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ABS™RACT

Symphony # 1 is a four movement work with a total

: i

durﬁtian of about tvent§—faur minutes., The first movement
is in Sa;ata Allegzo form and its Exposition introduces
germ motives that are used, not only throughout the move-
ment, but throughout the entire work as well. An effort,
therefore, has been made to produce a cohesive c&clie work
in which the use of an economy of material achieves a high
degree of continuity throughout.

The second movement marked "Impishly Energetic” is a
scherzo in ABA fégm with an introduction and coda. Each
large section itself can be broken into a three or four

partgf@fm and so the overall movement resembles a scherzo

with trio. It was written, and” is meant to be played,

“just for fun", ) 0

Movement III, in tripartite form, is scored solely
for strings without percussion., The intentionally myste-
rious and unresolved character of the movement creates a
tension which is released by the fourth movement which
follows without pause,

The fourth movement, an orchestral march in Sonata
.Allegro form, acts as a summation of the entire work. The
sgdden release of tension in the third movement is brought
about .by a brass fanfare in the introduction. The ensuing

development section is not restricted to developing just



to quote and develop motives from the other three move-
[ 4

ments as well.

Classical forms havé been u;ed to provide a firm
‘architectonic structure to the work, wheréaslthe harmonic
language used is of the 20th century.
' Though tonal centers abound in all of the work, they

are not treated traditionally.

A Structural Outline and Analysis are included.

vi
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. STRUCTURAL ANALYSIS OP
SYMPHONY # 1

Introduction

Symphony # 1 is a four movement cyclic work with a

duration of about twenty-four minutes in which gérmg

motives introduced in the Exposition of the first movement
provide material and harmonic structyres for the entire
work. An effort has been made to produce a work in which
the use of an economy of material results in a high degree
of continuity throughout.

Because of its cyclic nature, motives and harmonic
structures introduced in the first movement will be of
paramount importance. The derivations of these motives
and structures used in subsequent movements will be dis-
cussed within the body of this analysis., Derivations of
themes from the second and third movements used in the

L]

fourth movement will be discovered as well.
%he problem of labelling important themes or motives
that are uséed in more than one movemen: may be lessened
through the use of abbreviated labelling symbols. An
important motive introduced in the first movement may be
labelled C)afindicating the "a prime” motive of the
first movément. Derivation may be indicated with the
abbreviation =, thus @ b = @ a' méy be interpreted as;

the b motive of the second movement is derived from the

<
-
-
=
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a2 prime motive of the first movement. ‘
Classical forms have been used to provide a firm
architeetaﬁic‘stfuctgre to the work. The feeling of the

composer is that these forms do not belong to the time '

i

period from which they emerged but are timeless; as/they

exist in other arts and in nature as well., The si
ABA form may be f?und. for example, in a river b@fﬁéred
by two banks. The first movement is in Sonata Allegro
form, the introduction acting as the Exposition as well.
The secnnd movement resembles a scherzo and trio with
intraductiéﬁ and cnda and can be labelled "Introduction
A(a b ca) B(d & e d') A(c ab) Coda™, As the coda and
introduction are built on simi'ar material it is interest-
ing to note that this m~vement turﬁé around on itself at
e and proceeds backwards. The third movement is also a
tripartite form A(a b a ¢) B A(a c) scored for strings
only and proceeds to the fourth movement without pause,

The unresolved and mysterious character of the third
first brass fanfare of the last movement which is written
in Sonata Allegro form. The development section of this
movement acts as a summation of the entire symphony and
does not restrict itself to developing fourth movement
material but quotes and develops material from the other
three meovements as well.

Although élassical fnrmé have been used, the har-

monic language is that of the 20th century. Tonal centers

ix
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will occur in all movements and tonic dominant relation-

ships have not been destrnyed but these tcral centers are
EN r =

not app}cached or treatad traditinnally., Therefore tr~na?

rélationships normelly found in Sonata Allegro form will
€ : ! ?
rarely occur in this work. For example, in the Exposition

of the first movement, the A theme tonzl center on F# and
the B tonal center on Eb is approacrted ty an intermediate
center of F,. The same rélatianshipg are adhered to in
the recaritula<iorn with a slight departure to E in the

B section. The last ﬁmvement is more traditional, tﬁe
A theme being centered in A and the B theme centered in
E. This relationship is immediately brnken down however
as the B theme moves to Eb within two measures,

One need only look at an outline of the tonal centers

of the first movement to realize that drminant key rela-
tionships do not exist. Most key areas are *he distanéé

%

of 2 major, minor or augmented second (minor third).

