In the only instance encountered thus far, the

theme for the third movement begins in the méjor mode
(A flat) and ends in its paréllel minor (Example 66). This
clear parallel change of mode reflects one of the prominént

Czechoslovakian folk traits described in connection with

Example 7.
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Example 66. Dvovrdk. Piano Trio in T Minorx, third movement,

nm. 1-5.
oo
, . Poco adagio
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Typical of Dvogék's stylie. in these chamber works

(see movements I and II), the dramatic B section of this
movement contains a wealth of:uanonic writing in the string
pafts, This counterpoint can be seen at letter C against
the tremolo chords of the piano part {(Example &7).

| The fourth movemeni is based on the popular furiant.
In addition to its clear national flavor, this movement's
rhythmic momentum is reinforced by the usual stock of
parallel octaves, chords, thivrds, and sixths in the piano
part (Example 68a and b). Measure 46 contains the furiant
rthythm, which fprms the basis for the entire movement. The
effect of the furiant with the parallel intervals doubled
at the octave is one of brilliance and synecpation, es~-

pecially as it appears in Examples 68 and 69,
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Example 67. Dvorak., Piano Trio in F Minor, third movement,

mo. 37-40
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Example 68. Dvorak. Piano Trio in F Minor, fourth movement

a. Mm. 28-32
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b. Mm. 40-50
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AV 4
Dverak.
mm, 73-78

Piano Trio in F Minor,

fourth movement,
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Earlier in this discussion, Dvorak's preference for

unresolved chords was briefly reviewed in connection with

the harmonic features of his style (see Example 28). Such

also

s

chord cccur briefly 4o this movement, and as in the
Adagio from the B flat symphony, they serve as transitional
material (Example 70). This passage, along w1th the follow=-

ing one {(not shown), forms the section leadlng to B in the

sonata-rondo schame of this movement.

Example 70. Dvo¥ik. Piano Trio in F Minor,

fourth wovement,

Ny s
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Several importaﬁt alements ralated to Dyo%ék's style
are present in Example 71, and combine to produce a smooth
transition to the double bar (c shérp). These are the repe-
tition of short motives (extended for nine bars) on the
furiant rhythm, nonfunctional harmony, and an unconvention-
ally used iItalian sixth (m. 105). 3eginning with the "tranf
quillo," a lovely waltz figure is introduced, contrasting

widely with the rhythmic vitality of section A (Example 64).

Exanple 71. Dvo¥4dk., Piano Trio in F Minor, fourth movement,
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One of the most extended pedals to be encountered
in the four plano trios is found in this movement. It is”com~
bined with roving arpeggiated figures against the spontaneous
rhythm of the furiant (Example 72). Striking an ideal

4 e 5 ~ N P - '
balance, Dvofdk has transformed the furiant into a delicate

figuration while the piano, in broad strokes, provides a

spacious orchestral effect.

One of DvoYidk's most. outstanding traits in oerches-—
trating fer ensembles was his sensitivity to color in various
instrumental registers. Whether dealing with a texture like
the one just described or with the massive one of Example 73,
he never failed to convey his command of the instrumental
gcrces at work. The presence of heavy rhythmic and chordal"
action does not deny him access to é glear, imitative textura.

Furthermore, his imitative passages are not merely exercises

in counterpoint, but rather vital forces of color and expression.

Example 72. Dvotak. Piano Trio in F Minor, fourth movement,

mm. 375-91
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With this trio, DvoFhk seems to have reached a peak
in his powers of virtuocsity and intense expression. It is
a work that tends to epitomize his quality as a composer and
his ability to grasp the finest ingredients of this expres-
sive medium. More than any of the triOSaprecéding or folloﬁ—
ing, this oune represents the composer's greatest effort
toward an ideal balance between form and content. It is
clasgified as one of his most dramatic works, but should
also stand as one of the most dramatic and expressive works
in all chamber literéﬁﬁfe.

As in the G Minor Trio, the intervallie association .

between the original string theme and the later driving
figures of the accompaniment is apparent. Extensive counter-
point 1is seen throughout the score, sometimes as fragments
of themes are used to intensify the drama of a given passage.
Placed in the bass at one point, or introduced with short
motives, the syncopated aspect of the furiaat has become the
foundation for the fourth movement.

Dvo¥édk's use of contrasts is notable. Whether
using parallel thirds, sixths, and éhords iqwinVersionS_to
reinforce the furiant, or using a smooth waltz figure for a
later "tranquillo" section, there is always a2 fine sense of
balance between tension and releasef Unresolved chords,‘as
in the "Adagio'" from his second symphony, nonfunctiopal
hérmony, and an unconventionally used Italian sixth remain

.. . . ¥ .7 N .'. .
as an indication of Dvordk's gift for harmonic manipulation.
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They contrast effectively with the more stable element of
repetition of short motives (for nine bars in one instance}
or very extended pedals. At one point in the second move-
ment canonic writing becomes inteusified agaiﬁst the back~
ground of a trill in the low register, c¢ontrasting widely
with the roving -arpeggiated figurés in the piano, which
place the furiant of the strings into more delicate
nerspective.

The upward leap and gradual descent of the second
theme in the first movement, the Moravian modulation of the
second movement, the modal dualism of the main theme for the
third movement (beginning‘in major and ending in minor), and
the furiant of the fourth movement are very clear factors
in Dvo¥Ak's union of national with formal elements of

composition.

Piano Trio in E Minor, Op. 90 (the "Dumky")

One of the most céiebrated of Dvorhk's works in any
form, the Dumky piano trio was begun sometime in Novgmber
1390 and completed on February 12, 1891. It was first
performed in April 11, 1891 in recégni;ion ofﬂén honorafy
doctoralbdagree awarded the composer by Charles University
of>Prague, Performers for the eéent weré ﬁhe coﬁéoser

himself and two string professors from the Prague Conservatory.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



114

Following the premier performance, the same& ensemble
performed it in forty=-one towns in Bohemia and Moravia as a
celebration of Dve¥dk's forthcomiang visit to America. In
1894 his publisher, Simrock of Berlin, issued the first

publication.

v
r

T

. . c / e s
This final one of Dvorak’s four pianc trios is
typical cf the compouser's freedom from fermal rastrictions.

As in the Slavonic Dances, it is made up of six movements,

each consisting of the typical contrasting mouds found in
the dumka. Moreover, by not necessarily being held to a
more traditional musical content, each of these dumky .
contains a wealth of original ideas, reflectiagbthe strength
of Dvogék's imagination in creating the spirit of his
national temperament.

In the complete edition of Dvofak's works, gourek
has stated that the cowmposer assocciated the word "dumka'
with alternate moods of somberness and high spirits rather
than the narrative quality that characterizes the Ukrainian
folk songs that go by this same name. Therefore, it is
~possible to assume that the ruling conception for these
pieces stemmed from Dvorak's intimate feeling for Czechor

slovakian folk material.
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In another work, The Chamber Music of Antonin Dvorak,

4
Sourek states that the first three dumky are closzly related

T

in key (e, ¢ sharp, A) aund are also close in their use of
contrasting sections. The fou;th, in d, is calm, while the
fifth is lively, with quick chythms. - The sixth, in its
contrasts, is designed like the first group of three.

éourek is also of the view that the first three dumky rep-
resent an introductory movement; the fourth, a élow movement;
the fifth, a scherzo; aud the last, a modified rondo finale.
One may weigh this conception by comparing the sanples

contained below.

OQutline of Movements

First Dumka (AB AB), =2, 137 mnm.

Introductory phrase (Lento maestoso, piano part), mm, l-4:

Lento maestosc 4 = 68
A
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Opening theme (A, Lerto), o, mm, 13-20:
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Second Dumka (AB AB}, ¢

sharp, 195 mn,

Introductery phrase (Poco adagio),

¢ sharp, mm. 1~9:

Poco adagio - 46
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Poco adagio J- 46
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Opening theme (A, Poco adagio), ¢ sharp,kmm. 18-21:
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Third Dumka (ABA), A, 182

o .

Introductory phra and

mm. ~-16:

opening theme (a,

Andante), A,
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Second theme (B, Vivace non troppo), a, mm. 70-73:
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Fourt 4 ' i, 17
rth Dumka (ABABACA), 9, 170 mm.
Opening X
P ng theme (A, Andante moderato), d, mm. 5-171:
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econd theme (B, Allegro scherzando), F, mm. 23-26;



Third theme (C, Meno mossol, D mm. 91-94:
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Fifth Dumka (ABAB), E flat, 160 mm.