Example 1.

2 22 -3 x4 ¥1 -2 x435 P4 22 -2 172-2-342 43
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I ,&l bi,&l s
o surmise that the piece is of an atonal

character due to the large number of "modulations" to

quite unrelated key areas. However within each key area
’\
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does not apply here. Instead one might consider the mnve-
ment to be in the constant sta*e of mrdulation.

Bagde chordal stfuctureg thr~ughout this work are of’
two types, that of a triad with added notes, which is
generally restricted to the sec~nd and fourth maveients.
and th»t of a quintal chord in inversion, used extensively

throughout the symphony.

Because of the mild dissonance of the chordal struc-
tures it is not difficult, throueh the addition of other
dissonances, to "transfer weight“%from one tonal ceﬁte; to
another. Traditional modulation of the "preparation chord-
resolution type” is not used nor is the opposite extreme
of atonal anarchy. Harmoniec structures resolve in an
aurally logical manner. The harmony seems to "go some-

where”,

x1
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Instrumentation

flutes and piceolo

V] b

oboes

clarinets in Bb

(%]

bassoons

horns in F

&£ n

trumpets in B

U |

tenor trombcnes

.M

bass trombone

e

tuba
percussion 2‘players ;
timpani
I viali%
IT violin
viola - o
cello

‘ contra bass

(44

The score is written at concert pitch.
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Pirst Movement "Slowly With Suspense”

The first movement marked "Slowly With Suspense” is
in Sonata Allegro form and introduces a number of germinal
motives from which themes throughout the symphony have
been derived. In the first movement itself these motives.
combine with each other either as melody or accompaniment.
Therefore, though the first section may be labelled
A(a B c a), the subdivisions of the A section will not
negessarily denote thematic areas Eut rather, germinal
mcotives which are used melodically.

An outline for the first movement is ineluded below.

Introduction and Exposition measures 1-77

A, measures 1-33
a, measure 1 primary germ motive introduced by
flute.

b. -measure 2 ;rimaryaacc@mpanimental germ
motive introduced by clarinets.

c. measure 8 secondary germ motive introduced
by bassoons, expanded by 'bassoon, horns and
trombone in measures 12-24,

a'., measure 25 primary motive in p;fc@le and
violin I accompanied by motive g; developed

at measure 28 by clarinets and oboe.

xiii -



B. measures 34-76
. | d. measure 34 secondary theéatic matefial in

strings, combined with gffheme at measure 43,

d. measure 50 secondary theme developed harmon-
ically.

céneluding statement measure 58 inversion of
g motive accompanied by Qth inverted).

transition measure 62 b;sed on Y in horns and
¢ in trombones.

L4
Development .measures 78=201

¢, measure 79 secondary germfméfive in strings
and brass.

e. measure 82 accelerating scale passage used
motivically later in the movement,

a'. measure 84 primary motive thematically
stated in trumpets.

a'. measure 88 main theme revealed in entirety
accompanied by c.

a', measure 100 restatement of g motive.
detached by trumpets with rhythm related
to ¢.

¢c. measure 108 frantic statement.

¢, measure 110 development of ¢ motive.

e. measure 126 thematic material based on

_scale passage of measure 82,



41 new material based on scale

=)
m
m\
L]
=
Ly |
m
LI

passage of measure 82 answered by b motive
in woodwinds, and later accompanied by ¢
motive in woodwinds.

measure 167 motive accompanied by e motive,
c frantieally at measure 172,

measure 183—201 gradual spending of energy
using motives a' in violin I and motive

i

based on d theme in violin II and viéia.

LY

Recapitulation measures 202-237 .

A, nreasuras 202=219

a.

measure 202 motive restated in oboe as in
measure one,

measure 20> motive restated in horns and
bassoons.

measure 212 motive restated in bassoon but

slightly extended.