Opening theme (A, Allegro), E flat, nm. 1-6:

Allegro daso PlZL
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Second theme (B, Allegro), e flat, mm, 30-34:
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Sixth Dumka (ABCABCA) ¢,

Opening theme (A, Lento maestoso),

Lento mat‘stoso

206 mm.
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d theme (C, Lento), ¢, mm. 87~
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Discussion of the Work

The first dumks is in the two expected sections
(Lento maestoso, Allegro gquasi doppio movimento). There is
a sense of resignation reflected in the descending yet hesi-
tant parallel sixths that open the Lento. Even the séiection
of the half-diminished seventh may have been calculated to
produce an element of uncertainty, in view of the delay of
the dominant seventh until the eighth bar (Example 74). It
is also consis;ent with Dvorak's frequent use of unresolved,
or nonfunctional harmony.

Example 74. Dvo¥Ak. Piano Trio in E Minor, first dumka,
mm. 1-8

Lont maestoso o - 7

N S 10
T T N Y ' o
! T ¥ T F = =
+ T 3 ¥ 1 . >
rp
— I e v e
St T S e i =
e e e e S O S 1 =
i, e = i s -
Y ; 7 —
e ——— SN et
m:—-—pp
.
: romi £ 00
% et LYK . 7 ]
L A 3 il M%
L} 193 AT
T 1A 1)
B 1 ’
Nw Lowd X 1 AV, I S
P g H —_— i.,LI:(»....
el d. 4
—f
» i : H
— !

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



124

As in the opening measures for plano, the same use
of intervals of the sixth appears in the string parts,
although in canon. Thev clearly establish a feeling for
e;minor (Example 75) before the move into E major for the

second and contrasting lively section.

Example 75. - Dvogék. Piano Trio in E Minor, first dumka,

mm. 12-23
molto rs;r)wsjg;\ti 20
o - 28 Py : . - . : .
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ES 22 Sremmr T = e e e e o e o e o £ et et S o e o s e
- et T 1 1 1 1 T + 1 = 3
- P===7F e — dint. zr 1
e — e s ey S s S = - - = =
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~Augmented by the cello, these intervals (Example 76)
lie under a new and more rhythmically energetic line for the
vielin. Contrasts in rhythm, contour, and note values
enhance the clarity as both themes are heard at once. The
continuous line of broken thirds heard in the violin part
forecasts the same use of thirds in the six;h_dumka\ in
both instances, it will be seen that these broken thirds

have melodic as well as rhythmic significance.
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Example 76. Dvo¥dxk. Piang Trio in ¥ Minocr, first dumka,
mm. 35-40

Allegro vivace, qudsx doppio movimento

. 40 B
ggfﬁifigiij:**’r”’” T U SR P mem:.,g?ﬁ
¥ — i I = r = ¥ Lz & 5 - - : e ; > o ey L4 :
— R s, !
z‘)’/ ﬁ g S - e W - .
ngv T - rﬂ > ._,,_.._.—.‘ﬂa Crese, =
Alleﬁro vivace, qudsx doppio wovimento
’ . /h o - _ , 7 ./'
' — . 191 2 ] I . . 4
e £ i~ --—-_—F - Fg 2 = 3 fa‘#-’:—-"tm — e am— . -y
B A0S At 10 ] - L I "N"K"’ + > 5 o R ] -
ey T S e e et ' =
s W 4 A 7 . — } t i
2 .2 3 - -— e Eﬁ-—i ELH &J
Y P laggw;o R crese. Jz dindn. | |}
. ~— . v
SR “% [ ) ‘P F .F:I‘: - o I - o % 3 “ & ? ‘}& - L T
et £ UNRY o ; AP TR ! T y
ZFay %‘MI' e e A s e e s |
- e :
s I
1) X II X ]) x ;
, i : o, L ] i, .
The Gypsy scale { EF G" A B C D £, introduced by
Gypsies into sastern Burope) is more easily heard than sesen
in the second return of section B (Example 78). An inversion
of the interval of G sharp to F natural in the violin part
provides the key of e minocr with the regquired augmented
second associlated with this scale.
Example 77. DvoY¥dk. Piano Trio in E Minor, first dumka,
mm. 90-91
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The second dumka is also in two sections, each of
which is in two~part form {(Poco adagio, Vivace non ftroppo).
Flewing chords, alternating between major and parallel
minqr, open this movement. Whereas the more introspective
section of the first dumka was placed in a minorﬁkey and -
eventually gave wav to a major key for the brightei section,
the present dumka presenmts a key plan that is the reverse.
Example 78 illustrates the siwmplicity of the mealcdic style
in the piano part, patterned on a repeated rhythmic motive.
The fluctuation between modes is visible across mm. 25 and 26.

A great variety in dynmamics also marks these twe movements.

Example 78. .Dvofdk. Piano Trio in E Minor, second dumka,

mm. 23-29

An outstanding feature in the Vivace gection of this
dumka is the open-fifth drone for the cello part (mm. 60-65
in Example 79). Dvotik has effectively placed this against

a polka-like figure in the melody, which is taken by the
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piano in m. 66. At this point the drone, in combination
with the widely spaced piano figurations, produces the
impression of dance movement. Among the significant details
of this passage isItherregurrggt motive in the v@p;inrpart,
which begins repeating itself at ﬁ. 74, always a haif tone
higher. Although the motive returns to its original level,
as in the folk tune of Example 11, the difference here is

in the expansion of concept.

Exampie 79. Dvo%ék. Piano Tric in E Minor, second dumka,

mm. 60-87Z
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Example 79 continued

As in the second dumka, a distinguishing feature of

the third dumka is in its stress upon intervals of the fourth
and fifth. This is especially true of the opening theme
(ending on the dominant). Cast in a threemgért form
(Andante, Vivace non troppo, Andante), the movement coheres

because of the thematic transformation of motives taken from

the middle of the "Andante" opening theme (* in Example 80).
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Example 80, Dvorak. Pianc Trio in E Minor, third dunmka,
mm. 10-18

Andante J- 88
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The Vivace section of this dumkakrestsuupon the
open-fifth‘drone bass, sounded either by ghéﬂpiano or cello.
Transformation of the Andante motive can be seen in the
violin part, which uses the same interval inm a slightly

altered rhythm (* in Example 31). kFurther transformation of

this motive then follows as it becomes absorbed into the piano
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part of Example 82. Unity is accomplished with the com-

bined effect of an alwmost continuous sound of the drone

fifth on A and repeated motives.

" - Yo, s :
Example 81l. Dwvorak. Pianc Trio

: in E Minor, thizd dumka,
mm. 70-76

Yivace uen troppo.
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Example 82. Dvorék. Piano Trio in E Minor, third dumka,
mm. 77-82
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The ostinato effect of the pianc accompaniment in

the fourth dumka accomplizhes the unity that the drone

fifth imparts to the third dumka. Ip the form of a V-I

progression that seldom varies, this ostinato rhythm is
also found in :he violin part. It is seen accompanying the
ello solo, along with the piano (Example 83).

Example 83. Dvo¥dk. Piano Trio in B Minor, third dumka,
mm. 73-78

Meno mosso (Tempo 1.)
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The form of the fourth dumka is that of a broad
ternary pattern, and may also be interpreted as resembling
the scheme of a rondo A(ababa) B(c} A{(a). This dumka, as
well as the previous three, is chargcterized by parallel
and relative changes in mode. For example, the key-~aequence
of d-¥F-d-D can be seen at the beginning.

The manipulation of key in Dve;ék’s style is demon-

strated in his delay of key vesolution for special effects.
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He occasionally makes an approach toward a particular key
and instead ends in a completely unexpected one (Example 84).
An unusual spelling of the German sixth resclves as expected
to the 16/4 of G, which is soon led to a B flat dominant
seventh. However, this seventh takes its dominant function
to E flat major, rather than following the aural pattern
established by the former progression: the ear expects an
immediate return to the already established 16/4 of D oxr d.
Consequently, the remocte key of E f£lat, however temporary,
enters as a surprise, and serves as a brief delaying action
before an actual return to the home key of d, two measures
later. Each of the progressions is marked in Exa@ple 84.

Example 84. Dvo¥ak. Piano Trio in E Minor, fourth dumka,
mm. 66-72

e,

in ltempo e
‘?;:%?3‘F4?:?::£§;g§5§§2

s - - T -
v === pf mollo espr. 7 cresc
i tempo
¢ . + I 'l i & 3
'y 1 1 | Sy 3 X
3 Y 1§ 3 et |
k. o i 1 e k

e

Jr

——
_v‘/

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



133

Continuity of stvle through similar treatment of

. 5 . - v
fexture is another methed occasionally employed by Dvorik.

™

In a comparison between Examples 85 and 61, a resemblance

of texture may be identified in the piano parts.