B, . measures 220-237

d.

restated in woodwinds and percussion with

rhythmical changes and harmonic development.

Coda measures 238-294

measune 238 motive in trombone detatched
as at ﬂgssure 106 but extended.

measure 252 frantic statement as at

measure 108,



measure 255 transition material froé meas-
ure 62 used thematically combining c motive,
Y motive and a' motive.

a’. measure 260 rhythmically unstable inversion
of a'

a''! measure 272 tragic a theme transformed into
triumphant character and extended to measure
285,

a'. measure 286 tragic a' motive stated,

a'! measure 290 triumphant a' motive.



The first movement opens with a pianissimo tremolo by

the violins which accompanies a mysterious flute line a.
Example 4.

fi. 1,

- This motive is immediately answered by a nérvous
motive b in the clarinets which consists of a min-r
+hird exranding chrematically outward to a perfect fifth.
It will be used extensively in inversicn throughout the

entire symphony.

Example 5.

The bassoon introduces the third principal germ

motive ¢ a few measures later and with the horn expands
the germ to a climax at measure 17 gradually spending its
energy by measure 25.

=

L



Example £,

-flfiﬁ';

1T Er

These three germ motives will continually be comtined
with each other to form thematic cr accempanying mate-
rial., It is interesting to note that these three mntives
have a hierarchy of importance and use. Motive a is used

exclusively as thematic material, b ix exclusively acccm-

ot

panimental and ¢ serves in both capacities. So, measure
25 serves as the firs% combination of the a and ¢ motives
f{E piccolo/strings and low strings respectively. The oboes
and clarinets EEPéﬁd and develop both of these motives 2t
measure 28 and lead %o the B section.
fhe B theme material, though hauéting. ocecurs only in

the Exposition and Recap. Develcpament 1s found only

in those two sections. Measure 34 begins the d m~tive, 2

rhythmic ostinate over an EP pedal.

Example 7,
vintll

[P0

i

7 “y
vC. !



Nine measures later the a theme is persistent in mak-

ing itself heard. I* is quoted in flute and piccolo over

=D .
the same T pedal while the celesta outlines b-zh a and.Db.

Example 82,

Ccelesta

Pinally d is repeated again bu: develoved harmonically
in the woodwinds bringing us to concluding ma*terial in the

clarinet and horn. This material is based on an inversion

of § and of D. TN

Example 9.

cl.

l@}nvtj

hrn. hrn.

The Y motive, as it is found here, will prove %o De
extremely important and will be labelled C)b'for further

reference,

A transition to the Development section using this

concluding material begins at measure 62.

An accelerating upward scale passage in the brass and

strings ushers in the Development section. Melodic and

xix



rhythmic tension mount ss‘%he strings play ; forte Eb
tremole while the truppets reveal a partial statement
of the a theme based on the a motive, The tension breaks
lorse fiﬁélly when the strings play the a' theme triple

£forte in its entirety.

Example 10,

vin

“?Eiif 1 L:[?f_sd | J 3J 11

This theme will recur throughout the sympheny and
will be 1abelled(32§ for later reference, The feeling
of despair or anguish created by this theme serves an
important psychological end. Not only is the theme devel-
oped during the course of the work but, as we will notice,
+he emotional statement is also developed.
In the ﬁeasurés im-ediately after the theme is first

stated, a period of tonal insecurity ensues until the vio-
lins land on F# in measure 100. With a rhythmic motive
derived from ¢, the violins accompany the trumpets in a
restatement of the a' theme., This restatement creates a

feeling of insecurity rather than anguish as it is played

detached and in thirdga;

xT



Example 11.

i e

SR B

tpt.

A crescendo and increase in dissonance then throws the
orchestra into another frantic period of a' statement,’

At measure 111, there is a sudden change of themafie
idea as the z motive is develaéed; The hcrns begiﬁ the

development accompanied by stirings with the rhvthm tha<

was introduced a* measure 100,

Example 12.

(20T 5

Shortly after, new material, derived from the scale
passage of measure 82, is briefly introduced by the vinlas
and cellos. This e material, *hough melodically related
to the scale passage, is rhythmically related to the ¢
motive and so continues the development of ¢c.