Example 85, Dvofdk. Piano Trio in E Minor, fourth dumka,
: mm, 105-14 '
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Ifwenty-one bars of extanded tremolo for the pianc
bass on the lowest possible D octave bring this dumka to a
close, a further illustration of DvoYrdk's manipulation of

texture. Along with the ostinato figure, drone bass of a
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fifth,

emphasis on

repeated motives,

134

parallel wmodal changes, and direct

intervals of the perfect fourth and fifth, this

D-vedal eontributes toward the folk gquality that seem so

closely identifiled with this set of pisces.

As in the first dumka,

the opening statement of the

fifth one (Allegro) contains the use of melodic intervals.

A compariscen of the two opening statements (Examples 75 and

86) will reveal a relationship in treatment that could have

been planned as one of many factors for continuity,

This

cemparison is in the string parts.

Example 86,

N
Dvorak.

Piano Trio in E Minor, Eifth dumka,
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Following the practice used in dumky I through IV,

the fifth dumka also incorporates opening melodic motives

into later sections of the piece. In one instance it takes

the form of canonic writing (see m. 3C of Example 87).

. . . - : . - W
musical interest is the way in which Dvorak has forecast

Of

the

string lines in the treble of the piano accempaniment (num.

26-29), uniting all three with a clear and arresting texture.

As expected, the ostinato line of the left hand {1l-V) comes

through as a stabilizing rhythmic factor.

Example 87. DVO;;RQ Pianc Trio in F Minor, fifth dunka,

mm. 26-39
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35

Unlike the previous dumky of this set, this piece
sustains a general allegro throughout. The differences be-

tween sections ar

[

in texture, as seen in Examples 86 and 87.
This often displays role~reversals between pianc and strings
{(compare mm. 165~ and 169, Example 88)., An additional type
of variety is achieved by frequent modulatioa, a third

distant, and parallel modal change.

Example 88. Dvo¥4dk. Piano Trio jin E Mimor, fifth dunmka,

mm. 165~72
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The concluding dumka of this set reverts back to the
contrasting eliements in mood which mark the fivrst three, and
is in a modified rondo form (Lento maestoso, a; Vivace, b;
Lento, ¢, a; Vivace,;, b; Poco meno, ¢; Vivace, a; and con-
cluding coda). This piece contains many of the features
which give the previous omes their folk-like character. The
Gypsy scale is observed in several instances, along with
ostinato bass, repeated rhythmic and melodic motives, drone

fifth, pedal bass, and frequent modal changes. Additional

3

features not in the folk category are several uanresoclvad
chords, the typical parallel thirds and sixths, and use of
the main themes as a quodlibet (acting as 2 summarization
of the movement). |

Azainst a halting and repeated rhythmic effect in
the strings, the desceanding figure of the opening piano
statement seems to create a rather melancholy figure. Also,
if the figure which immediately follows at m. ¥ is con-
gsidered as in the key of G, the flatted second (A-flat)
produces the effect of a Gypsy scale (Example 89).

Overall continuity of this piece has @een achieved
through transformation of the opening piano figure, which
appears later in the violin (Example 90). Further continu-
ity is established by the repeated rhythmic fragment in the

Vivace section.
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a4 . oan . : .
Example 89. Dvorak. Pianc Trio in E Minor, sizth dumka,
mm. L-12 '
L.ento maestoso '
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As a more direct element of continuity, a drone £ifth
exists in this dumka, creating a tremolo for fifteen bars
(the last twelve appearing in Example 91). The folk emphasis
here is not only due to the‘drone itself, but also to the
delicate intervals of a fourthAby ﬁhe violin, and the plain-
tive melody in the pilano treble (which might also be effec-

tive on the fu]ara)
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Example 90, Dvordk,
nmm, 87-99
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In the Finale of number IV, Dvofak's originality in
the use of musical elements is excellently illustrated
(Example 92) with oscillating chords in the'éién§ treble
‘(taken from the fragment at "Poco piu mossoV in Example 89,
m. 9), and the alteration of thematic material for the cello,
surrounded by the ambiguous and changing harmonies of the

accompaniment.
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Example 91. Dvorak. Piano Tvio in E Minor, eixth duaxka,
mm, 115-26
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Example 92. Dvorak. Piano Trio in E Minor, sixth dumka,
mm. 164-75

Poco meno.

o

— ! e
= = e L
S g
,r"’——_‘—-_q.g5~ - .
ogr X o
1 iy
crese.
Aty P
e VA T S—
- y—%-
. T[_H
— e
& I

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



141

Example 952 continued

g 2% 28 1

Xy
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Observations

If this trio lacks the intensity and virtuosity of
instrumental performance so amply displayed in the 6 Minor
and ¥ Minor trios, it contains an increased virtuosity in
the composer's use of naﬁional traits. Thése are also
exploited with greater consistency thac before. As in the
F Minor trio, which displays a clear Moravian madﬁlation
for the first time, the latest informal trait to be used

in the Dumky Trio is the Gypsy scale, which imparts a tonal

quality nect found in the previous three.

As suggested by gourek, there is some logic to the
grouping of these dumky. However, this may be more of a
sign of the composer's natural flair for balance and pro=-
portion than his conscious attempt to stimulate the distri-

bution of movements in sconata form. Other features may also
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contribute te the unity of this piece, such as the thematic
transformation in dumky TII, V, and VI, The use of the

- dumka itself as a plan for each of the sections is a”
reliable source of unity.

In several cases, Dvorak has gone beyond the
previous trios in exploiting national traits and idiomatic
vproperties 0of the instruments. One is an unresolved
diminished seventh, which persists for eighteen bars.
Another is the extended oscillation of treble chords or
tremolo octaves (twenty-one bars in the bass) for the piano.
Iin freqqen; instances 0of accompaniment, the strings are heard
to emphasize strongly the drone fifth or fourth, or te
perform them as impertant melodic intervals.

The drone bass, ostinato effect of simple chord pro-
gressions, and repetition of melodic and rhythmic motives
play an influential rele in the entire set of dumky, but
even more so in the last. In themselves, as with ﬁhe con-
stant modal change, they form an additional coherence,
linking all sections.

Dvo¥dk's desire to manipulate'chrcmqgicism has
somewhat decreased in this work, in preference Lo an attempt
_to infuse a greater degféerf nationalism. Toward the ends
of numbers 11X, IV, and V of this set, for instance, a
gimilar homophonic texture occurs which assiéts in cfeating

musical unity between the set as a whole. It is characterized
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by an octave or drome fifth ian the lower register, which is
generally taken either by the strings alone. or by the piano.
This, of course, is only one of many features which prcvide

the Dumky Triog with & sense of symmetry and wmusical unity.
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CHAPTER 1V

CONCLUSTION
This survey confirms the combined presence of
national and personal elements in Dvo¥dk's four piano trios.
Part of the discussion has also referred to the same joining

of elements in other works by Dvorak (Czech Suite,. Stabat

e

lacter, etc.). Through the chronological occurrence of the

trios, theres exists a process of growth, discernable in

v
Dvorak'

s method of handling materials and the‘way in which
e increasingly utilizes the best features of instrumental
and musical (national and personal) elesments.

Uneven phrase lengths persistin all of his trios.
Other prominent national features are parallel modal change,
repetition of short thythmic and melodic motives, the polka
as a rhythmic basis, the drone bass, repetition of a short
motive at the end of an uneven phrase, intervals cf the
fourth and fifth, repetition in centrasting keys, upward
ieap followed by gradual descent of the melodib iine, the
dumka, and ostinato.

Several nétional elements which deserve an important
rating, but are not seen in these trios as often, are the
furiant, Moravian modulation, modal dualism, and the Gypsy

scale. However, the first two have been described im this
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discussion as appearing with greatex frequency in such works

as the Fourth Svmphony, Symphonic Variations, Morvavian Duets,

The Czech Sujite, the String Quartet -in D Minor, and others.

Dvorak has covered a great distance in his explora-

e

tion of the piano trioc medium. The Piano Trio in B Flat

tends to explore, tentatively, some of the possibilities
inherent in the musical materials. For itz length, it is
loose in structure, unprofound, and repetiticus in nature.
Yet a forecasting of the basic ingredients of a more highly
developed style can be seen in its lavish display of typical
pianistic devices and its inclusion of national traits. Even
the polka becomes the rhythmic basis for the third movement.

The Piano Trio in G Minor carvries greater emotiomnal

impact. This work as a whole is more condensed than the
former, with stronger, more compact ideas, Natignal elements
have actually become woven into the thematic material (4ch,
5¢h in first movement) or form the rhythmic and harmonic
basis for extended passages (rejdovak~redjovacka, uneven
phrase-lengths, drome bass, and polka).