A solo for the horns begins at measure 141 with 2

martial theme derived from g which is answered by ‘the

xxi



This theme is repeated by the strings in a different
key area, again with woodwind interjections, and is later
expanded by the cellos at measure 141. Before the 1astv
fr=ntic @utcfy‘af the development there is a small hopeful

transformation of a' into a triumphant declaration.

Example 14,

—$—

But it is immediately cut short s the development's
erntercy 1s exnended,

The energy is gradually spent between méasures
182-201 as if in exhaustion and the aecapitulaticn bdexirs
at measure 202 with a tremolo T the violins.

This time the oboe plays the a motive and is answered
by the bassoons and horns. The restatement of ¢ by the
bassoon at measure 212 is slightly shnrtened and is fol-

lowed by B,

zxil



Example 1°,

The Recapitulation is intentionally shortened to
enhance the idea of exhaustio~ which was expressed at the
end of the Develorment section. At this peoint in the
Zxposition there was a climactic extension of ¢ that is
now omitted.

The B themes now restated, contain rhythmical changes

and harmonic development.

Txample 1€,

thi2

-

The Coda begins suddenly at measure 238 with the
trombones playing 2a' in much the same way the trumpets Aid
at measure 100, but the theme is extended and builds up
to a frantic ¢ restatement at measure 252. The transitinn
that follows is based on transition material from the end
of the Exposition and introduces the closing material, a

rhythmically unstable inversinsn ~f 2a'.



The focal point of the symphony is finally reached at
measure 272 when the tragic 2' theme is finally trznsformed
into the triumphant declaration that was hinted at in

measure 170.

Example 17.

Grpe 13 T2
£

g SR ITIIL S

g———
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Se aﬂ&'ﬂavemeﬁt "Impishly Energetic

The second movement marked hly Energetic" 1is

(s
H
'U
\M\

writter in a form that resembles th=: of a scherzo and
trio with an introduction and coda. ‘
scherzo trio scherzo
Introduction A(a b ca, B(d A e d') A(c 2b b) Coda
However, after the trio, the scherzc is not repeated

exactly as in the classical! form, but rearranced. The term

scherzo 1s used here in its original meaning as this méve!
ment contalns playful tunes ;3 ed with humor and 1s meant
to be played and enjoyed just for fun.

It is constructed in such 2 way tha* upon reaching.
the middle of the movgment it seems to double back on
its®#1lf and proceed-backwa®d. SZven the crncluding statement
resembl 2s the introduction.

Unlike the out’ine of the first mnvement. lower case
letters denote thematic materizl instead of germ motives.

Themes derived from the first movemen* will bYe sy allzed

The outline is as Tollows:

:.() b' as discussed in the introdueti~n.

Introduction measures 1=°% E'Oﬁ*'
A, Deasures 6-71
a. measure 5 first theme introduced by flute

with string acccmpaniment.

XXV



¢. measure ULé

a, measure £0

B. neasures 72-111

d. measure 72

inverted.

&. measure 80

harmoniec and melodic

e. Mmeasure B&

paniment.

~

¢. measure 112.

C. measure

A. xeasures 112=172

121

¢, measure 128

.measur
b
tutti.

]

r

136

€. Mmeasure 139

inverted.,

theme 'repeated in strings.

sudden change of mocd =? C)gf

repetition by flute with subtle

chanzes,

» measure 87 expanded.

d'. measure 9¢ d with light whimsical accom-

inverted,

repeated in different key area,

repeated in original key area

=

transition, extension of ¢

ab, measure 151 a in augmentation in violin, .-

b in woodwinds.

transition

measure 147

*xxvi

= measure 42 and b,



Coda

neasures 173-18¢

b, measure 1773, , P!

measure 185 final statement is same as

introduction.

~ = #
.
y f
-
-
v
-
-
¥
-
LI
»
2
L4
*
-
-k i )
PR | Poigrr ht teR M. sl Lt T
‘
kY
' #

! - x¥vit

L



The second mcvement was the most enjoyable *c write
ur to the term scherzo, being full of merriment
and meant to be played "just for fun”. The use of motives

is more restricted and thematic material is more extended

than ir the first movement. Themes from this mecvement =re

more readily recognizable as “"tunes”.
The movement marked “Impishly Enérgetic” begins with

a bright fanciful introduction derived from a‘ played

by strinzs, clarinets and flute.

Examcle 12,

cl.
vindi

P 4 bl

W#ithin a few measures the scherzo section of the move-

ment begirs. A solc flute in*rcduces a very singable tune

7
with the help of strinz accomrtaniment.

Sxample 19,

xxviil



L measure 10 the theme is rereated wi-h a rising

clerinet ccuntermelody which adds a bit of “uoyanc ta“~re

the tune breaks off to be taker up again ty the s<rings.
]

r.

Examrle 20 .

The transition th=t begins at measure 22 is derived -
frem C)tfbut claims more recent paren<age fr~m the in‘ro-
duction. It leads intc *he b theme are~ which is like a
Russian folksong, being recvefitive and having a3 narrow

melodic range.

Zxamrle 21

lul TITJ’J\i gr v 'f‘ Ifg ;f{; 4r-]

Another transition follows at measure &2 and is
immediately fcllowed by the third thematic ideé'g played
by the strirgs. This theme is derived from Oe but is
merely hinted at. t will become much more important when

the scherzo is repeated 1 ter thre trio.



Final]y,angther transiticn ccnnects ¢ wizh the last
a statement. The transition beginnine 2t measure 55 is
mcre approoriately labelled an introduc*ion to the return
of a.

rassage work in the wobdwinds accompanies an augmented
‘'versicn of the a melody in measure €0 which is played in
the sirings and acc~mranied by what was labelled intr--
ductory material at measure 55.
. 'Suddenly a grand pause occurs in the middle of the
phrase =2truotly, Jjolting the momentum to = héltg

The shock of the grand pause is released by the first

ot

stand s0lo violin as 1t piays a dreamy expressive solo a

measure 772.

‘Example 22, :

vip.!

This B-d theme, derived from ()’f, is soon taken up

by the oboe and later by the first flute. This last
repetition c~ntains melodic and harm¢nic chzanges which are
used l-ter at meaSure 96. Bqt first, the strings, unwil-
ling to be left ‘qut, take up their nwn version of the new
theme (1abelled B-e in the nutline) which is essentially

an expansion of measure 287,



Example 23,

o

Theme B-d is boisterously reveated with the melcdic
and harmeniec changes used at measure 8C but rearticulated
to change the dreamy solo into a burlesque. The trio ends

as a transiticn based on material from b and d lead us

towar1 *-e scherzo. However a single whole note in the
trumrcs-s, trombones and bassoons =t measure 111 ‘erks the
listener into the scherzd as if the transition were taking

ton lons to suit the trass section.

[+

The Presto at measure 112 finallv expands the ¢ theme
‘into proper verspective, It hegins in the low strirgs and

with the change of time signatures seems to have a diffi-

cult time “"getting evervthing together”,

This theme is inverted at measure 121 and vlayed 'delce"

ty the first violins and oboe and later by flute and

ixxl



clarinet as if to show the low strings how it is done.
The low s*rings try again at measure 128 with the same
rhythmiec difficulties and only succeed in encouraging the
entire orchestra to try it 2t measure 1?€,

A four-bar prepsration at measure 147 brings back
the a theme plaved in augmentati~n by the strings as the

e Rus¥ian "folk song"™ b above.

b

woodwinds play the litt
The accompaniment pattern used here and the little
félk song are now used as transiticnal material to the coda
which begins at mpeasure 177, A last statement of the b
fnlk schg begins to bring the piece to a close and the

introductinn material ends the acvement explosively

in the low instruments.

xxxiil



Third Movement "Slowly, Mysteriously"”

Hovenent 111, 1ir tripartite fora, 1s scored saolely
for stringzs witrnout percussion. Tne intenticnally nyste-
ricus and unresclved character of the zovenent creates na
tension whica is -eleased by the fcurth mavezent Wwhich
follows +ithout pause. iiarked "5lowly, iiysteriousiy" it
uses harnonic structures derived from *the first z=cvement,

In order to achieve a full sound and in order to con-
tain all harmonic elements desired, a large anount of
doudbling is reauired by the violins. Doubling is not
required of the violas <ue t: their fevwer munters in
an orchestra and not renuired of the lcwer strings due to
the muddy sound doubling wculd achieve at that ragge.