There i3 a considerable display of qufék'ﬁ sense of
personal style in both the B flat and G minor trics. Un-
prepared modulation, foreigm modulation, unconventionally
used chord pregressions, unresclved -sevenths, and modulatioxn
by third occur regularly. Key ambiguity accomplished with
unresolved sevenths, false modulations, and nonfunctional

harmony play an important role in all of the trios, especially
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the second and third. Alsc, it i3 possible to see a general

* Minor trios.

» . pe Yoz ¥ ) »
The ultimate in Dvorak's scoring for the piano-trio
medium is expressed in both his F Minor and E Minor trios.

While the G Minor Trio represents a new level of control of

all elements, the Trio in F Minor exhibits his most dramatic

and expressive writing. It contains, for the first time in
all of the trios, the Moravian modulation and furiant con-
sciously applied as elements of coherence. Thev occur in
separate movements, the former as a harmonic bass for the
second movement, and the latter as a vhythmic foundatioﬁ for
the fourth. These elements serve as a broad basis, while
modal change and repeated motives are incorperated throughout.

As a rule, the F Minor Trio contains less emphasis

on national features than the trios preceding cor following
it. As has been already suggested, Dvorak chose to use two
national traits in a broad and unifying sense. However, his
concentration on balanced classical form, nonfunctional
harmony, counterpoint, rhythmic continuity,lgnd traditional
'contrasts between movements produces 3 major contrast to the
next trio, the E Minor, which tends to be cpposite in tem-
perament, emphasis, and design. Furthermore, the Trio in

F Minor highlights DvoY¥ak's control pf traditional form
along with his ability to state the dramatic and to achieve

high moments of emoticnal suspense.
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Whereas the F-Minor Trio is clearly a more expres-

sive and deeply emotional work, the Trio in E Minor comes

(a4

tarough as a more lightly textured, well provportioned,
skillfully written, and entertaining work. No less impor-
tant than its predecessor, i1t features the dumka, with its
alternating mood, as a basis for each sectional division.
In this, Dvotak presents almost a summarization of his
nationalistic vocabulary. A new item, the Gypsy scale, is
alsc introduced melodically. The drone bass on a perfect
fifth is frequently present, and uneven phrase-lengths,
rhythmic and melodic repetition, ostinato, medal change,
and syncopation constantly underlie the fabric of each major
section.

One of the most consistent features in the four
trios as a whole is in the form of canonic writing. It
takes many forms, and is skillfully emploved by Dvorak at
important transitional moments, particularly when his intent
is to develop an increase in excitement. Canonic writing in
these trios can extend from short passage-work to passages
that involve an elaborate building process y}:h an expanding
texture. Moreover, Dvogék has made a very practical decision
in epplying it to short rhythmic and melodic motives,r#nd
thereby combining a national and traditional technique in one
unit.

Although the element of comntrast in the four trigs is

almost endless, some of the more noticeable are the extreme
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and sudden changes in dynamics, instrumental reversal of
roles, with strings assuming pianistic figurations, the use
of parallelism against counterpoint, nonfunctional harmony
against the stable quality of drone bass, octave pedals and
ostinatos, and short motiyes against long and unevenly barred
phrases.

As Dvo¥4k began to convert to the use of national
traits and to reflect their stylization in his works, he en-
riched his musical scores with an increasing array of musical
material not otherwise available, Moreover, it is not only
the use of the furiant and dumka that endowed his music with
attractive national color. These are ofter unfortunately
mentioned to the exclusion of additional national traits. It
is rather his ability to consolidate a variety of national
traits with other common musical elements that makes up his
style. Thus, to mention a few, it 1is possible o find paral-
lel modal changes with enharmonic change and parallel thirds
(Example 34), melodic emphasis of the fifth with canonic tex-
ture (Example 37), passages of parallel thirds and canon in
the rhythm of a polka (Example 59), and the furiant combined
with an unconventionally used Italian sixth (Example 72).

One of exceptional beauty is Example 88, which features
‘canonic writing with an ostinato figure in the piano part.
Dvorak's ability to arrive at a balanced combination

of national, personal, and formal musical elements has given
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his works an identifiable style. This stylistic continuity
is evident in many of his works dating from 1275, and has
helped to place his fcur piano trios among the most out-

standing of the nineteenth century.
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