The outline is included below:

A, =eesures 1-82

a. measure 1 staggered entries forming chord
built in seconds. |
measure S =) () ¢ inverted.

a. measure 6 a tnheme part two.

transition measure 13 = ()a'inverted as at
measure l40 first movement.

b. measure 18, ° '

measure 27 = ()a'inverted.

svxiil



a. measure 31 different key area with bass
interjections. |
c. measure 46 largest part of m~vemen$
= @a’ giumphant (measure 272).

transition measure 68 =» Y, bass measure
71 = () a',
ﬁ. measures 23-126
. strings in counterpoint, derived from measure 20.
a. measure 110 brief reminder of a theme before
continuing on as before.
transition measure 123,
A. measures 127-161
a. measure 127 repeated with bass inter jections
pizz.
a. measure 137 part two extended with rising
dynamics.
c. measure 147 loud Statement quickly falls
away to a transition,
transition measure 149 same as measure €8 but
shortened somewhat.

attacca tc the next novezent.,

( RN DA s B L R I S s s al T
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The boistercus and lighthearted cuality of the second
movement is completely offset by the mood of the third
movement, Scored solely for strings, this movement is cf
a mystericussethereal nuality that crestes an unresolved
tension. The use of dissonance is not as prevalent as
might be expect®d, however many harmonies =»re built on
the interval of a second., The tensien is created in parfT
By the obscurity of défin;te tonal centers within an
almos* tonal setting. If a tonal center is definéd.it is
almost imﬁediately guestioned by dissonance in another
part. ileasures 10-16 may illustrate this point., A
tonal center of F , C or possibly A 1is suggeéted by *he
chord at measure 10 but the answer in the l@SZStFiEgS out-
lining Eb questions C or A . Although the bass eventually
res*s on an A , recnrnfirming the *cnal center cT 4 , t-e

upper T=rts =2g2in destroy the feeling of an A tonality

throueh the use of D=,

Example 25,

The movement opens with staggered entries in the
higher strings forming 2 cherd built in seconds and

perfect fifths,

XXV



Examrle 26,

A rhvthmic motive in me=sure 4 hints a<+ ():: in-rerted

but is not developed. The second half of the theme bezin-

ning At measure £ will become important material la2<er in
the m~vement. A short transition from measure 17-113
obscures the tonality and leads to the t theme cf the
A secticn. This b theme too will bec-me imrcrtant in shis

o form transitional m=*eri-=l thzt wil)

]

mevamen+ but will =22
be 3erd in the four+tk movement and will in fact bring =+=4
movement to a close, It iz derived from measure 23 of the

first movemert @a.

reduction

reduction

g’f = —

\nnther quote from the first movement is found at

measure 27 which is an ex=ct statement of measure 140 of

the first movement, ():? irverted,

v



At measure =0 the a theme is repeated in a different

key area with interjections bv the low strirgs. This

statement of a egradually builds ur *c a new theme ¢, the

largest part of the movement =) C)ff triumrhant.

-

-

A snfter rest~tement of 2 at measure -7 leads bach
intn a2 transition (which is reminiscs=+t gf()ti 2 cch=-
tracting chromatic scale) in the first viclins arfd acts

as a bridge to section =,

Example 3C.

XxXxvil



Section B begins at measure 82 with twn voices in
enrunterpoint or rather with zmelodies ir centrary zoticn

first hinted at in the b theme. "

Example 31,

The violas enter into the “"conversation” and are !cinec
by the cellcs at measure 112, A brief reminder of the 2
‘theme occurs at measure 111 before B continues on as

before,
d f" s R s

The conversatl-n ends at measure 122 and is followed
by the restatement af Az, Again there are interjections
by the low strings playing pizzacato which this time will
not be shaken off, The theme is extended using the second
part of a and a crescendo brings back the large € theme 3t
measureqiuﬁi |

E§%§¥he proclamation of ¢ quickly falls away as the
1gain., ;ﬁhe;aﬁvement seems to be left up in the air when
the las%:hgte is played. An attaé;a into the fcurth move-

3
ment is indicated in the last measure.
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Pourth Movement "Fast March, con brie”

The fourth movement is a fast march "con brieo"” that
opens with a brass fanfare. The sense of myster y and
unresolved tension that ends the third movement is resolved
with the entry of the brass statement. The piece is writ-
ten in Sonata Allegro form =s a summation of the entire
work., The development section does not restrict itself to
developing fourth movement m-terial but quotes a2nd develops

material from the previous three movements as well. Ton-

311y this movement is the most conservative. The relation-

ship of tonic and dominant is most pronounced and key

areas 2re more. closely related than in the first movement.

As discussed in the introduction of this analysis, the A
section of the Exposition is centered in a while the B’
section begins in the dominant th@ughraﬂly for two meas-
ures. An outline of the basic tonal centers reveals the

rredominance of kev relationshios of = perfect fourth or
LY

perfect fifth followed by that of a minor second,.
-

Example 32.
22 ~2P5-2 “S.3.24343 xSM PS-12 P4

e ﬁ‘ fhff ook
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Within each tonal center a feeling of V. I is utilized
to drive the march feeling forward. The interval of a
perfect fifth is used a great deal and at times parallel

fifths in the lower parts, act as accompaniment patterns.

‘Example 33.

"
ot

Althéugh the movement begins in A, the B sectinn
begins in 2 (the dominant of A) and the Recapitul=tion is
almost entirely in A, the movement ends decisively wi+h a
D major triad. 7

The structural outline is as follows:

Introduction measures 1=14 brass fanfatre =3(')a' retro-rade

answered by accompaniment i,e v, i1

Expositién neasurfs 15-7C
v A, mneasures 15=33
a., measure 15 march theme introduced in trom-
bones accompanied by low strings and bassoon
outlining tonic and dominant.

a., measure 23 repeated in strings.

xl



B, :easu;eslja-ﬁ?'

b. measure 34 §)® e as in measure 106-107.

c. measure 45 =a inverted answered by theme
=y} measure 10 and inverted at 51.

b. 53 reorchestrated and dolce in strings.

transition 58-959 begins by b statement in
trumpet with interjections by low stfings.
measufe €4 triads in brass accompanied by

= b in woodwinds and strings.

|
|

=

Development DZeasurss 7C-

L
L

measure 70 augmentation of introductinn

material of measure 10,

N measure 78 repeated without augmentation.
b. measure B84, o
=) introduction material.
é. slightly relaxed ¢ dévelapéd.y

C. restated in wnodwinds with
different ending.
¢c. measure 126 as before with modulation at

130.

Second Development measure 1135 themes of other move-
ments. '
1. meésure 135 1introduction fanfare of fourth

movement accomranied by()!i



2. measure l41 2 C)iﬁtraducticﬁ aceﬂm?§g§ed
by() ¥ building to climax of 151.
2 meaéure 151 () ¢ in sizplest form as in
O measure 8%,
4. measure 148 deve'npment of introduction
material of measure 10.
5, measure 172 = C)z direct statement com-
bined with fanfare from introduction build-
o ing to big climax at 187,
Recapitulation  3€asures 15C-222 ¢
| A. 190-203 march theme g'in trombones énd trumpet
with added embellishments in piccolo and
runs in violins and wocdwinds.
B. 207 acts as closing matgrial accompanied by
() Y. Closing stateﬁent = ();; triumphant

and introduction material.

\

B IR S S s .k Bt I e s _ _ s
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The fourth movement opens with a brass fanfare that
is derived from the first m~vement = C)a'retrcgfade and
-.answered with the mativ; b’ in the low strinegs which
gradually moves upward. The fanfare is repeated and this

time is answered by the trumpets with material thzt will‘
prove very impargénti In the discussion of the third
movement this mé%ive was introduced at measure 20 and will
again be used in the Development section. More importantly,
- this theme will bring the maveaenﬁﬁizgs;he whclé symphony

to a triuaphant conclusion.

Example 34.

hrn,

Following the introduction the Exposition proper
begins with a march theme stated in the trombones and
doubled three octaves higher'by the piccolo. The mareh
effect is enhanced by the low strirgs alternating between
tonie and dominant and by the snare drum playing a2 march=
ing "cadence”. The higﬁ strings and woodwinds take up this

thé@e at measure 23,

o

=
e
o
-



Example 35.

The B section follows in which theme b and ¢ are

introduced. Theme b beginning at measure 33 is derived

from () e, the scale passage theme of the development and

is 2 martial theme.as well.

Examrle 3€.

‘It is repeated ty clarinets and violas building up

4o the Exposition of the ¢ theme at measure 45, basically

an inversion of the a theme.

Example 37.

ob.
vin.l. I}




=

t is answered by introduction material follcwed by

again reorchestrated and played dolce in the

=

ria

o

mat

m

strings.

A transition is taken up by the trumpets at measure

[

58 based on theme b and is answered by the low strings and

brass, During this transition, which involves most of the

orchestra except wccdwindsibtﬁere is a gathering of energy
which explodegsat measure 64, Triads played in the brass
are accnmpanied by woodwinds entering Wit~ the accczpaninent
figure that has received so much attention up te S‘W,()Ti
With trese drazatic triad:c tre Leveloozent hezins, !
Pirst to be developed i5 the introductory materizl of
measure 10 which is plaved im 2ugmentatisn at meacure 70
and repeated without augmentation at measure 78. The b
theme is' next in line for treatment as thn2 lower sirings
extend it with percussive accompaniment in woodwinds and
upper strings, quoting material of the third mecvement a2t
measure 87, At measure 99 the triumphant a theme of the
first movement is hinted at as the horns ﬁia§ with bells

up. It is answered by intrcductinn mate¥ial which S=ems %o

brineg the section to a close, ’ .




Indeed this material is so conclusive that it is used
to end the whole sympMony. Howgver at measure 109 there
is a slight change of mood and a ”slightiy relaxed"” indi-
cation in the score begins the development of the ¢ theme.
As this is an inversion of a it may be said that the a

.
theme is being developed at the same time. The woodwinds
answer the first s* e'ent of the strings by an inversion
of material directly from the second movement., C(ne zay

compare measure 113 of thls zZovenent wl:h:egsufe 121

Example 3%,

O 4;“ *;"‘fi‘f’* ‘;‘L

The woodwinds then take up the ¢ theme which is

L]
repeated by the strings at measure 126. There is a modu-

l2tion at measure 1730 which brings an end to this part of
the Development section.

As this symphony is meant to be cyclic, 1t§ha; aiready
been noticed that a great amount of theme derivation has
been used throughout the work. At this point it was the
intention of the composer to bring the whole work together
and begin a second Development section in which themes
from all the other movements were developed or quoted.

The five sections of the development are as follows. The
) p
S~

]

x1v71



fanfare of the fourth movement is quoted at measure 175 and

accompanied by C)Ef_ At measure 141 material = C) intrn-

.
a Cc.1-

o]
o

duction, is played in the low strings and huilds =c
max at measure 153, This climax is the ¢ motive in its
simpliest form and is extended to measure 1£7. Measure 14
contains a quotation of the introductory material cf

h
+ta+~emen* from the

7]

movement which is followed by a direct

third movement =) ¢ and the reappearance of the fanfare.
Example <0,

tpt.

There is a sur-e of excitement as the movemen® bullds

and explodes in fff chords at measure 187,

=

The Recapitulation,beginning at measure 1%0,sc*5

L
3

nre

1ike a coda although it commences as the Expésitifﬁ did
with the m~rch theme a stated by the brass section. Imbel-
*ishments are added above in the piccolo, and later s*tring

and wordwind runs add effervescence to the march theme,

At measure 203 the Bb theme is quotéd and leads tc ,

+he final statement, the material thrt was heard -t meas-

ure 99.

The symphony ends with a brilliant D ma jor triad and

a run by the violins.



Percussion

Percussion ll. sus cym
PS

xylo
(Per ll)&

snare drum (an)
woodblock
triangle (tri)

crash cymbal

suspended cymbal

S tambourine

bass drum
xylophone

glockanspiel

(bd.)

Identification Chart

woodblk
N

tri cym bd.

L

b.d.

war}!dblk _tri ~_ tamb

-4 . - =

glock chimes

(woodblk) )

{cym)

(sus cym)

{tamb)

(xyla)

(glock)
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